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Letter From the Editor 
One last chance to enter your screenplay in the 2018 PAGE 
Awards competition! Our Final Deadline looms (Tuesday, May 
15) and you don’t want to miss it. This contest could be the 
big opportunity you’ve been waiting for; a chance to see 
industry pros recognize the power of your storytelling.  
The prizes are great, but relationships are the gift that keeps 
on giving. 

If you’re new to PAGE and/or this publication, the LOGLINE eZine is here to inspire 
you to keep refining your work, lifting it to the next level of excellence. We also strive 
to help you better understand the biz and keep the dream alive! 

This issue gets things going with PAGE Award winner Ian Masters, who shares his 
inspirational experiences overseas and how they’ve shaped him as a writer. PAGE 
Judge Sheri Sussman stresses the power of each word in your script. Script 
consultant Ray Morton explains how anticipating an audience’s expectations can 
improve any project. Format guru Dave Trottier demonstrates the proper use of POV 
with cameras, ala “found footage.” Career coach Lee Jessup shares the insights of 
experts on the “it” factor some scripts possess. And finally, courtesy of InkTip, we 
close the issue with a trio of leads from producers seeking specific genre material. 
 

Happy reading,  

Published by: 
 

The PAGE International 
Screenwriting Awards 
7190 W. Sunset Blvd. #610 
Hollywood, CA 90046 
www.pageawards.com 
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Latest News From the PAGE Awards 
u The new movie Supercon, by 2010 PAGE Bronze Prize winner Andy Sipes, has just 
been released in select theaters, on VOD and Digital HD. Co-written by Zak Knutson and 
Dana Snyder, Supercon tells the story of a rag-tag group of former TV stars and comic 
book artists who make their living working at conventions and decide to steal the loot 
from a crooked promoter and an overbearing former TV icon. The cast includes Maggie 
Grace, Clancy Brown, Mike Epps and John Malkovich. Andy is also a writer and producer 
on the new YouTube Red animated comedy Dallas & Robo, starring John Cena and 
Kat Dennings. Previously, he wrote and produced the Comedy Central series Triptank. 

u 2009 PAGE Gold Prize winner Rob Sudduth is currently a writer and producer on 
the critically acclaimed Netflix series On My Block and he wrote the March 16 episode  
of the show. Rob has been working steadily since his PAGE win. His writing credits  
include The Real O’Neals, Telenovela, The New Normal, The Crazy Ones and 
Red Band Society. He is currently in development to write and co-executive produce  
a multigenerational single-camera comedy for ABC. Rob is repped by Michael Sheresky 
at UTA and Adesuwa McCalla at MetaMorphic Entertainment. 

u 2008 Gold Prize winner VJ Boyd, who is a writer/producer on the CBS action-drama 
series S.W.A.T., wrote the March 29 episode of the show. Previously, VJ wrote and 
produced the FX series Justified and the NBC series The Player. He is represented  
by David Stone at WME and Jeremy Platt at Plattform.   

u 2016 Gold Prize winner Mary Krell-Oishi was recently hired by Asit Vyas of AV 
Entertainment Company to write the new film #ThankYouCancer, the true story  
of a recent college graduate who finds out he has terminal cancer while training  
for his Peace Corps service in Peru.   

u John Murlowski of Maple Island Films optioned the spec Stalked Again, by 
2017 Gold Prize winner Huelah Lander, and he has now hired Huelah to script 
another project for Maple Island. John discovered Huelah’s work through our 
terrific co-sponsor InkTip. 

The 2018 PAGE Awards Final Entry Deadline: May 15, 2018 
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The film enabled him to attend Talents Tokyo and was 
presented in Cannes, Tokyo, and numerous other film 
festivals. He was 22 years old. 

Teaching, mentoring, and reading scripts is definitely 
the best school out there. I’ve learned so much more 
from the participants in these programs, their stories 
and lives than I could possibly have gleaned from 
scriptwriting books. And it has definitely encouraged 
(and shamed) me into working harder on my own 
scripts. Their determination and passion for 
filmmaking, and their desire to present themselves, 
their cultures and stories to the world is inspiring. 

So my writing partner and I began focusing on our 
own stories. Jon and I started submitting scripts to 

competitions, getting feedback 
and endlessly rewriting. This 
culminated in us winning the 
PAGE Bronze Prize for Hidden, 
a survival thriller set in the 
abandoned city of Phnom Penh 
after Cambodia fell to the 
Khmer Rouge. The PAGE win 
helped us find representation  
in the U.K. and in the U.S., but 
in some ways we fall between 
stools. Our stories are often set 
in far-flung locations that don’t  

resonate with British and American producers. At the 
same time, we’re visitors to these foreign countries and 
can’t (of course) take advantage of the few platforms 
that do exist for writers in the “developing” world.  

