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Letter From the Editor
A warm welcome to everyone who this year entered the PAGE
Awards competition for the first time. This is hopefully the first
of many LOGLINE eZines to hit your inbox in the years to
come. We hope you find our study of the always-evolving art
and craft of screenwriting to be edifying and enjoyable!
In the leadup to our Quarter-Finalist announcement on
July 15, PAGE Social Media Director Sandy Adomaitis has
conducted a series of interviews with our judges to reveal how
they evaluate your screenplays. I had the pleasure of doing an
interview with Sandy myself! Check out the podcast here.
What awaits you in this issue of LOGLINE ? PAGE Award winner Elaine Loh invites
us inside the writers room and production meetings of two prominent series, and
PAGE Judge Joshua Scammell explores the concept of “worldbuilding.” Script analyst
Ray Morton shares industry readers’ top pet peeves. Dr. Format himself, Dave
Trottier, demonstrates transitions and how to handle invisible characters’ dialogue.
Career coach Lee Jessup lists the top habits of writers who haven’t broken out yet,
but will. And to tie a bow on the issue we present our customary trio of “hot leads”
from producers in search of specific material, courtesy of our good friends at InkTip.
Happy reading,
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Latest News From the PAGE Awards
u 2013 PAGE Grand Prize winner Brooke Roberts is now a co-executive producer on
the Amazon Prime series The Terminal List, starring Chris Pratt, which premiered July

1. Brooke wrote episode 7 of the show, entitled “Extinction.” Previously, she worked as
a writer and producer on the CW series The Flash, the CBS series NCIS: New
Orleans, and the CBS series FBI: International. She is represented by WME.

u The 2021 Silver Prize-winning drama Land of Gold, written and directed by

Nardeep Khurmi, premiered to stellar reviews at the 2022 Tribeca Film Festival last
month. Nardeep also stars in the movie, along with Iqbal Theba, Tina Parker, and
Caroline Valencia. Land of Gold is the recipient of an AT&T production grant and is
being distributed by Warner Bros. and HBO Max.

Hot Leads
From InkTip

u The horror movie The Inhabitant, by 2018 Grand Prize winner Kevin Bachar, is
being produced by Steelyard Pictures. The movie is the story of the bloodline of
infamous axe murderer Lizzie Borden. It is being directed by Jerren Lauder and features
Dermot Mulroney, Leslie Bibb, and Odessa A’zion in the starring roles.

Recommended
Resources

u The mystery-thriller The Vanishings At Caddo Lake, written and directed by 2016

Gold Prize winners Celine Held and Logan George, is now in post-production. The movie
is being produced by M. Night Shyamalan and Blinding Eye Pictures, starring Dylan
O’Brien, Eliza Scanlen, and Lauren Ambrose. In 2019 Logan and Celine co-directed their
PAGE Award-winning feature Topside (aka Little), which premiered to rave reviews at
the 2020 Venice Film Festival and won the Special Jury Award at SXSW. They are
represented by Anonymous Content and WME.

u 2016 Bronze Prize winner Julia Cooperman is now a producer on the new Disney+
series Willow, starring Warwick Davis, Joanne Whalley, and Erin Kellyman. The show is

filming in Wales, produced by Imagine Entertainment and Lucasfilm Television. It is
slated to premiere on November 30th. Julia was previously a writer and producer on the
USA/Bravo series Colony, the Amazon Prime series Absentia, and the Netflix series
Jupiter’s Legacy. She is represented by Grandview and Paradigm.

2022 Quarter-Finalist Announcement: Friday, July 16

© PAGE International Screenwriting Awards
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THE WRITER’S PERSPECTIVE

