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Letter From the Editor

The PAGE Awards Final Entry Deadline is right around the
corner! Submit your screenplay by Monday, May 20 to join
the competition that has been a breakthrough opportunity for
countless writers over the years. Don't miss out on this chance
to earn recognition for your hard work and creativity.

Whether or not your script advances, it would be helpful to
understand its strengths and weaknesses in the eyes of PAGE
judges, right? That's why we highly recommend you order
Judge’s Feedback, too. Our team is extremely insightful,
and their Feedback garners rave reviews from writers!

As the mercury rises this summer, so too can your level of skill in screenwriting. In
this issue of the LOGLINE eZine, two-time PAGE Award winner Sean Mick shares the
wisdom of his favorite mentors. PAGE Judge Laurie Ashbourne offers a novel way to
increase the value of your script to buyers. Analyst Ray Morton provides solutions to
three common story problems. Dr. Format himself, Dave Trottier, demonstrates how
to format tricky scene transitions. Career coach Lee Jessup preps you for your next
pitch to reps and producers. And the cherry on top is, as always, a trio of “hot leads”
from producers seeking specific material, courtesy of our good friends at InkTip.

Happy reading,

Latest News From the PAGE Awards

€ 2014 PAGE Silver Prize winner Tom Hanada is working as a writer and story editor
on Hulu's new true crime series Under the Bridge. Based on the book by Rebecca
Godfrey and produced by ABC Signature, the show features Lily Gladstone, Archie
Panjabi, and Riley Keough in the starring roles. Tom wrote the upcoming episode
“When the Heat Comes Down,” slated to air on May 8. In addition, Tom’s feature drama
Da Understudy, produced by Amazon Studios and directed by Spike Lee, is currently
in pre-production. Tom is represented by Navigation Media Group and Paradigm.

€ The groundbreaking new VR horror series The Faceless Lady, written by 2017
Silver Prize winner Jerome Velinsky, was released on Crypt TV on April 4. Produced by
Meta and Eli Roth and directed by John Ross, The Faceless Lady is an escape room
spin on ghostly lore and is the first scripted live action 3D series of its size ever
produced. Jerome is represented by Fictional Entity.

€ 2020 Gold Prize winner Lydia Mulvey is now working on the writing staff for the new
Paramount+ series The Crow Girl, which is currently in pre-production in the U.K.
Adapted from the novel by Erik AxI Sund and produced by Buccaneer Media, the show
will feature Dougray Scott, Katherine Kelly, and Eve Myles in the starring roles.

€ 2021 Bronze Prize winner Roxana Altamirano has been writing for the PBS Kids
series Lyla in the Loop and Disney’s animated series Pupstruction. Her episodes first
aired on February 5 and April 4, respectively. Roxana is represented by Gotham Group.

€ More of our talented winners have recently landed representation... 2021 Gold Prize
winner Brent Delaney and 2018 Gold Prize winner Kat Sieniuc have both signed with
Range; 2021 Silver Prize winner Nathan Graham Davis has signed with Remarkable
Media; 2021 Silver Prize winner Nardeep Khurmi has signed with ColorCreative; 2020
Silver Prize winner Craig T. Williams has been signed by A3; 2019 Bronze Prize winner
Gemma Addy has been signed by The Artists Partnership; 2018 Silver Prize winner Peter
Barnes is now repped by RAIN; 2012 Silver Prize winner Belinda King is now repped by
Adventure Media; and 2010 Bronze Prize winner Erin Donovan is now repped by Strand.

2024 Final Entry Deadline: May 20

© PAGE International Screenwriting Awards 1


http://pageawards.com/
https://pageawards.com/resources/script-services/
https://pageawards.com/the-contest/how-to-enter/
https://pageawards.com/resources/script-services/

THE WRITER’S PERSPECTIVE

Seek Out Your Screenwriting Sherpas

by Sean Mick

Screenwriting is a lot like mountain climbing. We set out
on a steep and rocky path, script in one hand, a dream
in the other, and begin our ascent. And whether blazing
a trail through unknown territory or following another’s
well-beaten path, our best opportunity to reach the
summit lies in having an experienced guide to lead us.
Someone who knows the lay of the land — its dangers
and pitfalls — and is willing to share that knowledge.

