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Letter From the Editor
The 2021 PAGE Awards is on the verge of a major milestone –
the Final Round! At this critical juncture we narrow the field to
just 100 scripts, so my hearty congratulations to everyone who
makes the cut. And if your name is not on the list when it’s
announced September 15, don’t despair. There is no time limit
on a writer’s potential; you can continue to improve your work
exponentially if you devote yourself to the craft.
With that in mind, we have a Summer Script Services Sale
running through this Monday, September 6, so make sure you
take advantage of this opportunity to get detailed feedback on
your script from the very same PAGE Awards judges who decide which scripts
advance and which do not. Use discount code Summer21 to save $20 on your order!
Our LOGLINE eZine is here to bring you industry insight and experience, free of
charge. In this issue, PAGE Award winner Lucy Luna takes us inside the writers room
on a TV show and PAGE Judge Tim Hitpas breaks structure down to the single scene,
a microcosm of your film as a whole. Script analyst Ray Morton shares his personal
experience learning to write screenplays. Dr. Format himself, Dave Trottier, shows us
how to handle scenes in “real time.” Career coach Lee Jessup prepares writers to
search for the right rep. And finally we conclude with a trio of “hot leads” from
production companies, courtesy of our good friends at InkTip.
Happy reading,
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Canals in collaboration with mega-producers Ryan Murphy and Brad Falchuk, has just
completed its third and final season on FX. The show has been nominated for 10 Emmy
Awards this year, including Best Drama Series and Outstanding Writing and Outstanding
Directing nominations for Steven. The 2021 Emmy ceremony is scheduled to air on CBS
on Sunday, September 19 – and you know who we’ll be rooting for! Steven is
represented by PAGE Judge Jarrod Murray at Epicenter and by CAA.

u 2006 Prize winner Alison Rose Greenberg has been hired to adapt her book Bad
Luck Bridesmaid for Working Title Films. In addition, Alison’s NASCAR feature Clean
Air is being produced by Dan Marcus and Will Smith for Amazon Studios, and her
comedy The Last Single Girl is being produced by Amy Laslett, with Susan Johnson

on board to direct. Alison is represented by Untitled Entertainment and CAA.

u The 2020 PAGE Bronze Prize-winning drama Shrimp, by Nicole Jones, has been
optioned by Luma Pictures. Nicole has been hired by Luma to develop the project, along
with several other new ideas.
u 2016 Silver Prize winner Nile Cappello is now working as an executive producer on
the new documentary series The Way Down, set to premiere HBO Max on September
30. Nile is represented by Circle of Confusion.
u More PAGE Award winners getting signed… 2020 Gold Prize winner Jason William

Lee has been signed by KC Talent; 2020 Silver Prize winner Beth Curry has been signed
by APA; 2019 Gold Prize winner Erin Muroski is now managed by Bellevue; 2017 Silver
Prize winner Joanne Lee is now managed by Elevate; 2011 Silver Prize winner Allan
Durand is now represented by WME; 2010 Gold Prize winner John Scott III is repped
by Media Talent Group; and 2009 Bronze Prize winner Lily Mariye is repped by Verve.

2021 Finalists Announced Wednesday, September 15
© PAGE International Screenwriting Awards
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THE WRITER’S PERSPECTIVE

