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Letter From the Editor 
Is your script ready for the big time? Finish that final dialogue 
pass, tighten the screws on the structure, and submit it before 
the PAGE Awards Final Entry Deadline! Monday, May 15 is 
your last chance to enter our 2023 competition, so don’t delay.  
The Latest News blurbs below share just a small fraction of the 
success stories to come out of the PAGE Awards. Over the past 
two decades many dozens of PAGE winners have forged highly 
successful careers in the industry, leaving their “day jobs” to 
become full-time working writers. Is that your dream, too? 

Enter this year’s contest and you could be next! 
The LOGLINE eZine is chock full of practical strategy and firsthand experience from 
the pros. In this issue 2022 PAGE Gold Prize winner Keith Hemstreet shares three key 
lessons learned from his first paying gigs as a screenwriter. PAGE Judge David Wayne 
Young makes a compelling argument for limiting yourself creatively. Analyst Ray 
Morton details the difference between “complex” and “complicated” in spec scripts.  
Dr. Format himself, Dave Trottier, illustrates the proper way to format tricky locations. 
Career coach Lee Jessup explains why age is just a number for screenwriters. And,  
as always, we bring down the curtain with three “hot leads” from producers seeking 
specific material, courtesy of our good friends at InkTip. 

Happy reading,  
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Latest News From the PAGE Awards 

u  The new sci-fi feature Simulant, written by 2012 PAGE Bronze Prize winner Ryan 
Christopher Churchill, premiered in Canada on April 7. Set in a not-too-distant future in 
which androids walk amongst us, the movie was filmed on location in Hamilton, Ontario, 
produced by WANGO Films and Myriad Pictures, directed by April Mullen, and features 
Robbie Amell, Jordana Brewster and Sam Worthington in the starring roles. Simulant 
will be released on DIRECT TV on May 5 before it heads to U.S. theaters on June 2. 
u  Black Bags, a thriller co-written by 2019 PAGE Gold Prize-winner Angela Bourassa, 
was produced by Filmstreet Productions. The movie premiered on April 4 and is now 
streaming on Prime Video. In addition, Angela’s sci-fi drama If You Were the Last, 
which was produced by Depth of Field, premiered at the SXSW Film Festival on March 
11, and her PAGE Award-winning sci-fi comedy Turn Me On, produced by Blue Creek 
Pictures, is now in post. Angela is represented by PAGE Judge Sean Woods at Fourward 
and by UTA. 
u  The action/thriller Aftermath, written by 2021 Silver Prize winner Nathan Graham 
Davis, was filmed on location in Boston and is now in post. The movie is being produced 
by Voltage Pictures, directed by Patrick Lussier, and features Mason Gooding, Dichen 
Lachman, and Dylan Sprouse in the starring roles. 
u  Amazon Studios is producing Da Understudy, a drama co-written by 2014 Silver 
Prize winner Tom Hanada. Spike Lee is directing the movie and Jonathan Majors is 
attached to star. Tom is represented by Navigation Media Group and Paradigm. 
u  Amazon Studios has also picked up the action/comedy Never Too Old to Die, 
written by 2020 Gold Prize winner Brian F. Otting. The movie is being produced by 
Sylvester Stallone and Braden Aftergood, with Stallone attached to star. Brian is 
represented by PAGE Judge Andrew Kersey and by The Gersh Company.  
u  The 2022 PAGE Bronze Prize-winning historical film Riot Queens, by Mehul Shah,  
is being produced by Kinetic Films. Mehul is also directing the movie, which is now in 
pre-production, and Kandy Muse is attached to star. 

2023 Final Entry Deadline: May 15 

 

 

http://pageawards.com/
https://pageawards.com/the-contest/how-to-enter/
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Always say yes 

If you are offered a screenwriting assignment, always 
say yes. Never written anything like it? Say yes, then 
figure it out.  

A few years ago, I was asked to write a Hallmark TV 
movie. I had never seen a Hallmark movie, but I said 
“yes” to the assignment, then did my research. That 
first script led to more assignments, most of which have 
been produced, with a few more being made this year.  

Recently, a producer approached me about adapting a 
book for the screen, something I had never done. I told 
him I would love the opportunity, and immediately went 
to work figuring out how to do it. Within a few weeks,  
I had convinced him that I was the writer for the job. 