Or, at the very least, point the way.

In short, we need a “guru.” No, not some bearded
mystic in a temple whom we must kneel before, but by
definition “a person with knowledge or expertise who
gives advice.” A teacher. A mentor. A guide.

And better yet, two, three, or more of these people...

I've been fortunate enough to have two gurus who have
personally helped guide me along the writer’s path.
These working screenwriters took time out from their
busy careers to read my stuff and give valuable and
sometimes withering feedback that helped develop my
craft and improve my chances for success.

Of the two, the most beneficial was the late Carl
Sautter, winner of the 1987 WGA Award for Best TV
Drama for the “It's a Wonderful Job” episode of
Moonlighting. He was also the author of the book
How to Sell Your Screenplay: The Real Rules of
Film and Television. To this day, I treasure Carl’s
generosity and mentorship, and I do my best to pay it
forward — especially now that I'm teaching my own class
of beginning screenwriters at our local community
college. Carl also gave me the most valuable piece of
advice that I've ever received as a writer: “You know
the rules, now forget the rules and just write.”

Of course, before I could “forget the rules,” I had to
learn them. I had to train and study, gathering the
knowledge I needed from those who’d climbed the
mountain. For this I sought out books and classes by
the best gurus in the business. I read all the “usual
suspects” on the screenwriter’s bookshelf. Syd Field,
Blake Snyder, and Michael Hague were all excellent.

I also took part in dozens of writer’s conferences and
workshops. I attended Robert McKee’s “Story” seminar.
His class was smaller then, back in the days before he
achieved “Hollywood’s Premier Screenwriting Guru”
status, and it was kind of expensive for this struggling
writer (thank you, Grandma!). Nevertheless, McKee’s
detailed dialogue analysis and scene-by-scene
breakdowns of Chinatown and Casablanca were
worth every penny.

Over the years, the two authors whose work I have
studied the most and still return to again and again for
guidance and inspiration are William Goldman and
Joseph Campbell.

Goldman, a two-time Oscar winner, offers a jaundiced
but hilarious insider’s take on The Industry as well as
brilliant insights into story and plot (e.g., “screenplays
are structure”). In his script for Butch Cassidy and
the Sundance Kid, Goldman'’s crackling dialogue and
use of rhythm and repetition ("Who are those guys?”),
exposition ("I can’t swim!”) and humor provide a master
class on how people talk in movies.

Joseph Campbell’s distillation of classic myth structure in
The Hero With a Thousand Faces, with his masterful
examination of “the hero’s journey,” the “call to

adventure,” and the “seven major archetypes,” offers
fundamental tools for developing strong characters and
story. Just ask George Lucas, who used Campbell’s work
to create the Star Wars universe — most notably in the
original film Episode IV: A New Hope, which follows
the structure of the hero’s journey perfectly.

I remember once struggling with a new script I was
writing, specifically with the setup of my world and the
start of the hero’s adventure. The individual scenes
played fine. I knew who my characters were, how they
spoke, and what they wanted, but it was taking forever
to get the story up and running. Remembering
Goldman’s rule, I revisited my structure and found it
was off. Way off. By using the steps in Campbell’s hero's
journey, I was able to restructure and reconfigure my
screenplay, turning the first 30 pages into 10 and
getting the script off to a much better start.

For me, the lesson was that even if you think you know
the path, if you ever get a little lost on the mountain,
check in with one of your gurus. Or, if need be, find a
new one who can help.

I'm excited (if slightly embarrassed) to say that I've just
discovered the work of former UCLA film instructor
Howard Suber. Suber wrote the book The Power of
Film, and TCM recently released a six-part documentary
by the same name.

Based on Professor Suber’s 50-plus years of teaching,
the documentary version of The Power of Film is
equal parts fascinating and enlightening. His theories on
what makes a successful film both “popular and
memorable,” along with his calm, yet engrossing on-
camera presence and dry sense of humor, make for
great viewing. And although I disagree with Suber’s take
on Campbell’s “call to adventure” (my only nit to pick),
I've added both the series and the book — derived from
over 500 handouts the professor distributed to his
students over the years — to my own shelf and to my
class resource list.