Yay, You Got Staffed on a Show! Now What?
by Lucy Luna

There’s plenty of advice we get before breaking in.
When it comes to getting staffed on a series, there was
one specific thing I kept hearing everywhere: “As a new
staff writer, try not to speak much. Give one idea before
lunch and one after. And that’s it.” I can’t tell you how
many times I heard this, so naturally I assumed it was
true. I am guessing it may have been true back in the
day, or maybe it’s still true in some rooms, but my
experience was not like that at all.
The first show I got staffed on was The CW’s Two
Sentence Horror Stories, and initially I tried to follow
the rule “one idea before lunch and one after.” If I had
already used my two turns, I’d keep to myself any other
ideas that came to my head during the day. Then I saw
our wonderful writers’ assistant (now a staff writer,
yay!) who would jump in and ask, “may I add to that?”
Our showrunner responded, “please, go ahead
whenever you have something to say.”
I was absolutely blown away, and it hit me right there:
if the showrunner was welcoming the assistant’s ideas,
then he would definitely be okay with me speaking more
than twice a day. As it turned out, he wanted my
constant input, just like any other writer. I went from
thinking I wasn’t talking enough to feeling that I was
talking too much, until I finally found the balance.
There is this idea that we need to know everything
before going into the writers room, that we need to
know exactly what to expect. I wholeheartedly disagree
with that now. At the end of the day every room is
different, every showrunner is different, and it’s only
normal to take some time to figure it out and adapt to a
new group dynamic. We will surely learn more about the
industry along the way and we may even learn how to
break an episode more effectively.
Once I got into the rhythm of how things worked in
Two Sentence Horror Stories, it was easy for me
to forget which writer was at what level. We were all
treated equally and spoke about the same amount.
But every day was different, and that’s something that
took a while to sink in… There were days when I would
be more chatty, my brain would just race with pitch
after pitch, and then there’d be days when I’d be more
quiet and just take things in. At first I would feel bad on
those quiet days, thinking “I didn’t work hard enough
today.” But then I started observing that it happened to
every writer in the room, not just me. I noticed we all
had our “listening days” – and by that I don’t mean we
wouldn’t talk at all; rather, we did more active listening.
After chatting with my colleagues about it I realized
that’s absolutely normal. People tend to see the
dynamic of a writers room as a ping-pong game, a
constant back and forth, never letting the ball drop.
I see it more as throwing and catching a ball (the idea).
Catching it to me implies the listening part. We need
to spend some time with an idea before adding to it,
making tweaks, or even dropping the ball. We all come
into the room with our own fair number of balls to
throw, and there will be some days when your job will
involve more catching than throwing. But that doesn’t
mean you’re not working hard.
I finished Two Sentence Horror Stories feeling great!
I learned so much, I wrote an episode that was
important to me, and I was confident and comfortable

with the dynamic of the room. However, when I was
then hired to write CBS’ All Rise, I felt like everything
I’d learned didn’t matter anymore. The first few weeks
I was terrified, feeling slow and unprepared. All Rise is
a legal drama, and though we had brilliant consultants,
I still thought there was no way I’d be able to pull it off.
I was overcome by a huge case of “imposter syndrome,”
and for the first couple of months I felt absolutely lost.
But my showrunner would ask
for my thoughts whenever he
noticed I wasn’t speaking much,
so I realized that the “one pitch
before lunch and one after” rule
didn’t apply here, either. Over
time, I realized that no one else
knew anything about the law,
either – we were all learning
together. I did research and
talked with our consultants.
I also became fascinated with
legal documents and started
reading real court docs from
famous cases that are available
online. I found myself doing
what I didn’t think I would be
able to do, and I ended up
writing two episodes of the
season. When we had the table
reads and I heard the actors
say my words out loud, I felt
nothing but love for the Lucy
from months ago who thought
she could never do this.
When writers reach out to me
asking what to expect when
they step into a writers room, I have no concrete
answer. Both my rooms were completely different. In
fact, the only thing they had in common was that the
one bit of advice that I had heard over and over again
didn’t apply to either of them. Bottom line: you just
have to take your time figuring out how the showrunner
likes running that specific room and let it flow naturally.
Sure, it may be the same industry, but every show is
like a new job. If you were to switch jobs every year,
you’d have to start over each time and figure out
how things work. This is no different. It’s all about
being patient, giving yourself some grace, and
trusting yourself.

Lucy Luna is a Mexican writer living
in Los Angeles. Her PAGE Awardwinning script Sophie & Valentina
also won two fellowships and placed
on the Young & Hungry List. Lucy
has worked as a staff writer on
Two Sentence Horror Stories (The
CW) and All Rise (CBS), and her
short horror film We’re All Here has
garnered six festival awards to date.
Lucy recently penned a horror film
for Mexican producer Gerardo
Gática, and she is now working on
a new horror feature for Sony and
on a TV development gig.
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THE JUDGE’S P.O.V.