So, after 18 years of working as a nomadic script 
mentor and writer, following my wife’s career around 
Africa and Asia, we are now taking the real plunge and 
moving to a small village in the U.K. There’s less 
poisonwood in Gloucestershire, but I have a huge story 
bank of characters and events to mine for new scripts. 
And thanks to the PAGE Awards, Jon and I now have 
an agent to represent our eclectic slate of projects. 

What have I learnt most from all of this? I’ve become 
more aware of the difference between “received truth” 
(the moments that seem gleaned from other shows 
and films), “observed truth” (coming from our own 
direct observations and research), and “experienced 
truth” (those feelings that lie at the heart of “write 
what you know”). I have been inspired by the 
determination of those writers around the world with 
whom I’ve worked. But more than anything, it has 
reinforced just how varied and wonderful are the 
stories waiting to be told. How much more enriched 
would the whole world be if these stories could find 
their way to global audiences? 

  

 

 

In 1997, fresh out of college and broke, I found a job 
at the British Museum. Not in curation. (It’s always 
surprised me that the curators there are called 
“Keepers,” like they’d legitimized the “finders keepers” 
mantra from childhood and made it a career.) No, this 
was in the less fusty world of gala fundraising. After 
one such fundraiser, gorging on leftover caviar and 
champagne surreptitiously smuggled from the event,  
I announced to my equally broke (and drunk) friends 
that I was giving up the job to go run a scriptwriting 
workshop in Ghana. They, of course, thought I  
was nuts. 

But as with all good stories, there’s a bit of backstory. 
As the son of a missionary surgeon in the Congo, 
growing up on a small Poisonwood Bible 
village beside the vast River Zaire, the  
urge to find out what was beyond the  
immediate horizon was ingrained into my 
DNA. There were whole other worlds out 
there, and what better way to discover  
them than to ditch the rat race in the  
U.K. and work with 300 new writers in  
Accra and Cape Coast, helping them tell 
the stories of their lives? 

With no experience in film and TV, but  
with the support and partnership of a  
handful of eager lecturers from U.K. film 
schools, I launched ScriptNet. Over the next 10 years  
I organized dozens of scriptwriting workshops in 
Ghana, Sri Lanka, Sierra Leone, northern Nigeria,  
and Pakistan. With the most inspiring writers and 
filmmakers from around the world, we made films  
on budgets that would make producers in the U.K.  
and U.S. choke on their own spit. 

When my daughter was born, I went back to school 
and completed a Masters in Scriptwriting in the U.K., 
which is where I met my writing partner, Jon Smith.  
I got a job as the lead scriptwriter for the BBC’s NGO in 
Cambodia, using TV drama to change the lives of some 
of the most disadvantaged people in the world. This 
has been my mainstay ever since, working with writers 
and filmmakers in Bangladesh, South Sudan, East 
Jerusalem, and Uganda. It’s humbling to see how the 
finished TV, radio, and web series directly influence 
myriad issues in these countries, such as youth civic 
engagement and maternal and reproductive health. 

These experiences made me appreciate the real impact 
that good storytelling can have. In Cambodia we 
launched a TV series on sexual and reproductive health 
at a time when just talking about sex was considered 
taboo. A sitcom formed the heart of it. Four young 
writer/directors challenged themselves, digging deep 
to present real situations from their own lives, and the 
impact was phenomenal. Inspired by the characters  
in the show, the fanbase of over a million followers  
on Facebook found the courage to talk to parents, 
peers and partners about this taboo subject.  

When the project was finished, the team went on to 
form their own production company. They continue to 
develop the emerging film and television industry that 
was decimated during the Khmer Rouge period.  
One of these young Cambodian filmmakers, Chap 
Somchanrith, made a short spaghetti Western called  
A Fistful of Pebbles. We called it a “noodle Eastern.” 

