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Letter From the Editor
The 2017 PAGE Awards competition is, like any good story,
building to a dramatic climax. Who will make the Finals?
The list goes up September 15, but right now we want to
congratulate all the Semi-Finalists! Making it this far is a
tremendous achievement.
Wherever you are in your screenwriting career, it’s important
to keep training, learning and practicing. That’s how you take
the next step… We hope that each and every issue of the
LOGLINE eZine offers useful advice that contributes to your
growth process and future success.
Our autumn edition opens with R. Scott Shields discussing how to build a better
biopic. PAGE Judge Karen Craig helps writers immerse themselves again after losing
touch with their story. Script consultant Ray Morton runs through the list of avenues
for writers seeking to sell a script. Formatter extraordinaire Dave Trottier defines
“readability” as it pertains to screenplays. Career coach Lee Jessup is back with four
more things screenwriters should never say. And the issue reaches its denouement
with three “hot leads” from Ink Tip, as prodcos share their wish lists with us all.
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Latest News From the PAGE Awards
u 2014 PAGE Award winner Mark Townend is really on a roll! His spec science fiction
script Augmented has been picked up by Warner Bros., with Margot Robbie and
Denise Di Novi on board to produce, and his time-travel spec Contingency Protocol
recently sold to Broad Green, with Weed Road and Storyscape producing. Mark is
represented by Verve and by PAGE Judge Jeff Portnoy at Bellevue Productions.
u 2009 PAGE Gold Prize winner Rob Sudduth has been tapped to write as well as
co-executive produce a multigenerational single-camera comedy for ABC, with Casey
Johnson and David Windsor (The Real O’Neals) attached as executive producers.
Rob’s semi-autobiographical series follows a man who, along with his husband and
son, moves back in with his Mexican-American family in the heart of Texas, where he
struggles to navigate his family’s deep-rooted traditions. Rob has previously written
episodes of The Real O'Neals, Telenovela, The New Normal, The Crazy Ones,
and Red Band Society. He is repped by UTA and MetaMorphic Entertainment.
u The new animated comedy series Dallas & Robo, by 2010 Bronze Prize winners
Andy Sipes and Matt Mariska, has been picked up by YouTube Red. The show features
John Cena and Kat Dennings as space truckers who travel the cosmos trying to make
a few bucks in the seedy interplanetary big-rig biz while evading cannibal bikers.
The voice cast also features Jane Lynch, Dana Snyder, Giancarlo Esposito, Clancy
Brown, and Bree Williamson. In addition to their writing duties, Andy and Matt will
serve as executive producers on the show.
u The new independent feature Before the Sun Explodes, by 2012 Gold Prize
winner Zeke Farrow, is now available on iTunes, Amazon, Vimeo and YouTube.
Co-written and directed by Debra Eisenstadt, this dark, suspenseful drama follows a
once-successful comedian who is lured into the bizarre world of a woman with a stalker.
The movie premiered at South by Southwest in 2016.

2017 PAGE Awards Finalists Announced: September 15
© PAGE International Screenwriting Awards
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THE WRITER’S PERSPECTIVE

How to Write a Better Biopic
by R. Scott Shields

Have you had moments when writing is easy? When
your vision of the world you’re creating is so clear, you
know the theme, arcs, crisis — all of it? When I have a
moment like that, I try to write as much as I can, as
quickly as I can, because I never know when
something else will
come along and
clutter my brain.
But I’ve discovered
one situation where
it’s better NOT to
write anything…

have lived lives so fascinating that a movie is being
made about them.

I was recently hired
to write two biopics
about famous sports
figures. Both are
legends with
well-documented
achievements. So
when I was
approached to write
each project, I
immediately
envisioned their
Racing legend John Force
most celebrated
moments as anchors for the story. This will be
awesome! Let’s get started, right?

I think it adds to the
trust factor, too, when
I’m looking the person
in the eye. I want to
understand him
completely. After all,
I’m going to be his
voice on the page.
If I’m going to channel
his voice, then I must
not only know things
he has said, but also
Hall-of-Famer Oscar Schmidt
anticipate things that
he might have said and how he might have said them.
Believe it or not, a random question like “what’s your
favorite food?” can deliver a surprising amount of
information about a person.

