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Letter From the Editor 
It’s that time of year: The 2023 PAGE Awards Finalists will be 
announced on September 15th! This will be a big moment in 
the early careers of these scribes, and we can’t wait to share 
the good news. If you’ve made it this far, congratulations on  
a great achievement. And if you’re working on a project that 
you’d like to submit next year, keep in mind that we’ll begin 
accepting entries for 2024 on December 1st. 
To keep refining your work, take advantage of our Summer 
Script Services Sale ($20 off with Promo Code SUMMER23), 
which ends on Monday, Sept. 4th. Hopefully you’ve seen this 

in time to save a little money, but even without the discount our analysts’ input is 
invaluable. Our PAGE Judges will help you get your script ready to wow readers! 
In this autumn edition of the LOGLINE eZine, 2020 PAGE Bronze Prize winner Mark 
Keavney lists what he learned about writing by seeing his spec produced. PAGE Judge 
Nick Sita provides a checklist for what Act I of your script must accomplish. Analyst 
Ray Morton explains exactly how much exposition you want in your script. Format 
guru and analyst Dave Trottier puts your flashback to the test – is it worthy of 
inclusion? Career coach Lee Jessup supports the WGA strike but shares a silver lining 
for unrepresented scribes. And, as always, we conclude with a triple shot 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  My Dead Friend Zoe, a dark dramedy co-written by 2021 PAGE Grand Prize 
winner A.J. Bermudez, has completed filming and is now in post. Produced by Legion M, 
Radiant Media and ReCre8 Entertainment, the movie was co-written and directed by 
Kyle Hausmann-Stokes, based on his personal experience as a Bronze Star combat 
veteran. Sonequa Martin-Green, Natalie Morales, Ed Harris and Morgan Freeman star in 
the starring roles. A.J. is represented by Matt Dartnell at Writ Large. 

u  The family fantasy Sparkle: A Unicorn Tale, co-written by 2021 PAGE Bronze 
Prize winner Richard Dane Scott, was released on July 25 and is now streaming 
on  Prime Video. Produced by Milkboy Entertainment and directed by Jamie Lokoff, the 
movie stars Molly Jackson, Sean Faris, and Jessica Green. Richard also wrote the TV 
movie My Landlord Wants Me Dead, which aired on Lifetime earlier this year. 

u  The Disney+ feature Descendants: The Rise Of Red, by 2011 Gold Prize winners 
Dan Frey and Russell Sommer, is now in post. The latest installment in Disney’s 
Descendants franchise, the movie was directed by Jennifer Phang and features Brandy 
Norwood, Rita Ora, Kylie Cantrall, and Jeremy Swift in the starring roles. Dan and 
Russell are represented by The Framework Collective and ICM. 

u  2017 Silver Prize winner Joanne Lee is now working as a staff writer on the Netflix 
animated series Disenchantment, and she wrote this season’s sixth episode, which 
will drop on September 20. Joanne has previously written episodes of the Disney 
Channel series Andi Mack and Coop and Cami Ask the World. She is repped by  
Lit Entertainment Group and IAG. 

u  2017 Gold Prize winner Miley Tunnecliffe wrote two episodes of the new Aussie 
animated series 100% Wolf: Book of Hath, which is being produced by Flying Bark 
Productions for Discovery Force Channel. Miley is repped by Fictional Entity in the U.S. 
and by Creative Representation in Australia. 
 

2023 PAGE Finalists Announced September 15 
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and I was happy to see the actors making the 
characters’ lines their own. 
The biggest surprise for me was how many places  
I noticed where my script could’ve been better.  
In particular, I saw a lot of  
lines that could’ve been cut.  
It was astounding because 
I had polished that script  
for years, and then in the  
rewrite process I cut 10 
pages, so at the time I  
handed off the shooting  
script I felt like it was really 
tight. And maybe that was  
true on the page, but the  
actors conveyed so much  
with just a look or tone of  
voice that a lot of the lines  
weren’t needed. 
Ideally the director or editor would have cut those  
lines, but of course they won’t always catch everything. 
I know that on some productions, the writer, director, 
and actors will do a read-through at the beginning, and 
edits are made to the script based on that. I think a 
read-through would have been very helpful in my case. 
I also would’ve loved to give feedback on a rough cut, 
but (not surprisingly for a screenwriter) I didn’t get  
that chance. 
Seeing how my view of the script changed as it came to 
life onscreen has made me more motivated to do table 
reads in the future. I did a table read for Echo Base, 
but not with professional actors, and the feedback I got 
was mostly around story. In the future I’ll take my table 
reads more seriously, and maybe do more than one.  
Another lesson I learned from this experience: the most 
important thing is not the film, it’s the relationships. If 
I’d only been thinking of myself and my vision for the 
film, I might have pushed back on the cuts requested 
and fought to keep as much of the original script as 
possible. But I always saw the rewrite process as a 
collaboration, and I was ready to do whatever I could to 
make the production easier for everyone. In the end 
they told me I was one of the best writers they’d 
worked with. 
And that made a difference beyond this one film. 
Because after working with me on Echo Base, Cartel 
Pictures invited me to pitch a new concept. I did, and 
they bought it! Last November, even before Echo Base 
came out, I sold my second screenplay. Another dream 
come true – and a chance to do even better this time! 
 