Set realistic but ambitious goals 

Tight deadline? Make a daily writing goal that gets you 
there. Have two weeks to write a 100-page screenplay? 
Writing 10 pages per day for 10 days gets it done, and 
gives you two days to revise, with two days left to 
reflect and polish. If you are writing a spec, give 
yourself a deadline that works, but is ambitious. Even if 
you have a full-time job and are writing on the side, set 
a goal of five pages per week and you’ll have a draft  
in five months. If you can manage 10 pages per week, 
you’ll have a draft in half the time. And once you’re 
done with one script, start another.  

Stay the course and be grateful 

Stick with it. Don’t give up. Write every day, or almost 
every day. The more you write, the better you get. 
National Book Award-winning novelist Colm McCann 
once told me that the first five or six novels he wrote 
are hidden in a closet somewhere, and he was relieved 
they had never see the light of day. Why? He was still 
learning the craft, getting better each time, until the day 
came when he had developed the expertise to write a 
book worthy not only of publication, but acclaim. 

Don’t get discouraged about rejection. It’s part of the 
business. To paraphrase William Goldman’s famous line 
about Hollywood, nobody knows anything, anyway. Just 
keep writing, revising and sending out your work to 
anyone who will read it. If you stay the course, over 
time things will happen.  

Above all, every time you sit down to work on your 
story, take a moment to acknowledge what a 
tremendous gift it is to write. 

 

 

 

 

Those of us in the business of screenwriting, both 
aspiring and professional, have one universal 
commonality. We love to write screenplays. We’re 
certainly not doing it because we think it will make us 
rich, as real money in this industry is not easy to come 
by. Nor are we doing it for the long-shot odds of 
winning a Prix du Scénario or an Oscar. Nor do we  
write scripts to get invited to Hollywood parties where 
we’ll rub elbows with stars, as these things, too,  
rarely happen. 

We write screenplays because when we wake up, the 
story we’re working on is one of the first things that 
comes to mind. We write because we’re the type that 
often sees the world unfolding around us as a potential 
movie scene. We overhear dialogue in public, scribble it 
in our notebooks, expand on it later. We observe 
something unique and know we will make it into a script 
one day. Basically, we have no choice but to write.  

That’s been the case for me since I wrote my first 
screenplay in 1996. I penned it longhand, on lined 
paper clipped into a three-ring binder. I was so sure it 
would be made, I even put together my own score for 
the film. I couldn’t decide on a title, but writing 
Untitled on the cover seemed to make it even more 
official, like a script Waldo Salt might have circulated 
back in the ’70s. I was young, and obviously had no 
idea what I was doing.  

I have learned a lot since then, but my path to 
becoming a working screenwriter diverged widely along 
the way. I took a job on a ski mountain, worked as a 
bellman, a night auditor, and a controller at a hotel. I 
went back to graduate school, not for writing, for 
business. I wore a suit and tie, worked in foreign 
exchange on the 22nd floor of a bank, and helped start 
a dot com during the internet boom and bust.  

It felt like all these jobs were taking me away from the 
work I really wanted to do, but they actually served my 
writing well. As many writers will tell you, to write 
authentically about life, you have to live it, and the more 
varied your experiences, the better. 

While working all of these jobs, I continued to write in 
my spare time. I also continued to read other writers’ 
screenplays. In my room, I have at least 100 scripts  
I’ve printed out over the years. Classics like Ordinary 
People, Doctor Strangelove, and Paper Moon, as 
well as more recent scripts like Hell or High Water, 
Joker, and Don’t Look Up. And, of course, I kept 
watching movies. I also continued to send my scripts 
around to anyone I knew with industry connections, and 
occasionally, to a screenplay competition. 

As time went on, my writing improved, I made industry 
contacts, and notched a few semi-finalist and finalist 
designations. Vince Gilligan once said in an interview 
that winning a screenwriting contest got him his first big 
break. I don’t recommend that you go broke submitting 
to every competition out there. Be selective. But 
recognition from a reputable competition could help you 
find an agent or manager who launches your career,  
or, like me, it could even help you find a producer for 
your script. 