In both cases I was given access to the real people
I was writing about. I spent a lot of time interviewing
them and the people around them. Guess what I
discovered? I didn’t know the story at all. I knew the
headlines and the legends. Those are important, of
course, but they aren’t necessarily the elements that
give life to the screenplay. And the more work I put
into writing my preconceived version of the story, the
more I had to unravel later.
These are real people, and their experiences are more
complex than a bunch of online articles and boilerplate
interviews that anyone can Google with a few clicks.
If I approach my project with a preconception of who
the person is and what he or she has experienced,
then I miss out on a great opportunity to tell a story
that hasn’t been told before. And that opportunity
starts with research interviews: one-on-one
conversations between screenwriter and subject.
The most valuable moments I’ve had during my
interviews are when a person tells me a story he’s told
a thousand times before, but then, when challenged,
he deviates from that story. A small but important
detail is revealed. Or maybe an epiphany. Or it turns
out that a legend that’s been so often repeated isn’t
accurate after all. And before I know it, we’ve opened
a whole new window into the person’s experience.
Getting to a moment like that isn’t easy. First of all, it
has to exist. Second, the person you’re interviewing
has to trust you enough to share it. Not everybody
wants to reveal something that exposes vulnerability or
questions his status as a hero.
And often that’s what we’re talking about: fears, flaws
and mistakes. The greatest hits of these people are
generally well documented. The lapses of judgment
and moments of quiet heartbreak are not. But that’s
what makes them real. These are real people who

I always record my interviews (with permission), then
go back and transcribe them later because I don’t want
anything to distract
me from fully
engaging with the
person I’m
interviewing. If I’m
busy writing notes,
I might miss an
opportunity to do that.

One of the most important things I’ve discovered when
I transcribe my interviews is this: The less I speak, the
better the interview. Sure, I have to drive every
interview with a prepared list of questions, and
sometimes I have to challenge a person on facts or
press for more detail. But once he starts to answer,
I need to shut my trap and let him speak.
More than once I’ve sat at my computer listening to an
interview when I hear my own voice interrupt and
steer the conversation back toward my preconceived
version of the story.
That’s a big mistake. My character is sitting right there
with me, ready to reveal something important —
maybe even something that’s never been revealed to
the public before.
Those moments are huge opportunities. If I let the
person answer my question and then sit in silence after
he finishes, once in a while he’ll continue the story with
something he’s thought about but never shared. And in
that moment I just might see the story that’s never
been told.
And that is the beginning of the story I should be
writing.
R. Scott Shields is a two-time PAGE Award
winner. His animated feature Supercat! won
the 2010 Grand Prize and his sports drama
Strawberry Mansion took the Bronze Prize in
2009. In addition to his biopics about racing
legend John Force and basketball star Oscar
Schmidt, Scott wrote the sci-fi adventure
Jason and the Astronauts for Hydraulx
Entertainment and the short film Trick Shot
for Canon USA. Scott lives in Los Angeles with
his wife and two children.
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THE JUDGE’S P.O.V.