Micro Structure: How the Scene Makes the Screenplay
by Tim Hitpas

There are numerous philosophies on how to structure
a screenplay. Many writers break their stories into three
acts, and some further still into eight sequences. A few
brave or prodigiously talented writers eschew structure
entirely and simply write a stream of consciousness
(an idea that gives my OCD brain a jolt of anxiety).
Of the countless screenwriting books that advocate
a rigid story structure, most are careful to include the
disclaimer that not all screenplays need adhere to a
traditional formula. Groundbreaking and timeless stories
will be so whether the writer was working from a 10page outline or from notes scribbled on napkins. This,
I think, misses a very important distinction.
Having read, conservatively, over a thousand
screenplays and pilots in my career as a story analyst,
I’ve seen a healthy spectrum of writing styles and
approaches to storytelling. And while it’s true that
there’s no universally applicable way to structure a
screenplay in the macro, there are certain ironclad rules
that must be followed in the micro, at the scene level,
to ensure that a story is coherent and compelling.
The most common note that I give to writers is that
their scripts lack clarity. Either there are scenes whose
purpose is unclear or characters who take illogical
actions in the story. There could be many reasons for
this – a protagonist who isn’t given proper motivation,
for instance – but generally a lack of clarity is the sign
of a writer who has lost the plot. They’ve strayed from
the familiar rise and fall of action that follows characters
pursuing their desires, and instead meander into the
territory of inconsequential subplots and indulgent
conversations. One strategy to avoid this misstep is to
work from a story outline.
There’s an old axiom that a screenplay is like an
architectural blueprint – a guide used by the director
and actors to bring the story to life. If this is true, then
the script outline is like a set of IKEA instructions for the
draft. It can be as simple as a few words and a vague
picture of each scene; but if a mistake is made on one
of the steps, the project can quickly go off the rails and
become tricky to salvage.
For each scene in a screenplay or pilot, it should be
possible to answer these three questions:
1. What are the characters trying to accomplish in
this scene?
2. What obstacle (internal or external) must they
overcome to get what they want?
3. How does this scene advance the story? (What
new information is revealed about the characters
or plot that sends the story in a new direction?)
Ensuring that each scene answers these questions will
reward the writer in three critical ways. Firstly, it will
vastly reduce the risk that the script contains
unnecessary scenes that slow the pacing and inflate the
page count (I’m looking at you, 140-pagers).
Secondly, it will help the writer to maintain consistent
character development. The best measure by which to
judge a character’s evolution is by the sum of their
actions. If the logic behind a character’s actions is easily
traceable to their actions at the scene level, it will be

clearer how the character changes or grows from the
opening act to the final scene.
Finally, nailing the structure of individual scenes will
help the plot to be more engaging and exciting, as each
scene will urge the story forward by either raising the
stakes for the characters or by placing them in the most
dramatic positions possible in relation to their goals.
This last point might be the most important. A
screenplay can be forgiven for less-than-stellar dialogue
and characters who don’t quite leap off the page if the
premise has potential and the story is compelling. But if
the story is hard to follow and it’s unclear why the
characters behave the way they do, the script will be
dead in the water.

South Park creators Matt Stone and Trey Parker gave

an excellent talk at NYU about how they work out their
episodes. In it they succinctly describe a major problem
that a lot of writers run into: their stories unfold with an
“and then this happens” flow to them, where the logic
of how one scene leads to the next is unclear.
Imagine if John Wick took a break from shooting bad
guys in the face to eat a sandwich at a local deli.
It might be an amazing sandwich with incredibly
cinematic eating choreography. There might even be an
interesting part of John’s backstory revealed that
explains why this sandwich is meaningful to him. But
the scene would distract him from pursuing his objective
in the story, and it doesn’t make sense for his character
to take a break from his murderous rampage to grab
a quick bite.
This kind of “and then” structure fails to satisfy the third
question posed above, in that each scene doesn’t send
the story in a new direction or advance the plot by
raising the stakes, adding a twist, or otherwise putting
characters in dramatic positions. And this holds true for
comedies as well as dramas. Just take a look at any of
the films by Billy Wilder or Edgar Wright for a master
class in film structure. (Hot Fuzz is a personal favorite,
and I’ll debate anybody who doesn’t believe it to be a
perfectly structured film.)
Bottom line, having a compelling, well-structured script
will ensure that your story is being told in the most
effective and entertaining way possible, and focusing on
building your story scene-by-scene, at the micro level,
will help you write more compelling, well-structured
scripts. Whether you’re writing a micro-budget indie
or a science-fiction epic, it all begins and ends with
the scene.
Originally from Chicago, Tim
Hitpas received his MFA in
Screenwriting from DePaul
University before moving to Los
Angeles in 2013. He is a writer
and story analyst who specializes
in the streaming market, and
his work has helped shape the
libraries of companies such as
Netflix, Amazon Prime, and
Disney+. Tim has dedicated his
career to helping writers of all
skill levels develop their scripts
and find success.
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SCRIPT NOTES