On my screenwriting journey thus far, these are perhaps 
the three most important lessons I’ve learned: 

 

THE WRITER’S PERSPECTIVE 

 The Gift of Screenwriting  
  by Keith Hemstreet 

Keith Hemstreet was the 2022 
PAGE Gold Prize winner for his 
drama American Revolution, and 
he’s now developing the 
screenplay with PAGE Judge 
Mitchell Peck, who discovered it 
during the contest judging process. 
Keith is also currently working with 
Oscar-nominated producers on a 
book adaptation, and he wrote 
three TV movies that aired on the 
Hallmark Channel this past winter, 
a romantic comedy and two holiday 
films. 
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As storytellers, it often falls upon us to “think outside 
the box.” After all, we’re creatives, aren’t we? But 
consider the onus that places on your shoulders.  
To think “outside the box” is to search an endless, vast 
realm of possibility for something that works, fits, and 
makes an audience feel something. 
The fact is, as a writer, it may truly be more freeing and 
more creatively satisfying to find a smaller box and get 
inside it. To learn why, let’s look at an idea called 
“creative limitation.” 
Finding a smaller box 
American artist Phil Hansen did a TED Talk in 2013 that 
described his personal embrace of creative limitation. 
The first limit he recounts was caused by the shake in 
his hands, a result of serious nerve damage. Unable to 
draw as he used to anymore, Hansen almost gave up on 
art forever, but then his doctor advised him to “Embrace 
the shake.”  
Hansen looked at his limitation and asked himself, “Can 
I create an image using the scribbles from my hand?” 
He also tested himself to try new media, and he found 
quite a lot of freedom. Soon, Hansen found he had too 
many choices about how to create, and he was faced 
once again with despair and indecision. Then he thought 
about what his doctor had told him: “Embrace the 
shake.” Remembering the power of limitations, he 
started to give himself artificial ones, and his work 
began to flourish once more.  
But what about creative freedom? 
Creative freedom encourages thinking “outside the box,” 
disregarding current constructs like social intrigue, real-
world events, or personal experiences to attempt a 
different worldview. Thinking “outside the box” asks 
someone to explore limitless possibility and to pluck 
ideas out of that nothingness. The labor that this 
requires can be (and usually is) immense. In fact, it 
becomes so immense that writers start to encounter 
writer’s block as a result.  
When it comes down to it, writer’s block is always a 
form of decision paralysis – a case where someone with 
too many choices can’t settle on one option. The same 
problem is found all over our daily lives. But somehow, 
we often ignore it when it becomes an issue in our 
creative work.  
This immense job of finding ideas in a vacuum is also 
tiresome and time-consuming. Often, the more time 
wasted on ideation, the less time spent giving an idea 
structure, potency, and verisimilitude. And without 
verisimilitude, without a consistent sense of realness,  
a story idea simply blends in with a million other stories 
that are already out there in the world. 
Another limit to creative freedom, ironic as that sounds, 
is the type of creative ideas that are birthed. In the face 
of total creative freedom, someone’s blue-sky ideas 
offer generic inspiration but are often not tied to a 
specific theme, core concept, or experience. Stories are 
usually better when they explore something specific 
rather than something generic, but focusing on thinking 
“outside the box” actually encourages the opposite. 
When total creative freedom creates such problems, the 
solution has to be something other than freedom. That 
solution is actually the practice of creative limitation. 
  
 

THE JUDGE’S P.O.V. 

Why “Creative Limitation” Is Actually Freeing 
 by David Wayne Young 
 

The advantages of creative limitation 
When you think of being creative, you probably think of 
change, flexibility, and exploring new ideas in your 
storytelling. But the truth is that every story has already 
been told. Your goal shouldn’t be to tell new stories, but 
to tell stories in new ways. Giving yourself creative 
limitations can help you do this by providing boundaries 
to push against. As creatives, we are encouraged to 
take risks, but in a vacuum, risks don’t exist. Creative 
limitation gives writers license to tell stories they’ve 
never told before in ways they’ve never tried before. 
Consider how a writing prompt works. The limitation is 
the story you’re asked to tell. Whether it’s a personal 
experience or a sci-fi story, the prompt asks for a 
certain narrative. You must deliver it within the 
constraints you’re given: use a specific word, include a 
particular setting, or make a story about only two 
characters. Whatever those constraints, they create 
clear possibilities rather than unclear ones. 
Another compelling thing about limitation is the way it 
breeds intimate detail. If you’re building a new world  
or writing a character, depth is more helpful for your 
storytelling than breadth ever would be. Your research 
can go deeper, adding verisimilitude to the story. With 
limitations, you generate a realness that can’t be 
replicated when creating with unlimited freedom. 
Instead of having a dozen characters with one distinct 
trait each, limitation offers you a bigger reward in 
creating two dynamic characters with multiple 
conflicting traits and well-understood backstories.  
You can achieve greater depth by focusing on a limited 
scope rather than many focal points at once.  
Most importantly, giving yourself creative limitations will 
help your work stand out. With total freedom and no 
clear focus, you run the risk of creating generic 
moviegoing experiences that feel no different, no more 
impactful, than any other. However, embracing creative 
limitations can manifest in ways that eliminate generic 
ideation. If you limit your story by thinking of a life 
event that means something to you, that intimate scope 
allows for keen focus, creating plot points, themes, and 
characters that are far more engaging. It’s this personal 
element that makes stories resonate with our audiences.  
When working toward stories that move people, it’s 
limitation that will take you deeper and closer – not 
freedom. Don’t think outside the box. Find a smaller box 
to step inside, and get to know it well so you can push 
its boundaries and share it with the world. 
 