“Wait, Why Am I Writing This?”
by Karen Craig

Have you ever had life get in the way of your writing, to
the point that you put a script down long enough to lose
touch with the story and your original inspiration for
writing it?
Let’s
it, this hasJourney:
happened to On
almost
all of us at one
Theface
Writer’s
Patience
time or another. Perhaps it’s the holiday season and you
bynumerous
Drina Connors
Kay
have
social obligations.
Perhaps you catch the
mother of all flu bugs and can’t maintain focus. Maybe
you have to take a few extra shifts at work. Or, if you’re
like me, you have a revolving door of extended family
visiting throughout the entire summer.
The reasons to stop writing are limitless and unique to
every writer, but it’s the same core problem for all of us
— something outside our control demands more
attention and time than our script.
No big deal, right? You can always pick it up tomorrow,
or the next day! Or next week…
But what happens when a few hours stretch out to
several days, weeks, months, or sometimes even years?
And then what happens when life eases up and you
actually have time to get back to your script? Your first
reaction is probably “FINALLY!” followed by a huge
sense of relief that you can now finish your project and
release that bit of brilliance into the world. So you settle
into your favorite writing spot, ensure that all your
necessary must-haves are within reach — music, water
(or perhaps something stronger), fidget spinner, etc.
Everything and anything that will keep your creative
juices flowing is by your side, so there are no more
interruptions. You are ready to write!
Wrong. Something is really, really wrong. You open
your document, re-read the last scene and discover
you’re completely out of your story. You may
remember where your plot is headed, but you no longer
feel inspired to take it there. You’ve lost the thread of
your story and forgotten the sound of your characters’
voices. Now what do you do?
For most writers, the knee-jerk reaction (after wanting
to curl up in a ball or throw your computer out the
window) is to abandon the project. Just leave it and
start over with all new characters and fresh inspiration.
But wait! Before you shelve that script, give these few
tips a try:
READ AND LISTEN TO WHAT YOU’VE WRITTEN
Both read and listen? Yes, I recommend doing both.
You’ll have two different experiences by doing this.
I always prefer to listen first and then read, but the
choice is completely yours.
If you don’t have friends dying to table-read half your
unfinished script, Final Draft’s software has a function
that allows you to assign different voices to characters.
There are also a multitude of reading apps (some free
or quite inexpensive) for your phone, tablet and
computer. I personally use the Voice Dream Reader
app. (Just convert your Final Draft files to .pdf or .rtf
format first.)
I should mention that these read-aloud programs have a
robotic voice. That’s a good thing, actually; it allows the
words to be read without inflection and you can truly
hear what’s on the page.

Whether reading or listening, find a quiet place where
you won’t be interrupted so you can remain focused and
engaged throughout the experience. Make sure you’re
seated comfortably so you don’t have to move and
interrupt the flow. Try to remain in the moment with
your work, as the story unfolds. Don’t rush ahead.
Allow yourself to experience each beat as it happens.
If you’re listening to the script being read, close your
eyes to allow yourself to be transported into the world
you’ve created.
After reliving everything you’ve written up to this point,
all in one sitting, give yourself a minute or two to digest
what you’ve just experienced. You should naturally start
to reconnect with your story.
REVISIT YOUR ORIGINAL INSPIRATION
Remember what made you want to write this script in
the first place, and seek it out. Immerse yourself in
whatever it was that brought you to the ideas and
characters in your script. If it was a particular movie or
a genre of movies, watch them again. If it was a book,
go back to it. If it was a place, a feeling or a memory,
find a way to re-experience it. Perhaps it’s through
photographs, music or doing something active. By
taking the time to revisit the origins of your inspiration,
you’ll not only get back in touch with your concept and
characters, you’ll also reignite the passion and creativity
needed to keep going.
RETYPE PAGES
Retype, word for word, the last 10 pages of your script.
Yes, you read that correctly. I promise there is a
method to the madness. Many pros go back and retype
at least a page or two every time they sit down in order
to get back into the world of their screenplay.
This is a natural, unobtrusive way to get back into the
groove of your story. You’ll not only be replicating the
dialogue as you type (or hand-write) it, you’ll
automatically regain characters’ voices. You’ll also pick
up the original pace and tone of your pages. Before you
know it, you should be comfortably wrapped up in the
story again and ready to move forward.
There isn’t one clear-cut solution to the stumbling block
of getting back into a script after a significant passage
of time. What may work for one writer may not work for
another. All I can say is that these three tricks have
never let me down, and have in fact saved a few scripts
destined for the shelf. Just like the “all is lost” moment
in every script, make these last-ditch efforts before
abandoning ship. You may well find that you emerge
with a winner!
Karen Craig is a screenwriter based in
Newport Beach, California. She has
two produced film credits, American
Psycho II and Forbidden Secrets, as
well as several other projects in
various stages of development.
Karen and LOGLINE Editor John Evans
had their horror collaboration,
Shudder, optioned several times with
various directors attached. She has
served as a PAGE Awards Judge for
the last nine years.
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SCRIPT NOTES

