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prEFacE
Engaging and Empowering Youth through Storytelling and Film:  
A Toolkit for Service Providers offers an adaptable framework 
for the design and delivery of a youth-focused film (or storytell-
ing) program. The contents of this toolkit were written and re-
searched by Frames Film Project during its initial two-year pilot 
program funded by The Community Action Initiative.  
Informed by evidence-based practices and experiences from 
the field, we hope this toolkit will serve as an invaluable learning 
resource that guides you through key components of our  
current delivery model. Consider this toolkit a living document 
- we recommend modifications to meet individual needs and 
program capacities.
This toolkit is intended for use by organizations with a commit-
ment to holistic approaches to program delivery. It is suitable 
for anyone with an introductory knowledge of film, or simply an 
interest and belief in the cathartic process of digital storytelling. 
Film is current, inclusive and culturally relevant, and it provides 
youth with an effective medium for self-expression and social 
change. Through the lens of film, we endeavor to reduce the 
stigma and isolation experienced by people living with a mental 
health diagnosis and/or addiction. By creating this toolkit, we 
invite you to share our vision, one story at a time.
Read on to learn about the Frames Film Project and how this 
toolkit can be adapted for various community settings and budgets.
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A graduate of Capilano University’s Professional Film Studies Pro-
gram, Kryshan has directed many award winning short films such 
as The Bully Solution, Jack and Glimpse; and directed, produced, 
shot and/or edited over one hundred corporate videos and news 
segments. Kryshan also founded multiple local film contests includ-
ing The 24 Hour Film Contest and The Great Canadian Commercial 
Contest; and is the former Associate Producer of Vancouver’s most 
successful fast film event Crazy8s. 
Additionally, Kryshan is a film educator and youth mentor. Kryshan 
has taught at the Kaleidoscope Film Program, and the non-profit 
film school dedicated to social change media, Pull Focus Film 
School. Kryshan has also taught at Evergreen Cultural Centre, Pa-
cific Audio Visual Institute, The Reel 2 Reel International Film Festi-
val for Youth and the Director’s Cut Program, and created and ran a 
film program from scratch for four months at a university in Mexico. 
Kryshan has been the Program Coordinator of Frames Film Project 
since its inception and has been vital to the development of the pro-
gram and the overwhelming success it has achieved in both the film 
and social services worlds. The combination of professional, techni-
cal experience and mentorship skills Kryshan brings to the program 
has created a safe space where youth are able to learn and create 
while receiving constant guidance and  
support.

project coordinator: Jade owen
For the past ten years, Jade has designed and delivered innovative 
youth programming for organizations such as Beacon Community 
Services, Community Living Victoria, Vancouver Parks and Recre-
ation, Special Olympics BC, Conciliation Resources (Sierra Leone), 
and Honam University (South Korea). She was a dance instructor 
for the Vancouver School Board, InFrinGinG Dance Festival, the 
University of Victoria, and she developed the first adaptive dance 
syllabus for youth with developmental disabilities as a dance thera-
pist for the Greater Victoria YM-YWCA. Her first coordinator posi-
tion came when she was just 18 – facilitating an after-school sup-
port group for teenaged girls in recovery throughout the Saanich 
Peninsula. Three years at the Need Crisis and Information Line 
followed, and these experiences definitively formed her holistic and 
empathic approach to life and work. Joining Frames in 2013, she re-
mains dedicated to accessible and inclusive arts-based opportunities 
for marginalized youth. 
Jade is currently a graduate student at Concordia University in 
Montreal, where she also teaches light-based media (print and 
digital photography), and stop-motion animation. Having worked 
and exhibited in various artistic mediums and venues across North 
America, she believes the arts have unique transformative quali-
ties, and should be an integral part of any community curriculum. 



tablE oF contEntS
Preface  ......................................................................................1
Acknowledgements ....................................................................2
Table of Contents........................................................................4

SeCTion 1: Who We Are ................................. 5
About the Frames Film Project ...................................................5
Frames Film Project Logic Model ...............................................6
About Frog Hollow Neighbourhood House .................................7

SeCTion 2: ToolkiT FoundATion ................. 9
Why Frames? .............................................................................9
How to Use this Toolkit  ............................................................13
Our Focus on Storytelling .........................................................14

SeCTion 3: GeTTinG STArTed ...................... 15
Selecting your Storytelling Medium ..........................................16
Film & Office Equipment Recommendations ............................18
The Application Process: Forms, Referrals and Interviews ......19

Section 4: it’S All About the Youth ...... 20
Attracting the “Right” Youth to Your Program ...........................20
Engaging Marginalized Youth ...................................................21
Consent & Confidentiality .........................................................22
Section 4: Create, Grow and Learn:  
Your Project in Action ...............................................................23
Program Checklist & Effective Tips ..........................................24
Key terms and Definitions ........................................................25
Sample Schedule .....................................................................26

SeCTion 5: leSSon PlAnS  .......................... 29
Lesson #1 Creating Safe & Inclusive Spaces...........................30
Lesson #2 Stories: The Art of Storytelling  ...............................31
Lesson #3 Story Structure & the Script  ...................................32
Lesson #4 Composition, Shot List & Storyboard ......................33
Lesson #5 The Production Team ..............................................34
Lesson #6 Postproduction  .......................................................35

ConCluSion .................................................... 36

appEndicES
Frames Film Project Application Form......................................37
Frames Film Project Mentor Referral Form ..............................40
Frames Film Project Schedule .................................................42
Interview Questions ..................................................................44
Safety Plan ...............................................................................45
Handout: Story Plan .................................................................47
Checklist: Concept and Plot .....................................................48
Handout: Example Script ..........................................................50
Handout: Storyboard Template .................................................56 
Handout: Example Shot List .....................................................58
Handout: Pixar’s 22 Rules of Storytelling .................................61
Checklist: Concept & Plot .........................................................63
Checklist: Technical Execution .................................................65
Checklist: Characters ...............................................................67
Handout: This Scene Sucks 
15 Screenwriting Mistakes to Avoid ..........................................69



SEction 1: who wE arE
 
About FRAMeS FilM PRoJect 
Frames is an innovative, arts engagement approach to providing training, support and 
a voice to diverse, multi-barriered youth between the ages of 16 and 24. Using film as 
an artistic medium, youth receive a wide range of skill building workshops on life and 
technical skills, leading to the creation of film pieces expressing their thoughts, experi-
ences, and ideas for change. The films are shared with the community at events that 
involve an interactive, community dialogue component. 
The program aims to reduce stigma and raise awareness of the challenges associated 
with living with a mental health disorder and/or addiction; support youth participants 
(and their families) as they transition from adolescence to adulthood; build the capacity 
of youth with vulnerabilities or experiences with mental health and/or addictions; and 
contribute to the body of knowledge - formal and informal - on topics related to mental 
health, addictions, and related youth experiences. 
Over the past two years, our approach has proven to help youth, many with significant 
barriers, develop a wide range of skills, receive mentorship from trusted and inspir-
ing adults, and begin to take the necessary steps towards rewarding employment and 
increased community attachment opportunities.
This work has included the production of a wide range of youth conceived, developed, 
shot and produced films including eight short films, four public service announcements, 
and six documentaries. One documentary film “Where We Sleep” recently won Best 
Directing at the Reel 2 Reel International Film Festival for Youth. The public service 
announcement “What Is A Home?” recently won Best Film at the Surrey Homelessness 
and Housing Society’s Short Film Competition, screened at the Vancouver International 
Film Festival and the Surrey Film Festival, and is currently touring over thirty countries 
worldwide as part of the Reel Youth Film Festival. While the making of successful films 
was not an initial outcome for the project, we have found that this has provided signifi-
cant validation to the youth for their hard work and creativity. 



PRoJect coMPonentS
Frames is a film production and life skills 
program that provides opportunities for 
youth to learn the basics of film produc-
tion in a supportive, safe and fun envi-
ronment.

PrioriTy GrouP
Youth ages 16-24 who have been affect-
ed by mental health isues or substance 
use challenges.

inPuTS
Program staff and coordinators, Advisory 
Committee, project partners, meeting 
room, film equipment, HD video camera  
for each participant, transit tickets, re-
freshments at each meeting, guest 
speakers. 

ACTiviTieS
Film production workshops 
Regular meetings and mentorship 
Personal development training 
Development of youth films 
Film screening and community dialogue

ouTPuTS
The number of participants who attend 
the film-production workshops
Number of participants who attend  
meetings regularly
Number of films produced, with support 
from adult mentors
Film screening, community dialogue and 
graduation ceremony take place at the 
end of each cycle.

ouTComeS (ShorT-Term)
Improved life skills and psychosocial 
functioning (conflict resolution, leader-
ship, self-confidence, self-awareness, 
sense of competence, community con-
nectedness).
Improved film-production skills among 
participants.

logic modEl: FramES Film proJEct

imPACT (lonG-Term)
Reduced stigma and increased aware-
ness of living with mental health chal-
lenges and addictions.
The public has greater understanding of 
youth with mental health or/and addiction 
challenges.



About FRoG holloW neiGhboRhooD houSe 
Frog Hollow Neighbourhood House has been a multi-service, community service organization for almost fifty years. A member of 
the Association of Neighbourhood Houses of British Columbia, we are part of a legacy of neighbourhood houses in the province that 
dates back 120 years, and are connected to the international movement of neighbourhood and settlement houses. Our mission is to 
assist and empower the residents of our community to improve the quality of their lives through social programs and community services. 
Our goal is to work together with residents, other community organizations, all levels of government, and businesses in order to respond 
effectively and efficiently to the changing needs of our community. 
Frog Hollow offers programs and services for all of our community members. On an average day you will find children 0-6 and their 
caregivers singing songs in Mandarin, Cantonese, Spanish or English. Down the hall, our preschool programs will be implementing 
the Reggio Emilia approach to working with young children, engaging them with natural art materials and with emergent curriculum. 
Upstairs, our seniors may be in a workshop about how to use their new tablets, playing mahjong or knitting up a storm for families in 
need in the community. As the day moves along, community members are in and out of our lobby, grabbing a cup of coffee, checking 
in with staff members, or picking up some food from our food security program. Around 3pm our house is taken over by the school 
aged children and youth who participate in a wide range of after school programs focusing on leadership, skill development and 
mentorship. During the evenings and weekends, Frog Hollow continues to operate as a neighbourhood hub, hosting cultural and 
intergenerational dinners, community events and special activities. 
Frog Hollow also operates three offsite locations. This includes a daycare, a school-based after school care program and Drive Youth 
Employment Services, an employment centre for youth 16-30 with barriers to employment. The Frames Film Project operates out of 
this youth-friendly location on Vancouver’s popular Commercial Drive. 



SEction 2:  
toolkit Foundation
Why FrAmeS? 
This step-by-step introduction to storytelling for youth provides 
an opportunity for them to become aware of their own creative 
potential, artistic voice, and what they have in common with 
other youth while also celebrating diversity. The projects and  
exercises serve as confidence boosters, a way to build trust, 
communication, public speaking and other important life skills 
within each participating group. Learning the tools and concepts 
for effective storytelling also results in work that resonates 
strongly with audiences, by presenting words and images that 
challenge traditional, mainstream narratives of mental health. 
Featuring a community dialogue at the graduation screening 
(or at another public venue with presentation of their work) also 
increases awareness of the issues and insights unique to youth. 
This way, audiences can become early champions, too, by 
connecting with the youth over their subject matter, proving the 
validity and power of the personal story. 