 

In January 2022, I sold my first screenplay, a sci-fi 
thriller called Echo Base. Echo Base was the fifth 
script I’d written, and selling it was a dream come true.  
I wish I could say I made the sale because I’d learned 
how to market myself over the years that I’d been 
pitching scripts, but the truth is I got lucky. I found  
a producer who really believed in Echo Base, and  
he didn’t rest until he found a buyer. (I’m even luckier 
now because that producer is now my manager!) 
The script was sold to Cartel Pictures, to be distributed 
on the free streaming service TubiTV. Cartel Pictures 
took a risk on my script. To shoot it exactly as written 
would have required a significantly higher budget than 
what they had, so they bought it with the hope that 
they could make it work on a lower budget without 
losing any of what they liked about it. 
I hadn’t given much thought to budget when I wrote 
the script, so there were a lot of things that needed  
to be cut (futuristic technology, explosions, scenes of 
destruction, etc.). Making those cuts was challenging. 
Looking back, I think the biggest thing I did right in the 
rewrite process was to push to make those decisions 
collaboratively. From what I’ve heard, writers are 
sometimes told, “We can’t do X”, “Cut Y and Z”, etc., 
and then are left to figure out how to do all that on their 
own. In my case, I really wanted to understand what 
exactly made a given scene expensive, and whether  
we could compromise and trade off one thing for 
another, so we could go into production with the best 
possible story for the budget we had.  
So I had a couple of Zoom calls with the director, line 
producer, and location manager, and we brainstormed 
to find solutions. That process worked great for them 
and for me, and I was really happy with the final 
shooting script. There were a lot of changes, but the 
story and vision were very much intact. 
I have heard so many stories of screenplays being in 
development for years after being sold, but here I was 
lucky again. After I finished those couple of rewrites, 
the movie was shot in July 2022 (just six months after  
I signed the contract). 
Once filming was completed I was told that the movie 
would be released in just a couple of months. So I 
waited… And waited. And waited. 
I still don’t know all the details, but apparently there 
were a lot of problems in post-production, and the 
visual effects had to be redone several times. The wait 
went on for so long I wasn’t sure if the film would ever 
come out.  
But in August 2023, a year after completing principal 
photography, Echo Base was finally released. I was 
thrilled to see it. Of course there were some things  
that would’ve been better with a higher budget,  
but overall the director and actors did a very good  
job. Alicia Ziegler, who played one of the leads, was  
a standout for me. 
Watching the film, it was wild to see the lines I wrote 
being spoken by actors. It was also kind of funny, 
because I had agonized over every word and 
punctuation mark in that script, and almost none of the 
dialogue was delivered exactly as I’d written it. But that 
was fine – seeing it on screen it was clear to me that 
the delivery mattered so much more than the words,  
 