 

THE WRITER’S PERSPECTIVE 

 There’s a World of Inspiration Out There 
  by Ian Masters   

Ian Masters and his writing partner Jon 
Smith won the 2017 PAGE Bronze Prize 
for their historical drama Hidden.  
Ian has spent most of his life working 
with writers in Africa and Asia. He won 
Best Screenplay at the 57th Asia Pacific 
Film Awards for The Last Reel (2015), 
his first independent feature film.  
He currently lives in Nairobi, Kenya, 
where he works as a script mentor and 
is a member of the Kenya Scriptwriters 
Guild. Ian and Jon are represented in 
the U.K. by Sheil Land Associates. 
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Sheri Sussman was one of the writers of the 
critically acclaimed film MacArthur Park, 
which premiered at the Sundance Film 
Festival and is now available on Netflix and 
The Sundance Channel. Her award-winning 
short films Kismet and One Night in 
Hollywood have both screened at multiple 
film festivals and currently air on Shorts HD 
on DirecTV. Sheri also produced the award-
winning documentary Life in a Basket, 
which premiered at the Full Frame 
Documentary Festival and is distributed by 
The Cinema Guild.  

 

 

 

Years ago a writer told me, “When you write a 
screenplay, imagine every word costs you $1,000.” 
Sounds ridiculous, but it’s a great thought to have when 
writing — especially now that the standard script length 
of 110-120 pages has been reduced. Now averaging 
about 90 minutes, movies are not as long as they used 
to be. Since every page of a script represents about one 
minute of screen time, the new standard length is 90 to 
100 pages. So, now more than ever, every word counts. 

The craft of writing a screenplay is very different from 
writing a novel. By definition, a script is a blueprint for  
a film, so you are writing only what can be seen and 
heard on the screen. And in the best screenplays, if  
you hear it, you do not see it, and if you see it, then  
you do not hear it. This reduces redundancy. 

IN YOUR DESCRIPTION 

In many scripts I read that were written by beginning 
screenwriters, the writer uses passive language. Adopt 
the “every word counts” mentality and you will be 
compelled to find the one best word, which will lead to 
using active words in your description. You cannot 
show this on the screen: “starts to, begins to,” etc. 
Instead of “He starts to run,” just write “He runs.” When 
you use only active, present-tense verbs in description, 
it brings your characters to life, enhances the pace and 
energy of your story, and elevates your script to another 
level.  

In addition, you want to avoid using too many 
adjectives in your description. For example, you cannot 
show “He feels sad” on the screen. Instead, indicate the 
specific action an actor will take to show that he is sad 
(e.g., “A tear trickles down his face”). A bit obvious,  
I know, but a good writer will come up with a unique, 
interesting action that the actor can use to show how  
he feels sad. This stretches you to find the golden, 
original moments in your story. 

IN YOUR DIALOGUE 

The credo “every word counts” is never more important 
than in dialogue. Each and every one of your characters 
needs a vernacular and rhythm to their dialogue that is 
distinctly their own. The specific words characters use 
reveals everything about them. Does your character  
say “Cool,” or does he say “Gnarly”? People of different 
backgrounds, ages and beliefs have different 
vocabularies. In every region and culture in the world, 
people use certain words that differentiate them from 
other regions and cultures. When your characters speak 
with an appropriate dialect and each has his or her own 
unique voice, it shows that you have fleshed out your 
characters and know them well. They are no longer 
two-dimensional or “unoriginal.” 

Also, unless it is part of your character’s personality to 
be verbose, terse dialogue is usually better. This gives 
the necessary breathing room for actors to express 
themselves with subtext and action instead of direct, 
“on the nose” dialogue. Conflict is often expressed  
when what a character says contradicts what she does. 
Those are the great moments on film that we all strive 
to write.  

IN YOUR REWRITES 

Here’s where the “every word counts” concept comes 
into play most of all. “Writing is rewriting” is an old 

THE JUDGE’S P.O.V. 

Every Word Counts 
 by Sheri Sussman 
 
  
  
  

The Writer’s Journey: On Patience  
   by Drina Connors Kay  

saying that great writers live by — and for good reason.  
This is arguably the most important step in the process. 
Your first draft is all about getting the basic story down 
on paper. It’s in the process of rewriting that you can 
hone and refine your dialogue and description, making 
sure that each word you choose is the very best choice 
for that particular moment in your story. 

It usually takes multiple rewrites to achieve this goal. 
Whenever you think you have a scene finished, go back 
and rewrite it anyway. As you continue to refine and 
tighten your script, if your gut tells you, “this is so much 
better than the last draft,” then rewrite it again. When 
you read your latest revision and your honest reaction  
is “This is not as good as the last pass,” then return  
to your last draft. You will know when a scene is truly 
finished when you sense that the absolute perfect word 
is used in every bit of dialogue and description. It’s  
a sweet spot that screenwriters instinctively recognize 
when they hit it. 