 David Wayne Young is an indie film 

producer, writer and director who 
has been working in the industry 
since 2015. His 2021 feature, Wish 
You Were Here, was honored with 
several awards. Also a veteran story 
analyst, David has evaluated scripts 
for filmmakers from around the 
globe. His obsessions include weird 
fiction and cosmic horror, and he  
is formally trained in the art of 
tasting and preparing gourmet 
coffee in various traditions, from 
Turkish coffee to hand-tamped 
espresso — all enjoyed while 
writing, of course. 
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Complex screenplays often make great movies. Consider the scripts for such 
classics as The Godfather and Dog Day Afternoon, as well as more recent films 
such as Django Unchained and Her. They all have many layers to them: 
engaging narratives, compelling themes, pungent social commentary, stimulating 
philosophical and intellectual ideas, and effective symbolism. The movies made 
from these screenplays build upon (and enhance) these layers with additional 
strata of design, imagery, and performances. The results are very rich pieces that 
reward viewers with new discoveries and experiences every time they are viewed. 
Complicated screenplays, however, are more problematic. They may be tales  
told via flashbacks, flash forwards, parallel narratives, dreams, and/or fantasy 
sequences. They may include multiple plotlines or an excess of subplots. They  
may feature a large cast of main characters – all with involved backstories and 
significant arcs – as opposed to one protagonist and cast of supporting characters. 
These are all very common elements in spec scripts that I read, and although I  
can sometimes admire the ambition of these complicated scripts, I rarely find them 
to be successful or effective. There are a number of reasons for this. The primary 
reason has to do with the way cinematic storytelling is accomplished. 
Dramatic storytelling is all about build – an event happens that leads to another 
event that leads to another event, and so on – gaining in momentum and intensity 
until the narrative reaches a moment of climax and catharsis for the audience. An 
effective build depends on there being strong cause and effect between the story’s 
events – Event A sets up Event B, which pays off Event A and then sets up Event C.  
An effective build also depends on the audience being able to clearly recognize and 
understand the content of the scene and its relationship to what has come before 
and what will come in the future. Anything that disrupts the story’s progression and 
momentum or hampers the audience’s ability to comprehend the narrative’s cause 
and effect will dilute the story and lessen its impact. 
All of the complications mentioned above can get in the way of the build if the 
narrative is always jumping around in time, constantly being interrupted to 
accommodate flashbacks, or keeps shifting its focus between characters and 
plotlines. The script will have a hard time building up any momentum and it 
becomes very hard for your audience to keep track of the story’s cause and effect. 
If your audience cannot understand the story’s cause and effect, then they will  
not be able to understand the story itself. And if they can’t, then the script will  
be a failure. It won’t matter how great your premise is, how compelling your 
themes are, how sharp your human or social observations may be, how cool your 
ideas are, or how effective your symbolism is. If the audience can’t make heads  
or tails of the delivery system, then all that effort is for naught. 
Complicated storytelling can also keep readers and viewers from becoming 
sufficiently involved in the story. Because complications force the audience to put a 
great deal of their energy, attention, and focus into understanding how the story is 
being told, they often have less energy, attention, and focus to give the story itself. 
In a movie that tells a non-linear story or is set in multiple worlds, it is sometimes 
possible for viewers to follow the plot if the visuals (production design, costumes, 
cinematography, and so on) in the individual segments are distinctive enough.  
This is harder to do in a script – words on a page all look the same and unless the 
narrative shifts are incredibly clear the reader can quickly get lost.  
Likewise, in a movie with a lot of main characters, viewers can tell them apart 
because they all look different. This is much harder to do in a screenplay because 
the characters are just names on a page (usually without distinctive personalities, 
as there isn’t enough room to develop any of them sufficiently). This problem is 
often exacerbated when the characters have similar names: Ann, Anna; John, Jack; 
Doug, Don; etc. 
For all of these reasons, I feel that the ideal form for dramatic storytelling is a 
single, linear narrative focused on a single protagonist. Such an approach provides 
for maximum clarity, which allows for the clearest possible cause and effect, and 
thus leads to maximum build and maximum impact. 
So, am I saying that you should never tell a complicated story, or that it’s 
impossible to tell a complicated story well? No, not at all. What I am saying is  
that if you choose to tell your story in a complicated way, it will likely cost you 
something – some audience understanding or involvement. Be sure it’s worth it, 
and try to execute it perfectly – with maximum precision and clarity –  so that  
you don’t lose your audience. 
 