Youth impact 
As film opportunities are often very expensive and unavailable to 
youth experiencing barriers, Frames fulfills a critical niche among 
Vancouver-based youth programs. In our increasingly media-
driven world, the financial gap between those who may partici-
pate and those left out is widening. Frames strives to close this 
gap by providing marginalized youth with resources and support 
to share their leadership stories, build community connections, 
and develop employment skills. 
Frames has dramatically impacted the lives of over one hundred 
program participants. It has provided an ideal blend of life skills 
and film production knowledge, while providing access to an 
artistic outlet for multi-barriered youth. Frames creates a safe, 
supportive, empowering atmosphere that results in the youth 
feeling like they have a second family; a community of like-mind-
ed individuals that continue to be friends and work on each oth-
er’s projects long after each intake is over. Many Frames gradu-
ates take the initiative to return to mentor each new intake of 
youth. Alumni also work on social change projects throughout BC, 
mentored by the Project Coordinator, including digital stories for 
Pulling Together, RainCity Housing, Richmond Addictions, Atira 
Women’s Resource Society, Surrey Homelessness And Housing 
Society, and filmed a live broadcast for the City of Richmond’s 
Remembrance Day ceremony and more.  The digital stories 
are actually a social enterprise for Frames, as other community 
organizations have sourced our services due to the success and 
capabilities of the youth-produced films.
Since inception, The Frames Film Project has been independently 
evaluated by the McCreary Centre Society. As leaders in youth 
research, McCreary helped us identify performance indicators 
and measures of the success we hope to achieve for the program 
and individual youth. The most recent evaluation involved a 
mixed-methods approach of surveys, feedback forms, and 
focus groups. Participation was voluntary, and data collection 
and reporting were confidential. 



our indePendenT evAluATion oF 
FrAmeS reveAled The FolloWinG 
youTh imPACTS: 100%  of participants reported 

 that Frames helped improve   
 their overall mood 
90%  of participants reported  
 that Frames help improved  
 their hopefulness, sense of  
 competence, community  
 connectedness and  
 community involvement 
80%  of participants report that  
 Frames increased their    
 support networks
100%  of participants would  
 recommend Frames  
 to  a  f r iend

In a recent national article in the Globe 
and Mail, our Program Coordinator noted: 
“It’s more than just a filmmaking program or 
even an art therapy program. It’s become 
like a second family for these youth. And 
in every intake, there’s this atmosphere 
created of enormous bravery and trust 
and it results in films that really connect 
to people’s hearts.” During our program 
evaluation, some youth referred to the pro-
gram as “an oasis in the desert” that they 
looked forward to going to each week. 



communitY impact 
 
Many Frames youth have a personal history living with or 
recovering from concurrent disorders. During the initial weeks 
of Frames, youth often express a disconnect with our community 
due to perceived stigmas, a lack of social ties, and limited access 
to leisure and skill-building activities. Youth who feel connected 
to their communities can meaningfully contribute via volunteerism, 
civic engagement, employment, and participation in positive 
recreation, leisure and arts activities. Frames provokes this 
initial interest by inviting youth to explore writing, acting, filming, 
directing, editing, set design, special effects makeup, costume 
design, stage/prop construction, and storytelling. This allows 
youth to discover their creative niche in a safe, expressive, and 
mentored environment. 
After each intake, Frames youth plan and host a film screening  
and community dialogue session. Over the past two years 
hundreds of community members have attended these events, 
with 94% providing excellent feedback (McCreary Centre Soci-
ety, 2014). When asked what they liked most about the event, 
attendees appreciated that the event was youth-focused and 
gave participants a voice. One attendee shared “I wish I had 
a lot of money to fund programs like these. If I could I would. I 
hope more programs like this will be available in the future, so 
our young people can shine.”



how to uSE thiS toolkit 
The Frames Film Project has been in operation since January of 2012. Over the past 2 years we have developed a detailed curriculum 
for the project, built and sustained partnerships, set up and continued to operate a program site, and worked out many of the kinks 
that come with a new program. We are at a point where Frames has become the best version of itself and we are excited to continue 
offering this valuable program. 
The purpose of this toolkit is to share the structure, stories, and successes of our Frames Film Program. Our hope is this toolkit will 
inspire like-minded service providers, community developers, and/or youth to  build upon our successful program model. 
The information for this toolkit was compiled from a variety of sources, a blend of original material, website articles, and ideas 
derived from students’ work. Consider this toolkit a starting point with endless potential and possibilities for you and your program to 
adapt to your needs. At the very least, we hope it sparks an ongoing dialogue about integrative methods for empowering youth and 
challenging negative perceptions about mental health and addictions.



our FocuS on StorYtElling
Storytelling allows us to process, share, and cathartically express our interpretations of 
our life, hopes and fears; it is often the personal filter we use to see the world. 
From the audience’s point of view, witnessing a great story allows us to build empathy 
and understanding for others, especially for those who don’t often have the opportunity 
to share their voice in mainstream entertainment. Audiences learn more about the 
world, about their local and global neighbors, about themselves. At the best of times, 
stories even inspire viewers to make a difference in their community, be a better person, 
empathize with diversity, and influence other consciousness-raising and social change 
results. In essence, stories bring us closer together.

Storytelling can be an enormous confidence-building exercise for youth. By amplifying 
youth voices and encouraging them to creatively share thoughts and feelings, the 
storytellers have an opportunity to feel validated, strengthen their imaginative powers  
and make personal connections with diverse individuals. Visual storytelling is an 
effective entry-point into civic dialogue. Stories challenge stereotypes and expand the 
limits of representation in conventional media.   
Our program utilized film as a vehicle for storytelling. However, future programs may 
share stories via various mediums – visual art, narratives, mixed media, theatre, the 
sky’s the limit! We encourage toolkit readers to explore these mediums during program 
development.



SEction 3: gEtting StartEd
Congratulations on deciding to use the power of storytelling in your work with youth. 
We know you will find it an exciting and rewarding process. This section discusses 
ways to design your program: conceptual factors to consider, equipment needs, and 
the overall application process. 
Above all else, it is important to know who you are and the organization you represent, 
so you can situate yourself within the vast spectrum of community programming. This 
will determine whether or not you truly understand your goals for a youth-centred story-
telling program. 
Who can access the films? Should the films be available for broader public dissemination? 
Set objectives now to establish the direction and image of your program. Can you 
define who your main target group and demographic will be? See Section 3 on strategies 
for finding the right youth for your program. 



SElEcting Your  
StorYtElling mEdium
It’s now time to decide what projects the youth will pursue. If you 
are focusing on a non-film method of storytelling, this may include 
a theatre production, a comic book or graphic novel, and/or short 
stories, poetry, journaling and other forms of creative writing. 
Building on our expertise as a film project, this section will lay 
out the steps necessary to set up a film program. The general 
format of how to approach storytelling, and many of the exercises 
included below, will also work for a program that focuses on other 
forms of storytelling. 

SAMPle PRoJectS: oPPoRtunitieS FoR 
SToryTellinG 
 1. Short narrative film: A dramatic, fictional story that is 
forty minutes or less, usually ten minutes or less for maximum 
screening potential. Screenings most frequently take place at 
film festivals, especially youth festivals such as Reel 2 Real 
Festival for Youth and the Reel Youth Film Festival.  
Frames example: B.O.  
http://www.youtube.com/watch?v=IDaxdzxmBSY

2. Short documentary: A documentary film is a non-fiction 
motion picture intended to document some aspect of reality, 
primarily for the purposes of instruction or maintaining a historical 
record. Ten minutes or less is generally the best length for film 
festivals and television opportunities. 
Frames example: Where We Sleep 
http://www.youtube.com/watch?v=a9kPRnU-8SE

3. A public service announcement (PSA) or public service 
ad, are messages in the public interest disseminated by the 
media without charge, with the objective of raising awareness, 
changing public attitudes and behavior towards a social is-
sue. They are generally quite short – thirty to sixty seconds not 
including credits. 
Frames example: What Is A Home?  
http://www.youtube.com/watch?v=M_4ehPwBLxM

http://www.youtube.com/watch?v=IDaxdzxmBSY 
http://www.youtube.com/watch?v=a9kPRnU-8SE 
http://www.youtube.com/watch?v=M_4ehPwBLxM


prEparing Your curriculum
Now you know who you are and what you want to do, but do you have the space to 
accommodate your creative vision? Deciding where your program will operate is key 
to its success. Some questions to contemplate: Is the facility accessible for youth who 
use wheelchairs or other mobility aids? Is it centrally located in regards to the youth 
who will be served? Is it in a visible, public and high-traffic neighbourhood with transit 
routes in close proximity? Where will you store your equipment, and will it be insured?
Choose a venue with Internet access, printer, a conference room and a projector if 
possible (preferably built-in). Screening films is a major component of our curriculum, 
but videos can also be shared via laptop if a projector isn’t available. A computer lab is 
also helpful for in-house screenwriting, other paperwork, and editing. 
Choose a time that works best for maximum attendance from all the participants. If 
youth attend school, then crosscheck holidays, exam periods, semester dates, and 
school closures. Many youth programs are delivered on a weeknight to prevent sched-
uling conflicts with work, studies, and other extra-curricular activities. Frames facilitates 
most of its workshops on Thursday evenings from 6-9PM. 
How will you budget your program? It is important to consider funds available, the 
donors/ granters, and sustainability of funding. Some programs choose to fundraise,  
write grants, or perform community outreach for government-based or non-profit 
organizations. Is your current model sustainable? Is there an exit strategy? Money-
saving tip: seek volunteers and practicum students to keep your hours manageable 
and to a minimum. It also increases program visibility and credibility the more community 
members are involved.



oFFiCe 
eQuiPmenT
Tables 
Chairs 
Flipchart 
Paper 
Felt pens 
Pens 
Pencils 
Binders 
Clipboard 
Computer(s) 
Printer 
Projector

EQuipmEnt rEcommEndationS
Film
If you intend to digitally capture (or film) your stories, you will need to purchase a few 
mandatory items. However, the art of storytelling can just as easily be explored orally 
(theatre, song, spoken word, rap), textually (poetry, novels, scripts), or artistically 
(drawing, painting, sculpture.)  
Video equipment can be expensive, and this toolkit promotes affordable, accessible 
options. Even if a group only has a smart phone, flip camera or other camera, any 
device that can record video and then edit that video footage is a suitable tool to learn 
the art of visual storytelling. At minimum, your group should have one camera with 
video capabilities, and a tripod (unless it can be safely mounted without one.) As a 
general rule, there should be one camera for every three youth enrolled in the program.* 
*If film skills are not your primary focus, then your equipment needs may be lower. 
Make sure the curriculum has been adequately revised or amended if this is the case.
We have attached our existing equipment list and it is ranked in order of priority (see 
Appendix 3). You may have alternate preferences, and we recommend the use or purchase 
of equipment that you already know. An expensive prosumer camera is worthless if no 
one can operate it comfortably and effectively.*
*You may want to hire consultants, film instructors or guest speakers to expand the 
scope and skills of your film program. 



thE application procESS
To ensure a committed group of youth, it is recommended that each person completes 
an application form (Appendix 1) and provides at least two references (adult mentors). 
The application form should provide information on the youth’s age and basic contact 
information. There should also be questions that give the facilitator an idea of the 
applicant’s desired program outcomes (personal and professional), previous storytell-
ing and/or related film production skills (such as shooting or editing), and any special 
needs or allergies.
Youth should also ask one of their adult mentors (teacher/social worker/counselor) to 
complete a referral form (Appendix 2). This will help program staff learn a little bit more 
about the youth, their strengths and any barriers they may be facing. By completing a 
referral to the program, adult mentors agree to support the youth for the duration of the 
project, as well as act as a support for the staff, should they identify areas of concern 
when working with the youth.
To learn even more about the youth, we conducted interviews before each intake. Like 
the application and referral steps, the purpose is not to assess artistic ability or skill 
level, but rather to determine whether the program is a “fit” for youth applicants. If there 
were no outstanding issues, all youth who attended an interview were accepted into 
the program.
Interviews were also conducted via telephone and video chat if transportation to a 
physical location was a barrier to the youth. 
Note: If you are implementing a storytelling or film project within an established group, 
the application, referral and interview steps would not be required.   