So, this screenwriting mountain you're climbing...
Maybe you're just starting your ascent or maybe, like
me, you're in the midst of the climb but it's still a /ong
way to the top. Wherever you are on your own path,

I recommend that you seek out guides who can help
you navigate this journey.

I've gotten lost a couple of times, even slipped back
down to the bottom and started over again, but I have
also reached a crest or two along the way. And I
couldn’t have done any of it without hard work, training,
and the wisdom of a few great gurus.

Sean Mick is one of the few writers
who have won two PAGE Awards.
His action/adventure scripts Silencer
and Resurrection Run won awards

in 2005 and 2009, respectively.
Silencer was produced by Status
Media & Entertainment and released
by Cinedigm in 2018, featuring
Johnny Messner and Danny Trejo

in the starring roles. However,

Sean says his greatest achievements
in life are his two children and his
32-year-plus marriage to his lovely
wife.




THE JUDGE’S P.O.V.

Your Story’s Value

by Laurie Ashbourne

There is a common bit of advice given to screenwriters
that they shouldn’t worry about the budget or how their
script can be produced; they should just focus on telling
the best story possible. And while that’s generally true,
in today’s filmed entertainment environment a
screenwriter is often asked about budget or about why
their project should be made. In other words, they are
asked to prove its worth. This usually comes in the form
of the question, “ Why this, why now?”

While this is a common point of interest for decision-
makers when they are pitched a script, it’s also an easy
way for them to say, “It's not for us.” But if truly
deconstructed, this question has to do with your subject
matter and how you are able to drive the narrative

of your story, thus defining who will be interested in
paying to watch your film or series.

Even with all of the progress gained during the strikes
of last year, there is no doubt that the industry is still
looking to find its footing. In this process, producers
and executives have become even more risk averse,
so they’ve been relying on reboots, sequels, and IP.
And the reason that executives jump on producing
established IP and the like is because it comes with

a curated audience already in place.

You may be thinking, “I'm just a writer, how can I
possibly curate an audience?” Just consider what your
story is really about. What is its core thematic premise?
This is something you should know anyway, and I would
bet that if there is an audience for that conceit, then
there is an audience to curate.

Whether your script is a personal story, a story about

a social injustice or imbalance, or a shoot ‘em up action
pic, we all write in order to make an impact of some
kind. I believe that impact can help you curate and
deliver an audience with your script, regardless of its
genre or plot.

I'm not referring to the “cause” cinema of most
documentaries or the pointed narratives of a Participant
Media film (R.I.P.). I'm referring to finding ways for all
of our stories to give back to the communities that
enjoy watching them. The same people who will seek
out a genre are the same people who have been proven
to purchase something when it aligns with a good deed,
simply by aligning with an organization that can be
loosely adjacent to the themes, characters, or world of
your story. These are everyday consumers just like you
and me.

For example, Lethal Weapon could very easily have
given ten cents of every ticket sale to mental health for
police. It wouldn't change the story whatsoever, it
wouldn't put the issue up on a soapbox, but it would
give consumers the confidence that they were also
supporting a good cause while they were being
entertained.

There is plenty of data to support the fact that
consumers will always choose the product or service
that they feel aligns with their values, whether that is
contributing to a nonprofit or how the manufacturers
run their business. Paul Newman realized this fact
decades ago, and as a result his name lives on in
grocery stores across the country, and more than $600
million has been donated to good causes since 1982.
Hollywood is great at philanthropy, and the fact that no
one has tied this trait to the marketing of their core

product of filmed entertainment is ridiculous.

The reason that issue-specific projects that are on a
soapbox about a cause aren't as successful as they
could be is because they are essentially preaching to the
choir, so their audience is limited. Plus, audiences don't
want to be preached to, they want to be entertained.

But by looking at our projects from a more holistic story
perspective there is the potential to reach a much
broader audience, which of course is the ultimate appeal
to anyone who's going to invest in your project.