THE WRITER’S PERSPECTIVE 

 How I See My Script Now That It’s a Movie  
  by Mark Keavney 

Mark Keavney won the 2020 PAGE 
Bronze Prize for his action/thriller 
Echo Base, about a group of 
soldiers trapped underground who 
turn on each other because they 
can’t agree on the reality of their 
situation. Mark has a PhD in 
psychology and writes fantasy,  
sci-fi, and thrillers that explore 
psychological themes. He has 
produced and directed several 
award-winning short films and 
worked as a film editor. 
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Your protagonist takes a leap. They board a plane or 
hop on a horse for parts unknown… They enroll at an 
elite university or start a job at a think tank or an ad 
agency or an urban school… any number of “big steps” 
designed to change their lives as they pursue their goal 
across Acts II and III.  
Unfortunately, there’s one major hiccup: we, the 
audience, don’t care about the character or the outcome 
of their journey because you haven’t established who 
your protagonist is, their everyday lives, their hopes, 
their dreams, their challenges and shortcomings before 
the adventure begins. You’ve made the critical mistake 
of skipping the essential Act I table-setting.  
In screenwriting, we define a story as: 1) starting on 
equilibrium 2) upsetting equilibrium 3) journeying to a 
new equilibrium 4) establishing a new equilibrium. 
Today we’re going to address steps one and two, which 
is the writing equivalent of a building’s foundation. A 
story constructed atop an incomplete or otherwise shaky 
foundation is almost guaranteed to collapse under its 
own weight.  
Act I is where you introduce your protagonist and their 
world before the objective-oriented journey begins. Act 
I is where you let us know if we should laugh or cry. It’s 
where you clarify what your protagonist is leaving 
behind, which will add weight, contrast and – perhaps 
most importantly – context to what they’re working 
towards. It’s where you shock your protagonist out of 
complacency or stasis, which in turn forces them to 
reassess, set goals, and begin to pursue those goals.  
It may help to view what follows as an Act I checklist. 
This can either be applied during the outlining stage or 
used to assess a completed draft. (Though this list is 
geared towards feature writing, it may also be useful for 
writers of serialized scripted series.) So, here goes… 
Your script’s first 25 pages must establish the following: 
THE WORLD: Where does your story take place? More 
importantly, what’s unusual, notable or relatable about 
this world? What are the rules that govern your fictive 
universe? The latter is especially important when setting 
a story in a world that’s significantly different from our 
own – think fantasy, sci-fi, and period films and series.  
CHARACTER INTRODUCTIONS: Establish your roster 
of core characters, with particular focus paid to your 
protagonist. This covers the dry stuff (ages, 
relationships, manners of speech and dress) as well as 
more engaging elements. Make sure to give each of 
your central and supporting characters a scene or 
portion of a scene in which they stand out and/or 
showcase traits that will come to the fore as the plot 
progresses. As with your setting, make each of your 
characters notable and engaging in some way. Make the 
audience want to spend time with them, even if it’s just 
so we can root against them.  
THE PROTAGONIST’S SHORTCOMING: This trait is 
all but mandatory, yet so many writers skip over it 
entirely. Introduce a weakness or personality 
shortcoming in Act I that your main character will have 
to overcome if they hope to succeed in the acts that 
follow. This weakness should serve as a hindrance to 
their Act II journey and is often the pivotal tipping point 
between success and failure in a plot’s climax. Watching 
a character grow and change – often by conquering this  
 

THE JUDGE’S P.O.V. 

Act I: The Foundation  
 by Nick Sita 
 

weakness – will increase audience engagement. It’s a 
crucial aspect of a protagonist’s internal arc.  
THE INCITING INCIDENT: The inciting incident or 
catalyst signals the upsetting of equilibrium and sets up 
the journey or quest that will dominate Act II. The 
catalyst shakes the protagonist out of stasis and sets up 
the moment where they articulate a goal to pursue, thus 
setting up their external arc.  
THE PROTAGONIST’S OBJECTIVE: Establish a goal-
driven journey. Will your protagonist find his missing 
father? Will these two lovers from different worlds find 
happiness? Will the doctor cut through the red tape in 
time to get her patient the help he desperately needs? 
THE STAKES: Show your audience how and why this 
goal-driven journey is important. What does your 
protagonist stand to gain if they reach their objective? 
What are the negative consequences if they come up 
short? Make the stakes high. Make them personal and 
relatable. Bonus points if failure will negatively impact 
supporting characters in addition to your protagonist.  
YOUR SCRIPT’S TONE: Tone is a crucial component 
of genre, encouraging the audience to feel comfortable 
in your world. Is your story a comedy, drama, fantasy, 
or thriller? Grab us with early scenes that speak to your 
tone. Let the audience know that it is appropriate to 
laugh, to cry, to dream, or to feel terrified.  
YOUR THEME: What message are you trying to 
convey? “Quitters never win.” “The underdog triumphs.” 
“Good beats evil.” Themes can be challenging to 
communicate, but the last thing you want is for 
characters to recite your themes to the audience in a 
theatrical soliloquy. Instead, take an organic approach. 
Make your themes tangible through behavior, dialogue, 
action, and tone.  
THE BUY-IN: Act I ends when your protagonist 
acknowledges their crisis and is poised to begin the 
process of pursuing a goal to address it. 
Finally, keep it brief. Keep it moving. Follow the “once is 
never, twice is always” rule for establishing patterns of 
behavior. Showing your protagonist doing something 
once – like a morning jog in the neighborhood – may be 
interpreted as an anomaly or outlier. Showing them 
doing it twice… now it’s a pattern of behavior that can 
be exploited, attacked, or expanded upon in Act II.   
Once the audience knows your characters, their world, 
the protagonist’s crisis and objective, we’ll then be 
invested in what’s to come. 
 
