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Abstract 

 

 Golden Boys is a 102-page fiction screenplay centered around Salem and Caleb, two 

teenage boys and best friends, who are spending one of the last days of their summer break 

together, as their lives are about to move in different directions. Both boys struggle with self-

image, insecurities, young love, personal expectations, and attempting to maintain their slowly 

disintegrating friendship. The boys' long-lasting friendship comes to a head, and they gain 

perspective on how instrumental the other has been in shaping their lives.  

Taking a traditional American teen comedy and reframing it within a modern Canadian 

context, this film explores how collective memory and cultural influences recontextualize our 

identities amidst societal changes in Wasaga Beach, Ontario.  Developed using primary and 

secondary research, as well as first-hand accounts, this script reflects a personal journey of 

artistic self-discovery and acceptance, echoed in the escapades of the central characters. This 

paper documents the process of reaching the idea for Golden Boys, finding a specific film 

reference as a starting point, and navigating the merging of genre and social awareness within the 

cultural context of a grander film lexicon and an authentic Canadian portrayal of Wasaga Beach. 
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INTRODUCTION 

 I once heard an anecdote about the creation of the statue of David. Once unveiled, 

someone asked Michelangelo how he was able to create such a masterpiece from a simple block 

of marble. How did he do it? What was the process? And Michelangelo replied. 

 “I just removed everything that wasn’t David.”  

Although likely a false quote, I think this anecdote holds an undeniable truth. Your story 

is there. You just need to cut through the noise to find it. But the question I arrive at now, as I 

finish this screenplay, is… 

 “How do you know that David is what is hidden in that block of marble?”  

Golden Boys is a summation of themes, characters, and ideas that did not come easily. It 

is truly defined by the word “process.” Many iterations of the same story existed before this final 

version. In some ways, this script was a restless leg, shaking at every thought that crossed its 

page. And as frustrating as that was, I felt I reached an honesty in this project that was foreign to 

my previous writing. Before entering this program, my writing was consistent but stagnant. My 

visual language and direction outshone the emotion I was trying to communicate. To grow, I 

joined this program. But it was not long before I discovered my issue. A lack of truth and 

authenticity. My concepts were helping me obfuscate the emotion of the story. Attempts at 

grounded stories with “relatable” themes felt as if I was crafting a connection for the audience, 

but never within myself. So, my goal was to find a story I could authentically identify with. 

Golden Boys follows two best friends, Salem and Caleb, as they spend a day together in 

the hometown of Wasaga Beach. Salem, a kid smitten with the idea of filmmaking and quite 

popular for his TikTok edits, needs to film the last few pieces of a college application video 
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before it is due at midnight. Caleb needs a ride to pick up a motorcycle that he has been saving 

up for all summer. It is an opportunity for autonomy from his family, but he must pick it up by 8 

o’clock tonight, or else miss out. Caleb offers to help Salem film to complete the application 

faster. Leaving enough time to get the motorcycle together and end the night at a classmate’s 

party. Caleb wants to show off his new bike and earn some respect, while Salem can finally hook 

up with his crush, Sandy, before he leaves Wasaga. 

The project is a look at insecurities and authenticity through the guise of a teenage 

adventure film. Akin to films like Kids (Clark, 1995) or Superbad (Mottola, 2007), the boys’ 

journey through Wasaga Beach is filled with locals and visitors, reflecting aspects of this 

evolving town. As the day goes on, they struggle with their relationship, acknowledging that they 

have been growing in separate directions, with priorities shifting. It is only when their identities 

are challenged, and they are forced to confront themselves, that they realize their differences 

strengthen their relationship. The process to arrive here was wrought with endless headaches and 

heartbreaking decisions. Later in this paper, I will explore the versions of this story that did not 

make it this far, and the consistent themes that carried through multiple versions of this project. 

 It took a long time to discover that I was telling a coming-of-age story. Originally, I did 

not have any interest, as I found this genre of films to be rather singular in the relationship they 

explore. But as I worked, I realized that Wasaga Beach itself is just as much a central character, 

equally in transition, as its city council is currently planning radical changes. And so, I found a 

tryptic. The film itself, my journey, and Wasaga Beach are all in this state of evolving. And so, I 

asked the question, “How can the genre of coming-of-age comedy help portray authentically 

Wasaga Beach’s change?” And through Golden Boys, I pursued this inquiry.  
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BACKGROUND – CANADIAN AUTHENTICITY 

Superbad seemed a strange landmark for this script initially. A lynchpin of my teenage 

growth, Seth and Evan’s hectic journey through their California suburb was the definition of 

comedy for a 15-year-old boy such as myself.  Having been written by Evan Goldberg and Seth 

Rogen, just out of high school, I felt it was authentic to my experience growing up in a middle-

class suburb. My friends and I saw ourselves in the ridiculous characters, identifying with their 

quest for romance and parties. 

 It was the first film reference I connected with when realizing the core of Golden Boys. A 

coming-of-age film that structurally exists in one day, primarily about the two central characters' 

friendship. Previous drafts and thesis projects had struggled with self-seriousness, confused 

motivations, and artificially inflated stakes. But by embracing a more comedic tone to better 

connect to my authentic self, I found the devil-may-care attitude of the characters, the crass 

comedy, and the straightforward structure enticing, as a way to mix up what I had done before. In 

seeing these similarities, I revisited it, and my past viewing was immediately recontextualized. 

Although I still enjoyed the humour and performance, my growth as a filmmaker meant I found 

Superbad to be lacking when it came to its complexity. Having spent years developing a taste for 

more complicated films regarding their themes, politics, and social critique, I found Superbad 

comparatively simple and easy to digest.  That was no doubt its intention as a film, but I needed 

to find a way to take that levity from Superbad I enjoy so much and still engage with the social 

and economic issues in Wasaga Beach that lie at the heart of this film. I didn’t want the film to be 

a version of an already established movie; I wanted it to speak to these quintessentially Canadian 

issues occurring in Wasaga Beach, while holding the feel of a teenage comedy.  This became the 

central focus of my research.  
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I decided to investigate the history of youth in cinema. Linda C. Ehrlich states in The 

Name of the Child: Cinema as Social Critique, when speaking about children in cinema, “On a 

significant level, they are used to reflect the value of society and its relative state of health.” 

(Ehrlich, 12). Touching on films like The 400 Blows (Truffaut, 1959) and The Apu Trilogy (Ray, 

1955 – 1959), Ehrlich specifically leans into examples of poverty and economic collapse as 

being what the children in these films represent. Antonie’s detached parents shipping him off to a 

centre for troubled youth is meant to denote the apathy and social strife of 1950s France. 

Antonie's interactions with the city, while avoiding his home life, significantly informed my 

approach to the landscape and its relationship to our central boys. Evan and Seth’s journey to 

lose their virginities in Superbad or Amy and Molly’s attempt to let loose in Booksmart (Wilde, 

2019) are references of mine rooted in a middle-class, American experience without actively 

engaging with the suburban landscape around them. So, it’s more prudent to explore the social 

issues in Wasaga Beach if Salem and Caleb mull around the town, parents mostly absent, victims 

of the changes occurring around them, like Antonie. I shifted my mostly house-based scene 

setups to something that felt more landmark-oriented, taking the boys out of comfortable spaces 

and placing them against iconic Wasaga Beach landmarks, allowing their acknowledgement (or 

lack thereof) to comment directly on how they relate to the history of Wasaga. Although pushing 

them into the interactive environment makes them feel more representative of the state of 

Wasaga Beach, in the way that they react and vocalize their feelings about the town, the beach 

itself functions very differently from the environment in the films Ehrlich speaks to. 

