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The time to enter the 2016 PAGE Awards contest is now! Monday, May 16 is the Final Entry
Deadline, so submit your script without delay. We present 31 awards each year, giving you a
real chance to launch your screenwriting career. As you can see in our Latest News (below), our
previous winners continue to find success years after their scripts were honored here.

In  this  issue:  
Latest News From
the PAGE Awards

1

The venerable LOGLINE eZine continues to evolve, and in partnership with the online
community Stage 32, we will now be featuring a different Industry Insider in each issue!
First, producer Jason Mirch charts a course past common second-act stumbling blocks. Also,
2014 Gold Prize winner Tracey Bradley shares the ups and downs of her post-PAGE experience,
and PAGE Judge Scott Levine tells us why heart is the secret ingredient in successful films.
Our resident genre guru John Truby critiques the latest season of House of Cards. Dr. Format
himself, Dave Trottier, examines the nesting of flashbacks within a film script. And to bring
down the curtain on this midyear edition, we present the latest leads from InkTip!
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Happy reading,
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4

◊

The sci-fi thriller Abduct, by 2005 PAGE Bronze Prize winner Philip Daay, premiered May 1
at the Sci-Fi London Film Festival. Directed by Ilyas Kaduji, the movie features Sienna
Guillory, William B. Davis, Mhairi Calvey and Jack O’Halloran in the starring roles. In
addition, Philip’s historical epic about the life of the warlord Constantine, Fallen Eagles:
Broken Wings, is currently filming in the U.K. and Malta.

◊

The horror film Mayhem, by 2014 Grand Prize winner Matias Caruso, just completed filming
in Belgrade, Serbia. Produced by Circle of Confusion and Royal Viking, the movie is directed
by Joe Lynch and stars Steven Yuen, Samara Weaving, and Dallas Roberts.

◊

Ginia Desmond's drama Lucky U Ranch, based on her 2007 Silver Prize-winning short film
script Growing Pains, premiered at the Phoenix Film Festival on April 9. Directed by
Steve Anderson, the movie features Trevor Robins, Donovan Droege, Harris Kendall, and
Michael A. Candela in the starring roles. Lucky U Ranch was also screened at the Arizona
International Film Festival in Tucson in late April.

◊

The 2012 PAGE Finalist film Elvis & Nixon, by Joey Sagal, Hanala Sagal & Cary Elwes,
premiered at the Tribeca Film Festival on April 18 and opened in theaters across the U.S.on
April 22. Distributed by Amazon Studios and Bleeker Street, the movie was directed by Liza
Johnson and features Michael Shannon and Kevin Spacey in the title roles.

◊

The 2015 Silver Prize-winning short film Breathe, by Theo James Krekis, premiered at the
Dingle Film Festival in Ireland on March 18. The movie was also recently featured in the
Limerick Film Festival, the Belfast Film Festival, and BFI Flare. Breathe will be screening
at the Cannes Short Film Corner beginning on May 16. Produced in association with Film
London, the movie was directed by James Doherty and stars John Connors.
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2016 PAGE Awards Final Entry Deadline: Monday, May 16
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THE WRITER’S PERSPECTIVE

So You Won PAGE! Now What?
by Tracey Bradley
My name is Tracey Bradley and I won the PAGE Gold
Prize in the drama category in 2014 with my script
Signs of Being. When I got the news, I was in the airport
waiting for a flight. I did a silent scream, was
ridiculously, uncomfortably friendly to the airline
boarding attendant, then
Tracey Bradley won a 2014
sat on the plane
PAGE Gold Prize for her
wondering, “What
drama Signs of Being. At
happens now? Will I get
Missouri State University she
offers? Will I get reps? Will
earned a degree in film
there be a bidding war?
production and opened a
Will Jake Gyllenhaal call
production company with
me up and beg to be in my
her husband shortly
award-winning movie?”

called him “Dog” at one point, but I can’t be sure — I think
I blacked out for a portion of the call.) And then he said the
words I couldn’t possibly forget, the words that have sung
me to sleep on many a night since. “My agent gave me your
script. I was going to call him, but I saw your number on the
cover and I just had to tell you myself — it’s amazing.”