SEction 3: it’S all about thE Youth
ATTrACTinG The “riGhT” youTh  
To your ProGrAm
Supporting youth in a collaborative, participant-driven environment 
has always been our top priority, so a proper group dynamic is 
essential to the program’s success. 
First, know your target audience. Frames Film Project sought to 
recruit youth aged 16 to 24 with a history of mental health and/
or substance misuse (either personally or within their social and/
or family environment). It is important that you set recruitment 
objectives, so you find the best group for your goals. We found 
the following recruitment techniques to be vital to our success in 
building a cohesive team of youth:

build networks: Engage other professionals working with your 
target population. This could include Advisory Committee mem-
bers, similar youth programs, and other current and previous 
recipients of the grant(s) you received to start your program. 
Offer to promote their ventures, such as Facebook updates and 
adding their website links to your website. This way they will 
be more likely to promote your program. Cross promotion is an 
effective way of building stakeholder commitment. 
Conduct outreach:  Presentations to groups of youth will help 
them learn about the project staff and will excite them about the 
process. The youth will be able to put a face to the facilitator(s), 
which increases their trust of the program.  Remind youth that 
storytelling is a skill within all of us, making it an extremely ac-
cessible and approachable art form.
Showcase Successes: There is no better way to get a group 
of youth excited about a project than to showcase the work of 
the youth that came before them. If this is your first time em-
barking on a storytelling or film project, you can showcase the 
films created by Frames and other similar programs. 
Market creatively: Distribute flyers, postcards or posters with 
contact information and program details at schools, community 
centers, coffee shops, movie theatres, and other youth-friendly 
arenas. Attend youth film festivals, and/or other youth art fes-
tivals as another way to network, spread the word and make 
vital community connections.

utilize Social media: Have an easy to read website that in-
cludes a call to action, mission statement, downloadable applica-
tion and referral form, and contact information. Create a Face-
book and Twitter page and update frequently – at least once or 
twice per week. Other social media platforms (like Instagram) 
encourage youth-driven interaction and help sustain a sense of 
community beyond the classroom.



Engaging marginaliZEd Youth
Frames provides a collaborative, youth-centered approach to film and life skills training, support, and mentorship. Scholars suggest 
“the most successful programs include youth in all elements of development, [decision-making,] and delivery, are evidence-based, 
sustainable, include families, provide mentors, include multiple partners, and strive to build community capacity, support and resources” 
(Smith, Peled, Stewart, Tang, Kovaleva, pg. 3). The youth, most of whom are multi-barriered and living through significant life 
transitions, determine the structure and content of the workshops (often focused on personal/social development and skills building), 
which lead to the creation of films expressing their thoughts, experiences, and ideas for change.
In a McCreary Centre Society report, it is emphasized that “[e]ncouraging young people to develop their talents, and engage in 
activities that have meaning to them and where they feel valued, can significantly enhance the likelihood that they will report higher 
self-esteem, and have post-secondary educational aspirations. It can also reduce the chances that they will report negative mental 
health such as considering suicide” (Smith, Poon, Stewart, Hoogeveen, and Saewyc, pg. 51). By facilitating a collaborative dialogue 
with a diverse group of youth, Frames empowers the youth themselves as “knowers” and holders of knowledge, a powerful and 
perhaps first-time experience for marginalized youth. There is a strong demand for any program to be decentralized, inclusive, accessible, 
flexible, holistic, experiential, and provide both non-tangible (communication, conflict resolution, assertiveness training) and tangible 
skills (technical film, photography and digital editing). This last recommendation is particularly relevant for youth transitioning into 
adulthood who are or will be looking for employment in the not so distant future. Frames aims to engage youth in the process of this 
transition out of adolescence, and provide participants with the connections, skills and support they need to successfully navigate 
and negotiate this critical time in their lives.
In order to keep youth engaged, Frames facilitators discovered a combination of interactive facilitation, frequent check-ins and 
follow-up, and hands-on filmmaking exercises worked best to keep the youth’s interest and attendance consistent. 



inTerACTiviTy: Even though a detailed program schedule 
is provided at the first meeting, youth help design much of the 
program as it progresses, and are told they can do so from the 
beginning. This includes suggestions for guest speakers, field 
trips, film projects, film festival submissions, inspiring films to 
view, and songs to play before and during each meeting (music 
compilation). 
CheCk-inS And FolloW uP: Weekly group check-ins are 
recommended during the first 30 minutes of each workshop. 
One by one, youth and facilitator(s) summarize their last seven 
days and often express how they are doing emotionally. This 
time is very important for making youth feel validated, respected 
and connected within a safe, non-judgmental, empathic listen-
ing environment. Youth may ‘pass’ if they do not want to share, 
and it is critical to discuss the importance of confidentiality with 
the group. 
Also, facilitator(s) checking in with youth privately the moment 
they detect a concern or attitude shift is also very important. 
The Mental Health First Aid Training course is helpful for detect-
ing these concerns. Finally, following up via phone and/or email 
with youth who no longer attend is important for establishing a 
trusted relationship, and attempting to re-engage them or en-
courage them to seek other professional support. Youth may 
drop-out due to school or work commitments, but there are of-
ten deeper issues to address. Following up with their reference 

or support worker can be equally, if not more, helpful. Most 
often feelings of group anxiety or shyness was the most com-
mon feedback heard by Frames facilitators, and a reassuring 
conversation was enough to bring many of the youth back and 
give the program a second chance. 
hAndS on FilmmAkinG eXerCiSeS: At Frames, youth film 
with cameras at the very first meeting. “Getting creative fast” 
and experimenting with the equipment right away excites youth 
about the possibilities of image-making tools that can bring 
their stories to life. If programs do not have a lot of equipment, 
other hands-on and arts-based exercises are another great 
option – more important than the equipment is the ability to 
keep workshops interactive and experiential, and to avoid any 
lecture-style formats. Ask youth what activities they would like 
to include. Youth retention is successful when their opinion and 
presence is proven to matter on an individual level. Everyone 
contributes in meaningful and diverse ways.
ConSenT & ConFidenTiAliTy
Consent and confidentiality are two very important requirements 
when building trust and safe spaces for youth. Unless youth 
disclosure suggests harm to themselves or others, facilitators 
have a responsibility to protect any information that is openly or 
privately shared. It is also important to determine group guide-
lines and boundaries collectively, so the group can explore 
potential triggers and rights together. 



SEction 4: crEatE, grow and lEarn:  
Your program in action
Let’s synthesize the information we learned from the previous sections.  
Here we’ve included a step-by-step checklist, and additional tips to assist you along the way.



chEckliSt & tipS For an EFFEctiVE program  

 orGAnizATionAl

 ☐ Offer the program at no cost to remove barriers to participation
 ☐ Provide healthy snacks or meals during every workshop
 ☐ Include free transit tickets to and from each meeting or excursion
 ☐ Test equipment regularly for functionality and unforeseen repairs
 ☐ Store documents electronically and on a secure file share website
 ☐ Digitize, label and save film footage as soon as it is shot
 ☐ Recruit volunteers and practicum students for assistance
 ☐ Seek new partnerships and nurture established ones
 ☐ Archive all email contacts into an online address book
 ☐ Build a strong, supportive community and network
 ☐ Post weekly social media updates
 ☐ Create a DVD of completed projects for graduating youth
 ☐ Always check-in, follow-up and follow-through with youth
 ☐ Always check-in, follow-up and follow-through with stakeholders 

PerSonAl 

 ☐ Be flexible and let go of expectations
 ☐ Navigate transitions, and embrace change
 ☐ Be reliable and consistent - stability is good
 ☐ Communicate honestly and transparently
 ☐ Set boundaries
 ☐ Be proactive
 ☐ Be curious, never stop learning
 ☐ Share your experiences
 ☐ Ask open-ended questions
 ☐ Listen actively, empathically and non-judgmentally
 ☐ Make mistakes and acknowledge when you do 
 ☐ Remember we are all human
 ☐ Be the role model you always wish you had
 ☐ Practice self-care and self-love
 ☐ Have fun - energies are contagious!



kEY tErmS and dEFinitionS  
(eXerCiSe For FACiliTATorS)

We’re almost there! Now it’s time to immerse yourself in the language of storytelling and film. Below we’ve included the most common 
terms in the industry.  This could also be a fun activity for the participants to try.

Term deFiniTion
Rule of Thirds

Storyboard

Shot List

Improvisation

Tone

Theme

Documentary

3-Act Structure

Plot

Protagonist

Antagonist

Pitch

Climax

Subtext

Juxtoposition

Conflict

Composition



 SamplE SchEdulE
You have the youth, the staff, the space, and the skills – now you just need a schedule! 

Participants should be able to showcase the following non-tangible skills:
 ☐ Generate story ideas from their environment and experiences. 
 ☐ Pitch their short film or storytelling ideas to the group. 
 ☐ Format their story with the three-act structure.
 ☐ Write and distribute a short film script. 
 ☐ Produce their film from start to finish – from brainstorming to preparation, shooting, editing and distributing!  

(Refer to Sample Schedule.)

This sample curriculum is adapted from a 
three-month/12 week intake that Frames 
Film Project held in the fall of 2013. Meet-
ings occurred once a week, Thursday 
evenings from 6-9PM. In addition there 
was one weekend shoot, one weekend 
workshop, and several meetings 6-9PM on 
Tuesday evenings. 
For the purposes of this toolkit, we have 
provided a simplified schedule that corresponds 
to six separate lesson plans. It assumes 
that the group will produce one digital story. 
At the end of this hypothetical program, 
youth will be able to measure an increase 
in non-tangible skills like:

assertiveness
confidence

peer mediation
conflict resolution

teamwork
critical thinking

planning
communication

Self-esteem

Week dATe deSCriPTion

1 Thursday, 6-9
Welcome to the first workshop!  
Theme: Fostering Safe, Inclusive Spaces 
See Lesson Plan 1 for suggested activity.

2 Thursday, 6-9 Theme: The Art of Storytelling
See Lesson Plan 2 for suggested activity.

3 Thursday, 6-9t
Due: Story ideas (the “pitch”)
Theme: Story Structure & the Script
See Lesson Plan 3 for suggested activity.