How to Sell a Script (Maybe)
by Ray Morton

I recently received an email from an aspiring screenwriter begging me to tell him
how to sell a screenplay. His complaint was that there is a ton of information out
there on how to write a script, but precious little about how to sell that script to the
industry when it is finished.
There is only one way to sell a screenplay: you get a person who purchases scripts
(a producer or a studio executive) to read it, and thinking it has the potential to
make a successful movie, they buy it. That’s it — there is no other way. So the
question really isn’t how to sell a script, but how to get it read by a potential buyer.
Ray Morton is a writer and
script consultant. He was
a senior writer for Script
and is currently the author
of Scriptmag.com’s Meet
the Reader column.
Ray’s recent 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, and he
is available for
private consultation.
You may contact Ray at
ray@raymorton.com and
follow him on Twitter
@RayMorton1.

Until recently, the answer to this question was simple. The script had to be
submitted by a licensed literary agent. There are three reasons for this:
1. To avoid litigation. If a script comes to a potential buyer through official
channels, it ensures that the script has been properly vetted and is free of any legal
problems. It also makes it less likely the writer will accuse the potential buyer of
impropriety should the potential buyer be developing a similar project (a notuncommon occurrence in the movie business).
2. To cut down on the volume. If studios and producers had an open
submission policy, they would be inundated with so many scripts needing to be
read they wouldn’t have time to actually make movies. By requiring scripts to come
through agents, potential buyers can cut down the flow to a manageable rate.
3. To exercise a degree of quality control. Agents know that potential buyers
only want to see work that is professionally written and has at least a chance of
getting made, so they weed out material that is not up to snuff.
In recent years, however, more avenues have opened up. Managers have become
a much more important part of advancing a screenwriter’s career. Many are former
agents with similar access to producers and studios. Agents are still the only folks
legally allowed to negotiate deals on behalf of writers, but managers can submit
material. If you are able to engage one, you’ll have another person working on
your behalf to get your scripts where they need to go.
Many managers also act as producers, so if they are interested in representing your
script they may also be interested in making it. Obviously, there’s an inherent
conflict of interest in having someone who reps your material also be a potential
buyer (since the rep may be tempted to give himself a better deal than he would a
third party), which is why agents are forbidden by law from acting as producers.
However, managers have no such restrictions (which is why many agents opt to
become managers). If a manager doesn’t buy a script himself, he may attach
himself as a producer if he sells the script to a third party. This may motivate him
to work harder to hawk your material, since he stands to gain something if he
succeeds, although again the potential for conflict of interest is obvious. So,
engaging a manager does have a number of potential pitfalls, but if one is careful
there are also some pretty clear advantages as well.
Several of the well-known streaming services that produce their own movies and
series accept submissions from non-represented writers. However, the deals some
of these services offer can be problematic, often requiring writers to surrender
more rights for less money than the mainstream industry does, along with other
questionable stipulations. As with manager/producers, these services can offer
writers good opportunities, as long as you are careful about what you agree to.
Also, there are a number of websites that (for a fee) allow you to post loglines and
other information about your scripts. These sites are monitored by development
people, and if they see something they like, they may request the script.
Most high-profile screenwriting contests, such as the PAGE Awards, offer access to
producers and/or representatives as part of their prize packages. Also, many reps
and development folks make a point of reaching out to the winners of highly
respected contests in hopes of finding viable material.
Pitchfests are not as plentiful as they used to be, but some are still out there.
A pitchfest is an event at which aspiring writers pay a fee that allows them to
verbally present their projects to representatives and development people.
Obviously, all of these routes require a lot of time and patience — maybe more than
some people are willing to invest — but there really are no other options. There are
no tricks or secrets or shortcuts or workarounds in this business. If you want to sell
a screenplay, you will need to travel one or more of these paths, and you will need
to persevere. These things are as much a part of the job as the writing itself.
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SPEC WRITING TIPS

What Makes a Script Readable?
by Dave Trottier

READER’S QUESTION:
Can you provide an example of “readability”?
DAVE’S ANSWER:
Yes, but first a quick review of what I mean by “readable.”

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 a script
evaluation done by Dave,
email him at
dave@keepwriting.com.