 
 

  

 

 

 

 

 

 

 

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 

“It’s Complicated” 
 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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READERS’ QUESTIONS: 

I have received three questions from three different readers about 
formatting scene headings for particular locations: underwater, outside 
an elevator in a building, and inside a cave. 

DAVE’S ANSWERS: 

GOING UNDER 

If the body of water in a scene is an EXTERIOR location (such as a  
lake, ocean, river, outdoor pool, etc.), underwater is also an EXTERIOR 
location. If the body of water is inside a structure (such as an indoor 
pool), then underwater is also an INTERIOR location.  
Let’s assume two teenagers are swimming in a lake and one of them 
dives underwater. We’ll use secondary scene headings to keep the 
reader oriented: 

EXT. LAKE – DAY 

Two teens, JANEY and JIM, swim and play in the lake.  
Janey splashes water on Jim and dives  

UNDERWATER 

where she circles around him. 

ON THE SURFACE 

Jim gazes at the water, waiting for Janey to 
reappear. She emerges behind him and surprises him 
with another splash.   

If you want to start the scene underwater, I suggest the following: 

EXT. LAKE – UNDERWATER – DAY 

GOING UP 

Assuming the elevator is inside a building, then “outside the elevator” 
would be an INTERIOR location; we’re still inside the building. For 
example, if you want to open a scene outside the elevator, I suggest 
that you use the term ELEVATOR LOBBY to distinguish it from the 
ELEVATOR itself.  
Alternatively, you could establish the office building as a master (or 
primary) location so that you can use secondary headings. Here’s what 
I mean: 

INT. OFFICE BUILDING - ELEVATOR LOBBY – DAY 

Marcus looks up from his newspaper and nods to 
gathering co-workers. The elevator doors open.  

ELEVATOR 

Marcus steps in and punches “8.” 

As illustrated above, usually an elevator is a secondary location. In other 
words, you usually establish the existence of the building around it 
before establishing the elevator. But you could even omit the secondary 
scene heading and include it as part of your description instead: 

INT. OFFICE BUILDING – DAY 

Near the elevator, Marcus looks up from his newspaper 
as the elevator doors open. 

GOING IN 

Since a cave is an underground chamber, I suggest that you use INT.  
for scenes inside a cave. When the characters emerge from the cave  
into the open air, then you would use EXT. And 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.  

 

 

Handling Difficult Scene Locations 
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 