The days that followed
were delightful. I received
many requests to read my
script from both literary
managers and production
companies. Dozens, in fact. After the thankless process
of sending my weeks-perfected query messages into the
silent abyss for months — even years — with nothing to
show for it, they were now contacting me! It was
pretty sweet!

This actor and his producing partners read everything I had
written at that point, and they loved it all. They jumped on
Signs because of the small budget and sent it to their
lawyers to draw up a contract for the purchase of the script
while the actor left to start shooting in New York.

thereafter. She is actively
shopping both Red Runners
and Source, and her feature
directorial debut Gestalt is
currently in preproduction.
You can follow her journey

I responded my little heart out, sending Signs into the
great beyond (i.e., anywhere beyond my laptop). The
next several months were filled with what I lovingly
refer to as “LoveButs.” “We love your screenplay, but…”
“We love your writing, but…” “We love your original
voice, but…” It was a constant ping-pong of advance
and retreat, submit and reject. And then there was the
silence. Long stretches — sometimes months at a time —
of nothing. No requests, no replies to submissions, just
the ugly quiet that hung over me and held me down like
a failure blanket. (It’s like a lead blanket but filled with
failure, because everyone knows failure is the heaviest
substance on Earth.)
I filled the silence with work, finishing two new
screenplays: a high-concept drama about a journalism
student who stumbles onto the story of a war hero who
is not what he seems (originally called Sweet Souls
Atrocious but since renamed the less artsy Source), and
a thriller about the war between government oversight,
citizen privacy, and the world of the deep web called
Red Runners (think House of Cards meets Mr. Robot).
Signs of Being had fallen into the background of my
psyche. It was there, but it was quiet, and I was busy
with what was next. Then one day, while loading
groceries into the trunk of my car, I received a phone
call. “Is this Tracey Bradley?” “Yes,” I answered. He
was nervous and quiet, and I was about to launch into
my prepared telemarketer “no, thank you” speech when
he quietly told me his name. A name I knew. A name
everybody knows. (No, not Jake Gyllenhaal.) I threw
that bag of eggs, bread, and milk into the trunk like
a touchdown pass and focused on the call.
I played it cool. “Hey, how’s it going?” (I might have

As we talked I stared at shoppers walking back and forth
around me, honking at me when I aimlessly meandered into
traffic, just living their lives like they had no idea the earth
was moving. We spoke for over an hour about what he
loved about the script, about what else I was working on,
about how rare it was for him to read something that moved
him like that. He put me in touch with his people, and that
was that.

Long, long, long story short — the project fell through.
Schedules became mired in reshoots, others came along,
and Signs fell through the cracks. It was heartbreaking and
frustrating. I put down my screenplays and stepped away.
That was October 2015, one year after my PAGE win.
Needing a change of pace, I threw myself into a novel I’d
been tossing around for a couple of years. I finished the first
draft by the end of November (for NaNoWriMo) and sat back
to admire what I had created. It was awful! The best
medicine to get me back to writing screenplays was
attempting to write a novel. What’s with this past tense?
And “said”? What’s that about? Do you know how many
times in a novel you use the word “said?” It’s infuriating!
So after the holidays I started working on a new script, a
contained thriller that I plan to develop and direct myself.
I finished the first draft on January 30, 2016. Two days later
a producer who’d heard about my PAGE win asked if Signs
was still available. The requests had lost a bit of their shine
over the past year, but still, it’s always nice to receive one,
so I cheerfully sent the script off and kept working on the
rewrite of my thriller. Two hours and 20 minutes later
I received an email saying, “Wow! I wish I could write like
that! Let’s set up a meeting.”
Two days later I signed an option agreement with Armada
Studios. Within two weeks a director was attached to the
film. We are now in the midst of the delicate dance that is
casting/financing. It’s two steps forward, two steps back —
or maybe sideways. The cast needs guaranteed funding,
you see, but you can’t get funding without principal cast
attached. It’s a wonder these things ever get made.
And since signing the option agreement, I’ve had three
other inquiries for Signs.
The most important thing I’ve learned throughout this
process is that writing for Hollywood not only takes talent
and hard work, it also takes a level of tenacity few possess.
Like angry-mongoose levels of tenacity. So, my advice?
Keep writing, keep submitting, and be the mongoose.