How I Learned to Write
by Ray Morton

I had already completed three full-length screenplays before it occurred to me
that I didn’t know the first thing about writing one. It certainly wasn’t for lack of
training. I went to film school at NYU, where – mixed in with all of my production
courses – I took several classes in screenwriting. With rigorous coursework and
excellent teachers, these classes provided a solid foundation. Unfortunately, I
wasn’t paying much attention. Like many film students, my initial dream was to
be a director. That was where I put the majority of my effort and attention.

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.

Upon graduation, I learned pretty quickly that the industry wasn’t interested in
my auteurist aspirations, so I took a series of low-level jobs to support myself.
I remembered reading somewhere that the quickest path to becoming a director
was to write a script that was so good that studios and producers would allow you
to direct it just so they could get their hands on it. After meeting an agent who
promised to read my work, I decided it was time to sit down and start writing.
After brainstorming for a bit, I came up with a terrific idea for an “edgy” teen
comedy. It had a great hook and I was convinced that, correctly executed, it could
be both an artistic and commercial slam-dunk. I wrote the script quickly and, when
I was done, I was convinced that I had a winner. I submitted it to the agent, sat
back, and waited for my directorial career to commence. There was only one small
problem – the agent hated the script. Actually, hate is too mild a word. She loathed
it. So did everyone else I showed it to. Needless to say, I was devastated. As I
questioned my readers, it became clear that the script they read was not the one I
thought I had written. To begin with, the hook, so clear and exciting to me, eluded
most of the readers. “I couldn’t tell what it was about,” was one of the most
frequent comments I received. The plot points I thought were so key made little
impression on my audience, whereas they were all captivated by bits I considered
nothing more than throwaways. Finally, the tone also didn’t register – I intended
the piece to be a comedy, but most of my readers were convinced I had written a
drama (almost all of them said they thought it could use “more humor”).
I spent some time engaging in the defense mechanism of choice for most writers –
denial. I blamed the readers, trying to convince myself they just didn’t “get it.”
However, after showing the script to even more people and getting the same
response, I finally had to face facts. The readers hadn’t grasped my hook because
I hadn’t presented it correctly. They failed to recognize the key plot points because
I had put the emphasis in the wrong place. The tone was misread because I hadn’t
done a good job of setting it. I realized that I was going to have to learn to write –
fast. Unable to afford another stint at NYU, I put together my own course of study.
I began, as many people do, by reading Syd Field’s book Screenplay. As many
times as my screenwriting professors went over Aristotle’s Poetics, I never really
understood the three-act structure – setting up a plotline, turning it in a new
direction, complicating it, and then turning it again before bringing the events to an
exciting, logical climax – until I read Syd’s book. I began analyzing all of the films
and scripts that I could and saw that the successful ones made proper use of the
concept and the unsuccessful ones did not. This really impressed upon me how
absolutely vital structure is – how it truly is the cornerstone of dramatic storytelling.

The Art of Directing, by John W. Kirk and Ralph A. Bellas, was also of enormous

benefit, even though it had nothing to do with screenwriting. This book about stage
directing has a chapter that impressed upon me the importance of theme –
something often talked about in screenwriting but seldom truly understood or
employed. Kirk and Bellas explained that theme is the hook upon which the rest of
the writing hangs, the nucleus from which every other element in the script (plot,
structure, character, dialogue, and action) should flow. Everything must be tied to
theme, and if it isn’t, then it shouldn’t be there. Theme is like gravity. With it, all of
the pieces of a script are firmly anchored. Without it, they just drift off into space.