By contrast, The 400 Blows creates a desolate environment of dirty streets and rundown 

buildings for the characters, with no real relief. In opposition to this, Wasaga is full of life and 

energy as a bustling tourist town, so I needed to find a way to maintain a genuine representation 
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of the place while still giving the boys a story with depth and stakes. Antonie in The 400 Blows 

has real pressing concerns he is faced with, not having a place to sleep, suffering abuse, and 

looking for food. The stakes for Antonie are real and present, indicative of the environment he 

must trudge through. Although Wasaga Beach suffers from issues connected to poverty and 

exploitation, it is a lower-middle-class tourist town, presenting a less severe and arduous 

environment for Caleb and Salem. On the surface, if the boys were representative of the town, 

they would be energetic, carefree lads, not struggling. Much like the mold of a classic American 

teenage comedy, this setting does not carry a harshness that creates high stakes. Even trying to 

recontextualize it in a specifically Canadian context, the countries mirror each other in so many 

ways that the only option for putting them in a more dire position would be to shift location 

completely. A more comparable film would be Sleeping Giants (Cividino, 2015), also a Canadian 

film about a group of young boys in cottage country, but between the more isolated Thunder Bay 

and the drama layered throughout the film, it feels as though it touches on aspects of a summer in 

cottage country, but doesn’t fully embrace its setting in a way that feels explicitly Canadian.  

In Wasaga, the boys are surrounded by bright lights, fast food, and tourist attractions, 

which do not lend themselves to stakes that feel profound in an external way, and I wanted to 

stay focused on this township and its present issues with gentrification as a thematic throughline 

in the film. It was this conclusion that led me to consider how one could explore conflict within 

an environment that, for the most part, carries a positive connotation on its surface. Circling back 

around to Americana, I immediately thought of a film like Blue Velvet (Lynch, 1986), which 

presents this ideal suburban identity but hides a darker world underneath. This made me consider 

whether I wanted to add a darker layer underneath my story, but I quickly remembered much of 

the feedback my past drafts had regarding obfuscating emotion with high-stakes external 
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elements and how they had detracted from the narrative. But this led to me looking at the film 

subtextually, and the way Blue Velvet puts Jeffrey’s mental crisis at the forefront of the film, 

highlighting his internalized struggles with identity after his encounter with Dorothy Vallens 

showed me the perfect catalyst for conflict within a seemingly picturesque environment. 

Exploring the mental struggles of the characters versus artificially creating external conflicts.   

As seen in reports by the World Health Organization, we are currently living through a 

mental health crisis in adolescents (Nissim et al, 1-41). Collecting evidence from adolescents 

aged 11-15 from Europe, Canada and Central Asia, it concludes that social media and gaming 

have led to an increase in mental health issues and problematic behavior amongst teens. To 

properly represent the mental health status of Caleb and Salem, I began searching for works that 

focused on a character’s mental health as the main source of conflict, while being informed by 

the film's world. Jarrod Carmichael’s On the Count of Three (Carmichael, 2022) was particularly 

helpful in finding a balance between the environment and internal conflict. The film frames its 

narrative against an average suburb where most people would find some comfort. It is only in the 

central character, Val’s dissatisfaction with his life and the malaise that comes with his middle-

class existence, that the film comments on the mental health struggles associated with this kind 

of complacent, static life. He has responsibilities to his girlfriend and a possible child on the way, 

but the mundane pointlessness that he sees in his daily life lulls him into a stagnant depression, 

preventing him from seeing purpose in his responsibilities. The film pushes back against Val’s 

feelings with Kevin, who feels more justified in his suicidal ideation given his abuse as a child. 

The film opens a conversation around the absurdity of suicide and whether someone else is more 

justified in it than others. The film showed me that I can maintain the bone fide, light nature of 

Wasaga Beach and its changes, without having to manufacture unrealistic conflicts for the 
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characters. The stakes can be internalized, connected to their identity, and reinforced through 

interaction with the town.  

I decided to take a step further in this direction, digging into whether modern teen films 

have shifted to this mental health focus or if the stakes still exist entirely externally, considering 

their modern relevance. As explored in Elissa H. Nelson’s The New Old Face of a Genre: The 

Franchise Teen Film as Industry Strategy, the introduction of social media and streaming has 

shifted how teen coming-of-age films are being marketed to kids. Following the success of 

interconnected, multi-film franchises like Marvel films, the new meta seems to be an extension 

of the YA adaptation boom of the 2010s, but shifting it from a classic teen comedy into 

something more fantastical. These films attempt to establish multi-film franchises that tackle 

societal issues. Films like Uglies (McG, 2024), based on a YA series, try to connect with their 

audience this way, and the results can be inconsistent. In the case of Uglies, an allegory for 

puberty as seen through a dystopian lens, without much success.  

Traditional coming-of-age seems to have shifted towards a newer variant, focusing on the 

millennial generation and their struggles associated with a modern listlessness. Films like The 

Worst Person in the World (Trier, 2021) and the previously mentioned On The Count of Three, 

are all suggestive of this late twenties, early thirties coming-of-age, and are highly regarded for 

this approach as a way to reflect on the state of the modern world. Julie and her search for 

something of substance amongst this love triangle in The Worst Person in the World interrogates 

this myth of adult expectations and stability, which were very similar conflicts to Salem and 

Caleb were dealing with, just grounded amongst high school drama versus the adult world. The 

way The Worst Person in the World tackles personal evolution in a modern way helped me 

realize just how universal the mental struggles I could implement into the script could be for 
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people within transitional spaces in life, like leaving high school, moving cities, getting married, 

starting a family, etc. 

Upon seeing this shift to millennial-focused stories, I understood the appeal of a later 

coming-of-age movie, dealing with large existential issues where characters may have more at 

stake in their adult lives. But what I saw was an opportunity, based on the research I had already 

put into the script, to take these existential concerns and ground them within the framework of an 

American teen comedy. My goal became to frame this traditional comedy within the veritable 

mental struggles of a modern teen, which would be in dialogue with Wasaga Beach's rapid social 

and economic changes. I realized from watching these films that the concerns that these 30-

something characters deal with are not that much different than what the boys would be dealing 

with. Personal identity and what they want to do with the rest of their lives are questions that 

films like The Worst Person In The World are actively engaging in. If the stakes of the conflict 

rest within the mental struggles of both boys, it allows me to expand their characters at this 

transitional moment in time. This also freed the story up to explore external conflict of lower 

stakes, meaning that my portrayal of Wasaga Beach did not need to be inflated with faux danger. 

The story could maintain its small-town high school-oriented approach while challenging the 

boys profoundly with their internal conflicts. Something that I realized felt far more universal in 

its approach, especially to a modern teen audience. And upon thinking of universal appeal and 

authenticity, it brought me back to why I connected with Superbad in the first place. 

My attraction to the film was the juvenile nature of its comedy, but in viewing these other 

films, it helped me find a different kind of authenticity. Rather than one dominated by comedy, 

this was a dramatic authenticity, shaped substantially by my research into the mental health crisis 

amongst teenagers. But because I can contextualize these questions with this low-stakes high 



 

9 
 

school comedy, within this small suburban town, it would allow me to maintain the levity in my 

film, while finding moments of reflection for the boys to deal with these concerns. And it was at 

this point, the only thing I felt I was missing was a concrete external goal for their day. The film 

might be juvenile, but it does feel true in representing the objectives of the characters. Evan and 

Seth only want one thing: to lose their virginity before high school is over. The worries about 

their friendship and college boil under the surface but never reach the forefront. It was whilst 

considering these external priorities that I realized that how I had been thinking about this project 

had been flawed.  

The town they live in exists in a kind of middle-class stasis from which they are 

disconnected. Seth and Evan are not strong representations of their grander society. If anything, 

they reflect a moment of early 2000s American normalcy but never engage in anything beyond 

their upper-middle-class suburbs. The film came out in 2007, just before one of the largest 

economic collapses the United States had encountered. In a way, engaging with the film in this 

context presents me with exactly what it is: a bubble. The worst thing that happens in the film is 

that a party gets broken up at the end. Seth is hit by a car in a parking lot and shrugs it off. The 

boys steal alcohol for the party and run away without being caught. However, this safety bubble 

can now speak to how society was viewed and represented before the economic collapse. 

Picturesque, everything was running smoothly, without realizing the incoming shift waiting in 

2008. In a way, the film does engage with Ehrlich's ideas, in the sense of seeing the world 

through these boys, albeit a very shallow viewing of it. But all this textual and metatextual 

insight is geared specifically through an American lens, and Golden Boys is inescapably a 

Canadian film. Although the writers of Superbad are Canadian, they grew up within an American 

industry, and the film is set and produced in the United States. It was through this metatextual 
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look at Superbad that allowed me to see that the last bit of authenticity I was missing, beyond the 

setting of Wasaga and the teenage boys, was that of being Canadian.  