My Experience Writing (and Producing!) Series TV
by Elaine Loh

I have been lucky enough to work on two delicious
nighttime soaps in my career so far, Gossip Girl for
HBO Max and Dynasty for CW/Netflix. To help you
prepare for the various types of writers rooms that
are out there, let me tell you about some of my TV
series experiences.
Though both of these shows were about sexy rich
people doing terrible things, the way the rooms
functioned was very different. With GG, everyone
was brand new and we established the flow together.
On Dynasty, there were three new writers and nine
writers who had already been on the show for a few
seasons. For GG I was in a “mini-room,” which in this
case meant that we broke all the episodes and wrote
our scripts but the room closed before production
began. On Dynasty, we were still in the writers room
during production and we got to produce the episodes
we wrote. For both shows we broke all the episodes
together, but one writer was individually assigned to
write each specific episode. I have heard of other rooms
that do things differently, but this way of writing was
one thing both my series had in common.
Doing 22 episodes of a network show is no joke –
especially when you’re on a nighttime soap that has 12
series regular characters whose stories you have to
keep track of. I was constantly in awe of how the EPs
and Co-EPs on my show were able to remember
storylines, seemingly without effort. I had to constantly
go back and check what happened in earlier episodes.
But another writer told me that it’s just a muscle you
develop along the way. I will say that I think I got
better by the time Dynasty was canceled at the end of
my second season on the show. So, if you find yourself
in that position, don’t fear! Just put in the extra work to
understand what happened 15 episodes ago (or 40
episodes ago!) so you don’t look uninformed. And try to
get enough sleep and take care of yourself, because 22
episodes is a slog! A tiring, but AMAZING slog.
Since I didn’t get to produce my episodes of GG, my
producing on Dynasty was a brand-new experience for
me and I thought I’d share a bit about it so you’ll feel a
little less perplexed (hopefully) than I was going into it.
Here’s the way our production process worked: After
having the script approved by the network, we would
start with a concept meeting. That’s where all the heads
of the various departments could ask their preliminary
questions. “How many extras in this scene?” “Do you
want a car to be parked outside the door?” “What’s this
stunt going to look like?” Then throughout the prep
week we’d go through a series of more specific
meetings with the various production departments,
getting into the nitty gritty details of each scene.
We’d end the week with a final production meeting,
again with all departments present, where any last
questions could be asked and to make sure we were
all on the same page before we began shooting.
As a new writer/producer, I was there for these
meetings, but at first I didn’t run them, my showrunner
did. And, frankly, the director was really the one who
would answer most questions. As the writer of the
episode, you’re there to answer any questions that have
to do with the story, not how it’s shot. That’s the
director’s domain.

And that leads me to the last meeting of the prep week:
the tone meeting. This meeting I would usually run, as
it’s a time for the writer to talk about the tone of each
scene and the important beats to hit. For example,
“Character A comes in feeling happy but after Character
B makes this off-handed comment, A leaves feeling
bewildered.” Or, “Let’s make sure to land this final joke
because it’s going to matter in the next episode when
it comes back to haunt the character.” Of course, to
succeed in all of these meetings, you need to prepare
like heck so that you have answers at your fingertips.
On set, the director runs the show. Again, you’re there
to clarify any story points that are important. You’re not
there to direct the director. In fact, if you give directing
notes, you’re going against the DGA rules! Once
production is over, the director will turn in their cut and
if you’re lucky enough to participate in post-production,
you’ll give notes on it. A lot of notes at this point are
about story. “Can we tighten this plotline by losing this
dialogue?” Or, “Do we have another take where
Character A is smiling, because she’s supposed to like
Character B?” The way it worked on my show is that
we gave our notes to the showrunner, who would
decide if he agreed with our notes and then give all
notes to the editor.
After the producer’s cut is finalized, there is a “spotting”
session, where the composer works their magic. The
writer is there to answer any questions the composer
might have about the tone of the scene. Usually there
is temp music already put into the cut, but the
composer might say, “This sounds a bit too dark –
should it be less evil-sounding?” After the composing
is done the final part of the process is the playback
session, where the final sound notes are given (like
“Character A’s heels are too loud”). Honestly, I rarely
gave notes in these sessions, as there are other experts
whose job it is to do this, along with the showrunner.
And voilà! Now you have a television episode!
Although there are many variations of the process, I
hope this summary can help you anticipate the kinds of
things you might experience as a TV writer. I agreed to
write this article because so many other writers helped
me learn the process along the way, and I hope when
you’re in the room and moving up the ranks you’ll help
the next writer as well. I’ve heard some crazy stories
about rooms that are more competitive, with people
who don’t help each other. But my experiences on both
Gossip Girl and Dynasty have shown me two very
different, but both wonderful, examples of how shows
can be run.

Elaine Loh won a 2019 PAGE Award
for her TV Drama pilot Schooling the
Rich. After completing the HBO
Access Writer's Program she was
staffed on HBO Max's Gossip Girl and
then on CW/Netflix's Dynasty. Elaine's
short-form series Doxxed won a Telly
Award, Best Short Comedy at the
Catalyst Content Festival, and Best
Achievement at Raindance. Elaine
considers herself an "artivist"
(artist/activist) and as such, she helps
register people to vote and runs a
political accountability group.
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THE JUDGE’S P.O.V.

