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Letter From the Editor 
Do you have an exciting new screenplay in the works? The 
2025 PAGE Awards contest opens for entries on December 
1st, and we’d love the opportunity to read it! As you’ll see in 
our Latest News (below), winning has helped many writers 
launch lasting careers, and every year is another chance to 
hone your craft and take the next step.   
With that in mind, this is a great time to get detailed feedback 
from the same judges who determine which scripts advance in 
the contest. It’s an opportunity to go straight to the source for 

input on what would improve your script’s odds in 2025! Use Promo Code ThankYou! 
to save $20 on any of our judges’ great Script Services. 
As the year winds to a close, the highly informative LOGLINE eZine finishes strong. 
Two PAGE writers report from the Austin Film Festival to help you make the most of 
your experience, should you decide to attend. PAGE Judge Sean Harris Oliver explains 
the key differences between a spec script and a production draft. Analyst Ray Morton 
advises a holistic approach to implementing reader notes in your rewrite. Format guru 
Dave Trottier demonstrates the proper use of POV shots. Career coach Lee Jessup 
offers advice on what to write now if you’re seeking representation. And rounding out 
the issue are a trio 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 mystery-thriller Caddo Lake, written and directed by 2016 PAGE Gold Prize 
winners Celine Held and Logan George, premiered on October 10 and is now streaming 
on Max. Produced by M. Night Shyamalan and Blinding Eye Pictures, the film stars 
Dylan O’Brien, Eliza Scanlen, and Lauren Ambrose. In 2020, ELO Films produced Logan 
and Celine's PAGE Award-winning drama Topside (aka Little), which they also co-
directed. The movie received rave reviews at the 2020 Venice Film Festival and won the 
Special Jury Award at SXSW, and is now available on Amazon Prime and Hulu. Logan 
and Celine are represented by Anonymous Content and WME. 
u  The action movie Aftermath, written by 2021 Silver Prize winner Nathan Graham 
Davis, was released on November 1 through Video on Demand and is now available on 
Amazon Prime. Filmed on location in Massachusetts, Aftermath was produced by 
Voltage Pictures, directed by Patrick Lussier, and stars Dylan Sprouse, Mason Gooding, 
and Megan Stott. Nathan is represented by Remarkable Media. 
u  The teen fantasy Descendants: The Rise of Red, written by 2011 Gold Prize 
winners Dan Frey and Ru Sommer, premiered on Disney+ on July 12 and has now 
racked up over 33 million views to become one of the network’s most-watched live-
action films. The latest installment in Disney’s Descendants franchise, it was directed 
by Jennifer Phang and features Brandy, Rita Ora, Kylie Cantrall, and Jeremy Swift in the 
starring roles. Dan and Ru are represented by The Framework Collective and ICM. 
u  2016 Bronze Prize winner Sara Rose Feinberg is now co-executive producer on the 
CBS crime drama Matlock, starring Kathy Bates, Skye P. Marshall, and Jason Ritter. 
Previously, Sara worked as a writer and story editor on the Starz series Power Book 
II: Ghost and on the ABC series How to Get Away With Murder. 
u  Sydney Sweeney and David Jonsson have signed on to star in Matthew Fantaci’s 
2020 PAGE Award-winning historical film Scandalous!, based on the true story of the 
clandestine romance between Kim Novak and Sammy Davis, Jr. The movie is slated to 
go into production next year, directed by Colman Domingo and produced by Jonathan 
Glickman for Miramax. Matt is represented by manager Jon Levin and UTA. 