My initial thought when it came to separating Golden Boys from the American films I 

had based so much of the story on was that I didn’t know if it was something I could do. Canada 

and the United States share a lot of similarities, and I didn’t want to focus on the superficial 

elements like the seriousness with which American students treat things like prom or 

homecoming as the differentiating factor. The only thing I could think of was differentiating 

Canada from the United States in the same way the US differentiates itself: regional personality.  

The best way to portray this Canadiana was to revisit Wasaga, both in my memories and 

as it exists now. This visit helped me fill out the final piece of the script, the authentic texture of 

the town by allowing the cultural and historical aspects to inform the secondary characters and 

prime external conflicts of the film. External conflicts were easier to pin down, knowing that 

Wasaga’s history with bikers amongst the locals helped inform Caleb’s motivation. Having 

spoken to younger folks and university-age people within my cohort, a common thread was a 

desire to escape from their small towns, which led directly to Salem’s desire to leave the town. 

The rowdy college-age and high school kids at night on the strip informed Rory and his band of 

aggressive bros. A conversation I had with an artist regarding a documentary about the 

indigenous origins of the Wasaga River, created Mabel and her group. The more I researched in 

the town and the increase in first-hand encounters I had, the more they helped shape this film 

into becoming starkly more Canadian, breaking away from this white-picket fence Americana 

that so many of my references had been steeped in.  

I could lean into the more stereotypical examples, like how Rory is a riff on the college-

age hockey boys and the sub-cultural idiosyncrasies found in Canada. I could speak to the 
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geographical or temporal difference in streetlights and starting time for high school and college 

but the truth of the matter is that the film is Canadian because it is a film about Wasaga Beach, 

and speaks to the deep history and culture that gives it the dimension required to house both a 

teenage comedy, and a socially complex story. Authentic to itself. 
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WASAGA BEACH – PAST, PRESENT, FUTURE 

Pink, Taylor, and Wetzler write in Measuring and Promoting Wellbeing: How Important 

is Economic Growth? that progress in society has for a long time been measured by gauging 

economic growth predominantly, but it was not until the latter part of the twentieth century that 

other social factors began to shift this idea. Based on this, the middle-class stasis of these early 

2000s teen films reflects progress in maintaining the status quo. Superbad views its middle-class 

neighborhood as a playground. It is beautiful, clean houses and mostly empty streets reduce the 

severity of the bullying and embarrassment that the boys face. A film like Vivarium (Finnegan, 

2019) depicts the same, but with a feeling of dread, reflected in the copy-paste, cold production 

design of house after house on a deserted street. This instead demonstrates a cold, empty 

atmosphere in a similar setting. As Wasaga expands, with plans for rapid development, it remains 

to be seen how people might see this change, but this isn’t the first time the beach has 

experienced radical change.  

During the “Ontario Biker Wars,” Wasaga was a hotspot for parties and gatherings, 

bringing in drugs, gambling, and other criminal activity to the area. It even held meetings 

between chapters, such as the approval of the first Satan’s Choice chapter in la belle province. 

However, as the years went on and the police got a foothold in handling biker activity in Ontario, 

their presence began to fade, and their clubhouse eventually fell away and was demolished. 

Regardless, the biker culture became deeply entrenched within the bedrock of Wasaga Beach, 

and bikers are a common sight for people on the strip. Motorcycle shows, gatherings, and 

meetups are still a regular occurrence, especially near the beach, but as the criminal element left 

the town, it gained a new reputation for tackiness. Normally catering to families out at the beach 

for the weekend, Wasaga quickly became a go-to stop for middle and upper-class teenagers and 
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college students, looking for a cheap place to stay and drink. Both pre- and post-COVID, the city 

has been working on ways to shift this reputation, “asking Ontario Parks to hire more park 

wardens for enforcement, and to ‘drastically’ increase fines for anyone breaking the rules.” 

(Adams, 2024). And although this article in particular pinpoints one dubiously credible situation, 

it does communicate the idea that the reputation of Wasaga Beach has soured in public opinion.  

But then, COVID-19 hit, and things shut down. During this time, the Wasaga City 

Council committed to a more radical change. As per the Downtown Development Master Plan, 

submitted by the Town of Wasaga Beach, the goal is to: “Rebrand Wasaga Beach to promote a 

more inclusive, family-friendly identity; Revamp the existing planning policy framework to 

encourage private sector investment while transforming the Downtown into a place for both 

residents and visitors; Encourage medium density mixed-use housing forms in the downtown 

that will increase the quality of short-term accommodations and improve the urban realm;” 

(Wasaga Beach City Council, slide 11). All this suggests catering to the newer transplants from 

Toronto, focusing on those looking for an escape from the city, hoping to seize on cheaper 

property rates. This development was actively opposed, and led to protests, with the head of the 

Ratepayers Association claiming that locals were being “shut out” of town halls (Town of 

Wasaga Beach). The lower-income locals were being ignored and pushed out, as Wasaga did not 

seem interested in keeping them. The town understood that to prevent all this money and new 

folks from going to the upper-class catering town of Collingwood, they needed to change more 

drastically, at the cost of the culture of the community.  

So here, we have the story of Wasaga Beach. A middle-class town is knocking down the 

strip that it is so well known for, to build a new, sterile resort hotel for the richer community that 

is growing in the area. This redevelopment plan served as the core of interest in Wasaga Beach. 
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Its radical approach, rejecting protests and specifically catering to a richer group of people, spoke 

directly to the themes of progress that I wanted to explore within the script. It too lives within a 

transitional space and gives us the perfect environment to entertain the questions of this thesis. A 

town full of character and charm, with comedic opportunities for our boys. A beach full of 

history, allowing Caleb’s motorcycle obsession and Salem’s artistic leanings to exist in the same 

space, but still struggle against each other as the town tries to accommodate both. It was an ideal 

setting for this attempt to blend the teen comedy genre with the Canadian social politics of the 

time, as the town was, in real time, going through a process of gentrification, expansion, and 

cultural redefinition as the classic Wasaga Beach strip was being peeled away. 

With an upper-middle class from the surrounding cities attempting to escape the growing 

cost of living, it connects directly to the kinds of social and economic issues that would affect the 

towns teens, as Ehrlich mentioned, while also being a busy and energetic community. It is a town 

that negates the middle-class stasis, which was such a sticking point in my research, and allows 

us the perfect balance of fun and gravity, with the town shifting as much as Salem and Caleb. 

Slow and incremental, but consequential, and chaotic, nonetheless. The goal became clear: how 

do I best approach depicting the social and economic change that is drastically sweeping Wasaga 

Beach, but in a way that doesn’t sacrifice the new style of writing that I am approaching, in 

which the boys can still be representative of the surface-level fun that Wasaga Beach is known 

for? 

To that end, I went back to Ehrlich’s examples and, in searching for them, I found exactly 

what I was looking for, in the film Kids. Larry Clark’s early 1990s film strives for a verité quality 

that attempts to portray these teenagers as raw as possible. Telly’s sexual exploits, Casper’s 

substance abuse, and Jennie’s desperate search for Telly to tell him about his HIV diagnosis are 
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all meant to portray a rougher picture of the more impoverished kids within New York City. The 

film is natural, with comedic moments coming partially from their erratic behavior, indicative of 

the rough environment where they grew up. Watching the film and seeing the kids move around 

without a care is a combination of freeing and terrifying. Telly’s selfish disregard for the others 

around him suggests how inwardly focused these kids are. He says that the only worthwhile 

thing in the world is sex, driving home just how single-minded he can be.  