Let’s say, for example, you have a romantic comedy
where the protagonist is forced to move back to her
hometown because she needs to run the family
business, and she ends up falling in love with her
competition.

It sounds like a pretty familiar premise without much
reason to invest in it, unless you have the ability to cast
Sandra Bullock. But what if you were able to bring this
project to a producer and say, “I have aligned with a
small business association to help get the word out
about this film. All they require is to give a portion of
net proceeds to their fund for female entrepreneurs.”
Then show the producer that this organization brings
access to a database of women entrepreneurs. This is
the same effect that IP brings to the table. It’s all about
bringing an audience along with the idea.

The bottom line is, the entertainment industry is in
transition and no one knows which way it will evolve.

So when crafting your stories and thinking about saving
the cat, also think about new ways to skin the cat to get
your project made. (I'm not sure why cats get so much
abuse when it comes to ideas. Maybe it's because they
have nine lives, and it takes that sort of persistence to
succeed in show business.)

Stories and opposable thumbs are what set humans
apart from other living organisms on this planet. Even

if we were to lose the use of our fingers and thumbs,
we would still survive by communicating and informing
through story. So there is no reason that our stories
should not be thought of in a way that is in synergy with
the communities they serve.

Ideally, by bringing an audience along with your
screenplay, you will not only have an easier road to
getting your movie made, but your project will have a
lasting impact beyond the film itself. By thinking outside
the box on how to engage your audience beyond the
page, everyone will benefit. It will not only bring added
value to your script, it will help this business survive.

Laurie Ashbourne has over 20
years experience in the industry
and 30+ produced credits. She has
worked as a writer, producer, and
story consultant for Disney,
Amazon Studios, and dozens of
independent producers. Laurie has
several projects in various stages
of development and production,
including a feature with the
director of Mulan and a film slate
utilizing the impact investment
model she wrote about in her new
book, Values: Rethinking
Hollywood Film Investment for
Maximum ROl & Impact.
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SCRIPT NOTES

3 Signs You’re “Digging in the Wrong Place”

by Ray Morton

In the classic adventure film Raiders of the Lost Ark, intrepid archaeologist
Indiana Jones is trying to find the lost Ark of the Covenant before the Nazis do.

He arrives in Egypt only to discover that they have apparently already determined
where the Ark is buried and begun an excavation to recover it. Indy is obviously
disappointed to learn this, until he and his friend Sallah realize that the Nazis have
obtained incorrect coordinates for the Ark. Delighted, both Indy and Sallah exclaim
in unison, “They're digging in the wrong place!”

This scene comes to mind whenever I find myself trying to solve a seemingly
unsolvable script problem. Every writer runs into problems when trying to craft a
Ray Morton is a writer workable narrative — story elements that won't gel, plotlines that hit a dead end,
and a script consultant. characters that won't do what you want them to do, etc. Sometimes the solutions

He was formerly a senior comes quickly — in minutes, hours, days. Sometimes they don't.
writer for Script magazine

and the author,of Over the years, however, I've learned a really valuable lesson: If I find myself stuck

%;Lng% s Meet for any length of time trying to solve a particular problem, it doesn’'t mean that I'm
€ Reader cofumn. stupid, or untalented, or a miserable fraud, or any of those other things writers

Ray’s books A Quick Guide inevitably start thinking at times like these. Instead, it's likely that I'm trying to

to Screenwriting solve the wrong problem — that I'm digging in the wrong place.

and A Quick Guide to . . . .

Television Writing are So where is the right place? Well, it depends on the problem you are trying to

available in stores and solve... There are three basic types of problems that writers tend to encounter:

online. He analyzes scripts .

both for producers and 1. The story won’t go where you want it to go.

individual writers. . . L . .
If you are trying to get a story to go in a certain direction and you're having trouble

You may contact Ray at doing so, then the place to look is earlier in the story. The great Billy Wilder once
[ay@raymorton.com and said, “If you h blem with the third act, the real problem is in the first act.”
T D Gl X (e 17 id, “If you have a problem with the third act, the real problem is in the first act.
Twitter) at @RayMorton1. Every fictional dramatic story exists in its own unique world. The rules by which

that world operates, and how the narrative develops within it, are established in
the story’s first act. Act I is the starting point for any story’s narrative trajectory.

