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Letter From the Editor 
Get ready, screenwriters: The 2024 PAGE Awards competition 
will open for entries on December 1! Winning a category is a 
career accelerant that countless scribes have benefitted from, 
but sometimes even a quarter- or semi-finalist placement is 
enough to draw industry attention to your fine work. So polish  
up that spec today! 
To get an idea how our Judges will be evaluating your script 
and give it the best chance of success – both in the contest 
and the marketplace – make sure you grab a copy of our 

fantastic Judges’ ebook The Insiders’ Guide to Screenwriting. It’s an instant 
education on the art and craft of our trade! 
As our 20th Anniversary year draws to a close, we have a great issue of the LOGLINE 
eZine for you. 2017 PAGE Bronze Prize winner Ian Masters makes a compelling case 
for converting your spec into a novel. PAGE Judge Dwayne Smith shares an alarming,  
yet amusing conversation he had with a would-be scribe. Analyst Ray Morton reveals 
the valuable lessons editing films taught him about screenwriting. Dr. Format himself, 
Dave Trottier, gets back to basics with an examination of the unglamorous but 
essential scene header. Career coach Lee Jessup explains what every rep is looking  
for in a client. Closing out the issue, as usual, are a three-pack of “hot leads” from 
producers seeking specific material, thanks to our good friends at InkTip. 

Happy reading,  
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Latest News From the PAGE Awards 

u  2014 PAGE Award winner Ned Crowley has two films in pre-production: Inn Deep, 
which is being produced by Red Coral Productions with Tasya Teles, MacKenzie Porter, 
and Aaron Ashmore attached to star, and Killing Faith, which is being produced  
by Film Bridge International and will star Tim Roth. Ned will direct both projects. 
Previously, Ned wrote and directed the crime comedy Middle Man, featuring Jim 
O’Heir, Andrew J. West, and Anne Dudek in the starring roles. The movie won the  
New American Cinema Award at the Seattle International Film Festival. 

u  Michael Moskowitz’s 2017 Silver Prize-winning historical film Wyler has been picked 
up by Auroravista Entertainment. In addition, Michael’s biopic The Few, the Proud  
is being produced by Anova Pictures, his adaptation of William Hazelgrove’s novel 
Madame President is being produced by Star Thrower Entertainment, and his 
adaptation of Ellen Feldman’s novel Terrible Virtue is in development with Black 
Bicycle Entertainment. Michael is represented by Empirical Evidence and UTA. 

u  2014 Silver Prize Winner Mark Townend also has several projects in the pipeline:  
His movie Augmented is being produced by Warner Bros.; Black Iris is being 
produced by Bluestone Entertainment and Studio 8; Contingency Protocol is in 
development with Weed Road Pictures; and The Big Hack is in development with  
The Arlock Group. Mark is represented by Bellevue Productions and Verve. 

u  The TV movie The Affair Conspiracy, by 2014 Gold Prize winner Huelah Lander,  
is now available on C21 Media. Filmed in Calgary, Alberta, the movie was produced by 
Mar Vista Entertainment. Huelah is represented by Pacific Artists. 

u  2022 Bronze Prize winner Catherine Schetina worked as a staff writer on the 2022–
23 season of the Emmy Award-winning FX series The Bear, and she is currently 
working as a story editor on the USA/SyFy series Chucky. She wrote the second and 
third episodes of this season, which aired October 11 and 18. Catherine is represented 
by Housefire Management and WME. 