All Writers Are Worldbuilders
by Joshua Scammell

“Worldbuilding” has become a term of some purchase
in the industry. However, there is some confusion about
what the word actually means.

etc.) that you may wonder why it’s important to focus
on worldbuilding. I believe it will help you in these
three ways:

“Worldbuilding” is simply a convenient term for
something innate to every work of narrative art. Writers
must learn how to worldbuild just as they must learn
about three-act structure, how (and how not to) save
a cat, and how to set a Hero upon a Journey. Whether
you’re writing a high-budget, genre-subgenre script
or a micro-budget, improvised mumblecore dramedy
that takes place in one room, it doesn’t matter. Your
story takes place in a world, and you owe it to yourself
and your audience to figure out what that world is.

SPECIFICITY

So, what is worldbuilding?
Worldbuilding is “subconscious” while your story is
“conscious.” What I mean is this: Your story is what we
see. Your worldbuilding remains unseen. For every page
that makes it into your finished script, there may
be a dozen pages of notes, maps, sketches of props,
research, encyclopedia entries, and character-writing.
Little of this worldbuilding will ever be seen by anyone
except you and your collaborators. But even when
your story takes place on present-day Earth, this
worldbuilding will enrich your story.
No matter when or where a story is set, writers must
always research the specific aspects of the world they’re
writing about. They say, “Write what you know,” but
I think it’s better to say, “Know what you write.”
You need to figure out what’s behind that wall, what’s
under that trapdoor, what’s in the attic. Get to know
the climate of the area, the politics of the time, the
local swear words, how polliniferous the air is in the
spring, how much snow the winters get. Until it’s real
in your mind, it won’t be real in anyone else’s.
In film school, professors often assign exercises like,
“Write 500 words in the voice of your protagonist.”
Such exercises are worldbuilding. If you’ve ever created
a document of information regarding your characters,
where they’re from, what kind of accent they have,
what sign they were born under, what political party
they vote for… you’re a worldbuilder!
You may not consider such things “worldbuilding”
because they are character-centric, and “the world”
and the “characters” might stand far apart in your mind.
I would argue that “the world” exists only insofar as it’s
an externalization of your characters. This can work on
a small scale (e.g., the dead-end jobs in Clerks are an
outer expression of the dead-end mindset of the
employees). Or this can work on a galactic scale (e.g.,
“Jedi” and “Sith” are names for the opposing endpoints
of the two Skywalker characters’ arcs).
A screenwriter never creates a world in a vacuum.
The world exists in service of a story. Sometimes stories
emerge from worlds, and sometimes worlds can emerge
from stories; however, for the vast majority of writers,
the exchange is reciprocal. The story and the world
evolve in tandem, and bouncing back and forth between
your worldbuilding encyclopedia and the script itself
is a winning strategy to keep everything evolving
in lockstep.
As a screenwriter, you already have so many elements
to think about (theme, act-structure, character arcs,

There are already so many worlds on the market that,
in order to find success, you need to make sure yours
really stands out. Spending some time thinking about
your world will help your vision grow more distinct.
This is incredibly useful for developing your own
branding, for making your IP more generative to
franchising, and for pitching succinctly.
CONSISTENCY
It’s easy for your ideas to shift and evolve over time,
but it’s your job as a writer to know when to disallow
more change and say, “This is what it is.” Committing
to your world will give your setting a sense of reality
and gravity, which will in turn facilitate greater
immersion for the audience and more believable stakes.
THEME
This is not obvious, but it’s key. The most elegant
worlds are not a collection of elements thrown together
willy-nilly; they center on a theme, like atoms center
on a nucleus. The nucleus is simple, but its electrons
are mere potentials darting around. As a worldbuilder,
you explore what these potentials are while keeping
the nucleus at the center. Then, as a writer, you select
some potentials and develop them into concrete scenes.
What is your “nucleus”? That’s for you to decide,
worldbuilder! Tolkien was a linguist, and he created
the languages of Middle-Earth first. He only created the
societies that spoke them later. However, you needn’t
be a linguist to be a worldbuilder. Indeed, the vastly
detailed Mass Effect universe essentially has one
language, North American English, spoken in every
corner of the galaxy without any explanation why.
The best example I know of worldbuilding with a clear
nucleus is Avatar: the Last Airbender. The world
revolves around one simple idea: the four classical
elements. These four elements map onto four societies,
informing their fashion, architecture, politics, magic
systems, and even the arcs of the characters.
What do you research for fun? History or technology?
Art or commerce? Is it ideological or cosmological? Can
you extrapolate from that nucleus easily? How does this
nucleus express the theme of your story, or the arc of
your protagonist? Answer these questions, and you’ll
have the hardest part of worldbuilding behind you.