Dramatic storytelling is a progressive process — you begin in a certain place, and
then each scene moves the narrative forward. Each new scene builds on all the
preceding ones. So if you reach a point in your story where you can't get it to move

W oge | forward in the direction you want, it’s likely you are trying to advance the story in a
"tmg ) yOUf way that somehow violates the rules you set up back at the beginning, or that you
Superpower, are trying to send the plot on a trajectory that doesn’t conform to the one launched

in the first act. So the place to dig is in the first act — go back and change the rules

. O or the narrative’s launch point. Alternatively, leave Act I alone and take your story
Plt(hmg S your dUtY- in a different direction than the one you were initially planning.

2. A character won't do what you want them to do.

Like a story’s rules and launch point, your protagonist’s traits, opinions, principles,
and capabilities are established in Act I and must develop in accordance with those
established elements. One of the stranger bits of screenwriting alchemy is that
quite often fictional people you create at some point refuse to do what you want
them to. You're probably trying to make the character behave in some way that is
contrary to who they were established to be. To solve the problem, either go back
to Act I and change them — establish the traits, attitudes, or abilities that will allow
them to do what you want them to — or else change what it is you need from them.

3. An important concept or idea doesn't fit easily into the story.

Another one of those weird quirks of screenwriting is that quite often the idea from
which a script originally sprung turns out to be irrelevant to the final product.

If you're having trouble getting a certain idea or a certain concept (a plot point, a
scene, a character) to work in your story, the question to ask yourself probably isn't
“How do I get this to work?” but rather, “"Does this belong in the script at all?”

When a writer first begins a script, you come up with lots and lots of ideas that
you're eager to feature in the piece. As writing proceeds the narrative, characters,
and themes are pared, honed, shaped, and focused. There may no longer be a
place for some of those original ideas. However, writers are often reluctant to give
up on a cherished concept, especially if it's one of the seminal ones that got you
going on the script in the first place. If you find yourself having to contort your plot
into impossible pretzels to incorporate a specific element, then the problem
probably lies with the element and not the story. The solution at that point is
probably to cut it.

So if you get stuck while you're writing, don't give up. Instead, solve your problem
by digging in the right place. If you do, hopefully you'll find the Ark. Just don't let it
melt your face off.
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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/

SPEC WRITING TIPS

Lost in Translation?
by Dave Trottier

READER’'S QUESTION:

If I have a conversation in Chinese as well as English, do I use the dreaded
“wrylies” to define when characters are using either language?

DAVE’'S ANSWER:

Wrylies are the parentheticals that sometimes appear before dialogue. The term
developed because so many beginners used the term “wryly” to put their
characters’ dialogue in context:

JIM
Dave Trottier has sold (wryly)
screenplays and developed The night is young, Cupcake.
projects for companies such )
as The Walt Disney Company, And so the term wryly was born. The reason these are “dreaded” is because
Jim Henson Pictures, York writers are encouraged to limit their use. You should only use a wryly when the
Entertainment, On the Bus subtext of the dialogue is not otherwise clear. You can also use wrylies to briefly

Productions, Hill Fields and

New Century Pictures. describe a simple action taken by the character while he speaks.
In working with other languages, realize there is one central principle: write in

As a script consultant, he has the language of the eventual reader. If a character speaks in Chinese, do not
helped dozens of clients sell

T I p—— write the dialogue in Chinese characters unless the eventual reader is Chinese.
The Screenwriter’s Bible, S|mp|y write the line as follows:
Dave’s primer for both JIM

aspiring and professional
scribes, is perhaps the most
comprehensive industry guide

(in Chinese)
The night is young, Cupcake.

on the market. If you want the audience to see the English translation appear on the screen:
To learn more about Dave . qIM .

Trottier's books, classes and .(ln Cl}mese; subtitled)

mentoring services, visit his The night is young, Cupcake.

site: www.keepwriting.com.