2024 PAGE Awards Contest Opens for Entries Dec. 1 

 

 

http://pageawards.com/
https://pageawards.com/resources/write-a-screenplay/


 
2 

  

the concept, and the world-building, but this was not  
a story I would ever be trusted by the industry to tell.  
I confess, it made me a little bitter. 
Fast forward to the first COVID lockdown. I took 
ownership of my grandfather’s old 8mm Chaplin film 
reels and borrowed an old projector. I showed the reels 
to my daughter and recovered my love for the story. If I 
couldn’t write it as a screenplay or series, could I maybe 
adapt it into a novel? At least that way I would exorcise 
my obsession with a story that had been seven years in 
development. So I set to work to novelize the script. 
It was a slow process, but eventually I had a 60,000-
word manuscript. Perhaps it was enough for a novella?  
I felt confident enough to send it out. That’s when I got 
lucky. And like most “luck” in this business, it was really 
a result of networking. Ten years earlier, working in 
Singapore on another project, I’d met a producer and 
we’d kept in touch. When he heard about the novel he 
suggested a publisher who had a small imprint of novels 
set in Southeast Asia, and he brokered the introduction.  
The publisher read the manuscript and offered to 
publish it. But he had some notes. Back to the next 
draft to address those points...adding an additional 
20,000 words...working with editors...more 
tweaking...beta readers...blurb writers…and finally...  
The novel was published on October 1st and is now 
available on Amazon, as well as from booksellers like 
Barnes & Noble and Waterstones.  
What are the main lessons I learned from this journey? 
1. There are many ways to get your stories out there. 

And novel writing is liberating. The conventions and 
principles of screenwriting can be prescriptive. With 
novels, there’s a freedom to experiment, and the 
joy of playing with language.  

2. Writing the novel forced me to focus on character 
interiority and depth, and this will make my 
screenwriting stronger in the future.  

3. I was able to write the story I wanted to write – not 
a blueprint for others to develop and produce. And 
instead of waiting for approval from the industry, 
once a book is published the feedback from 
the audience is direct and immediate.  

4. The novel now exists as my IP, which puts me in a 
better position for selling film adaptation rights.  
The film industry is notoriously risk averse, and the 
validation from a publisher and a piece of IP that 
can be optioned counts for a lot.  
 

 

“I suppose that’s one of the ironies of life, doing the 
wrong thing at the right moment." 
— Charlie Chaplin (Monsieur Verdoux) 
Buzzing after winning Bronze in the PAGE competition 
for a Cambodian-set thriller, Hidden, I was itching to 
find my next screen story to capitalize on the attention 
this win provided. I didn’t expect a story to fall into my 
lap. Nor did I expect that seven years later it would 
have gone on a tortuous journey from feature script to 
TV series to finally finding its way to audiences as a 
published novel…  
Let me back up a bit. While researching another project 
a few years ago, I came across an article from 1936 – 
nothing more than a headline, really.  

What was the 
story behind  
this curious 
announcement? 
Where did the 
rumor come from? 
It was clearly not 
true, because 
Chaplin died in 
Europe some 
decades later.  

While working in Cambodia for BBC Media Action, I 
discovered that Chaplin had visited in 1936. But in his 
otherwise exhaustive biographies, this trip was a blank. 
There are accounts of his arrival, his visit to Angkor 
Wat, and a press conference he gave at a posh hotel in 
Phnom Penh. But it was a blank canvas on which to 
create a historical fiction based on a hero of mine.  
The story possibilities were tantalizing. It combined 
three passions I had as a writer: historical fiction, 
Charlie Chaplin, and Cambodia (then the French 
protectorate known as Indochina).  
That wasn’t enough though. It needed something 
more… Like most stories, it really came alive when one 
idea collided with another – a theme that resonated 
with me and that I hoped would resonate with others – 
"finding your voice."  
Chaplin grappled with voice his whole life. It may have 
been his defining creative anxiety. By the 1930s he was 
in danger of being eclipsed by the new technology of 
sound. Although he struggled with his voice and how it 
would work with the iconic alter-ego on which he’d build 
his fortune and fame, he was desperate to be heard.  
This internal conflict would be the engine for the story, 
which I called Charlot (Chaplin’s French nickname).  
It would be about the middle-aged superstar finding his 
voice, and how his experiences in Indochina would 
influence his transition from silent comedies to talkies. 
The writing went remarkably well. The project 
evolved from a feature script to a TV miniseries. The 
pilot script advanced to the finals in the BAFTA/Rocliffe 
new writing forum in the U.K., and was optioned by a 
production company. This was it! I was on my way. 
And then…tumbleweeds… The rights reverted to me.  
And I began to realize something: Charlie Chaplin is an 
icon of cinema, and I am a newbie writer without any 
credits. Who would trust such an untested writer with a 
project like this? Production companies liked the writing,   
 