Although teenagers are more connected and in-the-know today than when these films 

were made, their concerns stay insular.  A study from the National Library of Medicine, studying 

perspective and memory in male adolescents and young adults, “we found an age-related 

decrease in egocentric biases in perspective taking from adolescence to early adulthood” 

(Scheuplein, 2023).  Adolescent teens tend to focus on themselves, so the characters do not need 

to take their societal issues seriously. They can be victims without knowing. What the world is 

doing affects them, but do they need to care? No. Because they have motorcycles to buy, college 

to apply for, and girls to kiss. The town becomes this backdrop that the boys move through, like 

shadows being cast by light from a projector. These active entities move through space without 

seeing the tableaux behind them. I feel as though the process of discovering this revealed how 

insulated and single-minded my approach to writing was, which is indicative of the work I was 

doing before this project. 
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MY BACKGROUND – MY TIME UNTIL NOW 

My time creating and working in film has culminated in 12 years of writing.  With over 

30 short projects during that time, my writing found a comfortable pocket of quiet, tense drama, 

mainly inspired by the likes of David Lynch, Stanley Kubrick, and David Fincher. The cold 

calculated focus on craft is what started me on my film journey. During these early movies, I 

focused primarily on my directing skills, and my screenwriting became a vehicle for a visual 

showcase of atmosphere and mood. As I grew, I found myself lacking in the emotional impact of 

the stories. Critiques from peers, professors, and festivals left me with similar notes. I was 

capable, but the pictures left people confused or cold. They had no staying power.  

This phase was more obvious in my films Spike (Griffin, 2019) and Banshee (Griffin, 

2021). Both shorts focus on quiet protagonists who spend more time within an interior world 

than communicating with the world of the film. One had shut down because of the death of her 

father, and the other was growing paranoid from an act of industrial espionage. Both characters 

are victims of not only unseen dangers but the atmosphere of the picture. Heavy black and white, 

dense sound design with sharp spikes and dramatic twists without the emotional strength to 

support them. The films were stylistically interesting but narratively inert. After some previous 

success with a more character-driven play at a local theatre festival, I wanted to challenge myself 

more acutely, to bring those character-driven elements to my screenwriting. I wrote relentlessly, 

and although I had a few good scripts, I realized that I had stagnated and that my directing efforts 

were far more developed than my writing.  

With this script, I wanted to open myself up to challenges, tackling a variety of things 

both emotionally and technically. Writing a single-day structure, writing a comedy, and writing a 

character-driven story first felt new and exciting to me. But at the same time, thematically, this 
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was new ground for me. The closest thing I have done that has tackled this was my recent short 

film, Swans (Griffin, 2024). The approach to this movie was drastically different than anything I 

had done before. We allowed the actors to run the ten-page scene in single takes with a digital 

camera, doing all the work independently of us, inside the garage set. They were in control, and 

for me, the freedom that allowed was exciting and deeply uncomfortable. They would make their 

own changes, move the scene in surprising ways, and it helped open my eyes to how I could find 

honesty and emotionality within the absurd. To this day, it has been one of my more popular 

short films, with an emotional core that I find to be very successful. I realized that the form must 

not overcome the human within a script. A purpose is first and foremost, and I think my struggle 

to find a purpose for my work, a “why,” was my biggest obstacle. What did I care about? What 

did I feel deeply was bothering me about the world? What did I question, and how do I hone in 

on the right question to ask?  

 The process of working on this script was the thing that brought that out of me. With 

Golden Boys, I wanted to work towards a conversation about progress and identity. In our quest 

for forward progress, what do we lose? If identity is fluid, then what do we shed as we move on 

and evolve? I considered these themes through the lens of personal experience. My growth as an 

artist, watching my family renovate the cottage I love and strip it of all character and charm. This 

story became inseparable from me as an artist dealing with the same issues as the boys. 

Revisiting Wasaga Beach recently for research gave me pause, as the city continues to move 

forward with “updating” the beach with its new resort concept, regardless of community 

pushback. Gentrification is not new, but I think the specific circumstances in this situation are 

unique. With Covid creating an influx of newer and richer residents, and a focus on economic 
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growth via more heightened tourism, the city wishes to replace its grimy image with something 

more sanitized.  

 And all this research helped shift the process of writing this project significantly. My 

approach was much slower and methodical, taking substantially more time outlining what Caleb 

and Salem want and need. How they interact with the town, their opinions, and feelings. I 

distanced myself from attempting to “find” all of it in the draft, knowing that the specificity of 

the messaging and themes would not lend itself well to that process. The boys needed to be 

layered, and with the understanding that they would be just as much a representation of the 

grander change Wasaga is going through. Considering that boys were not meant to directly 

engage with the societal elements in the background, it allowed me to approach the writing 

process by isolating the boys’ story from Wasaga Beach, keeping it small-scale and personal, and 

then shifting to the story of the town through more descriptive background elements.  

With the advice of my supervisors, I found films to work with comparatively. Knowing 

that I wanted to craft a teen comedy meant I should embrace the traditions of the genre. In past 

writing, my aversion to a three-act structure led me to find a structure after most of the story 

beats had been plotted out, causing an uneven sense of pace, with no real direction. This seemed 

mostly from a place of insecurity, wanting to create a unique film that was not dominated by an 

obvious structure. As I embraced this three-act structure, I found that the uniqueness developed 

from the context of the story, and that the more I deepened the characters and complicated the 

relationships, the more integrated the structure. My desire for obfuscation in my past films was 

warranted, but had been put in the wrong place, and it was by embracing the three-act structure 

that I found ways to hide and bend it to give the film an idiosyncratic feel. Once I had a sense of 

the direction of the movie within that structure, I experimented within it, most significantly by 
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dividing the second act into two parts, one specifically focused on Salem, and one specifically 

focused on Caleb. Not only did this decision allow me to take full advantage of the environment 

by following the boys through varied spaces, but it also communicated to the reader that these 

boys hold equal weight within the story, allowing an audience to feel the absence and begin to 

miss the boys as a unit. I wouldn’t have been able to find this if not for committing to 

convention.  

 The town needed its moments to stand out as a character, both as a landscape and as 

represented by the people within it. During my time in Wasaga Beach, I found it imperative to 

touch upon the visual distinctions between the old and new and find some way to depict them 

through character. Mabel is representative of this larger ideal: that the faster we push into the 

future, the more willing we are to bury and forget the past, and by refusing to build upon what 

has come before, it ceases to exist. Mabel’s childhood is something she cannot remember, 

because her passion and goals for the future drove her so hard that she did not have time to create 

memories worth remembering. And her way of dealing with it opens us up to comedic 

opportunities, misplacing passion with anger, and playing with the irony that this is what Salem 

thinks is what a “real filmmaker” is like. On the opposite side of the spectrum, Ted is a character 

who is built around the ideas that Wasaga is pushing towards. His goal of enriching himself and 

his community has caused him to see anything from the past as something to be dealt with. He 

leads the charge in new construction developments, employing many people in the town while 

also encouraging richer folks to move in. But we see when Caleb comes to buy the motorcycle 

that his life is dictated by control and shaping the people around him into what he thinks is 

acceptable. Caleb’s ability to reject him and refuse to prove to him that he deserves this 

motorcycle is indicative of the struggle long-term residents of Wasaga are having. These people 
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who are being bought out of their properties and encroached upon by these expanding 

communities have every right to stand up and push back, as the President of the Wasaga Beach 

Ratepayers Association, Faye Ego, has done since the introduction of the Financial and 

Development plan for the strip. They do not need to prove they can live here. They should try to 

maintain whatever sense of Wasaga’s past that they have. All these additional characters 

highlight perspectives that speak to the themes of this project, helping to resolve the question of 

this thesis. Outlandish characters, indicative of systematic issues, challenge the boys and how 

they feel about themselves and the town. 