Remember, some words and phrases have multiple 
meanings, so as you rewrite, make sure the images  
and ideas you’re trying to convey are clear and 
unambiguous. For example, when you mention “an old 
flier,” is it obvious from the context of the scene that 
you’re referring to a faded handbill, or could someone 
think you’re talking about an elderly pilot? When you 
describe how your protagonist “stashes her wedding 
dress in the trunk,” will your readers know she’s stuffing 
her dress into an antique chest, or could they 
misunderstand and think she’s putting it in a car trunk 
instead? When an ambiguous word or phrase brings the 
wrong image to mind, it causes confusion, stops the 
flow of your story and often forces the reader to go 
back and re-read parts of your script to make sense of 
what’s happening. Never a good thing.  

To make sure your script is as clear and concise as it 
can be, have trusted friends and professionals read your 
latest draft and give feedback. A read-through with 
actors is also invaluable. As you listen to people read 
your screenplay aloud, you will hear how every word is 
interpreted or misinterpreted, and it will be obvious if 
what’s on the page translates as you intended.  

It’s critical to be meticulous with your writing. Make sure 
every scene, every character, every line and yes, every 
word is absolutely necessary. If it is not, cut it. After all, 
the words on the page are the only tool you have as a 
writer to express your specific vision, guide audiences 
through the world of your story and bring your 
characters to life.  

So, make every word count. 
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As a general rule, screenwriters don’t want to be predictable or formulaic – they 
prefer to surprise audiences by giving viewers something they can’t see coming. 
This is understandable. Creative people like to break new ground rather than trod 
well-traveled paths. Audiences do like to be surprised – they don’t want to watch 
stories that are totally predictable any more than writers want to pen them. 
However, viewers also come to a movie with definite preconceptions that come 
from three main places – from the genre, from the overall subject matter, and from 
the premise of the piece. The audience expects those preconceptions to be 
addressed in some form or another. If they are not, viewers will be disappointed. 

As an example, the core material of 2017’s Dunkirk is the famous evacuation of 
soldiers from the port city of Dunkirk in the early days of World War II. There were 
many fascinating aspects to the story, but the most famous is the civilian flotilla of 
over eight hundred small boats that sailed across the English Channel from Dover 
to rescue the stranded soldiers.  

Writer/director Christopher Nolan presented many interesting notions in his take on 
the story, but for some reason he gave extremely short shrift to the flotilla, 
reducing the most recognizable and anticipated piece of the event’s history to a 
subplot that focused on a single civilian craft (and then focused that small piece of 
the narrative on fictional business rather than the perilous voyage itself) and a 
quick montage near the end of the movie in which we see a few small boats putter 
into frame. Perhaps Nolan did this because he felt centering his film on the flotilla 
would have been an obvious thing to do, but by not focusing on it, he left a large 
number of viewers scratching their heads. Dunkirk is an admirable film in many 
respects, but because if fails to tell the primary story the subject matter promised it 
would tell, audiences can’t help but feel disappointed. 

Back in 1994, the premise of Star Trek: Generations promised to show 
audiences the first meeting between Captain James T. Kirk of the original Star 
Trek and Captain Jean-Luc Picard of Star Trek: The Next Generation. This was 
an encounter audiences had long been anticipating. In the run-up to the film’s 
release, expectations ran in two different directions – some folks hoped to see Kirk 
and Picard team up and fly their respective starships into battle together against 
some formidable cosmic antagonist, and others wanted to see the two captains 
square off against one another – firing phasers and photon torpedoes from one 
bridge to another in a mighty conflict of titans.  

Screenwriters Brannon Braga and Ronald D. Moore knew audiences were expecting 
one of these scenarios to play out on screen. Not wanting to do what was 
expected, the duo decided to surprise the audiences by showing Kirk and Picard 
engaging in an activity absolutely no one would ever anticipate – making breakfast. 
The writers’ way of turning viewers’ anticipation on its head was to have these two 
titans of outer space adventure, who had battled all manner of exotic aliens and 
overcame tremendous odds from one end of the galaxy to the other at the helms 
of two of the most advanced spacecraft ever devised, meet in a cabin in the woods 
while Captain Kirk whipped up some eggs for his girlfriend. Later, they went 
horseback riding. When they finally did team up to fight a bad guy, they traveled 
on foot to the desert, where they had a fistfight with a grief-stricken scientist who 
then shot Kirk in the back. Braga and Moore certainly defied expectations. The 
result was one of the most disappointing team-ups in TV and cinema history, proof 
that sometimes you really should just give people what they are expecting. 