 
 
 
 
 

Nick Sita started his 
professional life in New 
York City, where he worked 
as a journalist and producer 
of news and non-fiction 
television content. After 
relocating to Los Angeles, 
Nick served time in 
development departments 
at Showtime, Fox, NBC,  
and others. These days, he 
keeps a roof over his head 
by consulting with writers 
and looking for the next 
great project to produce.   
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Exposition is the vital information an audience needs in order to understand a 
dramatic story. It explains the premise, characters, and setting. Too little exposition 
is a problem because with insufficient info, the audience won’t understand what’s 
going on. But too much exposition is also a problem, because it’s inherently 
undramatic and doesn’t advance the narrative. That’s why it’s always been a 
cardinal rule that exposition be kept to a minimum in a script. Your reader should 
be given all of the info needed to understand your story, but not one bit more.  
Let the audience do some of the work. 
2001: A Space Odyssey never tells us exactly what its mysterious monolith is, 
what it is doing, or why it is doing it. This leaves viewers free to provide our own 
explanations, and thus makes us part of the storytelling process. It’s one of the 
reasons that the movie is a classic. (The sequel, 2010, explains everything about 
the monolith. Who remembers 2010  today?) 
Avoid presenting exposition in preambles or flashbacks.  
If you must step outside of the main narrative to present your exposition, then do 
so as briefly as possible. If you find that your story cannot be understood without 
the inclusion of pages of backstory, then you must consider the possibility that you 
have started your tale too late. Think about beginning your story at an earlier point 
in time so that backstory can become story. 
Jaws is a script and a film that do an excellent job of presenting exposition in the 
ways I just indicated. For the story to be understood, the audience needs to know 
a little something about sharks. This info is presented mostly by ichthyologist Matt 
Hooper (played by Richard Dreyfuss). Instead of giving us a series of dry lectures, 
Hooper always presents key info while doing something interesting and/or 
entertaining (conducting an autopsy, helping himself to someone else’s dinner, 
cutting open a tiger shark, arguing with the mayor, eating pretzels). We also need 
to know that Hooper’s oxygen tanks have the potential to explode. This is worked 
into the body of the story in a sequence in which the story’s protagonist, police 
chief Martin Brody, demonstrates his lack of familiarity with all things nautical. 
The movie requires the presentation of two important backstories. The first informs 
us that Brody, a former NYPD officer, grew frustrated with his inability to make 
much of a difference in that crime-ridden metropolis. That’s why he accepted the 
job of head cop on Amity Island, a small New England beach town where one man 
can indeed make a difference. Rather than step outside the story with a prelude 
showing Brody fighting crime in New York, becoming fed up, packing up the family 
and heading north, the film deals with it discreetly in three brief moments. The first 
shows Brody noticing the morning sun shining in his bedroom window. His wife 
remarks that they bought the house in the winter and it is now summer. This tells 
us they moved in recently. A brief joke in the same scene about Brody’s attempt  
to speak with a Massachusetts accent informs us that he is from New York. A brief 
line in a later scene tells us why Brody left New York and came to Amity. That’s all 
we need to know, and the movie never comes to a crashing halt to tell us. 
Jaws’ second backstory concerns the shark hunter Quint’s experience surviving the 
sinking of the U.S.S. Indianapolis during World War II, a tale that explains the mad 
fisherman’s hatred of sharks, which in turn motivates his obsessive hunt for the 
giant Great White that is threatening Amity. Instead of one lengthy flashback or  
a series of flashbacks, the script has Quint deliver a long, drunken monologue in a 
scene where the men compare scars. The speech does bring the narrative to a halt, 
but easily makes up for that with Robert Shaw’s magnificently compelling 
performance of the monologue. The movie couldn’t survive more than one of these 
epic pieces of exposition, but it can handle one of this quality just fine. 
Finally, Jaws allows the audience to fill in expository blanks. The behavior 
exhibited by the film’s shark is quite unusual. Some of the characters speculate  
as to why the Great White is doing this, but no concrete explanation is ever given. 
This allows us to provide our own explanation, which is more intentional, personal, 
and malevolent than a concrete scientific rationale would probably allow for. As a 
result, in our imaginations the rampaging shark becomes a scheming monster that 
is deliberately trying to kill the three humans hunting it. Now, isn’t that a lot more 
fun than finding out that the shark is really just hunting for guppies, has a brain 
tumor, or some other utterly mundane rationale? 
As a screenwriter, it is your responsibility to tell the audience what they need to 
know to follow your plot. But resist the urge to give them more, pulling them out  
of the story. And don’t be afraid to invite them in to help tell the tale. Your script 
will be the better for it, and that’s something that requires no explanation at all. 
 

