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Letter From the Editor 
The PAGE Awards Late Entry Deadline is fast approaching!  
Be sure to submit your script by Friday, March 10 for your 
chance to become the contest’s next big success story. Just 
take a look at our Latest News (below) for a sampling of the 
career strides recently made by PAGE winners! It’s inspiring. 
Want to learn how our judges evaluate scripts for the contest 
and the industry? I suggest you grab a copy of our judges’ 
great ebook The Insiders’ Guide to Screenwriting. In it 
they detail specific criteria they use to advance PAGE entries! 

The LOGLINE eZine is always full of handy tips for screen scribes. In this spring 
issue, 2005 PAGE Grand Prize winner Larry Postel shares the query-letter strategy that 
has helped him get four scripts produced in the last three years. PAGE Judge Michael 
Kuciak explains why your work should fit a clear, readily marketable genre. Script 
analyst Ray Morton details what belongs in a spec’s action lines and what doesn’t. Our 
in-house format guru, Dave Trottier, demonstrates how to handle off-camera dialogue 
in your script. Career coach Lee Jessup gets you ready for the inevitable rejections 
every screenwriter receives. And, as always, we conclude with a three-pack of “hot 
leads” from producers seeking specific material, thanks to our good friends at InkTip. 

Happy reading,  
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Latest News From the PAGE Awards 

u  The horror movie Waking Karma, by 2018 Silver Prize winner Liz Fania Werner,  
is now streaming on Amazon Prime. Produced by 3 Roundburst Productions and starring 
Michael Madsen and Hannah Christine Shetler, the film tells the story of a high school 
senior whose estranged cult leader father traps her in a remote forest compound, 
where she must survive a series of psychological trials meant to prepare her for a 
strange and deadly reincarnation ritual. Liz co-directed the film with Carlos Montaner.  

u  2013 Grand Prize winner Brooke Roberts wrote the episode of the Disney+ series 
Star Wars: The Bad Batch entitled “The Crossing,” which aired on February 15.  
Brooke also recently wrote and co-executive produced the Amazon series The 
Terminal List. She is represented by WME and Katie Cates. 
 
u  2008 Gold Prize winner VJ Boyd co-created the new crime drama The Madness, 
which is now in pre-production, produced by Chernin Entertainment for Netflix. He will 
be a co-showrunner on the series alongside Stephen Belber. VJ is represented by WME 
and Grandview. 
 
u  2021 Bronze Prize winner Richard Dane Scott wrote Landlord From Hell, which 
was produced by Shadowboxer and directed by Farah White. The movie premiered on 
February 5 and is now streaming on The Lifetime Channel. In addition, Richard’s family 
adventure Sparkle: A Unicorn Tale has just completed post-production. Directed by 
Jamie Lokoff, the film was produced by Milkboy Entertainment. 
 
u  More great news coming in from our most recent winners… 2022 Gold Prize winner 
Eric Han has been signed by Aaron Kogan Management. Bronze Prize winner Mehul 
Shah has been signed by Linda McAlister Talent. Gold Prize winner John Kim has been 
signed by Bjb Presents. Bronze Prize winner Sarah Polhaus has acquired financing for 
her PAGE Award-winning short film script Therapy, which she will be directing this fall. 
And since winning her 2022 PAGE Award, Denise Deegan has optioned four of her specs 
to production companies in Europe, including her Bronze Prize-winning drama Miles  
to Go Before I Sleep, which was picked up by Treasure Entertainment in Ireland. 