© PAGE International Screenwriting Awards
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THE JUDGE’S P.O.V.

The Heart of Film
by Scott Levine
When I worked as an assistant to the writers and director
of the film Nutty Professor Part II, there was a sign
posted above the story wall that read: “HEART AND FART:
THERE IS ART IN BOTH OF THEM.”
The creative team, whose
humor might be deemed
Writer’s Journey:
On Patience
dubious by some, understood
very keenly that if they were
Drina Connors Kay
to get away with loads of
poop humor and potentially
insensitive fat jokes in their
movie, the story and
characters need to be
anchored in heart.

Originally from New York,
Scott Levine began his career
working as an assistant for
several top writers
and directors. He directed a
writing workshop for Walt
Disney Studios and has
developed original material
for Disney, National Lampoon
and CBS. Scott currently
serves as a freelance story
consultant and writes and coproduces original content for
both film and television.

The
by

Is Nutty Professor Part II a
funny movie? The answer to
that depends on whether you
enjoy fart jokes and slapstick
comedy. Does the movie have
heart? Well, that’s an entirely different story. For the
purposes of this discussion, let’s first define what it means
for a movie to have heart and explore why a movie’s
success depends on it.
I contend that heart is the invisible glue that binds all of
the other more obvious story elements into something
greater than the sum of its parts. It is a kind of spirit that
elevates a story into a human experience palatable not
only for the intellect, but for the soul. It is a pulse,
written in a language only the human heart can detect,
that enables us to lose ourselves in the story and rewards
us for allowing ourselves to become lost.
Movies are successful and appealing for a wide variety of
reasons including plot, character arcs, dialogue, and
conflicts. And of course, crafting the protagonist’s journey
is a science all its own — one we need to master in order
for the story to work. As storytellers, however, we are so
focused on getting these more obvious story elements right
that we tend to forget that heart is just as essential. And
the reality is that it may be the most essential.
As an example, let’s take a look at a very popular film
franchise: the Star Wars movies. If you compare the two
sets of movies — the original trilogy and the more recently
released prequels — you will see that George Lucas’s
popular universe either sinks or soars depending on how
much heart was built into each of the films.
Why the huge discrepancy between these two sets of films?
While Lucas is the imaginative mastermind behind the
entire franchise, it’s important to keep in mind that the
two sets of stories were conceived and released almost
two decades apart. Lucas experienced a multitude of life
changes during this time, including a divorce from his first
wife, film editor Marcia Griffin, who according to Michael
Kaminski’s book Secret History of Star Wars contributed
most of the authentically human, heartfelt elements to
the original films.
In each installment of the first trilogy we have, among
other successful story elements, a clear protagonist, a

clear antagonist and a 2000-year-old, tried-and-true hero’s
journey to help navigate us through the plot. There are
three relatable lead characters, each in the midst of their
own struggles — both on a galactic scale and personally —
and these stories contain many powerful, funny, and
deeply emotional moments. Moments with heart.
For instance, do you remember:
•

When Luke stares into the binary sunset, realizing he’s
still trapped on that rock of a world.

•

When Leia kisses Luke before their perilous swing
across the shaft.

•

When Leia says, “You came in that thing? You’re a lot
braver than I thought.”

•

When Ben is killed on the Death Star in front of Luke.

•

When one Ewok dies and another pauses to hug him.

•

“Laugh it up, Fuzzball.” “I love you…” “…I know.”
And: “I… am your father.”