 But for me, it is through the boys that we can see salvation. For us to grow and progress, 

our movement cannot be predicated on the lifeless regurgitation of similar ideas within shiny 

new boxes. Within 50 years, Wasaga Beach might very well be a terrible place to live, 

hypothetically. With increased algae in the water, the beach may be red and not swimmable, as 

Brennan Doherty’s TVO article, “It’s 2050. Here’s what a day at Wasaga Beach could look like” 

states (Doherty, 2022). A town that tourists do not visit anymore due to these factors, and a 

housing market that is tanking, as too many cookie-cutter houses were built too fast and priced 

too high. It is these issues that we see if we continue to focus on today’s solutions without 

considering tomorrow’s problems.  We solve a problem today, without thinking about the 

problems we create for tomorrow. We are haunted by the culture we choose to forget and the 

future we will never have because of it. But in my conceptualization, as seen later, I attempted to 

take these feelings and communicate them in far too serious a tone. Not to say that the harshness 

is not warranted given what is occurring in Wasaga, but the severity stripped away what I felt 

like was a rounded and human experience of the people within the town, and the self-

actualization of Salem and Caleb.  
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These boys, who learn that their identity is tied to each other, are another way they are 

preventing themselves from growing beyond the antiquated ideas of who they are. And it is only 

through the separation from one another and the comfort that these boys have given each other 

that they can confront and discover the truth at the core of who they are.  And it is only through 

this realization of their flaws that they can self-actualize and, upon doing so, find their way back 

to each other. Reforming a friendship that has now grown stronger, deeper, and more powerful 

from the absence of their misconceptions of each other. 
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DRAMATIC CONSTRUCTION 

Yet this idea, of merging the social issues of more dramatic coming-of-age films with 

those of the American teenage comedy, did not come quickly. As I said, the common thread 

through all these drafts was this focus on a sense of place and using the film to tell a story about 

a place, just as much about characters. Working on previous ideas, you will see how this concept 

evolved into what it is now, while following my journey of embracing levity and finding truth.   

Second Story Man 

My initial project was inspired by the book A Burglar’s Guide to the City, by Geoff 

Manaugh. Within this book, Manaugh breaks down the myriad ways that burglars can access 

people’s homes and how law enforcement needs to adapt their expectations and execution of 

arrests, depending on the environment. The crux of the book is looking at a building in a way 

that a burglar would, seeing access points, hidden areas, and the space between walls as just as 

significant a part of the house as the living areas.  

I have always been deeply captivated by the space people choose to occupy, and the 

histories they hold. In Robert MacFarlane’s book, Underland, he approaches these spaces 

through the guise of deep time. The thin line of time between the cave you visit on vacation, and 

the cave where a neanderthal gasped their last breath is nothing in the realm of deep time. All by 

the scratches and carvings on the cave walls. This obsession with space is something I am still 

interrogating to this day, but at the time, I was interested in investigating the ideas of home, time, 

and perspective when it came to burglary.   

And so, I attempted many different versions.  



 

23 
 

- A burglar who posts his break-ins on social media is blackmailed into bringing along 

a young girl after he is caught by her, and they work to break into her father’s 

mansion to steal back a priceless family heirloom.  

- A crime thriller about a young woman working for the mob who is torn between her 

new family and old connections when her burglar boyfriend asks for help on one last 

job.  

- A Coen Brothers-like caper about a well-known burglar who, in her last job, is pulled 

into a mess of warring criminal factions as she is framed for the murder of a mob 

boss’s son.  

From a thematic standpoint, this story was always meant to explore how we view the idea 

of home and how a burglar might see things in a house that we would never understand. It would 

speak about copy-paste suburban development and the damage that conformity and sameness can 

have on the people within the homes. But these versions never stuck. Inspirations were drawn 

from films like Cache (Haneke, 2005), Mikey and Nicky (May, 1976), and Thief (Mann, 1981). 

The voyeuristic quality of Cache, mixed with the tense friendship of Mikey and Nicky, and the 

slick style of Thief, was what I was working to create. But this was a point in the process that I 

was approaching too eagerly. The ideas were too raw. Flaws and criticism would be pointed out, 

and my stories would crumble. Many of Professor Wiseman’s critiques at the time pointed to the 

listless quality of the script, with characters lacking motivation and substantial stakes within the 

story. I was dealing with ideas and themes so conceptual that I was forgetting that stories are 

about people. And the people were getting lost. But this began what would become an incredibly 

significant part of my thesis, presenting the questions of how a setting and the societal factions 
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within that setting help to shape the story at large. It suggested ideas of gentrification that would 

shape the remaining scripts. 

Prepper 

 The next substantial attempt was one based on growing anxiety. Around the time of my 

previous drafts, I was given an ultimatum. I cannot keep changing topics so radically. If I were 

going to move away from Second Story Man, it would need to be definitive. I believe the 

authenticity lacking from my writing was because I was not choosing to focus on material that I 

felt was emotionally significant to me. I was focusing too much on the captivating idea. I did not 

come from an emotional place. So that is what I did, and the place I began to write from was one 

of paranoia, dread, and fear.  

 Prepper was a story that revolved around a rotating cast of family members. At one time 

or another, the younger brother, the older sister, and their father all took on this film as the 

central character. An apocalyptic nihilism had sunk its teeth into me during the time of writing 

this version, driven mostly by fears of increased right-wing ideologies within Western nations, 

the war in Ukraine, and increased tensions between Russia and the United States. And it was then 

that I saw an opportunity to interrogate these feelings. The film begins with Theo, a young man, 

very entrenched within Manosphere politics and Cold War paranoia, who decides to purchase an 

abandoned missile silo in a Fort McMurray-like town to transform into a doomsday bunker. We 

follow his sister, who attempts to bring him back to civilization, but ends up helping him 

complete it to find some sense of closure. The story focused on this self-isolation and how 

extremists sabotage themselves, as their paranoia pushes away the people that they love. The 

ones most likely to pull them out of what they are buried in. It was a story about a young man 

struggling to find purpose and control in knowing that he will be the one to survive when 
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everything falls apart. He will be the one in control. He will be the one who will say I told you 

so, but no one will be there.  

 This story also took on many versions:  

- We follow the sister as she attempts to pull her brother out of the bunker, only to get 

wrapped up in the small-town politics around the land and its history.  

- We follow the father, after Theo had gone missing while building his silo, as he visits 

the town to finish what Theo started. While there, he is confronted with the damage 

he has done to the town when he was a General at that very missile silo 30 years 

prior. 

- We follow the sister, now a reporter, investigating her brother’s disappearance at this 

silo, which then evolves into a murder investigation including an oil sands baron, 

wildfires in the town, and a serial killer.  

But at the core of all these stories was an attempt to grapple with my feelings around 

paranoia, isolation, and what felt like the end of the world around every corner. It was emotional, 

but reactionary. I thought this was an answer to Professor Wiseman’s previous criticism around 

motivation and stakes, with a story focused on people willing to die for their ideals, regardless of 

how irrational, based on paranoia or fear. And it was not working either. Inspiration pulled from 

films like Dog Day Afternoon (Lumet, 1975), The Man Who Wasn’t There (Coen, 2001), and 

We’re All Going to the World's Fair (Schoenbrun, 2021), the script felt moody and atmospheric, 

but not much else. The goal was to take the structure of the standoff from Dog Day Afternoon, 

the supernatural backdrop of The Man Who Wasn’t There and the dreadful tone of World’s Fair, 

but my focus on making these separate elements come together meant I was neglecting the 

characters. I would draft and draft, and after some feedback, would see aspects of my story fall 
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apart. Wiseman’s more pointed notes came from the perspective of the protagonists, feeling as 

though we lacked insight into what he or she was truly feeling, and justifying this paranoia as the 

primary driver for his or her actions. The drafts would grow more expansive, attempting to shift 

perspective to understand these tortured characters from an outside viewpoint. But the work 

became overwhelmed with the idea of the haunted military past of the silo, pushed to the 

forefront instead of allowing it to be a background to the drama of the actual characters. This 

script started to shape the ideas of putting the social commentary elements in the background and 

encouraged me to shift into a smaller-scale story. The separation of those pieces that were 

imperative to the thesis and its questions of exploring Wasaga through the guise of a teenage 

comedy was founded in the draft, as I struggled to grapple with that balance. 

Dirty Rotten Teeth   

Finally, we arrive at something like what Golden Boys is. Writing my thesis, I carried on 

writing numerous other projects. I was exploring the newfound perspective that the program had 

given me. And it was in this that I found one of my favourite playwrights, Sam Sheppard. The 

raw, tactical quality of his conflict and character motivations was something my supervisor told 

me I needed. And so, I set about working on something comparable to that. 