2023 Late Entry Deadline: March 10 

 

 

http://pageawards.com/
https://pageawards.com/the-contest/how-to-enter/
https://pageawards.com/resources/write-a-screenplay/
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appeal of your screenplay and its theme (which is 
essentially your protagonist’s arc). No matter what 
genre you’re querying, this is important. 
The Close  
As with any sales pitch – no matter what it is you’re 
offering – you need to close with a call to action. Ideally 
what you’ve said already will entice them to request 
your script. Something I’ve always included in queries  
is to mention that I’m open to signing a release if 
required. In my case, I have an entertainment attorney, 
so I offer having her submit the script as an option.  
Mentioning a release acknowledges that they might be 
reluctant to read an unsolicited script. If nothing else, 
this conveys to the producer that you understand how 
submissions typically work and how they do need to 
protect themselves. I believe this has opened doors that 
would otherwise have been closed to me. 
Below is an actual query I wrote that generated 
numerous reads, and eventually a deal for the script. 
“Hi (recipient name here), 
I’m a cancer survivor and WGA writer with four original 
movies produced in the past three years: Sony’s 5000 
Blankets, starring Anna Camp, to be released 
theatrically this December; The Main Event, a Netflix 
Original; High Holiday, a Peacock Original; and Flip 
Turn, an indie drama available on Amazon Prime Video. 
In addition, I was named by the Austin Film Festival as 
‘One of the 25 Screenwriters to Watch in 2020.’ 
The reason I’m writing you today is because I’ve written 
a contained, low-budget interracial romantic drama and 
would appreciate the opportunity to submit it to you. 
Entitled Sessions, the story is about a bitter widower 
(Black) and deeply anxious married woman (white) who 
help each other face their faith and fears as they fall  
in love over the course of their six chemo sessions for 
Non-Hodgkin’s Lymphoma (which is the cancer I had).  
Even though Sessions involves patients going through 
chemo, it’s by no means a medical drama. Instead, it’s  
a romantic drama with a medical backdrop that shows 
how faith stemming from illness truly transcends race, 
gender and all else. I know its theme of empathy, 
inclusiveness and self-acceptance is one that will touch 
and inspire many.  
I would greatly appreciate the opportunity to submit this 
screenplay to you. If you require it, I’ll be happy to 
either sign a release or have my entertainment attorney 
submit the script to you.   
Thanks for your time and every consideration.” 
 
 

I’m a longtime non-represented screenwriter in Dallas 
with four original specs produced in the last three years 
and another on the way (I think). Writers often ask me 
how I do it, and they’re amazed to hear that it’s via cold 
queries to producers. Of course, the next question is 
what the hell do I put in my queries to generate that 
kind of interest? Do I include a cash incentive to get 
them to read my screenplay? Do I keep hitting them 
with queries until they finally give in? No and no.  
The truth is that I spend a lot of time crafting a query 
that connects with people on an emotional level. And  
that means presenting not merely the concept, but why 
I wrote the script, why it’s important to me, and why  
I believe it will appeal to an audience. In other words, I 
try to write a query that demonstrates the passion and 
heart behind the script’s premise and execution.  
With that in mind, here is a breakdown of the structure 
and reasoning behind my queries, which I hope will help 
and inspire you all! 
The Opening   
The key to any good opening, just like the first act in a 
screenplay/movie, is to grab their attention and keep 
them engaged. Open with your strongest credentials, 
whether that includes credits, awards, or even a brief 
statement about yourself that relates to the premise and 
theme of your script. Another great option, of course, is 
to say that you’re a big fan of a certain movie or two 
that the producer produced. I urge you to not open with 
the basic, “I have a screenplay I’d like to submit to 
you…”  That’s not going to grab anyone’s attention. 
Although they may still glance at your logline and even 
like it, setting up your personal connection to the 
material (or referring to the producer’s body of work) 
makes the query much more engaging. 
Also important in the opening is to use the recipient’s 
first name. I use IMDbPro for research in all of my 
queries and always try to use a first name when I can 
find it (along with their email address, of course). On 
occasion, when I only have the company’s general email 
address without a name (e.g., “info@...”), I’ve given it  
a shot but I rarely receive a response. 
The Middle (second act) 
Hopefully, your opening hooked them enough to read 
on. This is where you dig in and explain why this 
screenplay will connect with an audience. The key here 
is to sound authentic and passionate, and provide sound 
logic behind your thinking. As we all know, most ideas 
have been made into movies in some form or fashion, 
but this is your chance to present your unique take – 
and why your approach to this story will resonate with 
an audience in whatever demographic you’re targeting 
with your script. If you use this approach properly, you 
can seamlessly weave your logline into the middle 
portion of your query while tying it into the script’s 
theme.  
I should mention here that I’m also a copywriter, so I’ve 
been fortunate to have learned how to think and write 
commercially over the course of my career. But anyone 
can learn how to do it. In advertising, the goal is to 
connect with the prospect/consumer via a benefit that 
engages and motivates them. Likewise, in querying 
producers the goal is to connect with them by conveying 
a strong sense of empathy in yourself and the universal  