The 2025 PAGE Awards Contest Opens on December 1st  

 

 

http://pageawards.com/
https://pageawards.com/resources/script-services/
https://pageawards.com/
https://pageawards.com/resources/script-services/
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The AFF Veteran 
By Kim Hornsby 
After four years of attendance, here are my thoughts 
about the four-day screenwriting adventure that is the 
Austin Film Festival. 
Storytelling on the page is a lonely business, and 
changing out of your bathrobe or ratty sweats to 
congregate once a year at AFF is a treat for many 
reasons. Panels/talks and meeting one’s idols are 
amazing experiences, and soaking up big pro advice is 
golden. The AFF lineup is extremely impressive, though 
the biggest celebrity panels can be hard to get into, with 
lines around the block an hour before the doors open. 
Be early if it’s important to you. 
Everyone does their own AFF, and I love that about the 
conference. You can go to everything, pitch, do all the 
roundtables, attend all the AFF parties. (You should do 
all of that at least once, anyhow!) For me, as a repped 
writer and producer with indie movies being released, 
my focus has evolved. Or deteriorated! I spend a lot of 
time having one-on-one conversations about the 
industry, seeing what everyone is working on, 
cataloguing who does what, and making mental notes.  
I also do a “Woman on the Street” reporting thing on 
Twitter aimed at anyone stuck at home with FOMO. 
My perspective now is different from when I was 
hustling for a manager. These days, I go to fewer 
panels, instead choosing carefully what I’d benefit from 
the most professionally. I don’t pitch anymore, go to 
films, do the roundtables, or try to get up early for the 9 
a.m. talks. Years ago I tried to do everything and 
crashed hard the following week. 
What serves me best now is schmoozing – which sounds 
opportunistic, and it is. I set up coffee/drinks with other 
producers, directors, and cool writers. I pick people’s 
brains at parties and Rolodex those I’d love to work with 
one day. Note: The bigger the party, the more I avoid it 
because… noise. My favorites are the ”outside AFF” 
parties like Roadmap, Stage 32, and Verve.  
Aside from the incredible camaraderie of being with 
your peeps, who speak your language and have your 
creative number, making new friends is a highlight of 
AFF. Find a newbie who’s there alone and take them 
around with your group. That person eating brisket next 
to you at the picnic table might be someone you’d love 
to know, but you won’t find out until you start talking.  
Austin Film Festival is like that. It isn’t the panels that 
will be your most important moments, necessarily. 
Practicing your pitching, being inspired by the pros, and 
soaking up information is all great, but also make sure 
you find friends in the crowd.  
Then move up together. 
 
 
 
 

The First Timer 
By Lynn Esta Goldman 
I attended the Austin Film Festival for the first time this 
year, and I can sum up my experience in one word: 
Overwhelming. A deluge of panels, roundtables, parties, 
films – often scheduled at the same time – and no way 
to do a fraction of what I wanted to do. I ran around 
like a madwoman, trying to fit in as much as possible. 
The venues are spread out over a few downtown blocks. 
I had never been to Austin before, and AFF does not 
provide a street map. I guess they assume savvy 
screenwriters will use Google. Ha! They didn’t count on 
this screenwriter’s abysmal a sense of direction. Google 
sent me walking 1.8 miles in the wrong direction for my 
first semifinalists’ roundtable. In 90-degree heat. Well, 
at least I got my steps in. 
For me, the panels and roundtables ran the gamut from 
discouraging to inspirational. Discouraging: The panels 
with development execs who, for the most part, said 
they weren’t interested in original screenplays. They 
wanted IP (short stories, graphic novels, YouTube 
videos, etc.) that they could develop with writers they 
already know. Deep breath. 
Inspirational: The panels with accomplished writers and 
filmmakers who shared stories from the trenches.  
I was especially moved by Virgil Williams, who wrote  
the screenplay for The Piano Lesson, and Zach Baylin, 
who wrote The Order.  I’m eager to see both those 
films. Hearing Clint Bentley and Monique Walton talk 
about their eight-year journey to make Sing Sing filled 
me with hope for independent cinema.  
I think the best thing about my AFF experience was 
getting to meet and network with screenwriters I have 
known online and via social media for years: members 
of my writers’ workshop, The Left Door; women from 
The Writers Lab, such as Kelly Campbell and Tracy 
Charlton; and the gang from Roadmap Writers, like the 
tireless Joey Tuccio, who put together fun social 
gatherings and writers’ roundtables with execs.  
Like many writers, I am not an extrovert. When 
confronted with an ear-splitting, crowded party, I 
usually turn around and walk the other way. But put a 
bunch of introverted screenwriters together at the 
Driskell Bar, talking for hours about film and television 
writing, and suddenly our “inner party people” emerge.  
If you’re going to AFF to find a rep or home for your 
script, you may be disappointed. I didn’t find chances to 
market my projects, although maybe I wasn’t looking in 
the right places. But will you have a good time, get zero 
sleep, meet a tribe of great new friends, learn stuff, and 
leave fired up to get back to writing? Yes! 
And of course… there’s the barbecue. 
 