 Using True West as a basis, I began writing a feature alongside the Prepper. I wrote it 

during the evenings and weekends, but it started to occupy more of my time, becoming more like 

what was being asked of my thesis. And it was only at a moment of crisis, as a new year crested, 

that I concluded I no longer had any heart for my Prepper story. I had worked out what I needed 

to work out, and I had nothing left to give, as my life became consumed by this other script. And 

so, I shifted gears for the final time to this new script. And believe it or not, it had plenty of 

iterations: 
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- A novelist and her redneck brother attempt to mend their struggling relationship as 

the novelist rushes to complete her latest children’s book by her publisher’s deadline.  

- A novelist returns to her old family cottage and encounters her brother, on the run 

from the police. As they rekindle their relationship, they are terrorized by a group of 

teenagers, planning to rob the house.  

- A group of boys obsessed with the Hell’s Angels Motorcycle Club plan to rob a 

cottage to get enough money for a motorcycle. But when they encounter a cottage 

with a young writer and one of the boys’ outlaw brothers, their interests conflict with 

their new and old love of these alluring adults.  

The last one had the most iterations, built upon the bedrock of this novelist, attempting to 

find something lost within her past, and using the teenage boys as a surrogate for her nostalgia. 

Pulling inspiration from True West and the film, Paris, Texas (Wenders, 1984), it was raw and 

honest, drawing on Travis’s high-stakes personal journey of reconnection in Paris, Texas as the 

guiding light. But even though it was all of that, it came down to one thing: this is a film script. 

And as a film script, it was boring. Predictable. Professor Wiseman’s notes allowed me to clarify 

what I was leaving up to the audience in these versions. Character motivations were there, but 

they were loose, and his critiques allowed me to find a good balance between mystery and 

clarity. But the double-edged sword became that to an average reader, the script became 

predictable because of how everything was being telegraphed.  

And so, as we look back on these versions, what do we see? We see a young man out of 

place. At odds with his professors and peers, whose approach was being challenged. We see a 

young man scared, isolated, pushing away those around him out of insecurity. We see a young 

man who desperately reached back to a world that he knew. One he was familiar with, to find 
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something that he felt like he was missing. Something that would make him what he knew he 

needed to be.  

Thematically, the exploration of space as a character and speaking to societal issues 

through these spaces was one of learning that space should not be the star. It can be an element, 

but if it overwhelms the characters, then we lose track of the emotional resonance the space may 

have as the characters exist within it. From Professor Wiseman’s feedback, it became clear that 

my ideas and concepts were overwhelming my previous pieces, and the seriousness with which I 

was approaching this material hindered my ability to be honest. I am not a very serious person, 

and my humor got me through many of the trials associated with this process. But the thing that 

resonated with me the most, through all of Professor Wiseman’s feedback around Golden Boys 

and Dirty Rotten Teeth, was that the boys were everyone’s favorite part. Their back-and-forth 

camaraderie and casualness with each other brought life to this script. And when Professor 

Montanari came into the picture and looked over this piece, he said the same thing. And that 

moment was when I realized that I needed to shift gears. I needed to go directly to the source of 

where I was pulling these chaotic, comedic character conversations from. The American Teenage 

Comedy.  

I knew what I wanted and needed my story to be about. It was about how the façade we 

shape for ourselves influences how we grow and expand into the world. Because of that, the few 

things that survived were the boys and the setting. The script swiftly became about the 

adventures of our troublesome group of friends. By opening myself up to the comedy and levity 

that my writing was so greatly missing, I found something the characters were lacking. A sense 

of life and authenticity. As a boy, my summers were spent at Wasaga Beach, on stupid adventures 

like what these boys go through. It was a time of fun and carefree-ness. My cousins and I would 
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terrorize each other for fun, spend all day on the beach, and tackle one another into the water. It 

was a time I drew on deeply for this project. It was the point in my writing process that I wanted 

to go back to Wasaga Beach and re-experience it, to bring this project to life. During this time of 

revisiting these memories, I learned that the authenticity I sought was not meant to be a 

recreation of direct events, but to find the feeling I connected with the most. To look back and 

distill those complicated feelings into truth. Look at it honestly, and reflect, not just regurgitate 

moments as they happened, to hope they resonate. 

Through this, I realized Wasaga Beach was just as much of this story as the boys were. 

The carnivals I used to frequent no longer come around as more land is being taken up for 

mansions and larger suburbs that seem geared for an upper-middle class. When I was a teenager, 

the threat of Hells Angels bikers was still present. We visited the strip often but it was never a 

place I felt comfortable in. Teenagers and college kids binge-drinking and fighting. Older bikers 

with tattoos and patches that reminded you exactly where you were. And although, as a child, I 

looked at this in fear and anxiety, what I see now is character. It is history, as chaotic as it may 

be. And I was watching it be washed away. I was so caught up in the history and the drama of 

Wasaga Beach that my drafts reflected that. Crime-obsessed, high-stakes stories distracted from 

the truth of the piece. Professor Montanari said the same as Professor Wiseman once said 

regarding Prepper. The piece is too caught up in the crime and violence to create drama, and it is 

getting away from what I know. And what I know is the fun childhood I had at Wasaga Beach. 

So, I embraced it.  

This is where a lot of my research began to step in. I concluded that I could still manage 

to have this story centered around what was happening with Wasaga Beach in terms of 

gentrification and displacement. I could speak to that through the boys, while not necessarily 
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having them be concerned with it. In Gentrification is Making Us Sick, by Zoe Levitt, they 

connect displacement and gentrification with an increase in health risks, brought about by stress, 

travel time, loss of access to local resources, and so forth. Based on my conversations with 

Wasaga locals, most resources became out of reach of the older neighborhoods as the Big Box 

Stores are built within the newer suburbs, with local business owners saying it’s harder for them 

to maintain business, especially during the off-season for tourists. Without a strong public transit 

system, many locals are also forced into longer drives to reach those incorporated stores, 

especially if they live outside of the more tourist-dense area, which gets clogged up with motels 

and rental properties. The more I investigated the town, the more I realized that while not as 

dramatic, the stakes that Ehrlich refers to in these more dire films are present in one way or 

another in Wasaga. It is just about handling it with an appropriate tact, and the struggle came 

with trying to find how to maintain the comedy without mocking these issues. It is this logic that 

drives the way the boys move through space, whether they know it or not. They can joke about 

how far Bowers is when going to get the motorcycle, without really reckoning with the fact that 

it is so far away, because that is where the people with the wealth in this town now live. They do 

not mock the issue; they laugh at the situations that these issues put them in.  

 Coming from the previous drafts, I approached this one with a lighter attitude. What are 

the stakes for these boys at this transition? The answer seemed clear: the latest toy, the girl you 

have a crush on, and a future you dreamed about. One of the things I was often criticized for in 

previous drafts was a lack of driving motivation. “It’s a film, but it’s not a story” was a common 

refrain that rang in my ears as I worked away. The idea of this motorcycle at the centre of 

everything has always lingered, through multiple drafts. Beyond its obvious ties to the bike 

culture of Wasaga Beach, it was always something more than that to me. It was a symbol of 
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freedom and escape. The irony in this motorcycle was always the idea of what it meant to 

everyone else, through Caleb’s eyes. Most people have moved on from the rugged charm of a 

motorcycle gang, but he still holds on, so his attempts to impress the other teenagers are empty. 

He never will. But at least, in some way, he can validate his passions. His desire for mobility and 

freedom. For him, it’s a baptism into a world he always wanted to be a part of. With that strong 

connection between Caleb and the motorcycle, I knew that if Salem was still in this story, then I 

would need something to challenge that passion equally. In previous drafts, the struggle was 

always that Caleb’s want and need for this motorcycle bulldozed everyone else.  

For this draft, I decided to work doubly hard on giving Salem something just as 

substantial a drive. Professor Montanari’s major note was Salem’s passive qualities in the story. 

The film seems more Caleb’s than a balance between the two. Salem was always a voyeur more 

so than an active filmmaker. By working to capture the world in front of you, what do you miss 

by not interacting with it? Watching series like How to with John Wilson (Wilson, 2020) brought 

up these feelings, but the issue became that everyone else in this story was so much more active. 