Dave Trottier’s

As you know, you write a spec script primarily for a reader who either
recommends it or not. The reader wants a readable script, which means it
should be clearly written, attractive (correct format, generally short paragraphs
and speeches), specific (uses active voice and specific language), lean (says a
lot with as few words as possible, except for dramatic and emotional moments),
and entertaining (as opposed to merely informative).
Recently, a client sent me an unproduced George Axelrod script. Axelrod wrote
such films as Breakfast at Tiffany’s, The Manchurian Candidate, The
Seven Year Itch and Goodbye Charlie. I was delighted reading this early
draft of a screenplay he apparently didn’t finish. I’ll provide you with just a
sampling. Here is his introduction to one of the main characters:
GLORIA BIRDLAND -- she of the sequined eyebrows and neon
lips, the personification of the American Sex Dream, the
“tiger in your tank.”
I like the specific and original description “sequined eyebrows and neon lips.”
Now there’s a visual!
In the excerpt below, notice the description of businessmen on a New York
street. Generally, scripts are written in concrete terms. As you will see below,
Axelrod uses a metaphor without confusing the reader. These guys are not
really knights, but the metaphor provides a sense of how they see themselves.
And then there is the contrast or “twist” at the end of the first paragraph.
Knights in wrinkle-proof, summer-weight armor, attaché
cases held firmly, move northward in search of dragons to
slay. There is something touching and rather sweet about
all these poor, happy, simple-minded idiots.
Speaking of contrasts, there’s a doozy in the very next paragraph:

“The Screenwriter’s
Bible”

Enter MARVE, 30. Unlike the others, Marve does not carry an
attaché case. Also, he is stark naked. Except for an
oversized daisy that he wears hip-hugger fashion, decently
below the navel.

Fully updated sixth edition

Here are a couple of paragraphs from a scene set in a New York apartment.
Marve, who is about to shave, looks through his window to the apartment
building across the way and sees a girlfriend through her bathroom window,
taking a shower. When she steps out of the shower, this is what he does:
He takes his pressure-foam shaving can and sky-writes on
his picture window the word “Hi.”
She notices and, with an acid look in his direction, pulls
her draw-curtain closed.
Marve is genuinely baffled. He shrugs, shaving can in hand.
He presses the button but only the sad sound of an empty
pressure can responds.
Notice how the sound effect comments on Marve’s emotions. It’s a lovely
audible “punch line.”

•

A screenwriting primer
for both aspiring and
professional scribes

Later, Marve gets on a train. Notice the specific words “lurches” and “bounces,”
and the lovely phrase “of epic proportions”:

•

Offers a comprehensive
overview of all facets
of screenwriting

The train lurches and Marve bounces quite violently against
a female person of epic proportions.

• Includes worksheets,
samples and more
Click here for all the details!

Michael Douglas, commenting on his first read of the spec Romancing the
Stone, said he could tell the writer had fun writing it, and this came through to
him in the read. That’s an entertaining style.
The main point is to make your script as “readable” as you can to increase your
chances of selling it, so you can keep writing.
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INDUSTRY INSIDER

Four More Things Writers Should Never Say
by Lee Jessup

Last issue, Lee gave us four things she’s heard writers say that she wishes they
could take back. Here are four more to be aware of!

1. “I’m ready to give this whole writing thing six months/a
year/two years.”

Author of the best-selling book
Getting It Write, as well as the
newly released 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.