 

THE WRITER’S PERSPECTIVE 

 Comparing Notes: Conquering the Austin Film Festival  
   

 
Lynn Esta Goldman was born and 
raised in Miami and now lives in 
San Francisco. Before becoming 
interested in screenwriting, she 
worked as an artist and dance 
teacher, and her life experiences 
range from teaching salsa dance 
on a Shanghai riverboat to 
working on a Pediatric HIV ward. 
A 2024 PAGE Gold Prize winner, 
Lynn has also been a finalist in  
the Nicholl Competition with  
two different screenplays. 

 

 

Writing from an island off 
Seattle, Kim Hornsby is an 
award-  g screenwriterwinnin

 bestselling USA Today and
known for adapting her  author

screenplays. Her family  novels to
and  Braving Rapids adventure

Secret Life  erthrill her Lifetime
have release  Wife of My Other

Kim  coming months. dates in the
projects in  four other hasalso 
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As story analysts working with screenwriters who are 
still early in their careers, one issue we frequently 
encounter is that some aspiring writers tend to write 
what is essentially a “production draft” of their 
screenplay, rather than a draft that is clearly intended 
for industry readers, representatives, and development 
executives. Today, let’s break down the differences 
between a “production draft” and a “spec script.” 
A production draft is typically created once the script 
has been optioned or sold and is moving into pre-
production. It’s meant for the film’s line producer, 
production manager, and crew. This draft includes 
scene numbers, may include some camera directions, 
and highlights in ALL CAPS key elements such as props, 
sound design moments, makeup effects, and specific 
costumes. Capitalizing these various elements helps the 
line producer, who has to input data into budgeting and 
scheduling software, and it also helps flag key 
production items, sound effects, and special effects  
for the crew heads and post-production team. 
With a spec script – that is, a script you write on  
a speculative basis, hoping to sell it, but before the 
project is greenlit – you don’t need things like scene 
numbers and camera directions. Instead, focus on 
telling the story in the simplest, most evocative way 
possible, allowing the reader to move quickly through 
the script and connect emotionally with the narrative.  
For your early drafts, you want to focus on creating a 
compelling, reader-friendly version of your screenplay 
that captivates and moves your audience. When scripts 
written by emerging writers present what looks more 
like a production draft, it inhibits readability. Readability 
is incredibly important in a spec script, and much less  
so in a production draft, since at this stage of the 
process the decision to produce the movie has been 
made, and you no longer need to win anyone over. 
One reason that aspiring writers make this mistake is 
the ease of finding scripts online. Most that you will  
find available are production drafts, not specs. This  
can mislead emerging writers, who sometimes conclude 
that their early drafts need that same production-ready 
formatting they saw in those published scripts. 
To illustrate the difference between a great spec script 
and a solid production draft, let’s take a look at the 
screenplay for A Quiet Place, by Scott Beck and Bryan 
Woods. You can read the original script here. Note how 
this spec breaks certain “rules” of screenplay writing. 
For example, pages 14 through 17 showcase Beck and 
Woods’s unique writing style, which is tense, exciting, 
and emotionally moving. 
Here is one sample scene from page 14: 

EXT. PORCH - AFTERNOON  
Mia and John sneak the newborn out the back.  