That’s all heart. Technically, the story does not need all of
these moments, but they’re there for a reason. Moments
like these connect us to something deeper within the
characters. They allow us to transcend the framework of
the screen. They are what keep the spirit of the movie
alive within us even after it is over, and they are what
compel us to watch the movie over and over again.
Now let’s take a look at the prequels. Remember when
Queen Amidala, um…? How about when Anakin, um…? Or
what about when Qui-Gon, er…?
It is general consensus that the prequels are inferior to the
original films on many levels, but I contend that the main
reason they don’t work is because they lack heart. Yes, I
do remember some of the action in those movies, because
the double lightsaber is cool and because, frankly, any
action sequence where Samuel L. Jackson wears a tunic
and shoots lasers is unforgettable. But the impact of the
prequels pales in comparison to their predecessors.
Even if the prequels’ stories, characters and dialogue were
stronger, the films would still not work the way the
original movies do, simply because of the gross absence of
moments where we can genuinely laugh, cry, or jump out
of our seat with joy for a character on screen. Even if all
of the other cylinders of a film are firing full force,
without heart nothing will really move the audience.
For example, Episode I is about the trade federation,
whereas Episode IV is about a young man challenging
himself to expand beyond his comfort zone in an effort to
save the galaxy. One storyline has heart. The other? Not so
much. And this is why people keep returning to watch the
original trilogy over and over again.
So now, what about Nutty Professor II? Well, in this
writer’s humble opinion, though Eddie Murphy is very
skilled at playing multiple characters in the same movie
and the cinematography is cutting edge for its time, the
film’s story is disjointed, the direction is un-engaging and
the characters are unbelievable. However, what the movie
lacked in all these other areas it made up for with heart.

© PAGE International Screenwriting Awards
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WHAT’S YOUR GENRE?

Truby’s Take: House of Cards Season 4
by John Truby
Spoiler alert: this breakdown divulges information about the plot of the show.
The biggest challenge for writers on a serial TV drama is how to build the conflict over the
course of a season. In a “stand-alone” show like a police procedural, where you have to
solve a different murder every week, this is not an issue. But in a serial with multiple
desires and storylines connecting and extending through 10-22 episodes a season, this is
one of the greatest challenges in all of storytelling.

John Truby is regarded as the
serious writer's story coach and
has taught his Anatomy of Story
Masterclass to more than 40,000
students worldwide. He is the
author of The Anatomy of Story.
To learn more about Truby's
classes and screenwriting
software, please visit
www.truby.com.

Breakthrough: 22 Steps
to Your Best Story Ever
The only screenwriting software
that gives you a great story, in a
fraction of the time, while you
write your script.

6 Easy Steps to a Great Script
1. PREMISE and GENRE: Screens show
you the “gold” of your idea and which
genres best express it.
2. CHARACTER WEB: Screens help you
create complex characters that grow over
the course of the story.
3. PLOT: This screen takes you through
the 22 Building Blocks of great stories.
4. SCENE LIST: Lets you figure out the
ideal sequence in a fraction of the time.
5. REWRITE: Reveals deep structural
weaknesses likely to be in your script.
6. COACHING HELP: The most
extensive coaching system for writers
ever created, including, in text form,
Truby’s complete 22-Step Great
Screenwriting Class.

Click here to learn all about it!
Now available at The Writers Store.