That doesn’t mean you have to be predictable or formulaic. Give the audience what 
they expect, but give it to them in unexpected ways. Casablanca resolves its love 
triangle by having Ingrid Bergman’s character choose the lover we’ve been rooting 
for her to choose – Humphrey Bogart’s Rick Blaine – and then by having him 
surprise her (and us) by sending her off with the other lover for the noblest of 
reasons (and completing his character arc in the process). The Godfather follows 
every beat of both the underestimated-man-who-achieves-greatness drama and 
the reformation (a bad man becomes good) drama, but turns both concepts on 
their heads by having the underestimated man achieve greatness by becoming a 
villain and by having the arc of redemption go from good to bad. 

And, of course, many films that are successful (creatively and financially) work 
because they tell their tales with well-conceived and well-constructed plots, strong 
characters and dialogue, and clever and committed execution, not because they 
utilize surprise twists or unusual treatments. In other words, when writing good 
movies, it’s not so much what you do as how you do it. An audience will give you 
no points for failing to meet expectations. But if you meet them in creative and 
satisfying ways, viewers will embrace you and your story. 

 

 

 

 

 

 

 

 

 

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.  

 

 

SCRIPT NOTES 

What Do You Expect? 
 by Ray Morton 

 

 
 

            
 
 
 
 
 

http://www.writersstore.com/trubys-great-screenwriting?utm_source=linkconnector&utm_medium=affiliate&cid=54170
http://www.scriptmag.com/
mailto:ray@raymorton.com
http://www.scriptmag.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
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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.  
 

To get $20 off your script 
evaluation, email Dave at: 
dave@keepwriting.com. 

 

 

 

 

READER’S QUESTION: 

I want to write a movie scene where someone is under surveillance, but she 
doesn't know it. As we see her entering a public building, we hear (offscreen) 
the sound of a 35 mm camera's shutter clicking. What’s the proper format? 

DAVE’S ANSWER: 

How about the following written from an unseen person’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. 

Of course, there are many ways to stage this scene and write the description.   
If you were writing a shooting script, you could use the POV (point-of-view) 
camera direction. In a spec script, you could CAP the “clicks” if you wish.   

Here’s an example: 

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

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.  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 from her hand.  

Debris begins to fall from the sky.   

THROUGH NANCY'S CAMERA 

A man trips and falls hard on the sidewalk. 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.   

 

 

SPEC WRITING TIPS 

Dave Trottier’s  

“The Screenwriter’s 
Bible” 

Fully updated sixth 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! 

 

 

 

The Man With the Surveillance Camera 
 by Dave Trottier 

 

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 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. 

INDUSTRY INSIDER 

 You Know It’s a Great Script When… 
 by Lee Jessup 

You hear it every day: Everyone in the industry is looking for a great script. 
Good is just not good enough. They – agents, managers, showrunners, 
executives and producers – want to be transformed, surprised, excited  
and taken on an unexpected journey.  

Over the years, with the abundance of classes, consultants and coverage 
services available online, many writers have been successful in pushing  
their craft from middle-of-the-road to pretty darn good. Some may argue 
that it’s easier going from mediocre to good than it is to go from good  
to great. What this has created is an abundance of good scripts, but not 
enough that really stand out from the pack.  

In order to help articulate what makes an exceptional screenplay, I turned  
to my friends in the expert space who read specs and pilots every day.  
How do they, who read so much, know when they are reading a standout 
script? Here is what they had to say:  

Screenplay reader and talented screenwriter Rob Ripley said, “I know that 
I’m reading a strong script when, by the end of the first act, there’s unity  
in the main character, theme and plot within a specific worldview.”  

Popular consultant Jen Grisanti, who also instructs for NBC’s Writers on  
the Verge, said, “You know you’re reading a strong screenplay when you  
can feel the story and are inspired by the artistry of the writing. I know  
I am reading a strong script when I can feel the story in the first 5 pages.”  

Consultant Ruth Atkinson, who works with both the Sundance Labs and  
Film Independent, said, “The writing is confident, succinct and visual.  
It has a great, original idea and/or is set in a unique story world.”  

Former development executive and talented screenwriting consultant  
Danny Manus told me he knows he is reading a winner when “I can  
put down my pen for more than 5 pages and just enjoy the read.”  