  

 

 

 

 

 

 

 

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 

Let Me Explain (But Not Too Much) 
 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’ve heard that beginning writers shouldn’t use flashbacks. Why not? Aren’t 
flashbacks valid writing tools? 

DAVE’S ANSWER: 

Readers are weary of flashbacks in the scripts of developing writers because 
they are often not used properly or amount to obvious exposition. 
In Star Trek: The Wrath of Khan, the writer needed to show the audience 
that James T. Kirk could handle a no-win scenario. Rather than showing an easy 
exposition flashback to how Kirk as a cadet handled a no-win scenario in the 
“Kobayashi Maru” test, the writer showed a current cadet failing the Kobayashi 
Maru and then asking Kirk how he handled it. What’s more, we don’t actually 
learn how Kirk handled it until much later in the script, when Kirk faces a real-
life no-win scenario with Khan. A flashback was not necessary because the 
writer found a more creative way to convey the needed information. 
That said, you can include all the flashbacks you want if you keep the following 
four pointers in mind: 

1. Don't tell us about the past until we care about the present. 

When a reader sees a flashback on page 2, he or she automatically assumes the 
flashback will be “obvious exposition.” In this situation, the reader and audience 
haven’t had time to get involved with and care about the character. Wait until 
the audience really wants to know what happened in the character’s past. 
Sometimes what you believe would be a good flashback in the first 10 pages 
might work better if it were the first scene in the movie. Now it’s not a 
flashback and after this opening scene you will jump forward to present day.  

2. Don't interrupt or stop the movie just to give us information you 
think we need; find a more creative way. 

Often, when we see a flashback in the first 10–15 pages or elsewhere in the 
script, there’s a sense that the writer has stopped the forward momentum of 
the story just to give the audience information “that they need.”   
The flashback should not stop the movie to give information but instead should 
be part of the story’s progression, which leads us to the next point. 

3. Include a flashback when we want to know what happened in the 
past, and make sure the flashback moves the story forward.  

For example, Casablanca’s long flashback sequence about Rick and Elsa in 
Paris is risky until you consider that by the time the flashback appears, we (the 
audience) are dying to find out what happened in Paris. And then after we find 
out, we're dying to find out why Ilsa didn't show up at the train station (what 
we see at the end of the flashback). Thus, the Paris flashback is part of the 
story; it moves things forward. It does not interrupt. 

4. Create an effective transition from present to past, so that we 
understand which character’s flashback this is.   

Maggie stops hiking to take in the beauty of a huge lone oak.   
 
FLASHBACK – MAGGIE CLIMBS A TREE 
 
CHILD MAGGIE, 10, runs to the same oak. Joyful, she climbs up.   
 
BACK TO SCENE 
 
Maggie races over to the beautiful oak.   
 
    MAGGIE 
  This is it! 

Here we know the memory is Maggie’s, we see something that motivates the 
memory, and there’s even an implied visual transition from the present-day tree 
to the childhood tree. You don’t necessarily need a visual transition, but your 
audience needs to know whose flashback it is and what motivates the memory.  
One last point: these are not rules, but guidelines. 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.  