House of Cards has been one of the best TV dramas since it began four seasons ago.
Based on a British show, House of Cards tracks the rise in power of Frank Underwood and
his Lady Macbeth-like wife, Claire. The show has a number of strengths: a complex,
ruthless main character, an even more complex wife, a slew of conniving characters
playing the power game, an inside look at American politics at the highest level, an
emphasis on strategy and a plot that is only slightly less intricate than Game of Thrones.
But this American Game of Thrones has always had one glaring flaw: a weak opposition.
For a show with a master strategist as main character to be great, he must go up against
another master strategist, or at least a group of opponents who together can push him to
the limit (for details on how to construct a TV drama and build the opposition and plot
over the season, check out the TV Drama Class on CD).
The quality of House of Cards over four seasons has been based almost totally on how
good Frank’s opponents are. Season 1 started well because Frank had less power and was
going up against an aggressive press and some tough and powerful political opponents. But
as the season wore on, the political opponents got stupid, so Frank’s success was too easy.
Season 2 had a huge drop in quality because Frank’s main political opponent was a
President who was so dumb he practically gave the presidency away. Season 3 was better
because Frank was facing a smart Russian president and a tough, determined contender
for his own job.
The first five episodes of season 4 were the best in the history of the show. Why? Because
Frank’s main opponent is his wife, Claire, by far the smartest and most ruthless opponent
Frank has ever faced. In these episodes you see clearly one of the most important
principles in all of story: the hero is only as good as the person he fights. The punch,
counter-punch between these two is terrific. They are a couple of heavyweights going toe
to toe. Sure enough, the quality of the show declines from episode 6 on, when Frank and
Claire reunite to take on the world. Over the rest of the season, most of the outside
opponents crumble, either because of stupidity or fear.
The sequence of episodes in season 4 highlights the other big flaw on the show: the
absurdity of the plot. Believability of plot is not based on a fixed standard. It’s based on
the parameters set up by the story’s genre. For example, we don’t think it’s ridiculous
that Superman can fly. Within the fantasy action form, this is completely believable, and
if we want to experience the pleasures of that form, we must accept this stretching of
reality going in. But the rules of believability are much more strict in a more “realistic”
form like political crime. And they become stricter still when a show highlights its
authenticity, as House of Cards does. Season 4 plays with such minutiae of American
national politics as the actual workings of a House district, the nomination of a Vice
President, and especially the vagaries of an open political convention.
But this sword cuts both ways. If you play the authenticity, you have to get it right. And as
season 4 progresses, the writers often get it so wrong even a political novice would laugh
out loud. Much like previous seasons, season 4 begins in a stretched but believable
political reality. Frank and Claire are close to an open marital breakup, which puts a
tremendous strain on Frank’s presidential campaign. So far, so good. But as soon as Frank
and Claire are back on the same team, the writers have to go back to creating drama,
and plot, from outside opposition and those seeking to beat Frank for the presidency.
These opponents don’t come close to matching Claire in their ability to challenge Frank.
From that point on, the absurdity of the political techniques Frank uses grows to
laughable proportions.
There is no greater story challenge than writing for television. If you want to take it on,
stay focused on the ongoing relationship between the hero and the main opponent.
Get that right and most of the other pieces of the puzzle will fall into place.
© PAGE International Screenwriting Awards
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SPEC WRITING TIPS

A Flashback Within a Flashback
by Dave Trottier

READER’S QUESTION:
I am stumped and cannot find a solution anywhere. I don’t want to confuse
the reader by signifying a flashback within a flashback. So my script starts
with current time/space and in the first act, there is a flashback that takes
up most of the story until the climax. Within that flashback, at the midpoint
of Act 2, there is another flashback, which lasts two pages and then cuts
back to the more current flashback. How can I not confuse the reader?

DAVE’S ANSWER:
Dave Trottier has sold screenplays and
developed projects for 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: www.keepwriting.com. For $20
off a script evaluation done by Dave,
email him at dave@keepwriting.com.

Dave Trottier’s
“The Screenwriter’s Bible”
Fully updated sixth edition

You are using the storyteller device (also known as a bookend), which was
also used in Saving Private Ryan. That’s where a character or a series of
scenes introduces the main story, which takes place in the past. Since most
of the movie takes place in the past, use a SUPER (short for “superimpose”)
rather than a FLASHBACK. In other words, don’t call the first flashback a
flashback. Thus, you will label your first flashback as follows:
SUPER: “20 Years Earlier”
Then refer to the second flashback as a FLASHBACK and format it as you
would any other FLASHBACK. No reader will get lost.
However, what if you have a FLASHBACK within a FLASHBACK where both
are relatively short (that is, not using the storyteller device)? The solution
is to be clear in your labeling and description:
EXT. JUNGLE – DAY
Doris and Danny trudge through the jungle, swinging their
machetes. Doris swings at a tree branch and liberates it
in one skillful swing.
BEGIN FLASHBACK SEQUENCE
EXT. FOREST – DAY
TEEN DORIS swings her axe at a tree limb, severing it.
EXT. GIRLS CAMP – NIGHT
Teen Doris drops her tree limbs next to a campfire.
FLASHBACK – DORIS IN HER CHILDHOOD BACKYARD
CHILD DORIS, wearing a safari helmet, swings a plastic
sword at the bushes, trying to cut her way through. She
proudly picks up a small branch.
BACK TO GIRLS CAMP
Teen Doris proudly throws some tree limbs on the campfire.