John Wilson’s adventures through New York City always put him at arm’s length from his 

subjects, using his camera as a device to hide behind, which is what I initially saw for Salem. But 

that made him too inactive and prevented him from having a life that would put him in conflict 

with Caleb. I grappled with this inactivity in Salem for a long time. Conceptually, I wanted to 

have the character be shyer and reserved and allow a lot of the dramatic action to be dominated 

by Caleb. I did not find many issues in this initially, because the idea stemmed from the truth of a 

friend group I was in. A shy kid dragged along by a stronger-willed and risk-taking cabal of 

teenagers. But I realized after numerous drafts that I wasn’t projecting the honest sense of 

friendship I wanted these boys to have, and what I was crafting was a toxic friendship, instead of 



 

32 
 

the earnest and caring one I wanted. I was letting the shyness get in the way of these boys being 

friends and comfortable around one another. I don’t necessarily believe you need to have an 

active protagonist to craft an interesting story, but for what I wanted this film to be, I needed 

Salem to become an active part. 

 So, to change that and I relied on the tropes of the genre. Two friends, both active in their 

own rights, have maintained a long-lasting relationship since they were kids, with conflict 

forming in the ways they both are pushing in different directions. It was a compromise to 

traditional tropes, but I made sure to subvert in a way that felt modern and unique. I didn’t want 

to betray the core of this thesis, sacrificing the societal focus. For both Salem and Caleb, I 

wanted to bring them down to what I would feel would be more accurate depictions of young 

boys, conflicts, and how a teenager would go about filming in a fun and casual way. Which 

inherently brought me to TikTok.  

Embracing modernity helped me give Salem a sense of self. His little camcorder was 

given to him by his mother, and there was always this sense of obligation to her for that, but 

instead of reverting to a shy, isolated kid, I decided to go the other way. If that obligation created 

a sense of pressure to perform, to prove oneself, then what kind of person would be born out of 

that? That is how we arrived at Salem’s driving force: his future. His skill with the camera made 

him popular amongst peers as TikTok content skyrockets amongst teenagers. He becomes “the 

guy” to make cool videos for their TikToks. He wants to be a “FILMMAKER” (whatever that 

means) and that comes with a specific identity. His perfectionism towards his application video 

is one built on fear. Fear of being told that he is not the ideal of a filmmaker. This fear manifests 

itself in procrastination, in his constant desire to film more. It is found in his need for 

acknowledgement from others, especially Mabel, a person he sees as someone already in the 
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position he wants to be in. It is that tension that drives him just as powerfully as Caleb. Professor 

Montanari was specific in pointing out this note, given the desire to make things feel modern. I 

struggled with dating a film with social media or trends, but he noted that it is impossible to 

ignore in today’s landscape. So, I chose to embrace it, and it was choosing to give Salem this 

popularity and this talent that allowed me to step him out of his shell and create this more driven 

character. The agency helped me correct those issues of character motivation and stakes for both 

boys, and it allowed Salem to take up space in the story without being a victim of Caleb’s 

bullheaded qualities.  

 Given that, it seemed only right that they would collide at the quintessential moment of a 

high schooler’s life. That last big party, when it's all out on the table. I wanted this party to feel 

distinct, so both boys arrived with different goals. The party is meant to present both what they 

wanted, and for them to decide to sacrifice those wants for the purpose they find in one another. I 

find that often, this trope results in the party going bust and the characters coming to individual 

conclusions, resulting in a meet-up after the party. My goal was for the action taken by both 

Caleb and Salem to be in full view of everyone. To make a public statement regarding their 

friendship before everything explodes. And finally, I didn’t want them to have the satisfaction of 

what they expected to happen. Caleb’s classmates do not care about his motorcycle, and Salem is 

rejected by Sandy, reinforcing his insecurities. Even in the context of Superbad, the boys both 

get the acknowledgment that they wanted. Jules and Becca admit to liking Seth and Evan, even 

though the moment is ruined. I wanted to avoid that satisfaction so that the boys could find each 

other at a low point and decide to come back to their relationship. One that feels like the only 

honest relationship they might have, even if it is fraying.  
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Sandy was quite a late addition, as I did not have much in the way of love interests for 

either of the characters, but I realized I was missing a massive part of the teenage experience at 

this phase: crushes and heartbreak. The idea that this party was a final meeting point came in 

strong, supported by notes from Professor Montanari, as it was a way for both boys to solidify 

their newfound identities. In our discussions, he felt these boys needed a central point to move 

towards. Something that would bring them together, but for their reasons, as a way for them to 

collide once more, and the party fell into place perfectly once Sandy was expanded upon. Sandy 

spoke to the heart of the film. She approaches leaving Wasaga in the same way Salem does, but 

has zero reverence for it. She does not engage with anything regarding its past and effectively 

exists as this modern representative of a teenager in Wasaga with zero concept of the town's past.  

That does not mean she is inherently negative as a character, but it does mean that she reflects 

the future because of what is happening to the town.  

After getting the motorcycle and realizing that he does not need Salem or the praise of 

others to gain the confidence he needs in his ideals, Caleb goes to the party to show off. A new 

man. Salem, on the other hand, suffering a crisis of identity, seeks the party to validate himself. 

Sandy would be the person to validate him as more than just a filmmaker. She would tell him 

that he was a sweet and thoughtful boyfriend. A good person. But the final blow is dealt to his 

ego, as Sandy admits she just wanted him to film some cool TikTok videos for her. To her credit, 

she is honest, always. But his crush blinded him to thinking things were different. The identity he 

crafted became the only thing that his peers saw. And now that it seems as though he wants to 

escape it, he has not set himself up like anything else. It is when he steps in to help Caleb, risking 

himself to stand up for this friend, that his real sense of self materializes. The party was a perfect 
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pin to put on this piece, allowing all our main characters to collide at the right moment to prove 

to themselves the changes they have made. 

And this party helped solidify the thematic points of the film as well. Salem, an ambitious 

boy, rejects the past that made him and is trying to push forward with an idea carved out of the 

expectations of others. Caleb, a bullish kid with antiquated ideas of freedom, lives in a past that 

he wants to keep everyone else in. The separation and collision of these ideals, representative of 

Wasaga’s transitional struggle, helped us find some conclusions. The idea that progress does not 

mean pushing away the past, but acknowledging it, and learning from it, making the future 

something that is not just a replay of the same mistakes made. I found a confident answer to my 

question, “How can the genre of coming-of-age comedy help portray authentically Wasaga 

Beach’s change?” As the boys wake up the next morning and rekindle their friendship, going 

about their day, it is their reconciliation that I hope for the town. As more private businesses take 

advantage of the increasingly wealthy transplant population, I hope there is some way to save the 

soul of Wasaga Beach while making it a better place.  

The comedic tone was something I did not think would work within the confines of 

something I took so seriously, but I think that earnestness brought the comedy out. The boys do 

not see the factors shaping their lives as much as they should, and very few of us do. And even if 

we did, our ability to change it is marginally small in the face of a larger, societal force. In some 

ways, when Caleb throws the rock through the real estate poster, mocking Ted, it is indicative of 

what we can do. We can throw sticks and stones, try to shape our lives, but we are moved with 

the current. And I think humour is a very human way to deal with that fact. And I think every 

joke has some truth, and every laugh has a little bit of sadness in it. I know that Wasaga will 

change whether I want it to or not. And I will remember it as best I can. But that doesn’t mean I 
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need to like what it is becoming. And I would rather laugh, than sit in somber seriousness as I 

watch it disappear before my eyes. Regardless of intent, all the films mentioned speak to the time 

they were created, whether directly or indirectly. The question at the core of this thesis is of 

merging serious issues with traditional comedic tropes, and I believe that to be deeply possible. 

But no matter how much you choose to focus on the issues and bury them within characters, 

setting, and ideas, an authentic approach makes all that secondary. An honesty in creating, 

whether that be a comedic style or a serious look at a town changing, can find harmony together 

if the truth exists at the forefront.  
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ETHICAL CONSIDERATIONS 

 A core aspect of this process has been the authenticity of my writing, and I understood 

that going into the script with just personal experiences of Wasaga Beach as a teenager was not 

enough to portray both the town and the boys honestly. So, my research began, both online and 

on the ground.  I decided to head back to Wasaga Beach and find my way into the community to 

make sure that memories would be reflected accurately. Primary and secondary research gave me 

the tools to revisit my memories and artistic creation, in search of that more authentic approach. 