If the characters speak in Chinese throughout an entire scene, then make a
For $20 off your script clear statement in the description that all the dialogue in that scene will be
evaluation, email Dave at: spoken in Chinese. Then write it out in English so the reader can understand it.
fiosfrrieaeal If you want the audience to see the English translation appear on the screen,
include a special note, as follows:

NOTE: The dialogue in this scene is spoken in Chinese with
English subtitles.

Dave Trottier’s

READER'S QUESTION:
1 ?
“The Scr.een’\’vnter S If a character is listening to someone talking, and then the character drifts off
Bible into a daydream or fantasy, how do you set this up?

Fully updated seventh edition DAVE’'S ANSWER:

Handle this as you would a flashback or a dream. First, create a transitional
device to slip us into the daydream. To set up the flashback in Casablanca, we
move toward a plume of cigarette smoke and DISSOLVE to Paris. But transitions
' can be signaled with a word of dialogue or an action. Here's an example:
AND SELUING Mary listens to VOICES behind the door. They fade as she looks
JOUR SCRIPT away.

MARY’S DAYDREAM

7 Evrmiox

Exrisoen

=
—t & Uroun After the daydream scene, insert a transition:
ettt
N

BACK TO SCENE

And continue the original scene with Mary. If the daydream involves a special
location that you want to emphasize, write it as follows:

e A screenwriting primer for EXT. AFRICAN JUNGLE - MARY’S DAYDREAM
both aspiring and
professional scribes And then after the scene ends:
e Offers a comprehensive END OF DAYDREAM
overview of all facets
of screenwriting INT. MARY’S ROOM
¢ Includes worksheets, ...Or wherever the original scene took place.

l d
samples and more Keep in mind that a spec script should be very clear in its visuals. The reader

Click here for all the details! must be able to easily visualize the action and imagery of your scene.

Good luck and keep writing!



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

INDUSTRY INSIDER

Author of the best-selling books
Getting It Write and Breaking
In: Tales From the
Screenwriting Trenches, Lee
Jessup is a career coach for
professional and emerging
screenwriters. Her clients
include writers who have
sold pilots, pitches and specs;
staffed television writers;
participants in TV writing
programs or feature labs;
and, of course, writers who
are just starting out.

In her role as coach, Lee serves
as an industry guidance
counselor, adviser, drill
sergeant, cheerleader,
confidant and strategic
partner. Previously, Lee had
her own script picked up,
worked in development and
ran ScriptShark.com for more
than 6 years.

To learn more about Lee’s
services, visit leejessup.com.

Lee Jessup’s
Breaking In: Tales
From the
Screenwriting
Trenches

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:

“Breaking In” stories from
16 working writers

Insight from 20+ agents,
managers and executives
Guidance from sought-after
consultant Lee Jessup

Learn all about:

o Selling a feature film or pilot

o Getting repped or staffed
Landing writing assignments
Contests and fellowships

How to Make the Most of Your Pitch

by Lee Jessup

A couple of weeks ago, my friend the literary manager Kate Sharp of Bellevue
Productions stopped by my Screenwriters Support Group and spent an hour
graciously answering member questions live in session. With many of our
members currently seeking representation, the question of how to make the
most of pitch opportunities came up.

These opportunities are offered by providers such as Roadmap Writers and
Stage 32, or as part of Coverfly’s Pitch Week and Fade In’s Hollywood Pitch
Fest. Traditionally, writers are given a set window of time (anywhere between
five and 15 minutes, depending on the provider) in which to pitch their
screenplay or TV project to a literary manager, producer, or industry
executive.

These providers often have a clear directive and structure in mind detailing
how the writer should make best use of the time provided. However, having
been around these events since their early in-person days and moderating
AFM’s Pitch Presentation for a handful of years now, I have my own opinions.

One originated years ago when my friend Ryan Cunningham, currently

a manager at Anonymous Content, shared with me that he usually knows
whether or not a project is of interest to him within the first 30 seconds of

a pitch. This point rings true with me to this day. After all, as soon as a rep
hears the logline, they are going to get a strong sense of whether or not
the project might work for them. However, some online pitch sessions are
scheduled for up to 15 minutes, so how can the writer make the most of the
time given? That's where Kate’s invaluable insight came in...