My ultimate lesson came when I was working as a sitcom writer. Obviously the
most important part of my job was to make an audience laugh. If I didn’t, then it
was irrelevant how well-crafted, thoughtful, or poetic my scripts were – they would
be considered (rightly) a flop. In my opinion, this is the most important lesson a
dramatic writer needs to learn: namely that we write for an audience, and the only
thing that matters is that we reach them. If you can do this, you will be a success.
If not, you will be a failure. In the end, it really is as simple as that.
As I learned these lessons, I began to fall in love with screenwriting and came to
appreciate it as an amazing art and craft in its own right, rather than simply a
stepping-stone to directing.
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SPEC WRITING TIPS

Formatting in Real Time
by Dave Trottier

READER’S QUESTION:
How do you format a real-time countdown? For example, in Run Lola Run, she
had 20 minutes to snatch the money. In the script, how do you show the action
has to be in 20 minutes?
DAVE’S ANSWER:

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.

Very few movies play in real time. You named one. I believe Rope, United 93,
High Noon, and Money Monster do, or at least they’re close. And none of
them use any special script formatting. However, you can emphasize the time
situation with references to a clock or a timer (for a bomb), very occasionally
with a SUPER, or through some other countdown method. It can also be
handled through dialogue (e.g., “Hey Joe, we’ve only got two minutes”).
In High Noon, there are 28 instances where the face of a clock is shown.
In such instances, something like the following would appear in the screenplay:
The wall clock reads “11:47.”

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.

The quotation marks in the above example are necessary; they indicate that
you want the movie-going audience to see and read that content.

To learn more about Dave
Trottier's books, classes and
mentoring services, visit his
site: www.keepwriting.com.

Unless you have an overriding dramatic purpose, you should avoid camera
directions in a spec script. But if you absolutely must do this, keep it simple.
How about something like this:

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

We pass through the wall into the office

Dave Trottier’s

“The Screenwriter’s
Bible”
Fully updated seventh edition

READER’S QUESTION:
I would like to know how to format a scene where the camera goes through the
wall (e.g., trucking from outside an office to inside).
DAVE’S ANSWER:

INT. OFFICE
Normally, I wouldn’t suggest you use first person (“We”), as spec scripts are
written in third person, but this situation seems to call for it, proving there are
exceptions to everything. Also, since it is so obvious that the OFFICE scene is
continuous, you don’t need to add CONTINUOUS to the end of the scene
heading, but it would be okay to do so.
READER’S QUESTION:
I was visited by the idea fairy today and want to add a quick flash of images of
daredevils of Niagara Falls’ lore high diving, tight-rope walking across the Falls,
or other existing footage. I want this to dramatize my protagonist’s perilous leap
of faith in a funny way.
DAVE’S ANSWER:
I suggest the following:
QUICK FLASHES – PAST DAREDEVILS (STOCK FOOTAGE)
-- Description of the first image.
-- Description of the second image.
And so on. (Notice that these are quick FLASHBACKS but I’m using the
MONTAGE format.) Now if your character imagines himself barreling down the
Falls, handle it like this:

•

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!

KELLY’S IMAGINATION – BARRELING DOWN NIAGARA FALLS
Kelly slips into the barrel and gets a push from Nora.
He begins to float downstream rapidly.
As he is about to tumble over the Falls –BACK TO SCENE
Kelly sweats like a pig.
KELLY
I need a bigger barrel.
Whether you barrel over the Falls or not, keep writing!
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INDUSTRY INSIDER

What to Expect From Prospective Reps
by Lee Jessup

Gaining representation marks an important milestone in a writer’s journey.
A good representative will become your staunch industry advocate, open
doors with producers and executives, and help create opportunities for
employment in a writers’ room, on a writing assignment or development
deal. But what should you expect when you seek representation?
Expect managers to be more responsive than agents.
In my experience, new writers tend to find a home with managers as their
first representatives, long before an agent joins the team. Therefore I
recommend that new writers focus their search on the management space.
Author of the best-selling books
Getting It Write and Breaking

In: Tales From the
Screenwriting Trenches,

Lee Jessup is a career coach
for professional and emerging
screenwriters. Her clients
include writers who have sold
pilots, pitches and specs;
staffed television writers;
participants in TV writing
programs or feature labs; and,
of course, writers who are just
starting out.
In her role as coach, Lee serves
as an industry guidance
counselor, adviser, drill
sergeant, cheerleader,
confidant and strategic
partner. Previously, Lee had
her own script picked up,
worked in development
and ran ScriptShark.com for
more than 6 years.
To learn more about Lee’s
services, visit leejessup.com.