4 Thursday, 6-9
Due: the Script
Theme: Composition, Shot List & Storyboard
See Lesson Plan 4 for suggested activity.

5 Thursday, 6-9
Due: Shot List & Storyboard
Theme: Production
See Lesson Plan 5 for suggested activity.

6 Thursday, 6-9 Theme: Post-Production
See Lesson Plan 6 for suggested activity.

7 Thursday, 6-9

Due: Final Film.
Last Day! Celebration & Screening*
*A public screening event may be held separately. 
See Section 5 for more details.



 SamplE SchEdulE with optional actiVitiES
Week dATe deSCriPTion

1 Thursday, 6-9 Welcome to the first workshop! 
Theme: Fostering Safe, Inclusive Spaces                       See Lesson Plan 1 for suggested activity.

Optional Out Trip

2 Thursday, 6-9 Theme: The Art of Storytelling                                         See Lesson Plan 2 for suggested activity.

Optional Out Trip

3 Thursday, 6-9 Due: Story ideas (the “pitch”)  
Theme: Story Structure & the Script                                See Lesson Plan 3 for suggested activity.

Optional Writing Clinic (free time to write)

4 Thursday, 6-9 Due: the Script   
Theme: Composition, Shot List & Storyboard.                See Lesson Plan 4 for suggested activity.

Optional Guest Speaker - Theme: Cinematography

5 Thursday, 6-9 Due: Shot List & Storyboard  
Theme: Production (test shoot)                                       See Lesson Plan 5 for suggested activity.

Optional Guest Speaker - Theme: Directing & Acting

Optional Guest Speaker - Theme: Sound, Lighting & Crew Roles

Optional Full Production Day with Crew & Equipment

Optional Full Production Day with Crew & Equipment

Optional Out Trip

6 Thursday, 6-9 Theme: Post-Production                                                  See Lesson Plan 6 for suggested activity.

Optional Editing Clinic (free time to edit)

7 Thursday, 6-9 Due: Final Film
Last Day! Celebration & Reflection

Optional Public Screening Event & Graduation Ceremony



Special note:
guESt SpEakErS & out tripS

Frames isn’t just about making films. We 
also invite guest speakers to facilitate life 
skills workshops, and go on out trips to 
promote teambuilding, trust, and deepen 
connections between program participants. 
Youth choose excursions (film festival, 
movie theatre, studio tour, dinner) and rec-
ommend topics for guest speakers (acting, 
directing, anti-oppression, suicide preven-
tion, mental health). Some of the non-film 
related guest speakers and out trips that 
have been successful include: 

An anti-discrimination and ‘-isms’ 
workshop facilitated by Qmunity Gab 
Youth (http://www.qmunity.ca/youth/
gab-youth-services/) that encourages 
youth to brainstorm racist/discriminatory 
language, then explains the history of 
each term. Solution-focused ideas de-
velop, as well as answers to questions 
about discrimination and sexual identity 
submitted to facilitators from youth via 
anonymous scraps of paper. 

“QMUNITY Gab Youth is a safe place for 
lesbian, gay, bisexual, trans*, two-spirit, 
intersex, queer, questioning (queer) youth 
and their allies. Gab provides information, 
support and referrals to queer youth as well 
as resources for family, friends, and profes-
sionals.”

A field trip to UBC Ropes Course: youth 
work together to support each other 
climbing ropes. From their website 
http://www.ubcropescourse.ca/: 

The group engages in a series of fun prob-
lem-solving activities on the ground which 
enhances the team’s ability to think about 
the team’s needs versus individual needs. 
Then, the group progresses to more chal-
lenging tasks that may take place any-
where from 1 to 8 feet off the ground. Each 
activity is designed with a specific learning 
outcome, be it “respect”, “support”, “ac-
knowledgement” or “fun”. 

We generally start off with simple chal-
lenges that increase the group’s energy, 
relieves tension, and begins the creative 
thinking process. The groups then engage 
in more intensive challenges which take 
place a few feet off the ground and involve 
the idea of perceived risk. This perceived 
risk greatly enhances trust within a team, 
and engages the group both physically and 
mentally.

An “Accessing The Hidden Job Market” 
workshop that discusses job search 
websites, informational interviews, 
resumé tips, and tips on how to do an 
“elevator pitch” of yourself. 

http://www.qmunity.ca/youth/gab
http://www.qmunity.ca/youth/gab
http://www.ubcropescourse.ca/:  


SEction 5: SamplE lESSon planS

hoW To uSe The leSSon PlAnS
The first three lesson plans cover just the 
basics – no prior film knowledge is nec-
essary. The art of storytelling does not 
require specific crew roles and expensive 
equipment. However, if you want to take 
your stories one step further, the last three 
lesson plans offer an opportunity to expand 
into the realm of traditional filmmaking. All 
of the lesson plans are simply a framework 
for future program staff to adapt and ex-
pand.
Note: When personalizing the lesson plans, 
be sure to acknowledge unequal gender 
representations in commercial or inde-
pendent films. Visual examples that unin-
tentionally portray an absence of minority 
groups can provide an engaging discussion 
about exclusion and discrimination behind 
and in front of the camera.

STruCTure & SChedule
At Frames, workshops run for three hours. 
In the first thirty minutes, the group per-
forms a check-in, and youth-determined ice 
breakers if time permits. In the last fifteen 
minutes, the group performs a one-word 
closure exercise before clean-up.
There should be at least one fifteen-minute 
break during each three-hour meeting, pref-
erably incorporating healthy snacks. If there 
is an all-day shoot, breakfast and lunch are 
provided.
Throughout the program, youth can also 
take behind the scenes still photographs 
and/or video for further practice (dependent 
on equipment), and edit the media into a 
short promotional film or online photo gal-
lery. 



TiTle Fostering Safe, Inclusive Spaces

lenGTh oF Time 2 hours
overvieW Participants will develop program guidelines, resource list, self-care plan, and personal safety plan.
leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS

• Writing
• Public speaking

• Communication
• Teamwork
• Self-esteem
• Conflict resolution
• Critical thinking

mATeriAlS • Flipchart
• Felt pens/pens/pencils
• Blank/lined paper
• Tables
• Chairs

hAndouTS • Safety Plan
diSCuSSion What makes community spaces safe and inclusive?  

Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. 

Talk about gender-specific or gender-neutral pronouns, trauma triggers, and the definition of empathy. 
This will form the basis of the group guidelines for the duration of the program.

ACTiviTy STePS 1) Following the discussion, create a mind map of self-care plan ideas, and free or low-cost 
           recreation and mental health resources in the community. A self care plan a self-care plan is a list                   
           to refer to when you’re feeling stressed or depressed. Self-care involves two main components:  
           What can I do to feel better for today? and Who can I contact?
2) Following the mind map exercise, participants work independently to complete the Safety Plan.

reFleCTion &
PlAnninG AheAd

Participants can email links to their favourite short films, scenes from full-length features, documentaries 
or PSAs. The clips will be played during next week’s storytelling discussion for inspiration and context.

lESSon plan 1



TiTle The Art of Storytelling

lenGTh oF Time 2 hours

overvieW Participants will recognize essential story elements, using personal experiences and/or short films as examples.

leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS

• Story Elements
• Improvisation

• Communication
• Teamwork
• Self-esteem

mATeriAlS • Flipchart
• Felt pens/pens/pencils
• Blank/lined paper
• Tables
• Chairs

hAndouTS • Story Elements 
• Cue card prompts 

diSCuSSion What constitutes a great story? 
Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. 

ACTiviTy STePS 1)      Following the discussion, break into small groups of 2-5 people and hand-out Story Elements.           
         Read together.
2)      Take turns (one sentence each) telling a fictional or autobiographical story using cue card prompts     
         and word restrictions. Any games that promote storytelling are a great alternative as well (like  
         Pictionary or Charades.)
3)      Construct a list of story topics that can be potentially developed into a short script.

reFleCTion &
PlAnninG AheAd

Participants can email links to their favourite short films, scenes from full-length features, documentaries 
or PSAs. The clips will be played during next week’s storytelling discussion for inspiration and context.

lESSon plan 2



TiTle Story Structure & the Script

lenGTh oF Time 2 hours

overvieW Participants will be able to write a script in the appropriate format and with a concise 3-act structure.

leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS
• Theme and tone
• 3-act structure
• Script format
• Logline 

• Communication
• Teamwork
• Assertiveness

mATeriAlS • Flipchart
• Felt pens/pens/pencils
• Blank/lined paper
• Tables
• Chairs

hAndouTS • Story Structure
• Example script and format 

diSCuSSion What are the pros/cons of a visual versus textual narrative?
Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. 

ACTiviTy STePS 1) Following the discussion, break into small groups of 2-5 people and hand-out Story Structure.  
           Read together.
2) In the same groups, spend the remainder of the workshop writing the script. Hand-out an example  
           script, so participants can follow the correct format. A one-page script will approximately translate  
           to a one-minute film or story.

reFleCTion &
PlAnninG AheAd

Participants can email links to their favourite short films, scenes from full-length features, documentaries 
or PSAs. The clips will be played during next week’s composition discussion for inspiration and context.
Give participants a due date to email their completed scripts for feedback and/or revisions.

lESSon plan 3



TiTle Composition, Shot List & Storyboard

lenGTh oF Time 2 hours

overvieW Participants will develop a shot list and storyboard for their completed script, using short films as examples.

leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS
• Camera angles
• Shot types
• Shot List
• Storyboard

• Communication
• Teamwork
• Assertiveness

mATeriAlS • Flipchart
• Felt pens/pens/pencils
• Blank/lined paper
• Tables
• Chairs 
• Computers

hAndouTS • Storyboard template 
• Shot Types exercise 
• Example shot list 
• Example storyboard 

diSCuSSion Why is strong composition important? How is it achieved? What makes an image interesting? Consider 
colour elements, object and subject placement, lines, direction of motion, movements or landscapes, 
figurative or metaphorical contrasts. Using a projector, reference film stills or photographs for context. 
Define Rule of Thirds and other rules when framing a shot.
Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. There are no wrong answers.

ACTiviTy STePS 1)       Following the discussion, define ‘storyboard’ and ‘shot list.’ Hand-out the storyboard template and  
          shot types exercise to each participant. 
2)       Let’s work backwards. Participants will sketch the storyboard and write the shot list for a film that  
          has already been shot. Play ‘B.O.’ 
3)       How long is each shot? How varied are the types of shots? Participants can work in partners or  
          small groups.

reFleCTion &
PlAnninG AheAd Give participants a due date to email their completed shot list and storyboard for feedback and/or revisions.

lESSon plan 4



TiTle Production

lenGTh oF Time 2 hours*
*The production itself can take much longer. For a 60-second PSA, a full-day (8 hour) shoot may be re-
quired. Factors like location, actors and equipment will impact set-up, clean-up, and the number of takes 
for each scene.

overvieW Participants will acquire the tools to use the provided camera(s), and film their PSAs. In groups of 3 (minimum), 
participants will rotate between director, camera operator, and actor.

leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS
• Equipment safety
• Camera operation

• Team work
• Patience

mATeriAlS • Flipchart                                                   • Video Camera*
• Felt pens/pens/pencils                             • Tripod
• Blank/lined paper                                     • Lighting kit (optional)**
• Tables                                                      • Sound kit (optional)**
• Chairs
                                                                        *Extra batteries and/or memory cards often required.
                                                                         **Specialized equipment. Technician recommended.

hAndouTS TBD*
*Your program will create a camera ‘cheat sheet’ based on the camera(s) used. Important informa-
tion to include: How does it power on/off? How does it record? Is it manual or automatic? If it is 
manual, how (and when) do you change the presets? Does it record sound and if so, how? What 
do different lenses do? How do lenses focus?
Make sure at least one facilitator is comfortable with and knowledgeable about the camera your 
group intends to use. Prosumer equipment is only an asset if it is adequately understood and executed. 

diSCuSSion What do you need to consider when using a camera?
Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. 