Mia moves in slow, pained steps. She struggles 
to stand on two legs, but musters all her 
courage to continue.  

John motions for Mia to make a run for the 
shed. He signals a silent countdown with his 
fingers...  

...three  

        ...two 

     ...one 

MIA RUNS FOR IT.  

THE JUDGE’S P.O.V. 

Does Your Spec Script Read Like a Production Draft? 
 by Sean Harris Oliver 

This script isn’t a production-ready draft, but it’s 
engaging and compelling for the reader. 
Once John Krasinski’s company optioned the script and 
he came on board this project as a co-writer, they 
produced an edited, production-ready draft of the 
screenplay. In this rewrite, found here, you’ll notice the 
added scene numbers, camera directions, transitions 
like “CUT TO,” and heavy use of caps, while many of  
the original poetic elements have been cut. No longer 
needing to attract the interest of a producer, this draft  
is structured with the production’s needs in mind. 
Here is that same scene in the production draft, now 
later in the story, on page 51. And note that the main 
characters’ names have changed from Mia and John  
to Evelyn and Lee. 

74  EXT. FARMHOUSE - NIGHT             74 
    WE ARE WIDE on the FARMHOUSE. The RED 
    CHRISTMAS lights sway gently in the now 
    calm night air.  

    After a long quiet moment...  

    LEE appears at the doorway. He carries 
    EVELYN in his arms... The baby in hers.  

    He slowly descends the porch stairs and 
    begins to walk toward the BARN... his eyes 
    locked firmly on his cargo. For a moment, 
    as LEE walks, this all feels almost like a 
    dream. Or the end of a nightmare. Respite.  

    WE ARE TIGHT ON EVELYN who we see is 
    unconscious from the trauma and the loss  
    of fluids... THEN DOWN TO the tightly 
    wrapped baby sleeping in her arms.  

By comparing these two versions, you can see the 
distinction between a draft written to seduce the reader 
and a draft written to guide production. While of course 
it’s essential to learn the basic rules of formatting and 
presentation, there’s room for creativity and originality 
in a spec script. So if you have creative ideas for 
formatting or presentation that enhance the emotional 
experience for your reader, then I encourage you to use 
them, as long as these choices contribute to making 
your story engaging.  
The initial drafts of your screenplay are meant to excite 
readers about your story. At this stage of the process, 
your main focus should be giving your reader a 
satisfying and impactful emotional experience, keeping 
the story exciting and engaging for the very first people 
who are going to be reading your script – the script 
competition judges, managers, producers, and 
development executives who you hope will ultimately 
become your script’s champions. 
 
 Sean Harris Oliver is an 

acclaimed screenwriter, film 
producer, and award-winning 
playwright. In October 2024 his 
feature Hunting Matthew Nichols 
earned rave reviews at the 
Newport Beach Film Festival and 
a spot in the prestigious Borsos 
Competition at the Whistler Film 
Festival. As a co-founder and 
Creative Executive at Dropshock 
Pictures, Sean focuses on 
developing elevated genre-
focused narratives. Visit him at 
www.seanharrisoliver.com 
at www.seanharrisoliver.com. 

  

 

