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Letter From the Editor 
PAGE Awards Quarter-Finalists will be announced July 15! As 
our contest grows, for many screenwriters this has become 
one of the most anticipated days of the year. If you entered in 
2024, we hope you get the boost this honor brings. And even 
if your script doesn’t land on the QF list this year, congrats on 
taking action to advance your screenwriting career!  
Exciting news for those of you who’ve written short film 
scripts: The PAGE Awards is partnering with Stowe Story Labs 
on a new $50,000 Short Film Grant! The Final Deadline to 

apply for the grant is July 22, so act now. Use the promo code SSLPAGE24 to receive 
a 15% discount off your entry fee! 
We’ve got some great beach reading for you in this issue of the LOGLINE eZine. The 
McCray brothers, winners of the 2023 PAGE Bronze Prize for Science Fiction, tout the 
merits of writing as a team. PAGE Judge Dan Benamor details the rigorous approach 
to dialogue taken by top screenwriters. Analyst Ray Morton lays out what will make 
your script truly “commercial.” Our in-house format whiz, Dave Trottier, shares some 
of the most unfortunate but amusing errors he’s seen screenwriters make. Career 
coach Lee Jessup explains why you’re probably not ready to seek out an agent. And 
as usual we wrap up with three “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  The indie drama Inheritance, co-written by 2015 PAGE Silver Prize winner Rachel 
Noll James, premiered to rave reviews at the Dances With Films festival on June 21. 
Rachel also stars in the movie, along with co-author Austin Highsmith Garces, Wes 
Brown and Chris Mulkey. Inheritance was directed by Emily Moss Wilson and 
produced by Emergence Films. Emergence also produced Rachel’s sci-fi feature 
Ingress, which was released in 2023. And her PAGE Award-winning family film  
The Storyteller, co-written by Joe Crump, was produced in 2018 by Dancing Spirit 
Productions. Honored with several festival wins, including the Audience Choice Award  
at the Heartland Film Festival, The Storyteller is now available on Amazon Prime.  
u  2008 Gold Prize winner VJ Boyd is currently working as executive producer and 
showrunner on the new Netflix psycho-thriller The Madness. This eight-episode mini-
series is being produced by Chernin Entertainment and stars Colman Domingo and 
Marsha Stephanie Blake. Previously, VJ was a writer and producer on the TV series 
Justified (FX), The Player (NBC), Lincoln Rhyme: Hunt for the Bone Collector 
(NBC), and S.W.A.T. (CBS).  He is represented by Grandview and WME. 
u  2013 Gold Prize winner John Thomas Kelley is currently working as a showrunner 
and writer on the episodic horror anthology Tales From the Void, adapted from  
the most viral and haunting stories told in the Reddit NoSleep community. The series  
is being produced by Envoi Entertainment and is set to debut this fall on Screambox. 
John is represented by Fictional Entity. 
u  The indie thriller Something of a Monster, co-written by 2009 Silver Prize winner 
Christian Missonak and directed by Brandon Duncan, is now filming in upstate New 
York. Christian also stars in the movie, alongside Ashley Bacon, Ameerah Briggs, and 
Samuel Dunning.  
u  The action comedy The Lost Guitar, co-written by 2022 Gold Prize winner Jessica 
Jiji, is now in pre-production. The movie is being produced by LFL Productions & 
Landanorama. Jennifer Plotzke, Dan Gregory, and Edward Crawford are attached  
to star. 

2024 PAGE Quarter-Finalists Announced July 15 

 

 