ACTiviTy STePS Test shoot. You may set up additional lighting and sound equipment, or decorate your scene’s location.
reFleCTion &
PlAnninG AheAd

Participants can email links to their favourite short films, scenes from full-length features, documentaries 
or PSAs. The clips will be played during next week’s editing discussion for inspiration and context. 

lESSon plan 5



TiTle Post-Production

lenGTh oF Time 2 hours
overvieW Media management and editing basics.*

*Since post-production can be the most complex and technical stage, we recommend hiring a film professional 
or post-graduate film school student to facilitate the workshop. Editing software capabilities and costs vary 
greatly across operating systems.

leArninG GoAlS TECHNICAL SKILLS LIFE SKILLS
• Logging footage
• Media management
• Editing basics

• Team work
• Patience

mATeriAlS • Flipchart                                                   • Chairs
• Felt pens/pens/pencils                             • Computer(s)*
• Blank/lined paper                                     • Editing Software
• Tables

*There are also editing apps for smartphones and tablets.
hAndouTS TBD

diSCuSSion Why is editing important? What editing tricks have you noticed in films? How does editing impact the 
emotional reaction or engagement of the audience? 
Brainstorm ideas as a group, and record responses on a flipchart or whiteboard. There are no wrong 
answers.

ACTiviTy STePS TBD*

*Editing basics (splicing, transitions, colour correction, titles, sound design, music).
reFleCTion &
PlAnninG AheAd

Now that you have successfully completed your first project together, it is important to get feedback from 
the youth participants and staff. What worked well and what didn’t? What would you do differently or 
change, and why? As the program grows and learns, so will you and your process. This is also a great 
time to plan a private or public screening of the films or stories to celebrate the youth and their accomplishments. 

lESSon plan 6 



concluSion 

bY vAluinG the PoWeR oF ARt AnD celebRAtinG ouR Youth, We cAn continue to inSPiRe cReAtivitY, 
celebRAte DiveRSitY AnD builD StRonG coMMunitY connectionS. 



Appendix	  1	  
Application	  form	  
	  
	  
Application	  Information	  and	  Instructions	  
	  
Eligibility	  
	  
In	  order	  to	  participate	  in	  the	  Frames	  Film	  Project,	  you	  must	  meet	  the	  following	  basic	  
requirements.	  
	  

§ Between	  16	  and	  24	  years	  old	  
§ Affected	  by	  mental	  health	  /	  substance	  misuse	  /	  other	  vulnerability	  issues;	  directly	  or	  via	  

friends	  or	  family	  
§ Interested	  in	  learning	  video	  production	  skills	  and	  personal	  development	  skills	  
§ Available	  Thursday	  evenings	  January	  31	  to	  March	  29	  2014	  and	  the	  occasional	  weekend	  
§ Referred	  to	  the	  program	  by	  a	  professional	  adult	  mentor	  (e.g.	  counselor,	  facilitator,	  teacher)	  

who	  also	  completes	  a	  referral	  form	  
§ Open	  and	  respectful	  of	  different	  ideas,	  lifestyles	  and	  people	  

	  
	  
Instructions	  for	  completing	  the	  application	  
	  

§ Answer	  all	  questions	  on	  the	  following	  two	  pages.	  
§ Provide	  the	  name(s)	  of	  one	  or	  more	  professional	  references	  other	  than	  your	  parents	  (there	  

is	  a	  space	  on	  the	  form).	  Please	  be	  sure	  to	  let	  them	  know	  we	  may	  call.	  Professional	  
references	  may	  include	  teachers,	  counselors,	  social	  workers,	  facilitators,	  etc.	  

§ When	  you	  are	  finished,	  email	  the	  completed	  form	  to	  kryshan@froghollow.bc.ca	  
	  
Your	  completed	  application	  package	  must	  also	  include	  a	  referral	  form,	  also	  on	  the	  Apply	  Now	  page	  
on	  our	  website	  www.framesfilmproject.com.	  	  
	  

	  
FALL	  PROGRAM	  RUNS	  JAN	  31	  to	  MAR	  31	  2014	  

	  
THURSDAY	  EVENINGS	  6	  to	  9	  P.M.	  +	  WEEKEND	  SHOOTS	  

	  
Application	  for	  participation	  in	  the	  Frames	  Film	  Project	  	  
	  
Contact	  Information	  	   	  
	  
first	  name	   last	  name	  

telephone	   cell	  phone	   message	  number	  (if	  no	  phone)	  	  	  	  email	  

apt./unit	  
#	  

street	  address	   city	   postal	  code	  

emergency	  contact	  person	   relation	  to	  you	   contact	  number	  

	  
Personal	  Information	  	   	  
	  



gender	   how	  do	  you	  self	  identify	  (visible	  minority,	  first	  nations,	  etc.)	   	   date	  of	  birth	  

first	  language	   other	  languages	  spoken	  

current	  living	  arrangements	  (roommates,	  parents,	  recovery	  house,	  shelter,	  etc.)	  

	  
	  
Questions	  Regarding	  Frames	   	  
	  
Picture	  this:	  it	  is	  3	  months	  from	  now,	  and	  you’re	  feeling	  really	  good	  about	  what	  you	  have	  achieved	  in	  
Frames.	  What	  are	  one	  or	  two	  things	  you	  have	  done	  that	  you	  are	  proud	  of?	  How	  do	  you	  imagine	  you	  have	  
grown	  and	  become	  stronger	  personally?	  
	   	  
	   	  
	  
	  
Imagine	  that	  you	  have	  successfully	  completed	  Frames	  and	  all	  your	  expectations	  were	  met	  during	  your	  
participation.	  What	  did	  Frames	  and	  its	  staff	  do	  for	  you?	  How	  do	  you	  imagine	  you	  have	  grown	  and	  
become	  stronger	  personally?	  
	   	  
	  
	   	  
	   	  
	   	  
	  
	  

	  
	  
Imagine	  someone	  has	  given	  you	  the	  power	  to	  change	  one	  specific	  issue	  in	  your	  local	  community.	  What	  
might	  you	  change?	  
	   	  
	   	  
	   	  
	  
What	  strengths	  have	  people	  in	  your	  life	  recognized	  in	  you	  in	  the	  past?	  
	   	  
	   	  
	  
	  
Other	  people	  may	  have	  difficulties	  with	  certain	  tasks	  while	  in	  Frames.	  What	  things	  might	  you	  be	  able	  to	  
help	  them	  with?	  (ie:	  Photoshop,	  typing,	  leadership,	  computers,	  etc.)	  
	   	  
	   	  
	  
	  
	  
Questions	  Regarding	  Your	  Participation	   	  
	  
Are	  there	  any	  special	  needs	  you	  have	  that	  Frames	  should	  be	  aware	  of?	  (medical	  conditions,	  allergies,	  
physical	  restrictions,	  etc.)	  
	   	  



	   	  
	  
Are	  there	  any	  outside	  challenges	  regarding	  your	  participation	  in	  Frames	  that	  we	  should	  be	  aware	  of?	  
(child	  care	  issues,	  court	  dates,	  probation	  restrictions,	  other	  responsibilities,	  etc.)	  
	   	  
	   	  
	  
	  
Your	  References	   	  
	  
Provide	  one	  or	  more	  references	  from	  a	  community-‐based	  program,	  agency,	  school,	  church	  or	  some	  other	  
group	  where	  you	  were	  a	  participant,	  client,	  volunteer	  or	  employee.	  	  
	  
name	  of	  reference	   position	   agency	  name	   contact	  number	  

name	  of	  reference	   position	   agency	  name	   contact	  number	  

	  
Permission	  Regarding	  Personal	  Information	   	  
	  
I	  give	  permission	  for	  Frames	  to	  contact	  persons	  listed	  on	  this	  form	  to	  obtain	  confirmation	  of	  information	  
relevant	  to	  my	  participation	  in	  this	  project.	  	  
	  
first	  name	   last	  name	   today’s	  date	  

	  
Please	  email	  this	  application	  to:	  (email	  address)	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  



Appendix	  2	  
Referral	  form	  
	  

Referral	  Form	  
For	  Cycle	  #6:	  Jan-‐Dec	  2014	  

	  
Eligibility	  Requirements:	  
-‐Presently	  in	  a	  stable	  position	  with	  regards	  to	  mental	  wellness	  and	  substance	  misuse	  
-‐Adult	  mentor	  support	  system	  in	  place,	  e.g.	  guardian	  /	  counselor	  /	  facilitator	  /	  teacher	  
-‐Open	  and	  respectful	  of	  different	  ideas,	  lifestyles	  and	  people	  
-‐Between	  16	  and	  24	  
	  
Pre-‐screening	  interviews	  will	  be	  conducted	  with	  potential	  participants	  the	  week	  before	  each	  
program.	  	  
	  
Referral	  Information	  
Participant	  First	  Name:	  _____________________	  Last	  Name:	  
________________________________	  
Gender	  _	  	  	  	  Age:	  ____	  Date	  of	  Referral:	  ______________________Referral	  Source:	  
_________________________	  Contact	  Number:	  _______________________Contact	  Email:	  
__________________________________	  
Reason	  for	  Referral:	  
________________________________________________________________________________
___	  

________________________________________________________________________________
________________________________________________________________________________
______	  
	  
Participant	  Information	  
Address:	  
___________________________________________________________________________	  
	  
Telephone	  Number:	  ___________________	  Cell:	  ________________________Email:	  
_____________________	  
	  
School	  (if	  applicable):	  
_________________________________________________________________________	  
	  

Participant	  Strengths	  and	  Challenges	  

Strengths:	  
__________________________________________________________________________	  
________________________________________________________________________________
__	  
	  
Challenges:_______________________________________________________________________
________________________________________________________________________________	  
	  



Commitment	  Level	  Comments	  –	  include	  commitment	  level	  number	  between	  1	  (uncommitted)	  &	  
10	  (fully	  committed)	  
________________________________________________________________________________
________________________________________________________________________________
______	  
	  
Other	  Comments:	  
________________________________________________________________________________
___	  
	  

Please	  email	  referral	  form	  to	  (email	  address)	  	  

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  



Appendix	  3	  
Frames	  Film	  Project	  Schedule	  
	  

	  	  
	  
#	   Date	   	  

Description	  

1	   Thursday,	  January	  30	  

Welcome	  Back	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐7	  Go	  over	  intake	  expectations	  and	  schedule	  	  
7-‐7:30	  Brainstorm	  guidelines	  
7:30-‐8	  Watch	  &	  discuss	  PSA	  examples	  	  
8-‐9	  How	  to	  write	  and	  present	  concise	  PSA	  pitches	  
(What	  to	  include,	  what	  to	  leave	  out)	  
How	  to	  find	  a	  client	  