https://drive.google.com/file/d/1G0EOAOs_FVjq2kJahftq3Pcj8j2hMg3j/view
https://thescriptlab.com/wp-content/uploads/scripts/A_Quiet_Place.pdf
https://www.seanharrisoliver.com/
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I once assessed a script for a consulting client that was based on a very cool idea 
and had some terrific elements in it, but the piece had tremendous problems that 
kept it from fulfilling its potential. I gave the author pages of notes that identified 
these problems and offered a number of suggestions for fixing them. It didn’t 
matter to me if the writer took my particular suggestions or not, but he did need  
to fix the identified problems in some way or the script was never going to work.  
As I made my way through his rewrite, I realized that while the client made a few 
minor changes – moving one or two scenes around and tweaking some dialogue – 
he had done nothing to fix the serious flaws that were bringing the script down.  
I’ve worked with many scribes who, when it comes to rewriting, spend all of their 
time and energy on nonessentials and almost none on bedrock issues. These 
writers’ intransigence reminds me of that classic saying about the tendency  
of some people to focus on insignificant problems while ignoring major ones:  
“It’s like rearranging the deck chairs on the Titanic.”  
Rewriting has to be a ruthless process. When it comes to revising your work, you 
can’t just fuss around the edges – you have to be willing to tear your piece down  
to its bare bones to rework, refocus, and restructure it. If not, then all you’re doing 
is rearranging deck chairs on the Titanic.  
When you begin a rewrite, the first thing to do is make sure that you have one 
clear, strong premise. A premise is the basic idea upon which the script is 
based. Examples include: 1) a young computer hacker discovers that the world  
as he knows it is actually just an illusion generated by a supercomputer that has 
enslaved the human race; 2) a wedding planner falls in love with the groom of a 
wedding she is planning; 3) a child psychiatrist treats a young boy who claims to  
be able to see dead people. 
Write the premise of your script down on a piece of paper in one single sentence.  
If your premise is working, you will be able to do this. If you can’t, then keep 
refining it until you can. Once you have it, post it near your screen and never let  
it out of your sight the whole time you are writing. 
Any element that does not support your premise doesn’t belong and must be 
eliminated. A lot of writers can’t bear to part with any of their ideas and so go to 
great lengths – often bending themselves and their narrative into knots – to keep 
them. And it never works. If a piece doesn’t fit, then it doesn’t fit, and if you keep  
it your narrative is never going to work. There’s an old saying pertaining to this 
kind of writing problem: “You have to be willing to kill your darlings.”  
In another client’s script, the protagonist was too cold and remote. I said that we 
needed to see a warmer side to the character, with the most obvious examples 
being that he help an old lady across a street, adopt a stray dog, or some such. 
Four days later I got the script back with assurances that it had been completely 
rewritten to incorporate my suggestions. Perusing the revision, I saw that the  
client had done exactly what I proposed. The new draft had a scene in which the 
protagonist helps an old lady across the street and another in which he adopts a 
stray dog. But that was it – otherwise the script was exactly the same. 
When you point this out to new and aspiring writers, telling them that their script 
hasn’t gotten any better, they often become upset. “I don’t understand. I rewrote  
it just the way you told me to. What’s the problem?” What they don’t get is that 
they really haven’t rewritten the script at all. All they have done is graft the 
changes onto the existing piece without altering anything essential. But if one 
aspect of the script – no matter how small or seemingly insignificant – is changed, 
every other aspect should change as well. I call this the domino effect. A change  
in one element of a script should affect every other element from beginning to end.  
For example, if you make a cowardly character brave, it’s not enough to simply 
include a scene in which he stands up to some bullies. An inherently brave man 
speaks and behaves in a completely different way than an inherently cowardly one, 
so in addition to a scene in which the character deals with the bullies, every one  
of his actions and every one of his lines must be revised to reflect his new persona. 
Also, a brave man deals with others differently than a coward, so all of the 
character’s relationships with the other people in the script must also be revised.  
It’s wishful thinking to imagine that all you have to do is tweak a few things here 
and there and you’ll be able to turn an imperfect screenplay into a perfect one.  
So when you’re rewriting, resist the urge to simply graft a few new bits onto your 
existing material. If you do this hard work, then all you will need to do with those 
deck chairs is sit down in one of them and relax. 
 

 

 

  

 

 

 

 

 

 

 

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 
both for producers and 
individual writers.  