http://pageawards.com/
https://stowestorylabs.org/short-film-production-grant
https://pageawards.com/resources/script-services/
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contribute to the partnership. Well, there was one pretty 
big issue with this. Remember a few paragraphs ago 
when I said “it starts with listening ”? Truer words have 
never been spoken for the McCray brothers. Kent has a 
progressively deteriorating eye condition that erodes his 
central vision. He is physically unable to read the words 
on the page or onscreen. 
So we purchased screenwriting books and I spent hours 
upon hours reading the books aloud to Kent. We were 
partners learning together – and learning together 
opens up a world of possibilities. People don’t all intake 
information in the same manner, and Kent’s synthesis of 
the information derived from these books was different 
from mine, which led to conversations, which built more 
trust, which led to better writing. 
Now it was time to graduate from brothers who did this 
screenwriting thing as a way to spend time together to 
writing partners hell-bent on telling the best possible 
stories.  
Lesson #4: Check your ego; the best idea wins. 
One great way to take your script to the next level is to 
act it out! Create character voices. Fully live the script. 
In our partnership, I play the role of actor while Kent 
listens intently to the dialogue, zeroes in on the pacing, 
and identifies when our writing serves the story instead 
of the characters. This leads to discussions about 
creative choices, “This seems cliché.”  “How can we set 
this up earlier?”  “Why is that car flying?” One writer 
performs, while the other studies every detail, listening 
for the slightest whiff of screenplay-derailing BS. No ego 
involved. It’s all about serving the screenplay. 
And here’s another benefit of working with a writing 
partner… If you’re lucky enough to get your screenplays 
in front of managers, production companies, and 
studios, the first thing they want you to do is to 
collaborate. That’s how movies get made. Well, guess 
what? As part of a writing team you’re already an expert 
at this. So you can kill your darlings in the development 
process and never look back, because you’ve already 
been through hell with your partner. 
Long story short, if you’ve found yourself stuck in a 
creative rut and haven’t overcome your writing blind 
spots, consider working with a writing partner. Be 
selective. Be honest with each other on what is and isn’t 
working. Will your writing journey unfold the same as 
ours? Perhaps. Perhaps not. But working with a partner 
could be the missing ingredient to take your writing to 
the next level. 
 

 

For us, writing with a partner comes down to one word. 
Are you thinking “compromise”? If so, you’re close, but 
that’s not quite it. 
TRUST is the key to a successful writing partnership.  
As proof of this, I will tell you that I, Curt McCray, have 
already hijacked this article. <<RECORD SCRATCH>> 
That’s right, this is an article about partnership written 
by one member of a writing team. But here’s the deal: 
my writing partner and older brother, Kent, has 
complete trust that our story will be represented here. 
How is this trust possible? Well, let’s just say it starts 
with listening, but more on that a little later. 
Our writing journey started out as a solo act. In college 
I blasted out my first screenplay, earned an A+, and 
was ready to jump right into my next project. “Hey, if 
the first one was so easy, how hard could the second 
one be?”  Want to know how hard? I never wrote 
another screenplay on my own. One screenplay and 
I was toast.  
It was around this time Kent expressed an interest in 
writing together. “Great idea!”  I thought. “We’ve done 
everything together from sports to music. This is the 
solution!”  Only, it wasn’t. At least not at first. Because 
we hadn’t yet earned each other’s trust as writers.  
“Who was Kent to tell me what should be included in 
the script? I had already written one all on my own!”  
We had several lessons we needed to learn in order to 
make our partnership work… 
Lesson #1: Write with someone who balances 
your strengths and weaknesses. If you’re 
considering a writing partnership, here’s the first thing 
you need to understand: it’s a balancing act. 
All writers — and really anyone who pours passion into 
a creative field — will encounter an inevitable 
antagonist: self-doubt. Solo writers have to fend off 
every component of self-doubt on their own, but if you 
write with a partner who balances your unique skill set, 
you just leveled up and enabled a writing superpower. 
Your partner has skills you don’t. Your partner is your 
support system, your therapist, and also your 
constructive critic. Imagine alleviating half of your self-
doubt just by building trust with another writer.  
The next thing we needed to learn? 
Lesson #2: Define your roles. If it were up to me, 
every story would have flying cars, talking trees, and 
nothing would be grounded in reality. Kent’s mind is 
extremely analytical. When we were kids, Kent 
disproved the existence of my imaginary friend. (I still 
miss “Popcorn” to this day.) When defining our writing 
roles, it became clear that Kent’s passion for building a 
strong structural foundation was the key to allowing my 
creativity to flourish. We liken it to a coloring book. 
Before we defined our roles, we were just coloring a 
blank page together, however we saw fit. But once Kent 
was able to build the foundation and draw the outline,  
I was able to see the picture and color it accordingly.  
Our writing took a considerable jump at this point.  
We developed more complex stories with strong set-ups 
and pay-offs. And our screenplays were starting to get 
noticed! However, we knew we weren’t yet living up to 
our full potential, which led us to… 
Lesson #3: Learn together. Kent has a thirst for 
knowledge, and he realized he needed to learn more to 

THE WRITER’S PERSPECTIVE 

 Overcoming Your Blind Spots: The Power of Partnership  
  by Curt McCray & Kent McCray 

 

 

 

 

 