Don’t Let Your Age Stop You 
by Lee Jessup 

A few weeks ago, I found myself talking to a talented writer I’ve worked with 
for some time. He appeared unusually on edge. Always lovely, humble and 
forthcoming, the writer soon acknowledged his added layer of screenwriting 
stress and explained it this way: “I just celebrated my birthday. On top of the 
usual stress of getting my work vetted and my screenplay out there… and just 
trying to make a living… I’m worried that I’m getting too old to break in.” 
Now, this is by no stretch the first, or tenth, or even hundredth time I’ve 
heard this concern from a writer — of almost any age — that I work with.  
The question, “Am I too old to break into screenwriting?” is the second most 
popular question that I get asked, second only to, “How many screenplays or 
pilots should I write in a year?” So yes, it’s a thing.  
And writers are not the only ones thinking about their age. A few years ago, in 
those long-forgotten pre-pandemic days, I had coffee with an agent friend 
who had around that time signed a longtime client of mine who, for the sake 
of this article, I’ll call Sarah. The agent went on and on about how excited he 
was to work with Sarah, but then suddenly turned to me with: “Can you 
believe how old she is? I had no idea!”  
The joke in all of this? Sarah and I are almost exactly the same age. We are 
separated by months, not years. That said, the agent in question was not 
deterred by Sarah’s age in any way and has since gone on to help build an 
impressive career for her, which includes selling two of her TV pitches as well 
as staffing her on prestige TV. And he still has no clue how old I am.    
There’s no doubt that screenwriting, and TV writing in particular, does favor 
the young(er). Still, we continue to hear stories about writers breaking in at 
various ages. I remain a big proponent of the idea that nothing in this industry 
is impossible, and that great, cinematic stories are not exclusive to any 
particular age group.  
Most of the writers I work with — and specifically those who broke into 
screenwriting while working with me — have done so in their 30s and 40s. 
And when I say “most” I do mean it, literally. It’s not that 51% of the writers 
I’ve had the privilege of supporting were in their 30s and 40s. Well over 80% 
of the writers whose breaking-in journeys I’ve observed were in their 30s and 
40s when it happened.   
There are writers I’ve worked with who have broken in in their 20s, but those 
are few and far between. Many started out in support staff positions in writers 
rooms right out of film school, and then went on to be promoted by their 
showrunner to staff writer, progressing in their careers from there. Of course, 
there are also those feature writers who had their breakthrough in their 20s, 
though in my experience it usually takes longer to not only develop your 
writer’s voice, but also to build traction in the feature space.  
On the flip side, my friend and client Amadou Diallo secured his first TV staff 
writer position in his early 50s, bringing a ton of valuable lived experience  
to the table and working consistently since then. Other writers have brought  
with them the experience of working in law, medicine, education, or 
psychology, enabling them to break in past their 30s and 40s. Over the years, 
I’ve had the privilege of observing many writers work their way up the 
screenwriting ladder, regardless of age.  
In my work as a career coach, I am asked all the time, by writers of every 
possible age: “Am I too old? When will I be too old? Will my age be the 
deciding factor for me?” While it’s important to understand the challenge 
you’re setting yourself up for if you are an older writer coming into this 
industry (and, let’s face it, in this industry nothing comes easy!) I always tell 
writers to let the writing do the talking, not their age. Especially if they are 
writing features, a space in which age is less of a priority to the industry.  
Don’t let your age walk into the room five minutes before you. Don’t let it 
decide your fate. Lived experience is a tangible commodity, so rely on your 
storytelling voice, on your critical screenwriting knowledge, and on the lived 
experience that informs it when setting out to build your career. So as long  
as your stories are timely, relevant, brilliantly executed, and current to the 
needs of the industry, and as long as you remain determined and active on 
behalf of the construction of your career, you give yourself a real, fighting 
chance for screenwriting success. 
 

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 Low-Budget Action 

We are looking for action scripts that have few 
locations, a small cast, and limited SFX or stunts. Please 
note if the script has won awards or placed in contests, 
or if you’ve won awards for other scripts. 

Budget below $5M. WGA or non-WGA writers welcome.  

To find out about this company and submit a query: 

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

2) Copy/paste this code: w2fmha5vqp 

 

Company B: Seeking Contained 
Horror/Thrillers 

We are looking for horror and thriller scripts that have 
few locations, a small cast, and limited SFX or stunts. 
Please note if the script has won awards or placed in 
contests, or if you’ve won awards for other scripts. 

Budget below $5M. WGA or non-WGA writers welcome.  

To find out about this company and submit a query: 

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

2) Copy/paste this code: z9q1c96zfa 

 

Company C: Seeking Action Scripts About 
Superheroes or Kung Fu   

We are looking for action scripts that are either about 
superheroes or involve kung-fu/martial arts. We are 
specifically looking for a script with an early 30s 
Caucasian male lead. Please don’t hesitate to submit 
scripts with helicopters, pyrotechnics, etc., as we have 
an indie action team available for this project. 

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:  z406u21dfa 
 

 
 
 
 

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
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RECOMMENDED RESOURCES 

 

  

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