THE WRITER’S PERSPECTIVE 

 Why Turn Your Screenplay into a Novel?  
  by Ian Masters 

Ian Masters and writing partner Jon 
Smith won the 2017 PAGE Bronze 
Prize for their historical drama 
Hidden. Ian has worked across Africa 
and Asia for over 20 years as a 
scriptwriter and creative consultant 
for BBC Media Action, for whom he 
wrote TV and radio dramas. His first 
produced feature, The Last Reel 
(2015), was Cambodia’s submission 
to the Academy Awards in 2014. In 
2018 he returned to the U.K., where 
he continues to write and work as an 
international script consultant from 
Somerset. Charlot is his first novel.  

 

https://www.amazon.com/Charlot-Ian-Masters/dp/1915310121
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I have a dear friend who, one day, asked me the most 
outrageous and absurd question that I have ever been 
asked about my screenwriting career. When he first 
asked me this question it sounded innocent, just a 
typical question that any aspiring screenwriter would 
ask a working professional about the business. But the 
more I thought about his question, the clearer it 
became that this dear friend had just (knowingly or 
unknowingly) insulted me. 
Before I continue, it’s important to keep in mind that the 
story I’m about to tell you took place years ago. Well 
before the current rise of AI and platforms like ChatGPT. 
Back when formatting and spell checking was the only 
help a screenwriter could expect from a computer.  
“How long does it take to get paid once you sell a 
screenplay?” That was it. That was his question. See 
what I mean? Doesn’t that sound innocent? 
So I answered him… “It depends on who you sell it to. 
Some studios take longer to pay than others. Smaller 
companies can take forever. It just depends.” 
My friend frowned. Not satisfied with my answer, he 
decided to push further. “Does it take weeks? Months? 
What’s the average?” 
“From the time I make the sale, about a month,” I said. 
I also added a few more details, like how the payments 
come in steps connected to rewrites and not in one 
lump sum. 
“And what’s the average amount a script could sell for?” 
he asked eagerly. “One hundred thousand? Two 
hundred grand? What?” 
Okay, it was at this point in our conversation that I 
began to suspect this was more than just an innocent 
inquiry about my pay schedule. “Why?” I asked. “Why 
do you want to know all this?” 
My dear, dear pal looked at me with the most sincere 
expression ever and said, oh-so-matter-of-factly…  
“I need to make some fast money, so I figured I’d just 
write a horror film or a comedy or something and sell  
it real quick.” 
I must have just stared at this dude for two minutes 
straight. No words, just an astounded stare. Like I said 
earlier, everything he asked sounded innocent… but this 
jerk had just spit in my face and in the face of the craft 
that I love so dearly. 
You need to know a little more about this sucker to 
understand the scope of his insult. He graduated from 
an Ivy League university. He teaches part time at 
another Ivy League school. He’s a decent screenwriter, 
but all of his specs were artsy, high-minded dramas that 
in my opinion were unsellable. Now are you beginning 
to see it? Here’s a translation of what Golden Boy was 
really saying to me: “If Dwayne, a college dropout, can 
sell so many horror and comedy screenplays, then me, 
an Ivy Leaguer, can easily do the exact same thing any 
time I want. All I have to do is lower myself to his level 
and I’m in the money.” 
See, he’s under the same delusion that a lot of wannabe 
screenwriters are also under. “Screenwriting is easy.  
It must be easy. Look at all the stupid movies that get 
made.  Anybody can write that crap.” Would my friend 
be asking me that nonsense if I was a brain surgeon,  
or a composer, or even a plumber? No! 
 

THE JUDGE’S P.O.V. 