Joshua Scammell received his M.A. in
Film Studies from Carleton University
and his M.F.A. in Film Production
from USC, where he served as a
teaching assistant and lecturer,
conducting classes on world cinema
and facilitating writing workshops.
Josh also worked in the film industry
in Vancouver, where he was Kenny
Ortega’s assistant on the Netflix
series Julie and the Phantoms.
Currently a freelance script reader
and story analyst, Josh has judged
for the PAGE Awards since 2021.
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SCRIPT NOTES

Five Great Ways to Annoy a Reader
by Ray Morton

I was talking with some fellow script analysts recently and the conversation, as
it often does when readers assemble, turned to those things that inexperienced
writers sometimes do in their screenplays that make us a little nuts. Here’s a list of
some of the things that are currently vexing many of us readers:
1. Extended backstories

Ray Morton is a writer and
script consultant. He was
a senior writer for Script
and was also the author
of Scriptmag.com’s Meet
the Reader column.
Ray’s books A Quick Guide
to Screenwriting
and A Quick Guide to
Television Writing are

available in stores and
online. He analyzes scripts
for producers and
individual writers.
You may contact Ray at
ray@raymorton.com and
follow him on Twitter
@RayMorton1.

I once read a script that devoted 23 of its 90 pages to a prologue detailing every
moment of its protagonist’s life from birth until the start of the primary narrative.
This epic run-up kept the story from getting underway for what seemed like
forever, and it was all expositional with no drama or forward momentum. One beat
in those 23 pages was relevant to what follows. So, with the exception of that one
beat, which could have been delivered in a simple line of dialogue, the rest of this
material – approximately a quarter of the entire screenplay – was pointless.
Like every other element in a properly conceived and constructed screenplay,
backstory should be used sparingly – only elements from the past that are
absolutely vital to the main story should be incorporated into a script, and it should
only be incorporated via backstory if there is no more efficient and less distracting
way of working that information into the narrative.
2. Spelling the words in accented dialogue phonetically
If, for example, a character with a French accent is meant to say “Hello, may I see
the menu please?” some writers type “Allo, may ah zee za menu plis?” If these
lines appeared in a comedy, the writer might be able to get away with it. Might.
Unfortunately, most phonetically spelled dialogue I encounter is in “serious” scripts,
which is a problem because such an approach is always (unintentionally) comedic.
Dialogue is written for professional actors, and actors have a lot of training and
know how to do their jobs. If you want a character to speak with a certain accent,
simply indicate that in your description of the character and then write the words
you want him or her to say in plain, correctly spelled English.
3. Characters tell each other stuff they already know, just for our benefit
JOE
Hey Fred, do you remember that time
we went camping up at Bear Mountain
and found hidden treasure in a cave?
FRED
I sure do, Joe. And I also remember how
we sold it for a lot of money, bought
high-powered Ferraris with the proceeds,
and then you wrecked yours.

Writers write dialogue like this because they are looking for an economical way to
deliver exposition, but it never works because it never sounds real. If these guys
actually existed, they would never have a conversation like this because they would
already know all of this information. If you need to deliver exposition, find a way
that is less awkward and ham-fisted, even if it is less economical.
4. The inappropriate crafting and use of scene headings (a.k.a. slugs)
Scene headings serve a very specific purpose – to identify the location of a scene,
whether the scene takes place inside the location or outside of it, and whether it
takes place at night or during the day. Slugs should not indicate shots:
EXT. AERIAL SHOT – DAY

Is Aerial Shot a place? Can I find it on a map? Also, slugs must be clear. Not:
INT. CHRISTMAS TREE – DAY

I think the author of this slug meant to indicate that the scene took place in a room
with a Christmas tree in it, not inside the tree itself, but I couldn’t tell you for sure.
5. Directing actors with parentheticals, creative spelling and punctuation
JOE
(puts on hat; sarcastically)
Well whaddaya knoooooow?????