2	   	  
Thursday,	  February	  6	  

Pitches	  due	  	  
6-‐6:30	  Check-‐in	  and	  meet/greet	  with	  DYES	  staff	  
6:30-‐7	  Participants	  present	  pitches	  	  
7:30-‐8	  Vote	  on	  pitches	  and	  choose	  three	  	  
8-‐9	  Break	  into	  3	  groups	  and	  work	  on	  each	  script	  

	   Saturday,	  February	  8	  
Optional	  out	  trip	  (do	  NOT	  go	  to	  DYES)	  
2:30pm	  Meet	  at	  Vancity	  Theatre	  (1181	  Seymour	  Street)	  
3pm-‐?	  Paperless	  Filmmaking	  Session	  	  

3	  

	  

	  
Tuesday,	  February	  11	  

6-‐7	  Guest	  speaker(s):	  mental	  health	  resources	  	  
7-‐9	  Scriptwriting	  session	  

4	  

	  

Thursday,	  February	  13	  
First	  draft	  of	  each	  script	  due	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐9	  Lighting/sound/camera	  review	  	  

	  
5	   Thursday,	  February	  20	  

Final	  draft	  of	  each	  script	  due	  (as	  a	  print-‐out)	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐7	  Recap	  crew	  roles	  
What	  worked/what	  didn’t	  last	  intake?	  
What	  would	  participants	  change/need	  to	  know?	  	  
7-‐7:30	  Assign	  crew	  roles	  (email	  your	  preferences	  beforehand)	  	  
7:30-‐9	  How	  to	  write	  shot	  list	  and	  storyboard	  

6	   Thursday,	  February	  27	  
Locations	  confirmed	  and	  actors	  cast	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐9	  Shot	  list,	  storyboard	  and	  props	  (due	  at	  end	  of	  class)	  	  
Go	  over	  expectations/call	  sheet	  of	  each	  PSA	  

	   Saturday,	  March	  1	   Shoot	  PSA	  #1	  (all	  day)	  

	   	   Optional	  out	  trip	  (Crazy8s	  Film	  Festival)	  
6-‐9PM	  

7	   Thursday,	  March	  6	   6-‐6:30	  Check-‐in	  	  
6:30-‐9	  Test	  Shoot	  

	   Saturday,	  March	  8	   Shoot	  PSA	  #2	  (all	  day)	  

	   Sunday,	  March	  9	   Shoot	  PSA	  #3	  (all	  day)	  

8	   Thursday,	  March	  13	   (Email	  screening	  event	  page)	  	  



6-‐6:30	  Check-‐in	  	  
6:30-‐7	  Discuss	  screening	  and	  choose	  emcees	  	  
7-‐9	  Guest	  speaker(s)	  TBD	  

9	   Thursday,	  March	  20	  
Picture	  lock	  due	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐9	  Out	  trip	  TBD	  

10	   Tuesday,	  March	  25	  

	  

6-‐9	  Last	  editing	  session	  	  
Finish	  sound,	  music,	  color	  correction	  	  
Complete	  screening	  script	  

11	   Thursday,	  March	  27	  

Last	  class	  ~	  	  
6-‐6:30	  Check-‐in	  	  
6:30-‐7	  Watch	  each	  completed	  PSA	  	  
7-‐7:30	  Rehearse	  screening	  script	  	  
7:30-‐8	  Film	  career	  advice	  	  
8-‐9	  Yearbook	  signing	  
Acknowledgements	  

	  
	  
	  

Saturday,	  March	  29	  
Screening!	  	  @	  Frog	  Hollow	  
Noon-‐1pm	  Set-‐up	  
1-‐4pm	  Public	  Event	  

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  



Appendix	  4	  
In-‐person	  Interview	  Questions	  
	  
Interview	  Questions:	  
	  

o Tell	  us	  a	  bit	  about	  yourself.	  
	  

o Why	  do	  you	  want	  to	  participate	  in	  this	  program?	  
	  

o Tell	  me	  about	  a	  time	  when	  you	  worked	  in	  a	  team.	  What	  was	  your	  role	  on	  the	  team?	  
	  

o What	  types	  of	  behaviours	  do	  other	  people	  have	  that	  you	  find	  challenging	  to	  deal	  
with?	  

	  
o In	  those	  situations,	  how	  have	  you	  dealt	  with	  those	  behaviours?	  

	  
o What	  is	  your	  current	  support	  system	  like?	  When	  you	  have	  a	  problem,	  who	  do	  you	  

talk	  to?	  
	  

o What	  are	  some	  things	  you	  do	  for	  fun	  and	  recreation?	  
	  

o What	  aspect	  of	  your	  present	  situation	  would	  you	  like	  to	  change?	  
	  

o Imagination	  question:	  This	  program	  is	  going	  great,	  how	  do	  you	  see	  yourself	  
participating?	  

	  
o Imagination	  question:	  Watching	  the	  credits	  at	  the	  gala,	  what	  position(s)	  is/are	  

beside	  your	  name?	  
	  

o Imagination	  question:	  Leaving	  this	  program	  for	  the	  last	  day,	  what	  do	  you	  see	  
differently	  about	  yourself?	  What	  are	  you	  leaving	  with?	  	  

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  



Appendix	  5	  
SAFETY	  PLAN	  
	  
Step	  1:	  Personal	  Warning	  Signs	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
Step	  2:	  Internal	  Coping	  Strategies	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
Step	  3:	  Positive	  People	  and	  Social	  Settings	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
Step	  4:	  Negative	  People	  and	  Social	  Settings	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
Step	  4:	  People	  whom	  I	  can	  ask	  for	  help	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
Step	  5:	  Professionals	  or	  agencies	  I	  can	  contact	  during	  a	  crisis	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  



Step	  6:	  Making	  the	  environment	  safe	  
	  
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________________________________________________
________________________________________	  
	  
	  
	  
	  
	  
	  
	   	  



Appendix	  6	  
Handout:	  STORY	  ELEMENTS	  (From	  Nigerian	  toolkit)	  
	  
Answer	  these	  essential	  questions	  when	  writing	  your	  story.	  
	  	  
1.	  Briefly,	  what	  is	  your	  story	  about?	  	  
2.	  What	  is	  the	  theme?	  	  
3.	  The	  main	  character:	  
a.	  For	  main	  characters,	  it’s	  best	  to	  write	  a	  full	  biography.	  	  
4.	  The	  secondary	  characters:	  
a.	  Who	  are	  they?	  	  
b.	  What	  will	  their	  role	  be?	  	  
c.	  What	  is	  their	  relationship	  with	  the	  main	  character?	  
5.	  The	  beginning	  of	  the	  story:	  	  
a.	  Who	  will	  be	  telling	  the	  story?	  (viewpoint)	  	  
b.	  Where	  will	  the	  story	  take	  place?	  (setting)	  	  
c.	  How	  will	  you	  introduce	  the	  main	  character?	  	  
d.	  How	  will	  you	  introduce	  other	  characters?	  	  
e.	  How	  will	  the	  story	  begin?	  	  
f.	  What	  will	  happen	  in	  the	  beginning?	  	  
g.	  What	  is	  the	  conflict?	  	  
h.	  What	  is	  the	  character’s	  goal?	  	  
i.	  How	  will	  the	  conflict	  prevent	  the	  character	  from	  reaching	  his	  or	  her	  goal?	  	  
j.	  What	  is	  motivating	  the	  character?	  
6.	  The	  middle	  of	  the	  story:	  	  
a.	  What	  events	  are	  going	  to	  occur?	  	  
b.	  How	  will	  you	  show	  your	  character’s	  personality?	  	  
c.	  What	  problems	  are	  you	  going	  to	  introduce?	  List	  each	  problem	  and	  how	  the	  character	  
solves	  it.	  	  
d.	  How	  are	  you	  going	  to	  make	  things	  harder	  for	  your	  character?	  	  
e.	  What	  will	  happen	  to	  make	  the	  climax?	  	  
f.	  What	  will	  happen	  in	  the	  beginning	  section	  of	  the	  middle	  of	  your	  story?	  	  
g.	  How	  will	  this	  be	  tied	  to	  the	  beginning	  of	  your	  story?	  	  
h.	  What	  will	  happen	  in	  the	  middle	  section	  of	  the	  middle	  of	  your	  story?	  	  
i.	  What	  will	  happen	  in	  the	  end	  section	  of	  the	  middle	  of	  your	  story?	  
7.	  The	  end	  of	  the	  story:	  	  
a.	  Will	  the	  character	  achieve	  his	  or	  her	  goal?	  	  
b.	  How	  will	  the	  character	  achieve	  it,	  or	  why	  will	  he	  or	  she	  not	  achieve	  it?	  	  
c.	  What	  is	  going	  to	  happen	  in	  the	  end?	  	  
d.	  How	  are	  you	  going	  to	  end	  your	  story?	  
	  
	  
	   	  



Appendix	  7:	  
STORY	  STRUCTURE	  &	  PLOT	  (Nigeria	  Toolkit)	  
	  
Show	  the	  youth	  how	  a	  story	  is	  told	  through	  a	  structure	  or	  framework	  (beginning,	  middle,	  and	  end;	  
or	   introduction,	   conflict,	   climax,	   and	   resolution).	   Explain	  why	   stories	  need	   sound	   structure,	   and	  
point	   out	   that	   a	   flawed	   structure	   can	   impede	   the	   flow	  of	   emotion	   and	  make	   it	   difficult	   for	   the	  
audience	  to	  “hear”	  the	  author’s	  message.	  
	  
Explain	  to	  the	  youth	  that	  the	  plot	  of	  a	  story	  is	  a	  map	  that	  helps	  them	  to	  write	  a	  structured	  story	  
instead	  of	  leaping	  into	  the	  unknown,	  which	  rarely	  works.	  The	  plot	  is	  the	  foundation	  of	  a	  story;	  it	  
gives	  a	  sense	  of	  direction	  to	  the	  story	  and	  helps	  to	  hold	  it	  together.	  
	  
The	   plot	   structure	   of	   the	   story	   deals	  with	   the	  way	   the	   story	   is	   dramatically	   arranged,	   including	  
significant	  events	  that	  determine	  how	  and	   in	  what	  direction	  the	  story	  goes.	   In	  a	  screenplay,	  the	  
plot	  can	  be	  divided	  into	  the	  following	  four	  elements:	  
	  
1.	  Conflict	  	  
2.	  Goal	  (to	  find	  a	  solution	  to	  the	  conflict)	  	  
3.	  Obstacles	  (barriers	  that	  prevent	  the	  protagonist,	  or	  main	  character,	  from	  reaching	  his	  
or	  her	  goal)	  	  
4.	  Outcome	  (success	  or	  failure	  in	  finding	  a	  solution	  to	  the	  conflict)	  
	  
The	   conflict	   is	   the	  emotional	  or	  physical	   problem	   that	   a	   character	  experiences	   in	   a	   story.	   Every	  
story	   is	   about	   a	   problem	   that	   needs	   solving.	   Conflict	   in	   a	   story	   can	   be	   either	   fatal	   (danger,	  
calamity,	  disaster)	  or	  non-‐fatal	  (dilemma,	  dissatisfaction,	  disagreement,	  challenge).	  Conflict	  can	  be	  
between	  two	  characters;	   internal	  (a	  character	  vs.	  him-‐	  or	  herself	  );	  or	  against	  society,	  nature,	  or	  
technology.	  A	  good	  way	   for	   the	   youth	   to	  develop	   the	   core	   conflict	  of	   their	   story	   is	   for	   them	   to	  
imagine	   a	   situation	   and	   ask	   themselves	   what	   could	   go	   wrong	   and	   how	   that	   would	   affect	   the	  
character(s).	  
	  