 

 

Does Your Flashback Pass These Four Tests? 
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 to Do During the Writers Strike  
by Lee Jessup 

I write this in the thick of the 2023 writers strike, which I am 100% behind. 
The WGA is fighting not only for its members working in the industry today, 
but also for the next generation of writers. The WGA directive to both 
members and non-members has been clear: deprive struck companies 
(members of the Alliance of Motion Picture and Television Producers) of 
writers’ services (such as writing on assignment or working  
in a writers’ room) and products (original spec features or pilots).  
Writers who want to remain in good standing with the guild are instructed  
not to discuss or share their work – from logline to a completed script –  
with producers who are members of AMPTP or work with struck companies. 
No submissions, no pitches, not even general meetings.  
Literary agent and management companies are following suit, supporting their 
WGA clients in their quest for much-needed improvements to the WGA’s 
Minimum Basic Agreement (MBA). In non-strike times, a rep’s job is to read 
scripts, provide notes, send out original work, set up pitches, and submit 
clients for staffing opportunities or open writing assignments (OWAs). Now 
that the strike is on, a lot of reps find themselves unable to tend to major 
aspects of their jobs, some of which took up the majority of their time.  
Given this, managers are currently much more willing to read – and potentially 
sign – new writers than they had been leading up to the strike. I’m happy to 
report that in the past few weeks alone, two of my writers were signed, while 
many more are getting read and taking meetings with reps.  
My own calendar includes a slew of lunches and coffee dates with friends in 
representation who have until recently been too busy to get together. As a 
manager friend put it, there’s really no point to taking an exec out to lunch to 
tell her about a writer they might introduce to her months down the line. 
Consequently, representatives are reading more scripts written by prospective 
clients, and taking meetings with them. 
So, what are you doing this summer? If you have a great script that’s vetted 
and industry-ready, it might just be time to put together and execute your 
representation strategy. Especially in times like these, when managers have 
more time on their hands, an effective query can pack a punch. Here’s what 
you should you focus on in your query: 

Make it clear why you’re reaching out to this person specifically. 

This is the first thing the manager will see, so having the email addressed 
to them and only them will go a long way towards getting them to read on.  
Why are you reaching out to this specific manager? Do they represent a writer 
whose work you respect? Did the rep say something on a podcast or Twitter/X 
that resonated with you?  

Remember, your logline is the star of the show. 

Representatives are looking for exciting, fresh new concepts, the sort they can 
get friends on the producing and executive side excited about (in non-strike 
times, of course). Don’t bury the lead – your logline – in the query. 

Tell them a little bit about yourself.  

Whether you have an interesting hobby, bring relevant lived experience to  
the script you’re querying about, went to a prestigious film school, or studied 
something interesting that informs your writing, you want to give the rep 
you’re querying a taste of what you bring to the page.  

Share your accolades and referrals. 

Are you in a writers’ group with one of the manager’s clients? Do you and the 
manager have friends in common? Has the material you’re submitting done 
well in a big screenwriting competition? This information may help cut through 
the noise and give the manager one more reason to read you. 
If you’re fortunate enough to get signed during this time, do not expect a rep 
to get your material out to the industry before the strike is over. It doesn’t 
matter if you’re not currently a WGA member. Managers across the board are 
rightfully standing in solidarity with their clients and the guild. Therefore, if 
you do secure representation during this period, expect your new rep to look 
to develop existing or new material with you, which they will then take out to 
the professional space once the strike has been resolved.  

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 

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 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.  

InkTip has vetted these leads and verified that they are not 
WGA signatories and are not working with signatories, so it  
is safe for non-WGA writers to submit projects to them. 

Company A: Seeking Vetted Horror, Sci-Fi  
and Thriller Scripts 

We are looking for horror, thriller, and sci-fi scripts  
that have placed in contests/festivals, have received 
good coverage, are from a previously optioned/hired/ 
produced writer, or are from repped writers. 

Budget will not exceed $5M. Only non-WGA writers 
should submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: kw05dbt63s 

 

Company B: Seeking Limited Location  
Comedy or Drama Scripts 

We are looking for completed, feature-length 1-3 
location low-budget scripts with limited characters  
in the comedy or drama genres. 

Budget TBD but will be low. Only non-WGA writers 
should submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: qa21mct4ga 
 

Company C: Seeking Female-Led Thriller 
Scripts 

We are looking for female-led, character-driven thriller 
scripts with a small, diverse cast and limited locations. 
We could also be interested in scripts that lean more 
horror/supernatural thriller, but we are not interested 
in scripts with too much gore. 

Budget will not exceed $1M. Only non-WGA writers 
should submit. 

To find out about this company and submit a query: 

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

2) Copy/paste this code: sdpw8q7yb1 
 
 

 
 
 
 

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

An InkTip Pro Membership allows you to pitch your work to 
our vetted roster of industry professionals every week, host your 
script on the site where producers search for new material every 
day, and many other great benefits. 

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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