THE WRITER’S PERSPECTIVE 

 The Anatomy of a Query Letter  
  by Larry Postel 

Larry Postel won the 2005 PAGE 
Grand Prize for his family film  
X-Mas Files and sold that screenplay 
as a direct result of winning the 
competition. In the last three years, 
Larry has had four original spec 
screenplays purchased, produced,  
and released: The Main Event, High 
Holiday, Flip Turn, and 5000 
Blankets, winner of the Movieguide 
Award as 2022’s most inspirational 
TV/streaming movie. Larry's next 
project is Sessions, starring 
actor/producer Nicholas Pinnock. 
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A film is a shared dream that is watched in the hopes of 
acquiring an emotional experience. The definition of that 
emotional experience is genre.   
Every film has a genre. A comedy is funny, a horror 
movie is scary, a thriller is thrilling, and so on. Given 
that a script is a blueprint for a movie, and the genre  
is one of a film’s defining elements, it’s best to choose  
a genre going into the writing process. But even if the 
screenwriter doesn’t intend a genre, the industry will 
assign it one because it’s a key element of marketing  
a film. We have to tell the audience what kind of movie 
they are going to see if we’re going to get them to 
watch it, and step one of that is establishing the genre.  
Genre can be determined by answering three questions: 
1) Who is the intended audience? 2) What can that 
audience expect out of the film? 3) What other films  
are like this one?  

COMEDY 

A comedy is a movie that’s funny. Whether you are 
writing a broad, R-rated comedy, a light, G-rated family 
comedy, a dark comedy, a horror-comedy or a rom-
com, the more laughs, the better. TV sitcoms usually 
aim for at least a laugh a page, and a comedy feature 
should aim to at least match a sitcom’s laugh output. 
Comedy is subjective, of course. Not everyone is going 
to laugh at every joke. But we should get as many clear 
laugh beats as possible in any comedy script. 

ACTION 

This genre is primarily focused on delivering excitement 
via action in all of its forms: stunts, chases, combat, 
destruction, etc. The more action, the more exciting. 
This genre travels well around the world. We don’t have 
to translate an explosion into another language, and a 
love of explosions transcends culture and geography.  
An action-adventure movie incorporates exploration, 
travel to exotic locations, solving puzzles and riddles, 
and perhaps ancient mysteries to unravel. The Indiana 
Jones films are the epitome of action-adventure. 

HORROR 

A horror movie is a movie that is working to scare the 
audience. In the same way a comedy delivers laughs,  
a horror movie delivers scares. Horror has a thousand 
sub-genres and sub-sub-genres and hybrid genres.  
It includes gory, R-rated horror movies like Halloween 
and Friday the 13th, and more elevated ghost movies 
and supernatural thrillers like The Sixth Sense. The 
one thing they have in common is that they are all 
focused on giving viewers that rush of fear. 

THRILLER 

Thrillers are adjacent to action in the sense that they 
are often driven by violent elements, and they’re 
adjacent to horror in the sense that they are scary, but 
the central focus here is mystery and tension. There are 
a ton of thriller paradigms, including crime thrillers and 
mobster movies like The Departed and Goodfellas, 
international espionage movies, psychological thrillers, 
and mystery thrillers or whodunits like Murder on the 
Orient Express and Knives Out. To one degree or 
another, all are focused on giving the audience a 
thrilling experience, with a frightening or mysterious 
problem to solve. 
 

THE JUDGE’S P.O.V. 