This Just In: Screenwriting Is Hard 
 by Dwayne Alexander Smith 
 

So, has anyone with zero experience ever written a 
screenplay and sold it to a studio for big money? Well, 
there’s a report about a forest ranger who was struck by 
lightning seven times… so sure, anything’s possible. But 
here’s a tip: If you’re writing screenplays because you 
think it’s an easy way to get paid, you’re an idiot… 
Yes, yes, yes… anybody can write a screenplay. But not 
just anybody can write a good screenplay. Not just 
anybody can write a screenplay that can sell. Want to 
know why? Because screenwriting is a craft that takes 
years to learn and even longer to master.  
When I decided to become a screenwriter, back in the 
’90s, I also decided to study the best in the business. 
Every time a multi-million-dollar spec sale was 
announced in the trades I found a way to get my hands 
on a copy of the script. I wanted to read what the major 
studios were spending so much money on. I needed  
to understand what these screenplays had in common.  
And I wasn’t just focused on stories. I studied the 
various styles used to write these scripts. How the 
screenwriter conveyed tone and crafted a piece that  
was a breeze to read. I was determined to turn out a 
screenplay that matched these big specs exactly.  
When I finally made my first sale, my desk was 
surrounded by stacks of the screenplays that I had 
studied – relics of busting my ass for years to learn how 
to write something sellable.   
But, honestly, hard work still isn’t enough to make a 
sale. I’ve read many excellent screenplays, some by 
established writers, that simply did not sell. You also 
need luck. Your well-crafted script must somehow –
whether it’s through a contest, a query, an introduction 
by a friend of a friend, or by whatever miracle it 
happens – get in front of the right person. It must find 
its way to that producer/champion who’s willing to put 
his or her reputation on the line and usher your script 
through the gauntlet of studio execs looking for any 
reason to say “pass.” 
So, when I finally I stopped staring at my dear friend I 
calmly said, “If you need quick money, you better get 
yourself another plan because… Screenwriting is 
hard, you dumb f**k!” 
Three months later, he sold a horror spec for $750K  
and got signed to write Spielberg’s next movie. And  
if you believe that, I have an artsy, high-minded drama 
spec collecting dust in my desk drawer that I’m willing 
to sell you cheap. 
 