• 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!

Now available at The Writers Store.

END FLASHBACK SEQUENCE
EXT. JUNGLE – NIGHT – BACK TO PRESENT DAY
Doris tosses a tree limb onto a campfire. Danny stands
behind her and puts his arms around her waist.
DANNY
It’s like you’ve been doing this
all your life.
Doris smiles contentedly.
Good luck, and keep writing!

© PAGE International Screenwriting Awards
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INDUSTRY INSIDER

Five Reasons Your Second Act Fails
by Jason Mirch
There are a number of reasons why screenplays crash and burn in Act II and
receive that dreaded “pass.” Let’s take a look at five of these reasons and ways
to address them.
THE STORY BEGINS TOO LATE
Many scripts tend to spin their wheels without gaining any momentum. We see
the character in his or her daily life, with very little changing for much of the
first half of the project. When the story finally gains some steam, we have
already lost interest in what our character is meant to be achieving.
To solve this problem, consider how you are setting up your character. What is
the most efficient way of telling the audience who your character is, and what
his or her world is like? Then bust up that routine almost immediately.
Jason Mirch is a film and television
producer and executive based in Los
Angeles. He recently founded
Destructo Productions and is currently
producing a feature film based on the
New York Times best-selling memoir
Odd Man Out, by Matt McCarthy.
Previously, Mirch was the head of
development and production at Image
Nation Abu Dhabi, a finance and
production company based in the
United Arab Emirates. He supervised
the Image Nation contributions in the
development of such films as Flight,
The Help, The Best Exotic Marigold
Hotel and Contagion, among others.

POINTLESS DIALOGUE
In a film, every piece of dialogue needs to serve a specific purpose. By the end
of the project, there should be no wasted bullets in your gun. For instance, we
all know why the Fellowship of the Ring was assembled: “The ring must be taken
deep into Mordor and cast back into the fiery chasm from whence it came. One
of you must do this.” Right away, we know what their mission is, and what we
get to watch next is their execution of that mission.
When writing dialogue, be sure the characters articulate clear goals in such a
way that we know our protagonist’s mission and the consequences should it fail.
THE SCENES HAVE NO MEANINGFUL CONFLICT
If you find your scenes are void of conflict, consider two things. First, does this
scene need to be in the screenplay? If the answer is yes, then ask yourself,
“What can I do to inject conflict into this scene and create a complication for my
character?” If two characters are talking about the weather and Character A
says, “It’s a beautiful day today,” and Character B agrees, there is no conflict.
If, on the other hand, Character A says, “It’s a beautiful day today,” and
Character B says, “You’re an idiot, this is the worst weather imaginable,”
suddenly, we’ve given them something to argue about. It’s a simple, frivolous
exchange that could escalate quite quickly, because your character has a goal:
convincing the other their point of view is right.
THE CHARACTER LOGIC IS UNCLEAR

NEXT LEVEL WEBINAR
“The Secret to Cracking
Your Script’s Second Act”
With Producer Jason Mirch

Speaking to point of view, every character you write must have logical and
explainable reasons for their behavior. Often, I’ll find myself asking the
question, “Wait, why is he doing this?” This is particularly true of antagonists, or
“villains,” who oftentimes are bad for the sake of being bad, rather than having
a distinct point of view. Remember, just as your protagonist has a goal, your
antagonist has an equally important goal. So be sure to service it adequately.
THE PLOT IS TOO THIN
This is the only time you don’t want to be called ‘thin’ in Hollywood. So many
times, scripts that should be 50 pages end up being stretched to 100, with
meandering plot diversions, scenes that feel too long, or scenes that don’t drive
the narrative forward. None of these devices fool the reader.

In this Stage 32 Next Level Webinar, you
will get an in-depth look at how to
successfully navigate the structure of a
second act. You will learn techniques for
crafting dialogue that moves the narrative
forward while exposing characters’ flaws,
and how to create authentic and
escalating obstacles for characters to
overcome. The webinar will also identify
and explain key plot points that typically
exist in a well-written Act II, and explain
how you can use these as guidelines for
your specific projects.