An Overview of Genres 
 by Michael Kuciak 
 

DRAMA 
Drama is in some ways the most nebulous of genres.  
It includes a wide range of sub-genres: biopics like  
Ed Wood, dramatic romances (aka “roma-drama”) like 
The Notebook, heartwarming inspirational dramas like 
Rain Man, sports dramas like Remember the Titans, 
and historical dramas like Amistad. What ties them all 
together? Each aims to evoke in the audience strong 
feelings of empathy, pain, hope, and catharsis.  
OTHER GENRES 
The above genres might be seen as the “pure genres”  
in the sense that they are defined by a primary emotion 
(laughs, chills, tears, thrills). Other genres are better 
defined by their trappings and tropes, so they might be 
considered “bolt-on” genres.  
For example, it’s difficult to come up with a science 
fiction movie that is nothing other than sci-fi, but it’s 
very easy to think of sci-fi films that apply sci-fi 
elements to another genre. Alien, Star Wars and 
Galaxy Quest are all sci-fi movies, but the audience 
can expect to experience very different sets of emotions 
while watching these films. Alien is sci-fi horror, so you 
can expect to be scared; Star Wars is a sci-fi action-
adventure, so you can expect excitement; and Galaxy 
Quest is more of a comedy, so you can expect to laugh.  
Fantasy is also a bolt-on genre that is defined by a 
recognizable set of trappings and tropes. Fantasies are 
usually action-adventure films, like Lord of the Rings, 
though not necessarily. For instance, The Princess 
Bride is a romantic action-comedy fantasy. 
Westerns are another bolt-on genre, because while a 
Western is often some flavor of action (The Quick and 
the Dead) or action-adventure (True Grit), we can 
also have Western dramas (The Power of the Dog) 
and even Western horror movies (Bone Tomahawk).  
Any film that includes song and dance numbers is a 
musical. Musicals are frequently dramas (The Greatest 
Showman), though there is a significant sub-genre of 
musical comedies (Grease) and there are even musicals 
with horror elements (Phantom of the Opera).   
It’s usually by some combination of genre designations 
that people in the industry describe and sell film 
projects, so when it comes to writing screenplays, you 
have to know what movie you’re writing if it’s to have 
the best chance of finding a home in the industry. 
Because ultimately the distributor and marketer will 
need that information to sell your film to the audience.  
 
 
 

 

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 this year. 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 both literary 
management company Samurai MK 
and prodco Blast Furnace Media.  
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Crafting quality description is one of the hardest things for film scribes to master. 
It’s hard because all it’s meant to be is a simple explanation of what appears on 
screen during a scene: the characters, action, and imagery. Elements usually seen 
as hallmarks of “good” writing – clever wordplay, literary style, elaborate detail on 
setting and characters, internal explorations of characters’ thoughts and feelings, 
and so on – have no place in screenwriting. In fact, their inclusion impedes the 
script’s effectiveness. Therefore, stage directions are most effective when the 
wording is as simple, tight, and stripped down as possible. At the same time, it 
can’t be boring and it still must engage the reader. Quite a challenge. 
To meet that challenge you must write clearly and directly. Reading description can 
be tedious under the best of circumstances, and will absolutely become so if you 
force readers to hack their way through giant blocks of type. Use short sentences 
with one idea (one action, one bit of description, etc.) per sentence to maximize 
clarity. Employ short, punchy paragraphs (1–3 lines) that make your script easy to 
read. If you do so, it will have the same energy and kinetic pacing that the 
produced film should have.  
When penning stage directions, avoid using an excessively literary style. Elaborate 
wordplay takes up a lot of page space and can’t be photographed. As such:  
EXT. CENTRAL PARK – DAY 

It is raining. A man and a woman walk arm in arm along a footpath. 

is infinitely preferable to: 
EXT. CENTRAL PARK – DAY 

Droplets of moisture tumble down from the dark, roiling heavens like 
the jealous tears of an angry god. A man and a woman cling to each 
with a comfortable familiarity that reminds us of the enduring power 
of love as they stroll down a path as twisted and unpredictable as 
life itself. 