While there, I spent time on the strip, visiting landmarks and local haunts. I could not help but 

visualize different shots and considered interesting and iconic places to stage these moments. I 

took it upon myself to photograph a large portion of the strip as it exists, for reference during the 

writing process later, and have included a series of those photographs in the Appendix.  

 What I found when I was there was exactly what the film explores: a town in transition. 

The surrounding area is being filled with massive suburban developments, with the expectation 

of more people coming in. A lot more upscale coffee shops and big box stores to add to the influx 

of transplants making their way to the town I was lucky to chat with the Arts Council in Wasaga 

Beach, as they had recently updated their leadership. The new head of the council had plans to 

encourage artistic expression within the community, facilitating a growth in events and shows to 

bring artistic culture to Wasaga. She aimed to make Wasaga as much an artist’s paradise as it was 

for drunk high schoolers and college students. In a way, I agreed with a lot of what she was 

encouraging, but the issue remained that she seemed dependent at that time on people like me, 

not native to Wasaga Beach, but with a passing relationship with it, to help facilitate this change 

and be a part of it. It felt as though she was counting on those tourist coming to Wasaga, and less 

of those within it. This transitional dichotomy was everywhere in Wasaga while I visited. 
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Moving through newer and older areas of the town, you could see the shift physically, and it 

helped immensely to help me paint a more vivid picture of how the town is divided in tangible 

ways. I attempted to speak to the city council, but without much luck. I chose to do my due 

diligence regardless, and through the redevelopment documents I have found, the ones both 

accepted and rejected by citizens of Wasaga, the focus seems to be on increasing tourism and 

creating a family-friendly hub for the future. 

 From a character perspective, I needed to take a different approach. My main concern 

with the teenage characters was coming off as someone guessing what teenagers sounded like. I 

could have just taken the style of dialogue from the films that inspired me, but as Fabio had 

mentioned, the realities in which we live affect how they talk and behave. I have a group of 

teenage cousins growing up in Brantford, Ontario. Brantford would be classified as a small town 

when it comes to Ontario, but the reason I specifically wanted to chat with them was because 

Brantford has a similar gentrification effort happening as Wasaga. Additionally, my cousins come 

from a household that reflects that of Caleb and Salem; single-parent homes with a few siblings, 

lower-middle class in a blue-collar town. They were the perfect surrogates for the boys.  

 I initially sat down with my cousins and talked through the film. We read some of the 

dialogue, and they were both interested enough to point out things that might sound weird or 

outdated. Although the goal was to portray the boys authentically, I still needed them to be 

characters within my story. The experience that my cousins might have had, the way they chose 

to engage with pop culture, was not what I wanted for Caleb and Salem. My cousins would 

spend their time hanging out on their phones with some friends, mulling around a few different 

spots throughout Brantford in a rather listless way. I did find a way to fold some of the languid 

hanging out into the film, but the rather accurate phone addiction did not lend itself well to the 
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story I was aiming for. So, I attempted to find a way around that. With the use of Salem’s camera 

and his popularity on TikTok, I suggested his familiarity with his phone and social media, 

without making it a major behavioral point. A similar workaround needed to be found for the 

slang the boys used. Slang and trends on the internet move so quickly that it is impossible to 

replicate them in a way that would not immediately feel dated. So, we worked together to land 

on a way these boys would talk that would still feel authentic, while being “of the time.” What 

we landed on was some universal slang that has stood the test of time, but mostly staying away 

from pop culture references completely. I give all the credit and thanks to both my cousins and 

the community of Wasaga Beach for helping me conquer these concerns with ease and allowing 

me to be authentic in my portrayal of both the boys and the town.  

 My last consideration was that of the tropes of the genre. A film like Superbad, with its 

juvenile humor, can perpetuate harmful sexual stereotypes. Many “classic” films have been 

recontextualized since the #MeToo movement, with comedies like The Breakfast Club (Hughes 

1985) and Sixteen Candles (Hughes, 1984) being scrutinized for their scenes in which sexual 

harassment is played for laughs. Superbad is no exception. Having been a writer for some time, I 

took special note to avoid these stereotypes within my film and drew most of my dialogue and 

interactions from the teenagers I had spoken to and how my cousins spoke of their classmates. I 

didn’t want this script to dive into anything inherently sexual and made a firm choice to steer 

away from the sex comedy genre that often shares spaces with these early 2000s teen comedies 

that I was referencing. Considering the more serious, social slant I wanted to take with this film, 

I felt a tropey sex comedy would only dilute the message for cheap laughs. 
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CONCLUSIONS 

During this process, I went back. I went through all the master documents I have written 

for every thesis idea. All the drafts and outlines. I reviewed all of it, because this paper is nothing 

without speaking on the progress that was made. And I discovered that I had collectively written 

somewhere in the world of 100,000 words.  I used to tell myself that this was all part of the 

process. But I did not believe myself. I grew annoyed. Frustrated. Upset with myself and those 

around me. Every draft felt like a failure to reach what was standing right in front of me. It 

seemed easy. As if it were just waiting for me. David is in the block of marble. Just cut away 

what is not him. But I realized that this script was not that block. I was. This process, both for the 

script and myself, has been a chipping away at an idea of what I thought screenwriting was. An 

idea of the kind of writer I thought I was.  

 Focusing on drama, crime, atmosphere, mood, tone, and visuals got me far, but this 

process helped me on the last leg of the race. Looking back, as I compiled my notes, I truly saw 

myself reflected in this process. A young man was coming into a space in which he felt out of 

place, unsure of his skills, and doubting his abilities. That transitioned into attempting to connect 

deeper with writing by pushing myself to be more emotional. Writing from a more personal 

space. But those emotions were reactionary, pulled out of a want, instead of something natural 

and authentic. And finally, we land at the self-actualization of myself, within Golden Boys, a 

writer and person, who was able to let go of past ideas of who was able to embrace something 

that feels more honest, to what they want to do as a writer. I discovered things I cared about, 

characters I loved, and a story to which I felt deeply attached. I came back to writing stronger.  

 I was able to tackle the question at the core of this project, and at the core of the film 

itself. How do I merge the societal conversations brought about by more dramatic coming-of-age 
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films, without losing the authenticity I discovered when expanding into a more traditionally 

comedic style? How do I merge this style of writing with an honest portrayal of the changes 

Wasaga is going through?  

The answer to that question came out in the form. Staying focused on the characters and 

allowing the themes to speak through the environment allowed me to maintain an emotional 

story between the boys. By prioritizing the boys’ authentic concerns at that age, I kept the levity 

of the piece. By attaching the most intense conflicts to internal strife instead of external threats, I 

was able to keep the stakes profound and avoid artificial inflation. I had larger background 

elements that affect the boys, such as gentrification, but they remain unaware of the gravity of 

the situation. Their journey, traveling through this town as its landmarks shift, environment 

changes, population either gets pushed out or swallowed, is all indicative of the changes 

currently happening, and in some ways, their lack of noticing what is happening is just as much a 

reflection on the audience as it is on them. We are bound to become a character like Mabel, not 

realizing that the culture and memories that we have are slowly disappearing in front of us, as we 

are consumed by the petty dramas of our own lives.  

 As I put the finishing touches on this script and this paper, I think about what might be 

next for this project. This process solidified the idea that “writing is rewriting,” and just like 

Wasaga and its ever-constant changes, I might also revisit this script, rewriting as it evolves and 

grows. Or maybe this script was meant for me, and only me. I have always had the opinion that 

filmmaking can be quite a selfish profession. There is something deeply personal about this 

script and this process that I hope will speak to others. But at the very least, it speaks to me. It 

speaks with a soft voice, half-whispered.  

 “You did a good job. Sleep in a little while longer.” 
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Appendices 

1. Photos from Location Scouting Trip to Wasaga Beach. (October 2024) 

 

 



 

46 
 

 



 

47 
 



 

48 
 



 

49 
 

 



 

50 
 

2. First 10 pages of Golden Boys Screenplay 
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3. Second Story Man Outline and Master Sheet 
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4. First 6 pages of the Prepper Master Notes Sheet 
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