You should not attempt to craft the actors’ performances for them – that is the job
of the actor and the director. Your job is to tell the story and to create the
dialogue. (Note: if you do attempt to direct line readings, the actor and director will
more than likely ignore your hints and do it the way they want to, anyway.)
So there you go – a few things to avoid if you don’t want to irritate your readers.
And, more importantly, these are things to avoid if you want to craft better, more
effective screenplays. Good luck and happy writing!

Thanks to Maureen Green for her input into this piece.
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SPEC WRITING TIPS

A Smooth Transition
by Dave Trottier

READER’S QUESTION:
Here’s the setup for my question:
In the previous scene, a crude wooden cross is hammered into the ground
bearing the protagonist’s name, rank, and unit on the crossbar. Freddie is laid
to rest as his comrades sing “Amazing Grace.” We fade to black and read a few
supers about Freddie and his Black regiment. As the singing fades, we transition
to the White House in 1991 (73 years later). President Bush presents a
posthumous Medal of Honor to Freddie’s two surviving sisters. Then...
Dave Trottier has sold
screenplays and developed
projects for companies such
as The Walt Disney Company,
Jim Henson Pictures, York
Entertainment, On the Bus
Productions, Hill Fields and
New Century Pictures.
As a script consultant, he has
helped dozens of clients sell
their work and win awards.
The Screenwriter’s Bible,
Dave’s primer for both
aspiring and professional
scribes, is perhaps the most
comprehensive industry guide
on the market.
To learn more about Dave
Trottier's books, classes and
mentoring services, visit his
site: www.keepwriting.com.
For $20 off your script
evaluation, email Dave at:
dave@keepwriting.com.

EXT. AMERICAN BATTLEFIELD CEMETERY - DAY (1918) / AMERICAN
MEUSE-ARGONNE CEMETERY - PRESENT DAY
Carillon bells chime the BATTLE HYMN OF THE REPUBLIC.
Freddie's crude wooden cross MORPHS into a beautiful white
Italian marble cross with a gold-leaf Medal of Honor
inscription.
Pull back to reveal over 14,000 World War I headstones.
Is that correct?
DAVE’S ANSWER:
Since this scene is not an intercut, you should only have one location in your
scene heading (slug line). After the morph, you intro a new location, calling for
a second scene heading. Also, I assume the carillon bells chime at the second
location. (This was verified via email.)
Given all of the above points, and assuming you earlier established the Year
1918, I suggest you handle this sequence as follows:
EXT. AMERICAN BATTLEFIELD CEMETERY – DAY
Freddie's crude wooden cross MORPHS into...
EXT. AMERICAN MEUSE-ARGONNE CEMETERY - PRESENT DAY

Dave Trottier’s

“The Screenwriter’s
Bible”
Fully updated seventh edition

... a beautiful white Italian marble cross with gold-leaf
Medal of Honor inscription. Carillon bells chime the
“Battle Hymn of the Republic.”
It sits among over 14,000 World War I headstones.
As you can see, I opted to not use all caps for the title of the song, only to
make the sentence a bit more attractive to read. The added ellipses suggest
continuity and tie the scenes together.
I also omitted the camera direction at the end. I can see a dramatic purpose
for it, however, so here is how to handle that camera direction:
PULL BACK TO REVEAL more than 14,200 World War I
headstones.
READER’S QUESTION:
I am writing a script that involves ghosts who speak. Sometimes we see them,
sometimes we don’t. How do I format their dialogue? Do I use V.O., or O.S.?
DAVE’S ANSWER:

• 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!

If the ghosts are visible they are like any other character, so write out their
dialogue as normal. You don’t need V.O. (voice over) or O.S. (off screen).
It would also be smart to indicate in the narrative description what is seen
and what is not seen. If a ghost is invisible and we only hear his or her voice,
then use V.O.
I realize that one could argue that the ghost is actually there and the V.O.
is not needed. However, using V.O. for invisible ghosts helps the reader know
immediately that the ghost is there but not seen. Don’t use O.S. (for “off
screen”) because the ghost is not off screen. He or she is present in the scene,
but invisible.
Keep writing!
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INDUSTRY INSIDER