Dwayne Smith has worked as a 
professional screenwriter for 
Warner Bros., Lionsgate, 
Intermedia, Gold Circle and After 
Dark Films. He has represented 
the management firm Circle of 
Confusion at numerous 
screenwriting conferences and 
pitchfests, listening to hundreds 
of pitches and reading countless 
screenplays in search of new 
writing talent. Dwayne is also a 
NAACP Image Award winner for 
his first novel, Forty Acres.  
He’s been a Judge for the PAGE 
Awards since 2009. 
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When people ask me how I learned to write screenplays, I tell them about the 
classes I’ve taken and the helpful books I’ve read. I also tell them about my days 
as a film editor. When I was in film school at NYU, I took a lot of editing classes, 
cut a lot of projects and worked as an editor for a few years after graduation. 
Eventually, I decided to focus entirely on screenwriting, but the lessons I learned 
assembling raw footage and honing it into coherent narratives served me extremely 
well when I began creating screen stories from scratch. 
Editing taught me the importance of logic. At its core editing, like screenwriting,  
is about constructing a coherent narrative – something that is only possible if the 
components make sense. The story must unfold according to the rules established 
for the world it takes place in; the characters’ actions must be consistent with who 
they are and believable within the context of the script’s central dramatic situation; 
the cause-and-effect between scenes must make sense (if A logically leads to B,  
B logically leads to C, and so on); and all of the narrative elements must have  
some clear and demonstrable relationship to the story’s central theme.   
As a young writer, I used to love to pen what I used to call “grace notes” – scenes 
that didn’t advance the story but that I included solely to illuminate character or to 
provide atmosphere, showing off locations or establishing a mood. I loved these 
scenes – mostly characters staring wistfully at the stars (to show they had spirit) or 
playing piano when no one else is around (to show they have soul). Shots of ducks 
frolicking in ponds, reeds swaying in the breeze, montages of New York City waking 
up in the morning, and so on. What I did not realize at the time was that they were 
also pointless and boring. I figured this out when I began cutting films.  
As shot, movies are always far too long and must be pared down to a manageable 
length. To do this, anything that does not advance the narrative must be cut, 
including “grace notes.” This taught me to stop writing them, which made me a 
better writer. If I wanted to illuminate character or enhance mood and atmosphere 
I learned to do so in the context of scenes that advanced the story. 
Many new screenwriters (and I was certainly guilty of this when I was a newbie) 
write novelistically, using the action lines to write about a character’s inner 
thoughts and feelings. The problem, of course, is that none of these things can be 
photographed or recorded. All an editor has to work with are images and sound.  
In a scene in which a man is walking across a hotel lobby, the writer can go on and 
on about what the man is thinking or feeling or anticipating or realizing, but all the 
editor is going to have is a shot of a man walking. Cutting taught me to focus solely 
on the external – telling my stories using only images and sound – because that 
was the only way I was ever going to get my point across on screen. 
Every scene has a dramatic heart – the moment it makes the point it exists to 
make. Most writers tend to write up to and away from that moment – penning long 
lead-ins to the heart of the scene and long lead-outs from it. Often this material 
reads perfectly well in a script, but when I was editing I would almost always find 
that it was completely unnecessary and cut it. As a result, in my writing I now try 
to start all of my scenes as close to the heart of the scene as possible and end 
them as soon as possible after the point has been made. 
Drama is all about build. Starting from the inciting incident, a dramatic tale 
increases in momentum and intensity through the end-of-Act I twist, the Act II 
complications and rising stakes, the end-of-Act II crash, the beginning-of-Act III 
rally, and on into the final climax and resolution. As an editor, I learned to eliminate 
anything that would interfere with this build. It’s the main reason I am not a fan of 
flashbacks, dream sequences, and non-linear storytelling. Such devices interrupt 
the story’s natural flow. They have their uses of course, but it must be worth the 
damage they do to the narrative build, and for me that’s rarely the case. 
I also learned to keep dialogue to a minimum. No matter how well written it is,  
it’s very difficult to make endless shots of people flapping their gums visually 
interesting. As an editor, I would usually get around this problem by cutting any 
dialogue that wasn’t absolutely essential to getting the point of the scene across. 
And as a writer, since I now know that any excessive dialogue will be cut, I make 
sure to keep my dialogue as tight as possible. 
Editing is a ruthless process – you have to cut anything extraneous or that doesn’t 
work or the film won’t be successful. To do this, you must be completely clear-eyed 
and honest with yourself about the material. The same is true in screenwriting. I no 
longer have any hesitation about trimming the fat. Because if I don’t, someone else 
will, and when it comes to my writing I’d rather be the one calling the shots. 
Editing is frequently referred to as the writing of the script’s final draft. If you can 
also think of writing as the first cut of the finished film, you’re off to a good start. 
 
Copyright © 2015/2023 by Ray Morton 
All Rights Reserved 
 
 

  

 

 

 

 

 

 

 

Ray Morton is a writer  
and a script consultant.  
He was formerly a senior 
writer for Script magazine 
and 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.  

 

 

SCRIPT NOTES 

Cutting Remarks 
 by Ray Morton 

 

 
 
 
 
 
 

http://www.writersstore.com/trubys-great-screenwriting?utm_source=linkconnector&utm_medium=affiliate&cid=54170
mailto:ray@raymorton.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
https://scriptmag.com/
https://virtualpitchfest.com/
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READER’S QUESTION: 
I’m unsure about how to create slug lines for scenes that take place at  
a condominium tower in Miami. First, I wrote the establishing shot and 
then immediately cut to inside the tower: 

EXT. – MIAMI, CONDO TOWER - NIGHT 

INT. – MIAMI, CONDO TOWER – NIGHT 

Action description. 

Is this correct? 