If you’re feeling like your story is too thin, go back and look at the problem you
have created for your character. Is it big enough that dramatic tension will
continue to build as your character tries to solve the problem? If not, why not?
Is it too easily solved? Is the solution too obvious and we’re waiting for the
character to stumble onto it? If so, consider how to make your problem more
complex, or what complications your character needs to encounter that make it
harder to complete his task.

Click here to learn more!

Click here for more on Jason’s webinar: The Secret to Cracking the Second Act

Avoid these issues and your script is much less likely to fall apart in Act II.    

© PAGE International Screenwriting Awards
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CAREER OPPORTUNITIES

Sell Your Script
Hot Leads from InkTip.com

IMPORTANT DISCLAIMER!
Please submit your work only if it seems like a perfect fit for these
companies’ needs. If you aren’t sure your script meets their criteria,
please check with jerrol@inktip.com before submitting it. Thanks!

HOW TO SUBMIT YOUR SCRIPT:
THE WRITER’S GUIDE TO
CHARACTER TRAITS

1. Go to https://www.InkTip.com/leads
2. Enter your email address
3. Copy/paste the corresponding code

With over 40,000 copies sold, this book is
a classic reference for writers who want to
create realistic and distinct characters.
Written by Dr. Linda Edelstein, a practicing
psychologist, it includes:

Company A
[Code: 312vfsmjwt]

• Over 400 easy-to-reference character
listings, detailing typical behaviors and
thought processes

We are looking for action-thriller scripts where most or all
of the story takes place in a single location, i.e. scripts in
the vein of Phone Booth. Please do not pitch any first or
second drafts; we need something that is close to ready to
go. Also, please do not pitch anything that is under option
or currently has any attachments.

Learn more…

Seeking Single-Location Action/Thriller Scripts

• Sidebars and statistics on a variety of
personality types (not previously
included)
• A new section showing how to build all
types of characters, from soccer moms
to serial killers

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

20 MASTER PLOTS

Please submit your work only if it fits the above description
exactly. If you aren’t sure, email jerrol@inktip.com. Thanks!

This book shows you how to craft plot for
any subject matter, so that you develop
your work evenly and effectively. As a
result, your script will be more cohesive
and convincing. Includes:

Company B
Seeking Late Teens/Early Twenties Comedy Scripts
[Code: mwapn8pk0c]
We are looking for feature-length comedies or television
comedy pilots and bibles (hour or half-hour) that are
character-driven, micro-budget, and feature lead
characters in their late teens to early twenties. Stories
should take place in easily attainable locations (homes,
offices, public land like parks, etc.).

•

An illustration of the top 20 plot
types and why they work

•

Analysis of successful plots and how
to integrate them into your own
unique story

•

A handy plot checklist for any story
you dream up

Learn more…

Budget will not exceed $1M. WGA and non-WGA okay.

COMEDY WRITING SECRETS

Please submit your work only if it fits the above description
exactly. If you aren’t sure, email jerrol@inktip.com. Thanks!

For more than a decade, Comedy
Writing Secrets has been giving aspiring
comedians a leg up on the competition.
This expanded new edition packs in even
more insight and instruction, including:
• Writing exercises to punch up jokes
• Vital information on writing for
sitcoms and stand-up
• Comedic brainstorming techniques
using associations and listings
•
Exclusive tips for specific markets

Company C
Seeking African-American-Focused Rom-Coms
[Code: 3234q1zj5d]
We are looking for completed, feature-length, highconcept romantic-comedy scripts in which the primary
characters are African-American and there is a unique
narrative hook.
Budget TBD. Both WGA and non-WGA writers may submit.
Please submit your work only if it fits the above description
exactly. If you aren’t sure, email jerrol@inktip.com. Thanks!

Learn more…

These titles and more available
now at the Writers Store!
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RECOMMENDED RESOURCES

Pitch Your Television Show
Concepts and Scripts Today
Used by more than 300 top
production companies
and television networks

Instantly establish the date and
time-of-creation of all your files,
including screenplays, proposals,
web pages, treatments, inventions,
lyrics and ideas.

Interviews with TV executives
Success stories

www.TVWritersVault.com
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