Consultant and head of the Humanitas and CBS writing programs Carole 
Kirschner told me, “There’s some kind of surprise – some unexpected  
turn (while keeping within the world of the story), in the first 2-3 pages.  
Put the good stuff first!”  

Reader/screenwriter Andrew Hilton, who provides coverage to his loyalists 
through his website Screenplay Mechanic, told me, “If I’m not looking  
at the page numbers, that’s a great sign.”  

Sought-after consultant Pilar Alessandra, who also moderates the popular 
OnThePage podcast, said that she knows she is reading a strong screenplay 
when “A familiar trope takes an unexpected turn.”  

Working television writer Tawnya Bhattacharya, who also owns and operates 
the super-popular Script Anatomy TV writing program, told me that she 
knows she is reading a strong script when “It’s a page turner, I can’t put it 
down, and I’m not tempted to start Googling my way through the Internet. 
That’s usually because the writer nailed all the necessary elements it takes 
to create an exceptional screenplay or pilot: a strong concept; an interesting 
world we haven’t seen before; compelling, complex characters; great 
relationship dynamics and conflict; seamless structure; impactful emotion; 
universal themes; great scene work and dialogue... AND, on top of that,  
the writer has a unique voice. Basically, what I’m saying is it’s not enough  
to have a great story to tell; you have to know the craft and master it. 
Amazing scripts don’t happen by accident.”  

And finally, consultant and retired development executive Hayley McKenzie 
told me that she knows she is reading a strong screenplay when “I don’t 
look at my watch and my coffee goes cold.”  

For me, a great spec or pilot is one that offers up something I’ve not seen 
before, be it new characters or new worlds, or one that explores theme  
or an age-old story or conflict in a new and exciting way. It sucks me in  
on the first page, makes the read effortless, and tells its story with authority. 
It keeps a tight focus on its various threads, from beginning to end. From 
experience I’ve learned that talented writers often take what one would 
expect to be boring or trite content and turn it into something exciting  
and unexpected. It takes years and experience to get there, to master  
the writer’s voice, but all that time writing is sure to pay off when others  
are able to quickly deduce the strength and promise of your craft by  
reading the first few pages of your work.  

 

 

 

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 Staffing on a TV show 
o Getting repped 
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://www.jengrisanti.com/
https://www.scriptanatomy.com/
http://www.jengrisanti.com/
http://screenplaymechanic.com/about.html
https://www.onthepage.tv/
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CAREER OPPORTUNITIES 

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 Crime/Action Scripts 

We are looking for crime/action scripts in the vein 
of Oldboy and Reservoir Dogs. Note that this will 
be for East Asia content and markets. 

Budget will not exceed $25M. Only non-WGA writers 
should submit material at this time. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: jgn1jan2fq 

 

Company B: Seeking High-Concept  
Horror Screenplays 

We are looking for high-concept horror scripts.  

Budget will not exceed $200K. Both WGA and non-
WGA writers may submit material. 

To find out about this company and send a query: 

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

2) Copy/paste this code: axnq0m0y6b 

 

Company C: Seeking Female-Driven 
Biopics 

We are looking for female-driven biopics based  
on a true story (i.e., material in the vein of Erin 
Brockovich, The Iron Lady, etc.). We are open  
to both contemporary material and period pieces. 

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

To find out about this company and send a query: 

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

2) Copy/paste this code: x6hv1x92c0 

 

 

 

 

Submit Your Scripts 
to Producers 
 

Subscribe to InkTip’s Free Newsletter 

Get a Free Script Request Each Week 

Producers tell us what they need, and we pass 
that information on to you. Receive one to two 
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. 

 

 

 

 

 

 

 

 

 

mailto:jerrol@inktip.com
http://www.inktip.com/
https://www.InkTip.com/leads
https://www.inktip.com/newsletter_writers.php
https://www.inktip.com/index.php
https://www.inktip.com/leads/
https://www.inktip.com/leads/
https://stowestorylabs.org/
https://www.inktip.com/leads/
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RECOMMENDED RESOURCES 

  

 

http://www.finaldraft.com/
https://www.tvwritersvault.com
https://www.roadmapwriters.com/

	Latest News from the PAGE Awards
	The Writer's Perspective
	The Judge's P.O.V.
	What's Your Genre?
	Spec Writing Tips
	Industry Insider
	Career Opportunities
	Untitled
	Untitled