DAVE’S ANSWER: 
Not exactly. Since “Miami” is the overall geographical location in your 
first scene heading, you could put it in parentheses, use it as the primary 
(master) location, or include it as an adjective. Here are examples of all 
three methods correctly formatted: 

EXT. CONDOMINIUM TOWER (MIAMI) – NIGHT 

EXT. MIAMI – CONDOMINIUM TOWER – NIGHT 

EXT. MIAMI CONDOMINIUM TOWER – NIGHT 

In the second example, notice that the master location (MIAMI) is 
separated from the secondary location with a dash, not a comma. 
Always follow a scene heading with some narrative description (action), 
with rare exceptions. In this case, you could write something like the 
following after the initial EXTERIOR scene heading: 

The bright sun shines on a modern high-rise. 

Regarding your INTERIOR (INT.) scene heading, since Miami is not an 
INTERIOR location, don’t use the second example in your question (with 
Miami as the primary or master location). The following two examples 
are technically correct, with the second using Miami as an adjective: 

INT. CONDOMINIUM TOWER (MIAMI) – NIGHT 

INT. MIAMI CONDOMINIUM TOWER – NIGHT 

However, there is a better way. Since MIAMI is established as the overall 
geographical location in the first (EXTERIOR) scene heading, you don’t 
need to mention MIAMI in the second (INTERIOR) scene heading. Thus, 
the following would be a cleaner, better choice for the second scene: 

INT. CONDOMINIUM TOWER – NIGHT 

Additionally, since this scene heading follows the previous one without 
any jump in time, NIGHT should either be replaced with CONTINUOUS 
or, because that’s obvious, you could simply leave it out of the scene 
heading. Thus, both of the following options are correct: 

INT. CONDOMINIUM TOWER – CONTINUOUS 

INT. CONDOMINIUM TOWER 

There, I’ve taken you through my thought process on scene headings.  
In summary, here is one of many ways to format your scene. Since the 
first heading focuses on the condo tower and not on the city of Miami,  
I have chosen the EXTERIOR scene heading that does just that.   

EXT. CONDOMINIUM TOWER (MIAMI) – NIGHT 

The bright sun shines on a modern high-rise. 

INT. CONDOMINIUM TOWER 

Good luck and keep writing! 
 

Phone Calls, Video Chat and Voice Over 
by Dave Trottier 

 

Dave Trottier’s 

“The Screenwriter’s 
Bible” 

Fully updated seventh 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! 

 
 

 

 

 

 

 

 

 

 

 

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.  

 

 

Scene Headings, Step by Step 
by Dave Trottier 

SPEC WRITING TIPS 

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 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. 