Let me pause here to state what might be obvious, but still: This is one
manager’s opinion. One manager I tend to heavily agree with, but still.

What this column offers up is one experienced manager’s (and one career
coach’s) opinion. That's it. And while this article is specific for pay-to-pitch
opportunities, much of what is included here is true for any scenario, including
a casual elevator pitch in which someone asks you about a particular
screenplay or pilot script.

So without further ado, below are a few valuable nuggets that Kate shared
with the group and that ring true for me:

No manager is going to remember every twist and turn.

In other words? Keep your pitch short. To the point. High level. Otherwise,
you will lose the listener as they will find it challenging to hold on to a lot of
plot details. Kate's take is to keep it as short as a logline. While you may be
able to give us a bit more than a logline or build on your logline with some
story and character detail, remember that a rep will know quickly whether
or not the project is of interest to them, so keep it brief.

A manager signs a screenwriter for representation, not a script.

Many managers taking pitches find themselves more curious about the writer
they are meeting with than any particular script that is being pitched. After all,
it's the writer they end up signing, developing content with and building a
career for. Therefore, come to your pitch ready to talk about yourself, share
your interests beyond screenwriting, and/or amplify the life experience that
ultimately makes you the best writer for the project that you're pitching.

I can’t emphasize this enough: In most scenarios it's the writer that the
manager takes on for representation, rather than a single screenplay or script.
So come ready to speak about the themes that hold meaning for you, the type
of material that you're writing, and the experiences you bring to the page.

Use your time to start building a relationship.

Don’t monologue! Pitch opportunities are the perfect time to begin building
industry relationships. While you're not expected to become best friends with
the rep, producer, or exec sitting on the receiving end of your pitch in six
minutes or less, be sure to do your research prior to your pitch. Find common
ground and connect where you can. Once the pitch is over, even if your
material wasn't requested, make sure to jot down notes about anything said
or shared that you want to remember, so that you can continue tracking the
manager or exec as your writing career develops. It's another way to make
the most of your pitch.
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You could be next! Sign up now!
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STORY LABS

Nonprofit helping
emerging
screenwriters get
their work made and

sSeen

Learn More
StoweStoryLabs.org

Narrative Labs - Writers Retreats - Producers Labs - Ongoing Mentorship

CAREER OPPORTUNITIES

to Producers

InkTip Submit Your Scripts

HOW TO SUBMIT YOUR SCRIPTS:

1. Create an account: www.inktip.com/writer_register.php

2. Login 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.
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Company A: Seeking Horror Scripts

Based on a True Story

We are looking for horror scripts that are based on true
stories. Please make a note in the personal message
space specifying the true story your script is based on

and please mention if your project has received any
coverage or placed in a contest or festival.

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: m51tbh3e3p
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Company B: Seeking Dry and/or

British Humor Comedy Scripts

We are looking for comedy scripts featuring dry and/or
British humor.

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: wu5p2ds3ua
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Company C: Seeking Auto-Racing Scripts

We are seeking completed, feature-length scripts about
auto racing.

Budget won’t exceed $125K. Non-WGA writers only.
To find out about this company and submit a query:
1) Go to https://www.inktip.com/leads/

2) Copy/paste this code: 3k9dfd9ke7

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.
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RECOMMENDED RESOURCES

ROADMAP YOUR
WAY TO SUCCESS

ROADMAP
WRITERS

Over 300
Writers
Signed
In 6 Years

www.roadmapwriters.com

=13 is here!

More tools. More productivity.
More progress.

Final Draft

Screenwriting
‘ Retreats

A space for screenwriters from all over the world to
work intensively on their projects, in an environment
structured to foster collaboration and high-quality
script development.

nostosscreenwritingretreats.com

o ' RooM
SiE The Writers
32 !

Get a seat
at the table.

e Open writing assignments
» Direct access to decision makers
» A thriving community of

screenwriters

Want access?
Email success@stage32.com
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