The McCray brothers won the 2023 PAGE Bronze Prize in Science 
Fiction for their screenplay Scavenge. This recognition led to 
signing with Joe Riley at Zero Gravity Management, where they  
are now actively engaged on a handful of scripts. In their 
downtime, the Arizona-based brothers play music in a rock band, 
Denial Method. They are die-hard Arizona Cardinals fans. 
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In a screenplay, weak lines of dialogue are the 
proverbial “turds in a punchbowl.” Even if everything 
else flows beautifully in your script, your reader will not 
be able to appreciate it if your dialogue stinks.  
Unfortunately, weak dialogue is a common problem in 
newer writers’ screenplays. The good news is that it can 
be fixed – though doing so may require slightly rewiring 
your brain. 
The difficult (but not impossible) challenge of writing 
great movie or TV dialogue is to be crystal clear, without 
your characters ever saying exactly what they mean.  
For example, early in the movie Ghost  Molly (Demi 
Moore) tells Sam (Patrick Swayze) that she loves him, 
and he says “Ditto.” Then, when she doesn’t believe 
he’s come back as a ghost and he needs to prove it  
to her, he doesn’t tell her his Social Security number.  
He doesn’t say, “Please believe me, it’s really me, I am 
your husband that you love.”  
What does he say? “Ditto.” 
The task when writing dialogue is to continually ask 
yourself, “Is this how actual flesh-and-blood human 
beings speak?” When applying this test to your 
dialogue, you may find that it becomes extremely 
challenging to also communicate expository plot 
information – or really any information. It requires a  
lot of thought, and likely some walking around talking  
to yourself. 
Good! It should be hard. That means you’re doing it 
right. The high-wire act of being a screenwriter is to get 
across the information you need the audience to know 
without ever violating the reality of your story world or 
your characters in the process.  
Now, you may think, “Hey, my dialogue’s way better 
than what’s in that piece of junk movie playing down 
the street!” And you know what? It might be. You very 
well could be correct. But chances are that “piece of 
junk” movie started out as an excellent script by a 
veteran screenwriter who spent 10-20 years perfecting 
their craft, only for it to be ruined during production  
by notes from the director’s yoga teacher. So it goes  
in this business. 
It is impossible to overstate the difficulty of this 
profession. In terms of the number of people who want 
to write screenplays vs. the number of people who 
make a real living at it, screenwriting is as competitive 
and difficult to break into as the NBA, NFL, or any other 
professional sports league. It’s not a top 1% business. 
It’s a top 0.5% business. That’s why every line of 
dialogue is so important. Because tone-deaf dialogue 
that violates the reality of your story and characters will 
immediately kick industry readers out of the story, and 
kick you out of that top 0.5%.  
To illustrate this point, let’s look at the first page of the 
Oscar-winning screenplay for the film Spotlight. 
A quiet, cold winter night. OLDER COP emerges from an 
interview room, walks down a long hall and reaches the 
front desk. YOUNG COP looks to him, curious, as he 
lights a cigarette. “How’s that going?” Older Cop says, 
“The mother’s bawling and the uncle’s pissed off.” 
Young Cop asks, “She’s not married?” Older Cop replies, 
“Divorced with four kids. I guess Father was helping 
out.” Young Cop wonders aloud… “Helping out?” Older 
Cop shrugs.  
 

THE JUDGE’S P.O.V. 

Let’s Talk About Dialogue 
 by Dan Benamor 
 

What have we learned? Everything here is in what’s 
unsaid. Every single word of this scene is loaded with 
information. Yet few words are even spoken. It’s all 
subtext. If your dialogue has no subtext, that’s a red 
flag. The meat of your dialogue should live in the 
subtext, not the text. 
When Young Cop asks, “How’s that going?” he’s actually 
asking how the family is handling the discovery that a 
priest was abusing a child. That’s alluded to by Older 
Cop’s response about the mother and the uncle. The 
question about the mother being married is not 
accidental, either. Later in the film, the journalists of the 
Spotlight team discover that the abusive priests 
specifically targeted children from broken homes, 
children whose fathers were not around, and so on. 
When Young Cop asks, “Helping out?” it sets a recurring 
trend for the movie. Everyone speaks in coded language 
about this issue. The coded language bizarrely softens 
it. No one wants to talk about this. 
Later in the film, a victim of abuse, Patrick, asks one of 
the reporters, “You really want to hear this shit?” And 
the reporter, played by Mark Ruffalo, replies, “Yeah, 
Patrick. I do.”  
Such simple words. But they echo like rolling thunder. 
By the time the reporter says that, we as the audience 
fully understand the power of someone who’s in a 
position to do something and cares enough to demand 
attention on this issue. The journalists want to talk 
about it. Not in code. Not shrugging it off, as Older Cop 
does on the first page.  
And to that point, the first page concludes with a man 
simply named “Burke” entering the police station. Older 
Cop clearly knows him. He’s a fixer of sorts for the 
church. Burke asks if there was any press. Older Cop 
replies, “Some guy from the Citizen, but we sent him 
away. None of the big papers.” 
Does any of this not sound like how a human being 
would speak? Is any of it flowery, on-the-nose, or 
unrealistic in any way? No. Yet, can you begin to 
understand what’s going on? Yes. That’s subtext.  
What’s not said is the real conversation happening. 
This is all on page one. The first page’s dialogue sets up 
the whole movie. It’s not a coincidence that this script 
won an Oscar. 
As you write more and more screenplays, you may 
notice your speed of dialogue writing slows. That’s a 
good thing. It means you’re challenging yourself. And 
that’s what the top 0.5% of writers do.  
 