Cinema is an audiovisual medium. Viewers can only comprehend what they see on 
screen or hear coming out of the speakers. So description should only contain 
elements that can be photographed or recorded as audio. Don’t write what 
characters are thinking or feeling. Instead, describe behavior, dialogue, or sounds 
that show us what they are thinking and feeling. Don’t write long expository 
passages telling us about a character’s backstory or detailing the history behind 
your narrative. Instead, come up with scenes that convey this exposition, or at 
least dialogue that explains it. Don’t write that a room is cold or that a character 
smells something funny – instead, describe a character shivering because the room 
is cold, or wrinkling her nose to indicate that she smells something funny. 
Do not allow your stage directions to get bogged down with explanations of sets or 
characters. As a screenwriter, it’s your job to set the scene. It is not your job to 
determine the color of the drapes, the number of chairs, or the type of carpet that 
decorates a given set. The production designer, art directors, and set dressers will 
handle all of that.  
Along similar lines, it is better to describe a character like this: 
Steve is a quick, smart, attorney at law. 

Rather than this: 
Steve is six feet, two inches tall. He has blue eyes, freckles, and 
curly red hair. He has tremendous biceps, but his left leg is a 
half-inch shorter than his right. 

The problem with being this specific is, what if there’s no 6’2”, blue-eyed, freckled, 
red-headed actor with great guns and mismatched legs available? Would you prefer 
the part go uncast and the movie unmade? No, of course not. And it doesn’t 
matter, anyway. They’ll cast the best actor (and biggest name) they can get. If 
they think Sandra Bullock is the best person to play Steve, that’s who they’ll try to 
cast, no matter how precisely you describe him in the text. So it’s better to just 
describe the essence of a character and let the director and producer do the rest. 
Likewise, don’t waste your time (and page space) incorporating elaborate 
descriptions of shot compositions, camera moves, music, and editing cues into your 
script. The creative team will just shoot, cut, and score the scene the best way they 
see fit. It’s better to describe the dramatic content of the scene as vividly as you 
can and leave specific cinematic interpretation to others. 
In summation, do write description in lively fashion. Choose interesting words and 
craft punchy, energetic sentences that grab a reader’s attention and move the story 
along. But at the same time, always make clarity and simplicity your main priorities. 
 
 
INT. JOE’S BEDROOM – DAY 
Joe gets up, does his morning workout, takes a shower, and then has breakfast. 
 
The problem is that these are four separate scenes taking place over a relatively 

  

 

 

 

 

 

 

 

Ray Morton is a writer  
and a script consultant.  
He was formerly a senior 
writer for Script magazine 
and 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 

Descriptive Prescriptives 
 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/


 
5 

 

 

READER’S QUESTION: 

My writing group is having a lively debate that we just can’t get a definitive 
answer to. It’s about V.O. (voice over) and O.S. (off screen) for a phone call. 
I’ve read that a voice coming through a phone should be marked O.S., but  
that contradicts what some others are saying. Please help us settle this. 

DAVE’S ANSWER: 

Let’s start with the basic conventions.   

What is “voice over” (V.O.)? 

Use “voice over” for any voice that does not originate from the scene’s location.  
Thus, any voice that comes through a device such as a phone, radio, walk-
talkie, and so on, is voiced over. That’s because the voice originates outside the 
shooting location and will have to be recorded later, presumably in a studio. 
(We’ll discuss possible exceptions in the “FaceTime” section below.) 

Given the above explanation, it’s easy to see why narration is voiced over.  
Incidentally, if the term NARRATOR is used in the character cue (the name 
above the speech in a dialogue block), the term V.O. does not need to be added 
because anything said by a narrator is already understood to be voiced over. 

In addition, you should use V.O. for any dialogue that is recalled from the past. 
For example, let’s say your character remembers the advice of his mother and 
that her advice is heard by the audience, but the mother is not present in the 
scene. Her speech will need to be recorded after the scene is shot.   
Also, a character’s thoughts – that is, when we hear their voice, but their lips 
are not moving – are voiced over. I should mention that it’s seldom an effective 
ploy to voice over a character’s thoughts. 