Are You Ready to “Go Pro?”
by Lee Jessup

Over the years, I’ve had the privilege of working with many a talented writer
who made the leap from emerging scribe to working professional. And so it
got me wondering… Was there a particular way that those writers showed
up from day one? Beyond the obvious markers such as strong writing and a
stellar body of work, what stood out about them, and hinted that they might
have what it takes to be a pro?
Here are a few of those more intangible traits I found in writers who were
able to impress from the start, and convey, through choices and actions,
that they were indeed on the screenwriting career path:
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

Knowing your screenplay or pilot inside and out
A writer should be an absolute authority on their material, having thought
through every choice and every element. But that is not always the case.
Over the years, I’ve asked questions of writers about their protagonist or
story only to be told “Hmmm. I’ve not thought about that.” Talking to a
writer who hasn’t thought through every element of the material and ironed
out every piece of story logic is always a red flag.
And then there is history, geography, facts. In the time of Google,
information has become readily available. Years ago, a writer sent me a
script set in Germany in the late 1930s that referred to Israel as a sovereign
country a number of times. The thing is… I am Israeli. So I can tell you
without needing to Google it that Israel wasn’t Israel in 1939. It was
Palestine. Israel was not founded until 1948. Running into such errors tells
the reader that the writer has not done his research.
Embracing notes
The truth of the matter is that Hollywood has a certain reputation for
sometimes delivering less-than-stellar notes. Hell, when I worked as a writer
myself, my development executive offered me plenty of opportunities for
eye rolls. But I was 23 and precious, so now I find myself faulting my age
and lack of experience more than any misguided note. The writers who
show up as pros find a way to always see notes as an opportunity for
growth, to further develop the material, and to impress the manager or exec
they’re working with. If a solution was pitched that doesn’t work, then it’s
about finding a way to address it that preserves the script and honors the
note, elevating the material and cementing the writer’s reputation.
Rolling with the punches
We all know that there are going to be disappointments on the path to a
screenwriting career. A million little heartbreaks before the definitive “It’s
finally happening!” happy dance. I don’t think anyone ever gets completely
immune to it, but the writers who make it are the ones who take the
punches and keep on rolling. You have to allow yourself to be hurt and sad
and pissed off. But then you have to find a way to get past it, to move on.
Always hustling

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!

When literary manager Krista Sipp visited my Screenwriters Support
Group a few weeks back, she spoke about how important it is for emerging
writers to not wait to have a manager to move their screenwriting career
forward. Don’t get me wrong: A good manager will absolutely help, and
should open doors the writer couldn’t open for herself. But at the heart of
what Krista was saying is the idea that every writer should find ways to build
relationships for themselves. The ones who showed up as professionals long
before they became working writers were those writers who were always
unearthing opportunities, be it a new fellowship that just launched or
attending a panel with an executive whom they had always wanted to meet.
Being endlessly curious about the industry and how it all works
Years ago, I introduced two of my writers to one another simply because of
the way they went about learning the industry. Not only did they know who
produced the type of shows they would like to staff on, they knew the
names of the staff writers. They knew who repped their favorite writers.
Anytime we talked, their breadth of information impressed me beyond
words. She went on to staff on TV shows and he has a number of projects
already set up with producers.
A manager friend once told me about working in the industry, “It’s not a job,
it’s a lifestyle.” Anyone who wants to become a professional must embrace
everything it means to be a screenwriter: knowledge, notes, hustle, and all.
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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 Hour-Long Western
Television Pilots
We are looking for hour-long Western pilots.
Both WGA and non-WGA writers may submit scripts.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/
2) Copy/paste this code: eavbccfk9j

Company B: Seeking Rom-Coms, Romances
We are looking for Hallmark/Lifetime-style romances
and rom-coms. We’re open to all holidays, seasons,
themes and settings; however, please do not send
scripts featuring generic executives, CPAs, attorneys or
other bland business types. Also, no evil real estate
developers. Sweet, contemporary romance is key
(nothing raunchy or rude). We specifically love
Southern, mountain, small-town and beach settings;
former or active military/law enforcement characters,
country singers, cowboys, and light magical elements.
Budget TBD. WGA and non-WGA writers are welcome.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/
2) Copy/paste this code: vefdsvetx0

Company C: Seeking High-Concept Action
We are looking for high-concept action scripts that can
be shot in Saudi Arabia. We are open to any kind of
story; however, we aren't looking for anything involving
soldiers at this time.
Budget TBD. WGA and non-WGA writers are welcome.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/
2) Copy/paste this code: ne83p120qk

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 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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