Lee Jessup’s

Breaking In: Tales
From the
Screenwriting
Trenches

Expect to approach more than one potential manager.
I’ve been helping writers navigate their careers for over a decade and in that
time rarely, if ever, does a writer meet a single manager who then goes on
to rep him for years to come. More likely, the writer will have to cast a wide
net, even following success in a screenwriting contest. In all likelihood it will
take sitting down with more than one rep to find the right fit.
Expect reps to seek a clear understanding of your brand.
Reps will want to know what you do best in order to determine the
opportunities they submit you for. Therefore, it’s of great importance to
thoughtfully define your brand and construct a body of work that speaks to
your thoughtfully chosen “lane” as a writer.
Expect managers to want to read more than one script.
While it does happen on occasion that a writer is signed off of a single
writing sample that is just that strong, most reps need to read multiple
samples. They want to confirm that you have not only clearly identified your
brand, but also that you have a range within that brand, rather than simply
writing a new version of the same story again and again.
Expect reps to give notes on material before taking it out.
Few reps will take material out exactly as it was when they first read it.
There is no telling how deep the notes will go; you may go through one or
two rounds of revisions, at least. It’s important to work hard to deliver on
those notes as long as they help make the material stronger, as a strong
implementation of notes will boost the rep’s confidence in your prospects.
Expect reps to recommend developing new material together.
While your work may have been enough to get a rep to sign you, they may
feel you will be better served by being introduced to the industry with new
material developed under their tutelage. This is not uncommon and should
be something the rep is upfront about in initial meetings with you.
Expect each manager to have their own style and strategy.

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

Selling a feature film or pilot
Getting repped or staffed
Landing writing assignments
Contests and fellowships

Click here to learn more!

Some reps focus more on developing original work to take to market, while
others focus on putting the writer up for writing assignments or getting her
staffed. Some reps prefer that their writers only stop writing to take the
most high-value meetings; others will suggest a writer go on “water-bottle
tours,” making as many fans around town as possible. Some will get a spec
out “wide,” getting it as many industry reads as possible, while others will
opt to only go to a select, highly targeted group of buyers or producers.
Reps will expect you to understand the realities of breaking in.
Reps want to see that you have a firm grasp of what is realistic for you. If,
for example, you’ve only written one pilot and have never staffed on a show
but want to be your show’s sole showrunner and write every episode
(contrary to how the TV industry works), or if you consider your lyrical indie
spec a million-dollar sale or bust (which is disproportionate to the budget for
lyrical indies) you may be deemed too green to work with. I am all for
dreaming big, but when meeting with a potential manager, your business
savvy will come into play just as much as your ambition.
In summary, you need to be smart about your long- and short-term goals,
develop a strong personal narrative, and have a clear understanding of
where your writing fits in the industry. Do these things and the next step of
your writing career may be just around the corner.
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CAREER OPPORTUNITIES
Submit Your Scripts
to Producers
HOW TO SUBMIT YOUR SCRIPTS:
1. Create an account: www.inktip.com/writer_register.php
2. Log in here: www.inktip.com/leads/
3. Copy/paste the corresponding code. You’ll then be able
to submit your work directly to InkTip’s producers.
4. IMPORTANT: Please submit your work only if it fits these
companies’ needs. If you aren’t sure your script meets
their criteria, please check with jerrol@inktip.com
before submitting.

Company A: Seeking Police Thrillers and
Police Dramas
We are looking for completed, feature-length police
thriller or police drama scripts.
Budget is $200k. 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: vgapwucgec

Company B: Seeking Uplifting
Contemporary Scripts
We are looking for inspirational, uplifting, and
family-friendly scripts. Faith-based is okay but not
a requirement. Contemporary dramas preferred,
so please no period pieces. We are specifically
interested in true stories, sports-related stories, or
blue-collar stories for Middle America.
Scripts in the vein of Field of Dreams are ideal.
Budget TBD. 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: 5zpdayc8nf

Company C: Seeking Feature-Length
Revenge Thrillers and Slasher Scripts
We are looking for revenge thrillers and slasher
scripts. We are highly interested in stories that
involve a vacation gone wrong, coming-of-age
stories, stories that involve young travelers, and
hitchhiker thrillers.
We are specifically looking to option and purchase
the “adaptation to another language” rights for the
script, as we are looking to adapt material for the
Southeast Asian market.
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: z6kne3y3g7
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RECOMMENDED RESOURCES
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