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

 

 

SCRIPT NOTES 

Deck Chairs and Dominos 
 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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READER’S QUESTION:  
I want to write a movie scene where a character is under surveillance, but she 
doesn't know it. As we see her entering a building, we hear (offscreen) the 
sound of a 35 mm camera’s shutter clicking. What’s the proper format?  
I had previously read that for a spec script “POV” (point-of-view) could be 
considered a camera direction and, therefore, should not be used.  

DAVE’S ANSWER:  
There are many ways to stage this scene and write the description. If you were 
writing a shooting script, you could just use the POV camera direction. For a 
spec, how about the following written from the unseen photographer’s POV?  
EXT. PUBLIC BUILDING - DAY  

Tanya Connors hurries up the stairs.  

An unseen person clicks the shutter of a camera. Clicks again. 
And again as Tanya rushes into the building.  

You could also put the “clicks” in ALL CAPS if you wish, as a sound effect:  
An unseen person CLICKS the shutter of a camera. CLICKS again. 
And AGAIN as Tanya rushes into the building.  

Incidentally, another readable way to handle a POV shot appears in the script 
for Raiders of the Lost Ark, where the writer uses the following device:  
What Indy sees: A snake crawls towards him.  

READER’S QUESTION:  
I'm writing a fictional documentary in the style of Waiting for Guffman, Bob 
Roberts, Man Bites Dog, etc., and I am wondering how to write scenes 
where the “cameraman” is an actual participant in the scene.  
Specifically, let’s say the cameraman is interviewing someone, when suddenly 
an explosion occurs and everyone, including the cameraman, runs in terror.  
If I write “Cameraman flees the area like a scared rabbit,” that implies that we 
actually see him running, but in reality I want him running with the camera still 
rolling (a POV shot). What's the best way to do this?  
DAVE’S ANSWER:  
There are many ways to handle this situation, but here’s just one. Let’s cross- 
cut between what is happening and what the camera sees. For example, let’s 
say we’re already into the scene, and Nancy Cameraperson is filming teen 
sensation Rocko Jocko, who is being interviewed. All of a sudden...  
A nearby explosion rocks the area. Pandemonium. People run in 
every direction.  

THROUGH NANCY'S CAMERA  

Rocko Jocko's plastic smile withers into a white mask of 
horror. He high-tails it.  
Images of people fly by at awkward angles.  

BACK TO NANCY  

She runs, her camera bouncing awkwardly in her hand.  

Debris begins to fall from the sky. 

THROUGH NANCY'S CAMERA  

A man trips and falls hard on the sidewalk nearby. The image 
blurs from sidewalk to sky. A black and white plume of smoke 
billows into the blue.  
A uniformed man falls from somewhere right on us. Blackness.  

BACK TO NANCY 

...who is on the ground looking up.  

The uniformed man has fallen on her and on the camera.  
A siren wails. Nancy struggles to her feet.  

Simply keep writing, cutting back and forth until the scene ends.  
 

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.  

 

 

My Perspective on POV Shots 
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 