What is “off screen” (O.S.)?   

Off screen is used for any voice originating from the scene’s location, but the 
character is not visible on screen (i.e., not visible in the camera frame). The old 
term for this is “off camera” (O.C.). You seldom see O.C. anymore in a script, 
but it means the same thing as “off screen.”   

What about FaceTime, TV, and video chats like Zoom?   

Let’s say Sherma talks to her friend and her friend’s speaking image is on 
Sherma’s phone screen. Her friend is present in the scene because we see her, 
and her lips are moving as she speaks. Thus, the V.O. and O.S. notations are 
unnecessary. That’s true also for a holographic image, images on a laptop 
screen, or any other visible characters, even if their voice is coming through a 
device such as a phone. (This is one of the exceptions referred to earlier.) 

If Sherma’s friend keeps talking, but her phone or other device has left the 
camera’s view, then the friend’s speech should be marked “O.S.” That’s  
because while her image is still present at the location, it’s not currently  
visible on camera (Sherma’s friend is now off screen).   

This applies to television and Zoom conversations as well. For example, if a 
reporter announces a newsflash and we see the reporter and his lips are 
moving, no V.O. or O.S. notation is necessary because his image is visible and 
he is currently talking on screen.   

However, if the news report is only heard because the TV is in another room, 
then the report (the speech) should be indicated as “O.S.” because the 
reporter’s image is there at the location, but he is not visible on camera.  

If we have two characters in a room talking to each other (e.g., Jim and Joan), 
but the camera is only on Jim, then Joan’s speech is marked “O.S.” because 
she’s at the location but is not in view of the camera. In this way you can 
emphasize the importance of a character in a scene or at a given moment by 
marking the other character’s speech or speeches as off screen. 

What about Intercuts? 

In an INTERCUT, we see both characters whenever they speak. Thus, you do 
not need to use the O.S. or V.O. notation. You can just keep writing! 

 

 

Phone Calls, Video Chat and Voice Over 
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! 

 
 

 

 

 

 

 

 

 

 

 

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.  

 

 