The	   conflict,	   goal,	   obstacles,	   and	   outcome	   are	   often	   arranged	   in	   a	   three-‐act	   structure:	   the	  
beginning,	  or	  setup;	  the	  middle,	  or	  confrontation;	  and	  the	  end,	  or	  resolution.	  
	  
Act	   1	   –	   the	   setup:	   introducing	   the	   main	   story,	   the	   main	   character	   and	   other	   characters,	  
relationships,	  and	  the	  setting	  
	  
Act	  2	  –	  the	  confrontation:	  making	  the	  main	  character	  confront	  the	  problem	  and	  begin	  a	  quest	  to	  
find	  a	  solution	  
	  
Act	  3	  –	  the	  resolution:	  solving	  the	  conflict	  by	  having	  the	  main	  character	  either	  achieve	  or	  fail	  to	  
achieve	  his	  or	  her	  goal	  
	  
More	  on	  the	  three	  act	  structure:	  
	  

Act	  One	  –	  Preparation	  
Here	  we	  meet	  all	  of	  the	  characters	  and	  get	  introduced	  to	  the	  conflict.	  In	  a	  romance,	  this	  would	  be	  
everything	  that	  happens	  before	  someone	  meets	  a	  new	  partner.	  
	  



Act	  Two	  –	  Conflict	  
This	  is	  the	  meat	  and	  potatoes	  of	  your	  story.	  The	  antagonist	  is	  working	  against	  the	  protagonist	  and	  
the	  protagonist	  is	  running	  into	  problems	  at	  every	  turn.	  The	  important	  part	  of	  this	  section	  is	  that	  at	  
some	  point,	   it	  should	   look	   like	  the	  protagonist	   is	  right	  about	  to	  reach	  their	  goals	  and	  then,	  well,	  
things	   fall	   apart.	   After	   that,	   things	   should	   keep	   getting	   worse	   until	   the	   act	   closes	   with	   the	  
protagonist	  at	  her	  lowest	  point.	  
	  

Act	  Three	  –	  Resolution	  

The	  protagonist	  picks	  up	  the	  pieces	  and	  starts	  moving	  again,	  getting	  past	  obstacles	  and	  drawing	  
on	  whatever	  reserve	  of	  strength	  they	  have.	  In	  the	  end,	  the	  conflict	  is	  resolved	  (whether	  for	  good	  
or	  for	  ill).	  
	  
Review:	  

In	   the	   first	   act,	   the	   character	   is	   presented	   with	   a	   change,	   problem	   or	   opportunity	   and	   then	  
commits	  him	  or	  herself	  to	  a	  course	  of	  action	  in	  response.	  	  
	  
In	   the	   second	   act,	   the	   character	   attempts	   to	   deal	   with	   the	   problem	   in	   the	   wrong	   way,	   which	  
ultimately	   leads	   to	   an	   ordeal	   moment,	   during	   which	   he	   or	   she	   faces	   death	   either	   literally	   or	  
figuratively.	   Rather	   than	   receive	   just	   payment	   for	   their	   stubbornness,	   however,	   the	   character	  
receives	  unmerited	  favor,	  grace,	  a	  second	  chance.	  	  
	  
This	  leads	  us	  into	  act	  three,	  where	  the	  character	  attempts	  to	  deal	  with	  the	  situation	  in	  the	  correct	  
way–if	  the	  story	  is	  a	  comedy,	  in	  the	  classical	  sense	  of	  the	  word–or	  clings	  to	  the	  unhealthy	  coping	  
mechanism,	  thus	  bringing	  about	  his	  or	  her	  own	  demise.	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	   	  



Appendix	  8:	  
Handout:	  EXAMPLE	  SCRIPT	  
	  
Written	   by	   Parmida	   Afsahi,	   Ruth	   Purple	   Jey	   and	   Braeden	   Attwood,	   Frames	   Film	   Project	   youth	  
participants	  
	  
‘B.O.’	  Script	  
	  
1      INT. CUBICLE - DAY 

 
Alex walks through the hallway carrying a box with her 
personal stuff in it. She nervously looks around and 
checks the surroundings. 

 
Alex notices an awful smell as she approaches the cubicle 
she shares with her supervisor Mia. She stops and self-
consciously smells her underarms and checks her breath. 
She shrugs it off and enters the cubicle. 

 
Alex meets Mia inside the cubicle. 

 
MIA 

Hi! You must be Alex. It’s great 
to have you on board. 

 
ALEX 

Mia, right? Nice to finally meet 
you! 

 
Awkward moment between the two as Mia reaches to shake 
Alex’s hand but Alex has her hands full with the box. They 
awkwardly smile and laugh. Alex puts the box down, turns 
and shakes Mia’s hand. Mia is clearly nervous and 
embarrassed. 

 
ALEX 

Guess I’ll get to work then. 
 

MIA 
Y-yyes of course! I’ll get out of 
your way. 

 
Mia moves aside and clears the way, sits down and looks at 
her monitor. Alex puts on a slightly disgusted face and 
rubs her hand on her pants. (implied: Mia’s hand was 
sweaty). She removes items from the box (binders, food, 
etc.), places it on the desk and takes a seat on an office 
chair. Glancing back and forth from papers to Mia, Alex 
clears her throat and flares her nostrils because of the 
awful smell. 

 
Mia gets up and leaves shortly after. Alex watches her 
depart. 

 
Alex pushes the office chair and sniffs around the 
cubicle. Stops at Mia’s work space and quickly smells her 
lunchbox, looks up for any sign of her supervisor and 
smells her chair. She covers her mouth in disbelief. The 
smell is indescribable.



2.  
 
 
2      INT. HALLWAY - DAY 

 
Cindy, another coworker at the office, encounters Mia in 
the hallway. She is obviously disgusted and scared of Mia 
getting too close her. 

 
MIA 

(Politely) 
Morning Cindy! 

 
Cindy, nodding, rushes out of the hallway, crashing 
herself against the wall in order to avoid passing through 
the trail smell Mia leave wherever she goes. 

 
 
3      INT. STAFF ROOM - LUNCH BREAK 

 
Cindy and Brandon are talking and making rude remarks 
about Mia. (mid-conversation) 

 
CINDY 

Yeah! hasn’t she heard of 
something called deodorant?! 

 
BRANDON 

There should be laws against that 
kind of stench. 

 
CINDY 

(exasperated sigh) 
 

Mia enters on the opposite side the staff room and pours 
herself a cup of coffee. She hears chit chat from across 
the room. 

 
As she is leaving to get back to her cubicle, Brandon 
hands Cindy a pine car freshener and Cindy tapes it to the 
back of Mia’s shirt. 

 
 
4      INT. CUBICLE - AFTER LUNCH 

 
Mia returns to her office, sits down and starts to work. 
shuffles through papers. (on her computer monitor Anxiety 
Card message can be seen) 

 
Alex struggles to focus on work because of the smell. She 
looks at Mia and notices the air freshener taped to her 
back. Cackling can be heard in the background. She is not 
amused and pities Mia. 

 
A paper plane is thrown at Mia. It lands on the desk. 
Giggling can be heard. Mia ignores it and puts it on the 
other side of the desk close to Alex’s. (implied: this has 
happened before). Alex sees the writing on it as Mia is 
busy with typing. 

 
Message in the note: "Jingle bells, Mia smells!"



3. 

(CONTINUED) 

 

 

 
 
 
5      INT. CUBICLE - NEXT DAY 

 
3rd day of work. Alex is fed up. She googles "how to tell 
coworker they stink...." then she corrects it to "how to 
tell coworker they stink without hurting their feelings." 

 
 
6      INT. OFFICE NEXT TO CUBICLE - MONTAGE. 3 ATTEMPTS OVER 3 

DAYS. 
 

Day 4: Alex brings spray freshener to work and sprays the 
cubicle and the hallway. (Animated and dances around as 
she tried very hard to play it cool, so she does not get 
Mia’s attention). In fact the smells mix together and it 
is a horrible combination making Alex sick. 

 
Day 5: Mia comes to work late and sees flowers and a 
scented candle all over their desks. She raises her 
eyebrows and questions Alex for her odd behavior. 

 
Day 6: Alex comes to work and gives Mia a perfume as a 
perfume. 

 
Mia sighs (understanding Alex’s ulterior motives) and 
shyly accepts the gift but does not use it. 

 
day 7: 

 
Mia walks up to Alex’s cubicle. 

 
MIA 

(enthusiastically) 
Hey Alex! Here’s our December 
assignment. 

 
Mia hands Alex a binder titled "Building Mastery In 
Interpersonal Relationships." 

 
(ALEX) 

Ohh! yeah thanks. I’ll get on 
that. 

 
Alex gets back to work and momentarily stares at the title 
of the assignment. She flips through pages but goes back 
to the first page and curiously begins to study the 
assignment further for the upcoming research project. 

 
 
7 INT. MAIN ROOM/WASHROOM.(BY ROUND TABLE/SINK). NIGHT 

Split screen 

Alex paces the main room nervously. She is slightly 
shaking, mumbling possible scenarios under her breath, 
playing with her hair, wringing her hands, and rehearses 
what she wants to say to Mia.



(CONTINUED) 

CONTINUED: 4.  

 

 
 
 

Mia paces the washroom nervously. She is slightly shaking, 
mumbling possible scenarios under her breath, playing with 
her hair, wringing her hands, and rehearses what she wants 
to say to Alex. 

 
Mia takes a deep breath and leaves the washroom. 

 
Alex stops and takes a deep breath before entering the 
cubicle. She holds her back straight with her head held 
high up. (appears confident). 

 
They are surprised to see each other by the cubicle. 

 
ALEX/MIA 

You got a minute? I need to 
talk... (both laugh as they 
realize they’re saying the same 
thing) 

 
You first. 

MIA

 
ALEX 

Ummm I don’t want to offend you 
but I feel like... (hand 
gestures) 

 
MIA 

(AGREEABLY NODS) 
Yeah, I know - the smell! My 
anxiety triggers this (hands 
motion up and down her body), 
especially when I’m around 
people... and I’m sorry for 
farting in front of you so many 
times! 

 
ALEX 

Oh wow! I-I had no idea. 
 

MIA 
(gloomy) 

I promise I have healthy 
hygiene habits but- (takes a 
breath) I’ve started therapy 
recently. (Shy smile) 

 
Alex rubs Mia’s shoulder to comfort her. 

 
ALEX 

I’m sorry we’ve all been going at 
this the wrong way. 

 
MIA 

Thanks for understanding. But 
it’s getting late maybe we should 
head home.



(CONTINUED) 

CONTINUED: 5.  

 

 
 
 

Alex smiles and agrees and they both take their 
belongings and leave the cubicle. 

 
ALE

X 
(Gesture
s hand) 

Well, glad we cleared the air. 
 

Both share a laugh together. Mia turns off the 

lights. Screen fades black. 

Credits roll. 
 