Dan Benamor has worked as a 
development executive on over a 
dozen produced feature films, 
collaborating with many Academy 
Award-nominated actors. As an 
executive he has developed 
features that premiered at 
prestigious film festivals and were 
sold and distributed all over the 
world. Also a professional 
screenwriter himself, Dan has 
written many independent features 
that have been produced, and he 
has also worked as a staff writer  
on the Netflix Original Series  
Roman Empire.  
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“So, what do I have to do to guarantee that my script will sell?” 
This is one of the questions I am most frequently asked by aspiring writers. It is 
also one that is almost impossible to answer. Even if a script is perfect in every 
way, there are too many variables in the marketplace that are impossible to 
predict, anticipate, or provide for. However, there are definitely things you can  
do to maximize your script’s marketplace appeal. 
The first thing you can do is to be realistic about the kinds of scripts that actually 
sell. Most spec sales are for mainstream fare. The more idiosyncratic films released 
by independent companies usually originate with the creative people who make 
those films – an auteur director who has written his/her own script, a producer  
who has developed an original idea with a writer, etc. They do not usually originate 
with spec scripts bought on the open market. Therefore, the first thing you can  
do to increase your script’s commercial potential is to write something that has 
mainstream appeal. And when you are talking about mainstream, you are mostly 
talking about genre. 
By definition (in cinematic terms, anyway), genre means a familiar type of story 
told in a familiar way. When people go to see a genre picture, they have a 
reasonable idea of the kind of experience they’re in for. The genre should either  
be a currently popular one or a dormant one that has proven to be popular in the 
past and is ready to be revived.  
The next thing you can do is to fine-tune the various individual elements of your 
script to give them as much commercial appeal as possible within that genre.  
First, your premise needs to have a very strong “hook” – a jumping-off point for  
a story that can grab an audience and pull them in (hence the term “hook”).  
For example: a man gets bitten by a radioactive arachnid and gains the powers  
of a spider; a kid learns he can see dead people; an alien gets stranded on Earth.  
Second, your plot should fulfill genre expectations. All stories in a specific genre 
have certain conventions or elements that are specific to that genre. If your story 
doesn’t have those elements, then it doesn’t belong to that genre. Make sure that 
you work these elements into your script in some way (either by employing them 
directly, twisting them, or finding some clever way of subverting them). If you do, 
then the potential buyer will feel assured that the film will meet the audience’s 
expectations.  
Your plot should have four or five solid set pieces that are appropriate for the 
genre you are working in. It should be well paced and have a reasonably happy or 
hopeful ending. Writers and directors love downbeat endings, but producers don’t 
because they think audiences don’t (and they’re usually right). The purists out 
there among us may cringe, but the truth is that if you end your script on a down 
note, you’re going to have a lot harder time making a sale.  
There has to be something about your characters – a peculiar quirk or trait, a 
trademark piece of behavior, a colorful backstory – that grabs our attention and 
fascinates us. They don’t have to be likeable, but they should be sympathetic or 
at least understandable.  
Your lead characters also need to be castable. These days, the single most 
important factor in getting a movie off the ground is the participation of a star 
actor. That means you have to write parts that can be played by actors that are 
currently considered hot. The trick, of course, is that you can’t make the character 
so specific that it can only be played by one actor, because if that actor isn’t 
available, then your script will be unproduceable and no one will want to buy it. 
You have to write characters specific enough to match the pool, but generic 
enough that producers can cast the role in different ways. 
Your dialogue should be sharp, clever, and witty. It should sound lifelike and it 
should be brief. Do not have characters give speeches that go on for pages and 
pages. Nobody in real life talks like that and all it does is bore the heck out of 
people. Most importantly, don’t let your dialogue get bogged down in exposition.  
Finally, make sure your writing is crisp and brisk. Nobody needs you to describe 
every little detail of the sets, lighting, or camera movement. The writing should 
have wit and style, but try to avoid the stream-of-conscious smart-assing favored 
by some aspiring writers these days – it’s annoying and can turn your buyer off. 
Description should be cinematic and visual. Above all, it should be clear. We should 
always have a really good idea of what’s going on and why. 
Get all of that right and you have a commercial screenplay. There’s no guarantee  
of a sale, but your odds have gone up substantially. 