INDUSTRY INSIDER 

What Are Reps Really Looking For?  
by Lee Jessup 

The other day, during a coaching session, one of my writers asked me, “What 
are reps really looking for?” While this may seem like a simple question, the 
answer might not be quite as straightforward as you might think. 
Of course, there is a simple, somewhat amorphous answer: Reps are looking 
for great writers. But that can mean a lot of different things. So instead of 
leaving you with that highly non-specific answer, let’s unpack this seemingly 
simple statement and consider all the things that “great writer” could mean. 
First of all, and most immediately, “great writer” means great writing, of 
course. And great writing has to show up on the page, in a complete story (be 
it a screenplay or a pilot) that makes its readers care. 
On this general topic literary manager Lee Stobby told me, “I think that a lot 
of writers don’t think enough about ‘oh, I have a good idea; it’s a B+ idea, but 
that’s OK, that’ll be enough.’ No. I can’t do anything with a B+. I can’t do 
anything with an 8 out of 10. I don’t think anyone in Hollywood can. There’s 
no marketplace in Hollywood anymore for scripts that are ‘fine’.” 
Over the years, I’ve encountered many a writer who told me, “I would be 
great in a writers’ room.” Or, “I could write a screenplay that’s so much better 
than that one.” Or, “I know I can write a great pilot.” To be the sort of writer 
that reps are looking for, you have to actually prove it on the page. 
So, what are reps looking to see on the page when considering a writer for 
potential representation? 
A unique, interesting idea. Something they’ve never seen before, or a new 
angle or take on an oft-visited story. The one thing they don’t want the 
material to be? Derivative.  
Great execution. In today’s industry, even an A+ idea may not be enough. 
For a new writer to surface, it’s going to be just as much about the execution 
of the material on the page as it is about the idea at its heart. 
Mastery of craft, structure, and standards. Reps and execs get excited 
when they read something written by a hand that displays in every sentence, 
scene, and sequence the scribe’s understanding of the craft. This is not to say 
that the material has to follow every Save the Cat rule, or adhere to every 
guideline provided by Robert McKee. But if screenwriting rules are broken, 
they are broken most effectively by someone who clearly knows what she is 
doing, and you can sense that on the page from a mile away.  
Great characters and dialogue. Reps look for unique characters who leap 
off the page and punchy dialogue specific to each character, in which the 
writer manages to craftily tell us a lot without using too many words.  
Voice. While “voice” remains hard to define, it’s undeniable on the page. 
There are some writers whose voice is so specific I could recognize it with 
ease. It offers a unique point of view to the storytelling process.  
Emotional resonance. This is about moving the reader. Making them feel 
something through the read. You do that, and you will likely get some 
industry interest. 
However, in today’s industry, it’s not just about what’s on the page. After all, 
studios, production companies, TV networks, streamers, and show runners get 
in business with writers as people, not just their script. Perhaps The Cartel’s 
Head of Literary & Television, Evan Corday, put it best when she told me: 
“There are 50,000 completely talented, fine writers, but it’s 1% of that group 
that are gonna rise to the top because they have it all. Because they have  
the voice, because they have the talent, because they have the drive, and 
because they keep being in a room where people want to be with them. When 
you read them and meet them you’re like, ‘I gotta work with that person!’”  
What Evan is referring to is what has become known as being “good in a 
room.” It requires having your personal narrative down pat, knowing your 
brand, understanding the industry and how it works, and being able to talk 
about a lot more than just your writing. 
If a rep wants to take the time to meet with you, that means they like your 
writing. The meeting itself is to suss out whether they want to work with you, 
and if they feel comfortable putting you in a room with their friends in the 
executive sector. If a rep likes you and connects with you, they will be excited 
to start introducing you to the town and getting you out there! 

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 Getting repped or staffed 
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://leejessup.com/shop/books/breaking-in-tales-from-the-screenwriting-trenches/
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CAREER OPPORTUNITIES 

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 pitch your script 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 Faith-Based  
and Family-Friendly Scripts 

We are looking for faith-based and family-friendly 
scripts. We strongly prefer Christmas scripts and  
female-led scripts, but this is not required to submit.  
At this time, we’re not considering fantasy, broad 
comedies, or historical/biblical scripts. All projects 
submitted must be TV-friendly (no bad language, etc.). 

Budget $1M. Both WGA and non-WGA writers may submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: x76r7pdmgq 

      ******* 

Company B: Seeking Supernatural  
Scripts With Unexpected Twists 

We are looking for supernatural scripts that have 
unexpected twists. Some comps for projects we like 
include Talk to Me, Evil Dead Rise, The Shining,  
The Haunting of Hill House and Sinister. 

Budget TBD, but low. 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: 8p4bw57jyv 

      ******* 

Company C: Seeking Low-Budget  
Comedy Scripts 

We are looking for low-budget comedy scripts from  
writers with no produced credits to date. 

Budget TBD, but low. Non-WGA writers only, please. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: pr9mu3gpwp 
 
 

 
 
 
 

Submit Your Scripts 
to Producers 
 

 

 

 

 

Sign Up for an InkTip Pro Membership 
Pitch to 6+ Script Requests Each Week! 

Not only does an InkTip Pro Membership allow you to pitch  
to our vetted roster of industry professionals every week, you  
can host your script on the site where producers search for  
new material every day.  

https://www.inktip.com/inktippro_membership.php 

 

 

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

 

  

https://www.nostosscreenwritingretreats.com/
https://www.stage32.com/welcome/
https://www.filmarkethub.com/
https://www.roadmapwriters.com
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