Phone Calls, Video Chats, and Voice Over 
by Dave Trottier 

SPEC WRITING TIPS 

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 

A Screenwriter’s Guide to Rejection 
by Lee Jessup 

There’s no two ways about it: No one likes rejection. Rejection is tough. 
Painful. Disappointing. And, in the world of screenwriting, it can also feel 
personal. All too often, writers pour their hearts and souls onto the page, 
crafting intricate stories about characters whom they identify with, 
experiencing life events that may be inspired by their own. How could it not 
feel personal? But it’s important to remember that, for a manager, agent, 
development executive, or producer, it’s much easier to say “no” than “yes.” 
With a manager, for example, if a script is worthy of a “yes” or even a 
“maybe” then they must start giving notes. Making calls. Taking meetings. 
Convincing industry colleagues that your material is worthy of a read.  
It involves getting a lot of no’s themselves. And the same can be said at 
higher levels. When an executive likes a pitch, they must then get their bosses 
excited about it. Then they must shepherd your project, potentially advocating 
for it again and again on the studio and/or network level with nothing less 
than their own job and livelihood at stake.  
This means that saying yes can be… complicated. However, let me make it 
clear that yes is said all the time. Hollywood people can’t continue doing their 
jobs without saying yes to projects. But this column is not about the much 
sought-after yes, it’s about deciphering the different forms of no. Let’s break 
down what some of the more common rejections mean: 
I didn’t connect with the material is all about emotional resonance.  
Your script may be executed perfectly well, but it didn’t ultimately move  
the reader emotionally, therefore failing to provide the inspiration needed  
to deliver that all-important yes. Industry folks read so many scripts that the 
barometer for one’s success, beyond its basic mechanics, is often emotional 
impact. Your story’s ability to move the reader in a meaningful, emotional 
fashion is what could make the difference between a manager passing or not.  
It’s not what we’re looking to develop right now. Even though the 
project is in line with what the rep or producer usually does, in a broad sense, 
it doesn’t meet their current mandates (often for reasons you have no way  
of knowing). The individual or company could have a particular aversion to  
a specific element in your script, or they want to steer clear of a certain time 
period, theme, character, or other story element.  
I’ve taken out something like this before. Both reps and development 
execs are gun-shy when it comes to taking on a script in a similar vein or 
world as material they’ve developed before, but that didn’t prove successful.  
A few years ago, I worked with a talented emerging writer who was able to 
get his French Revolution pilot out there despite being unrepped. By all 
accounts, it was very well written. Having previously built relationships with  
lit managers, the writer was able to get a few read requests. But two separate 
reps got back to him with something like, “I took out a French Revolution pilot 
last year and couldn’t get it going.”  
The project is just not in our wheelhouse. While the reader may have 
responded to your writing, it doesn’t belong in their own defined lane.  
Much as writers are often encouraged to build a particular brand, producers 
have a proven track record. While they may expand and diversify their slate 
over time, they usually make a particular type of TV show or movie, and seek 
out projects that would amplify their pre-existing brand. For example, A24 
makes a specific type of movie, as does Blumhouse and Hello Sunshine. It’s  
so important to research the projects that industry professionals have worked 
on in the past, so you can identify whether they will be a good fit for yours.  
We have something similar in development. While they responded to 
the logline, now that they’ve read the script they realize there is overlap with 
another project into which they’ve already poured their time, money, and/or 
other resources. Therefore, they are unlikely to take on another project that 
would effectively compete with it, or potentially present some conflict. 
I have a writer like you on my client roster already. While every rep  
is likely to roster several writers who write in the same general genre space, 
they don’t want to bring on anyone whose voice is too similar to another’s. 
No matter how the response is phrased, it’s never easy to get a rejection from 
someone you were hoping to work with. However, it’s important to remember 
that you must amass a certain number of no’s in order to get to that all-
important yes. Stay the course. Write your next script. Get it out there.  
In time, you will see the career progress that you are seeking to make.   

Lee Jessup’s 
Breaking In: Tales 

From the 
Screenwriting 

Trenches 
 

 

 

 

 

 

 

A boots-on-the-ground exploration  
of what it takes to become a working 
writer in the industry today.  

This book includes:   

o “Breaking In” stories from 
16 working writers 

o Insight from 20+ agents, 
managers and executives 

o Guidance from sought-after 
consultant Lee Jessup 

Learn all about:   

o Selling a feature film or pilot 
o Getting repped or staffed 
o Landing writing assignments 
o Contests and fellowships 

 

Click here to learn more! 

 

 

 

 

http://leejessup.com/
http://leejessup.com/shop/books/breaking-in-tales-from-the-screenwriting-trenches/
http://leejessup.com/shop/books/breaking-in-tales-from-the-screenwriting-trenches/
http://leejessup.com/shop/books/getting-it-write-insiders-guide-screenwriting-career/
http://leejessup.com/shop/books/breaking-in-tales-from-the-screenwriting-trenches/
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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 Thrillers 

We are looking for feature-length thriller scripts. 

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: s17khq7caf 
 

Company B: Seeking Diverse Rom-Coms  

We are looking for romantic comedies with main 
characters who are diverse, funny, and likable. Scripts 
should have a clear three-act structure with characters 
pursuing one big goal that's clear throughout. We would 
love to find something that has a diverse cultural 
background baked into the story, and we are looking to 
develop the script further with the writer before 
approaching buyers. 

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: y62w6wvt91 
 

Company C: Seeking Dramedies Based  
on True Stories  

We are looking for dramedy scripts that are based on 
or inspired by a true story. 

Budget will be under $5M. 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: vqzp57zu2w 
 
 
 

 
 
 
 

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 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
https://www.inktip.com/newsletter_writers.php


 
8 

 

  

RECOMMENDED RESOURCES 

 

  

https://www.nostosscreenwritingretreats.com/
https://www.stage32.com/welcome/
https://www.filmarkethub.com/
https://www.roadmapwriters.com
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