Your Path Forward in a Time of Contraction 
 by Lee Jessup 

If you read last issue’s column you can consider this a Part 2 of sorts, building 
on your understanding of what’s currently happening in the business and 
zeroing in on your best path forward in the face of industry challenges.  
It’s all about taking in the information available and cultivating a smart plan. 
We have all now survived 2024, and things are starting to get markedly better 
so… yay us! Let’s keep going, and figure out how to best move your 
screenwriting career forward…  
First, and perhaps most importantly, don’t chase the market. Trends change, 
and more often than not they do so long before you can catch up with them, 
making the effort a losing battle right out of the gate. While broad comedies, 
romantic comedies, horror scripts, and erotic thrillers are currently widely of 
interest, I would not encourage anyone who doesn’t already write in those 
arenas to shift towards these genres just because they are currently in vogue. 
Instead, I encourage my writers to seek the most market-forward version of 
whatever it is that they are writing and developing, rather than pivoting to 
accommodate the industry’s changing tastes.  
Early in the year we saw short stories suddenly trending and becoming a 
thing. In fact, my friend Colin Bannon sold a short story to Amblin and Steven 
Spielberg in a seven-figure deal. Other short stories were finding homes as 
well. But the one thing that seemed lost on many was the fact that those 
short stories were coming from writers previously established in the space, 
who were having no difficulties getting their short stories read when sent out 
by their agents and managers. However, this trend too seems to be fading.  
With all that in mind, it’s important to remember that Hollywood is cyclical.  
It is always in flux, always in an evolving state. What is of interest today 
becomes stale tomorrow. Accordingly, this contraction is not going to last 
forever. We are already seeing the dust settling. And as more opportunities 
start to present themselves, the frantic nature of it all becomes less frantic 
and progressively better.  
Considering the above, how should you proceed on the representation, 
feature writing and TV writing fronts?  
Are you seeking representation? 
While, as before, we are not finding that literary agents are joining the teams 
of early-career-stage writers, literary managers remain open to considering 
new clients. However, managers are seeking more actionable scripts that they 
can introduce to the industry without too many notes, significant development 
or rewrites. So if you have a stand-out, highly commercial or exciting left-of-
center script that checks some of the genre boxes the industry is currently 
prioritizing, by all means consider mounting that representation push, with or 
without the sort of pedigree that would help attract a rep’s attention.  
And if you have a production-ready, vetted script that you are excited to get 
out there but that doesn’t fall under the industry’s current desirable genres? 
Consider turning your attention to producers working in the same general 
genre space as your screenplay.  
Do you write feature film scripts? 
This is a great time for unique, fresh takes in the feature space. As you 
develop your next feature project, ask yourself the following questions and 
utilize the answers you come up with as a guiding light in development:  
What is the general genre space within which this project would live?  
What are other comparable, current titles in this genre space?  
What is unique and exciting about this particular project that can help it stand 
out and draw interest from a literary manager or producer?  
Are you an aspiring TV writer? 
TV may not be as open right now to original pilots from writers who are not 
yet established in that sector, so it might be a good time to submit your pilot 
to competitions, labs and fellowships prior to getting it out to the professional 
space, in order to build its reputation prior to seeking industry exposure.  
Also consider enhancing your body of work by developing a feature sample 
that lives in your inherent genre space. Contraction or not, many reps do 
expect their writers to develop content in both the feature and TV space in 
order to maximize their future opportunities.  
 

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 pitch your script 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 Micro-Budget  
Award Winners 

We are looking for character-driven micro-budget 
scripts. We are open to any genre but are looking for 
stories that have placed in a contest or festival. 

We previously posted a similar request but have not 
found what we are looking for. If you have submitted 
before, feel free to submit again. 

Budget TBD, but low. Non-WGA writers only, please. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: h8dhud51cz 

      ******* 

Company B: Seeking Low-Budget Thrillers 

We are looking for low-budget thrillers with a 
compelling premise and limited locations. We strongly 
prefer scripts that have received good coverage or have 
placed in a contest or festival, so please make a note in 
the personal message space if this applies to your script.  

Budget will not exceed $300K. Both WGA and non-WGA  
writers may submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: nerkeunrb8 

      ******* 

Company C: Seeking Car-Racing Scripts 

We are looking for underground street racing or car-
racing competition scripts. 

Budget TBD. Both WGA and non-WGA writers may submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: y125e50dnq 
 
 

 
 
 
 

Submit Your Scripts 
to Producers 
 

 

 

 

 

Sign Up for an InkTip Pro Membership 
Pitch to 6+ Script Requests Each Week! 

Not only does an InkTip Pro Membership allow you to pitch  
to our vetted roster of industry professionals every week, you  
can host your script on the site where producers search for  
new material every day.  

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

 

 

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/inktippro_membership.php
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RECOMMENDED RESOURCES 

 

  

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