Lee Jessup’s

Breaking In: Tales From
the Screenwriting
Trenches

When I interviewed her for my new book, Jennifer Au of Untitled
Entertainment told me this, “I once sat down with someone in a potential
client meeting and said, ‘Are you in it for the long haul?’ And they said
something like, ‘I’m giving it two years, and then I’m out,’ and my response
was, ‘Great, well, I’m out right now.’ That’s as long as it takes to get me a
draft, for me to get it out there and get you some fans, and maybe you
haven’t even written a second piece by then.”
The bottom line: If you’re in it, be in it. Don’t put
a time limit on it, but rather get ready to work on
your craft and your relationships as long as it
takes for you to make it happen. After all, that’s
what you’ll be asking of anyone who is willing to
take you on for representation; the last thing you
want them to say is, “Okay, we’ll take you on for
six months, but if you/we can’t make anything
happen by then, we’re dropping you!”
2. “I know the script isn’t good, but I gave
it to you so that you can see I can write.”
A writer told me just that in a recent email, in response to a slew of notes I
gave him on his script. What???? I literally couldn’t wrap my brain around
this sentence. Isn’t an example of your strong writing an equally strong
script? Don’t get me wrong — I am a safe space, and my writers should (and
hopefully do) feel that they can send me anything at any state and lean on
me to help make it better. I’m all good with that. But sending me a bad
script as proof of good writing? That is beyond me…
3. “Page 1 rewrite? Great, I’ll get it done in the next few days.”
I’ve also heard statements like, “I’ve rewritten the script 22 times in the last
month,” which tells me that the writer doesn’t quite yet understand all that
writing a great script encompasses. You can’t effectively rewrite an entire
feature script 22 times in 30 days.
Writing takes time. Thought. Percolation. It’s not just about throwing words
on a page. And when a young writer tells me something along these lines,
I know that they haven’t quite yet processed the entirety of the notes on
their hands, or the sort of impact on the material that the notes are
expected to have. It’s only on TV that I expect a very experienced, hardworking, thoughtful writer to be able to deliver at that pace.
4. “I don’t watch movies or television or read scripts because
everything out there is so bad.”

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

“Breaking In” stories from
16 working writers
Insight from 20+ agents,
managers and executives
Guidance from sought-after
consultant Lee Jessup

Learn all about:
o
o
o
o
o

Selling a feature film or pilot
Staffing on a TV show
Getting repped
Landing writing assignments
Contests and fellowships

Click here to learn more!

Much of the content being put into the world may leave us wanting more,
but any writer trying to break into the industry is trying to break into the
very space that created that content. Which means that the agents and
managers you will be talking to represent some of the writers who wrote
those scripts. The producers and executives you will be meeting with may
have had a role in getting those same projects to the screen.
You don’t have to love everything you see. And you are certainly allowed
your opinion about it. But you have to know the scripts in your genre that
have sold, and you need to see the movies in your space that have made it
to the big screen. And even if you hate it all, you have to find a way to talk
about it in a manner that is not entirely offensive. That is, if you want to
become part of the working industry.
The writers who have said these unfortunate phrases to me, in one form or
another, didn’t mean to go down in the Things-to-Never-Say Hall of Fame.
They really thought they were appearing knowledgeable or coming off as
professional in some way. This reminds me of my mantra: Prepare. Yes,
it takes a lot of luck to make it in the business. But around here, the two
things that negate luck are hard work and preparation.
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CAREER OPPORTUNITIES

Sell Your Scripts
Submit Your Scripts to Producers

HOW TO SUBMIT YOUR SCRIPTS:
1. Go to https://www.InkTip.com/leads
2. Enter your email address.
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 Creepy Supernatural
Horror Scripts
We’re looking for high-concept, creepy supernatural
horror scripts in the vein of The Babadook, The
Conjuring, The Ring or The Changeling (1980), no
more than 95 pages long. Should take place in three
or fewer locations. When pitching, please mention
any contest placements. Rather than “troubled
family moves into a house with a secret” scripts,
we prefer unique, high-concept and non-derivative
material, with a different and surprising logline (for
example, see The Autopsy of Jane Doe logline).
Budget won’t exceed $500K. Non-WGA 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: 51cagjwpna

Company B: Revenge Action-Thrillers
We’re looking for completed, feature-length action
thrillers in the vein of Taken and John Wick —
contemporary material with elements of both
genres, as well as a strong revenge element.
Budget TBD. Both WGA and non-WGA writers okay.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/
2) Copy/Paste this code: rk3fjk0ggc

Company C: Seeking Coming-of-Age Scripts
We are looking for contained coming-of-age scripts,
ala Boyhood, Stand by Me or Breakfast Club.
Budget won’t exceed $800K. WGA & non-WGA okay.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/
2) Copy/Paste this code: 95975cmzvc

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/script
requests per week, then submit queries directly to a
producer's inbox using InkTip’s exclusive codes. You’ll
also get the latest news regarding InkTip successes,
exclusive articles, festival and contest information,
special offers from partners, and much more.
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