  

 

 

 

 

 

 

 

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 
both for producers and 
individual writers.  

You may contact Ray at 
ray@raymorton.com and 
follow him on X (formerly 
Twitter) at @RayMorton1.  

 

 

SCRIPT NOTES 

Commercial Considerations 
 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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I’ve read a gazillion screenplays over the years, and these are six of the most 
common clichés and glaring goofs I’ve encountered, as well as a bonus blunder 
I see in too many queries. Have you made any of these mistakes before? 
1. The first scene in the screenplay is a dream. Then the character sits 
“bolt upright” in his or her bed! This is such a cliché that Naked Gun 33 1/3 
opens with it. It stands to reason that if it was a cliché then, it certainly is now.  
2. Not exploiting your script’s strengths. You’ve heard the expression 
show, don’t tell. Let’s add a corollary to that: Recognize cinematic moments.  
For example, I’ve read a four-page dialogue scene where the characters 
discussed what they had done and what they were going to do. Those four 
pages were followed by the following line:  
A raging gun battle ensues. Martinelli is eventually killed.  

Riveting, isn’t it? Somehow, I think the reader would like to see more details  
of this cinematic moment and get a little less recap and planning in dialogue.  
At the very least, we’d like to know who killed Martinelli. How was it done?  
How did the action build? Was Martinelli killed over a bottle of sparkling cider?  
3. Descriptions of things that cannot appear on the movie screen.  
John knew what he had to do but he recalled the words of his 
aging mother, which made him hesitate. 

John’s thoughts, memories, and inner turmoil don’t translate to the screen.  
Instead, describe actions, gestures, facial expressions, and sounds that help 
communicate to the reader what is going on inside of John.  
4. Overwritten description. Here’s an example:  
The gym is littered with food wrappers, leftover hot dogs and 
tacos, gym clothes, and other debris. It looks like no one has 
cleaned it in over a month. It is truly a mess.  

The “revision” below is taken directly from the Rocky screenplay. 
The gym looked like a garbage can turned inside out.  

Less is more. 
5. Poor scene headings. For example, no location is identified below:  
EXT. CHRISTMAS MORNING – DAY  

Another example is a secondary heading that doesn’t logically follow the master 
scene heading:  
EXT. SWAMP – DAY 

Larry trudges out of the swamp. 

BATHROOM 

Larry washes his face at the sink. 

How can a bathroom be part of a swamp, and how did we get from an exterior 
shot to an interior shot?  
Finally, I often see too much description in scene headings. For example:  
EXT. WINDY NIGHT WITH PALE MOON SHINING THROUGH TREE BRANCHES IN 
THE DARK WOODS  

That should actually be written as follows:  
EXT. WOODS – NIGHT 

Save the description for the description section of your script.  
6. Character intro clichés, like “ruggedly handsome.” If your character is 
ruggedly handsome, let him prove it with his rugged actions.  
Bonus Blunder: query clichés. For example, “Suzie confronts her demons.”  
There must be a lot of demons out there, because they are constantly being 
confronted in query letters. And query letters are not the only place. In writing 
this personal confession, I have attempted to confront my own demons. But oh, 
the nightmares continue...  
CUT TO: Dave, ruggedly handsome, awakens bolt upright in his bed.  

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.  

 

 

Six Common Clichés and Glaring Goofs 
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 

No, You Don’t Need an Agent (Yet) 
by Lee Jessup 

One of the questions that I am asked most often – second only to “how do  
I sell my screenplay?” – is “how do I get an agent?” 
My response: If you are a writer just starting out, you are not getting an 
agent. At least, not a bona fide industry agent. In all likelihood, it’s just not 
going to happen. So stop looking. Literary agents are, for the most part, not 
looking for you. Yet. Not at this stage of your screenwriting journey.  
Now before anyone jumps to conclusions that this is one of those “you can’t 
get repped, you can’t break in, stop trying and walk away from the whole 
thing” diatribes, this is not about that. My job is a testament to the fact that 
new screenwriters break in every day. My heart has always been with writers 
breaking in, and I am proud to tell you that my job is a very happy one. So  
let me be clear: You can get repped. You can build a screenwriting career. 
But, in all likelihood, that journey is not going to start with an agent.  
What do I mean? Let me explain:  
Agents are in the “incoming call” business – meaning, fielding calls with offers 
of business from producers, executives, and showrunners. So if you don’t yet 
have credits, have not staffed on a TV show or done industry OWA’s, if you 
have no tangible traction in the professional space such as a placement on 
The Black List (the list, not the website), and certainly if you don’t yet have a 
literary manager, in all likelihood a literary agent is not going to look to sign 
you. For most agents, you are not far enough along in your pursuit of your 
screenwriting career just yet. 
Let’s break down the agenting landscape:  
First, we have our Top 3 agencies (which used to be the Top 4 before CAA 
and ICM consolidated). CAA, WME, and UTA are always jockeying for position. 
Agents in these agencies (and in the tier below) are often able to make their 
names and keep their jobs by consistently meeting sales goals, which means 
one thing: booking revenue. And revenue is most consistently booked for 
writers who have booked revenue before. So even if a junior agent at one of 
these institutions shows interest in you, before you’ve broken in and started 
earning income they are just not incentivized to work for you.  
Looking past the Top 3 we have the next tier of 4-10 or 5-12 agencies, 
depending on the moment in which you are looking at the landscape. 
(Agencies come and go, and things change constantly.) These mid-level 
companies include Verve, Gersh, APA, Paradigm, and Innovative, to name a 
few. They too are usually in the business of signing writers who have already 
gained some traction in their screenwriting career; though there are 
exceptions such as Verve’s David Boxerbaum who has, in his storied career, 
plucked a few writers out of obscurity.  
These mid-levels are followed by a slew of smaller boutique agencies, which 
often feature promising, upwardly mobile agents with their sights set on 
moving up to mid-level or top agencies later in their careers. As such, they’re 
also focused on signing writers who are already booking work. 
So, while there is an exception to every rule in this industry, most agents will 
not sign writers until their career is off and running – at which point they will 
be pursued by agents eager to bring those writers to their lists.  
When I look back at my working writers’ paths to signing with agents, it 
usually happens through an introduction from a manager. Maybe the writer 
first connected with the manager via online pitches or a query. Perhaps the 
manager discovered the writer via a screenwriting competition or fellowship. 
Either way, the manager then worked with the writer to prepare them and 
their work for the professional space. Then, when the time was right, the 
manager approached an agent on his/her client’s behalf. And even then, 
getting signed by an agency is not guaranteed – and often not necessary.  
It’s not uncommon for a manager to champion a screenwriter’s career on their 
own, until the writer is well positioned to bring an agent onto their team.  
So let’s ask that question again: “How do I get a literary agent?”  
If you don’t yet have bona fide industry credits or traction, an agent is not 
what you should be looking for. In order to begin building your screenwriting 
career, look for a passionate, hard-working manager first, as those are the 
representatives best positioned to help you move your screenwriting career 
forward in its early stages.  
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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! 
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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 Action Scripts 

We are looking for action scripts, specifically either 
martial arts or gunfighting (e.g., gangster scripts). 

Budget $2M max. Both WGA and non-WGA writers OK. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: 81sc0jbahu 

      ******* 

Company B: Seeking Biker Gang Scripts 

We are looking for stories about biker gangs, specifically 
scripts that feature a character trying to leave the gang, 
but any that feature biker gangs will be considered. 

Budget TBD. 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: dwsks77z2f 

      ******* 

Company C: Seeking Contained Thrillers  
About Small-Town Vengeance 

We are looking for thriller scripts set in modern times 
(no period pieces, please) that are about rural/small-
town vengeance, where bad elements come to town and 
the lawmen/residents/powers-that-be are pushed to 
their limits and have to fight back. 

Budget TBD. 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: akzwndxy7f 
 
 

 
 
 
 

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. Additional benefits include housing all 
your scripts in the script library, access to exclusive articles, free 
entry into our seasonal Pitch to Page screenwriting contest, and 
much more.  

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

 

  

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