 
9      AFTER CREDITS.INT. STAFF ROOM - DAY 

 
Alex and Mia are in the staff room with Brandon and 
Cindy. Alex makes Mia laugh and she laughs so hard 
she farts. She gets embarrassed and Alex looks her 
way and smirks and repositions herself and turns 
her bum towards Mia’s direction and farts. They 
both laugh and they laugh even more when they see 
Brandon and Cindy’s reaction! 
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(CONTINUED) 

CONTINUED: 6.  
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Appendix	  9:	  
Handout:	  STORYBOARD	  TEMPLATE	  
	  
Storyboards	   are	   simple	   drawings	   that	   help	   you	   plan	   out	   how	   you	   want	   to	   film	   your	  
video,	  shot-‐by-‐shot,	  and	  help	  you	  think	  about	  the	  different	  types	  of	  shots	  that	  can	  help	  
tell	   the	  story.	   In	  each	  box,	   sketch	   the	   image	  corresponding	   to	  each	  shot	  on	  your	   shot	  
list.	  Include	  as	  much	  visual	  information	  as	  possible	  –	  essentially,	  everything	  or	  everyone	  
in	  the	  frame	  itself.	  On	  the	  lines	  beneath	  each	  box,	  write	  a	  short	  description	  of	  the	  scene.	  
	  



(CONTINUED) 

CONTINUED: 8.  
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Appendix	  11:	  
Handout:	  EXAMPLE	  SHOT	  LIST	  
	  
Written	  by	  Simon	  Lam,	  Frames	  Film	  Project	  youth	  participant	  
	  

‘BOUQUET’	  SHOTLIST	  

SHOT	  
NUMBER	  

SHOT	  
TYPE	  

DURATION	   DESCRIPTION	  

1A.	   CLOSEUP	   00:05	   Empty	  Vase	  on	  table	  

1B	   MEDIUM	   00:05	   Empty	  Vase	  on	  table	  and	  first	  line	  

1C	   CLOSEUP	   00:05	   ONE	  FLOWER	  IN	  VASE	  	  

1D	   MEDIUM	   00:05.	   ONE	  FLOWER	  IN	  VASE	  AND	  SECOND	  LINE	  

1E	   CLOSEUP	   00:05	   BUNCH	  OF	  FLOWERS	  IN	  VASE	  

1F	   MEDIUM	  	   00:05	   BUNCH	  OF	  FLOWERS	  IN	  VASE	  AND	  FINAL	  LINE	  

1G	   WIDE	   00:05	   GROUP	  OF	  PEOPLE	  AROUND	  THE	  TABLE	  ENJOYING	  THEIR	  MEAL	  WITH	  
THE	  VASE	  OF	  FLOWERS	  IN	  CENTRE	  
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Appendix	  11:	  
Handout:	  SHOT	  TYPES	  EXERCISE	  
	  
(from	  the	  Community	  Video	  project	  at	  the	  Mother	  &	  Child	  Health	  &	  Education	  Trust)	  
	  
Watch	  examples	  of	  short	  films	  or	  PSAs,	  and	  pause	  the	  videos	  after	  each	  shot.	  Ask	  the	  
participants	  to	  guess	  what	  shot	  was	  used,	  based	  on	  the	  six	  most	  common	  shot	  types	  
listed	  below.	  



(CONTINUED) 
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Appendix	  12:	  
PIXAR’S	  22	  RULES	  OF	  STORYTELLING	  
	  
These	  rules	  were	  originally	  tweeted	  by	  Emma	  Coats,	  Pixar’s	  Story	  Artist.	  Number	  9	  on	  
the	  list	  -‐	  When	  you’re	  stuck,	  make	  a	  list	  of	  what	  wouldn’t	  happen	  next	  –	  is	  a	  great	  one	  
and	  can	  apply	  to	  writers	  in	  all	  genres.	  
	  
	  	  1.	  You	  admire	  a	  character	  for	  trying	  more	  than	  for	  their	  successes.	  
	  	  2.	  You	  have	  to	  keep	  in	  mind	  what’s	  interesting	  to	  you	  as	  an	  audience,	  not	  what’s	  fun	  to	  
do	  as	  a	  writer.	  They	  can	  be	  very	  different.	  
	  	  3.	  Trying	  for	  theme	  is	  important,	  but	  you	  won’t	  see	  what	  the	  story	  is	  actually	  about	  
until	  you’re	  at	  the	  end	  of	  it.	  Now	  rewrite.	  
	  	  4.	  Once	  upon	  a	  time	  there	  was	  ___.	  Every	  day,	  ___.	  One	  day	  ___.	  Because	  of	  that,	  ___.	  
Because	  of	  that,	  ___.	  Until	  finally	  ___.	  
	  	  5.	  Simplify.	  Focus.	  Combine	  characters.	  Hop	  over	  detours.	  You’ll	  feel	  like	  you’re	  losing	  
valuable	  stuff	  but	  it	  sets	  you	  free.	  
	  	  6.	  What	  is	  your	  character	  good	  at,	  comfortable	  with?	  Throw	  the	  polar	  opposite	  at	  
them.	  Challenge	  them.	  How	  do	  they	  deal?	  
	  	  7.	  Come	  up	  with	  your	  ending	  before	  you	  figure	  out	  your	  middle.	  Seriously.	  Endings	  are	  
hard,	  get	  yours	  working	  up	  front.	  
	  	  8.	  Finish	  your	  story,	  let	  go	  even	  if	  it’s	  not	  perfect.	  In	  an	  ideal	  world	  you	  have	  both,	  but	  
move	  on.	  Do	  better	  next	  time.	  
	  	  9.	  When	  you’re	  stuck,	  make	  a	  list	  of	  what	  WOULDN’T	  happen	  next.	  Lots	  of	  times	  the	  
material	  to	  get	  you	  unstuck	  will	  show	  up.	  
	  	  10.	  Pull	  apart	  the	  stories	  you	  like.	  What	  you	  like	  in	  them	  is	  a	  part	  of	  you;	  you’ve	  got	  to	  
recognize	  it	  before	  you	  can	  use	  it.	  
	  	  	  11.	  Putting	  it	  on	  paper	  lets	  you	  start	  fixing	  it.	  If	  it	  stays	  in	  your	  head,	  a	  perfect	  idea,	  
you’ll	  never	  share	  it	  with	  anyone.	  
	  	  	  12.	  Discount	  the	  1st	  thing	  that	  comes	  to	  mind.	  And	  the	  2nd,	  3rd,	  4th,	  5th	  –	  get	  the	  
obvious	  out	  of	  the	  way.	  Surprise	  yourself.	  
	  	  	  13.	  Give	  your	  characters	  opinions.	  Passive/malleable	  might	  seem	  likable	  to	  you	  as	  you	  
write,	  but	  it’s	  poison	  to	  the	  audience.	  
	  	  	  14.	  Why	  must	  you	  tell	  THIS	  story?	  What’s	  the	  belief	  burning	  within	  you	  that	  your	  story	  
feeds	  off	  of?	  That’s	  the	  heart	  of	  it.	  
	  	  	  15.	  If	  you	  were	  your	  character,	  in	  this	  situation,	  how	  would	  you	  feel?	  Honesty	  lends	  
credibility	  to	  unbelievable	  situations.	  
	  	  	  16.	  What	  are	  the	  stakes?	  Give	  us	  reason	  to	  root	  for	  the	  character.	  What	  happens	  if	  
they	  don’t	  succeed?	  Stack	  the	  odds	  against.	  
	  	  	  17.	  No	  work	  is	  ever	  wasted.	  If	  it’s	  not	  working,	  let	  go	  and	  move	  on	  –	  it’ll	  come	  back	  
around	  to	  be	  useful	  later.	  
	  	  	  18.	  You	  have	  to	  know	  yourself:	  the	  difference	  between	  doing	  your	  best	  &	  fussing.	  
Story	  is	  testing,	  not	  refining.	  



(CONTINUED) 

CONTINUED: 13
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	  	  	  19.	  Coincidences	  to	  get	  characters	  into	  trouble	  are	  great;	  coincidences	  to	  get	  them	  out	  
of	  it	  are	  cheating.	  
	  	  	  20.	  Exercise:	  take	  the	  building	  blocks	  of	  a	  movie	  you	  dislike.	  How	  would	  you	  rearrange	  
them	  into	  what	  you	  DO	  like?	  
	  	  	  21.	  You	  have	  to	  identify	  with	  your	  situation/characters,	  can’t	  just	  write	  ‘cool’.	  What	  
would	  make	  YOU	  act	  that	  way?	  
	  	  	  22.	  What’s	  the	  essence	  of	  your	  story?	  Most	  economical	  telling	  of	  it?	  If	  you	  know	  that,	  
you	  can	  build	  out	  from	  there.	  
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Appendix	  13:	  
	  
SPECTACLE	  PICTURES	  
Checklist	  A:	  Concept	  &	  Plot	  
	  
#1.	  Imagine	  the	  trailer.	  Is	  the	  concept	  marketable?	  
	  
#2.	  Is	  the	  premise	  naturally	  intriguing	  -‐-‐	  or	  just	  average,	  demanding	  perfect	  execution?	  
	  
#3.	  Who	  is	  the	  target	  audience?	  Would	  your	  parents	  go	  see	  it?	  
	  
#4.	  Does	  your	  story	  deal	  with	  the	  most	  important	  events	  in	  the	  lives	  of	  your	  characters?	  
	  
#5.	  If	  you're	  writing	  about	  a	  fantasy-‐come-‐true,	  turn	  it	  quickly	  into	  a	  nightmare-‐that-‐
won't-‐end.	  
	  
#6.	  Does	  the	  screenplay	  create	  questions:	  will	  he	  find	  out	  the	  truth?	  Did	  she	  do	  it?	  Will	  
they	  fall	  in	  love?	  Has	  a	  strong	  'need	  to	  know'	  hook	  been	  built	  into	  the	  story?	  
	  
#7.	  Is	  the	  concept	  original?	  
	  
#8.	  Is	  there	  a	  goal?	  Is	  there	  pacing?	  Does	  it	  build?	  
	  
#9.	  Begin	  with	  a	  punch,	  end	  with	  a	  flurry.	  
	  
#10.	  Is	  it	  funny,	  scary,	  or	  thrilling?	  All	  three?	  
	  
#11.	  What	  does	  the	  story	  have	  that	  the	  audience	  can't	  get	  from	  real	  life?	  
	  
#12.	  What's	  at	  stake?	  Life	  and	  death	  situations	  are	  the	  most	  dramatic.	  Does	  the	  concept	  
create	  the	  potential	  for	  the	  characters	  lives	  to	  be	  changed?	  
	  
#13.	  What	  are	  the	  obstacles?	  Is	  there	  a	  sufficient	  challenge	  for	  our	  heroes?	  
	  
#14.	  What	  is	  the	  screenplay	  trying	  to	  say,	  and	  is	  it	  worth	  trying	  to	  say	  it?	  
	  
#15.	  Does	  the	  story	  transport	  the	  audience?	  
	  
#16.	  Is	  the	  screenplay	  predictable?	  There	  should	  be	  surprises	  and	  reversals	  within	  the	  
major	  plot,	  and	  also	  within	  individual	  scenes.	  
	  
#17.	  Once	  the	  parameters	  of	  the	  film's	  reality	  are	  established,	  they	  must	  not	  be	  
violated.	  Limitations	  call	  for	  interesting	  solutions.	  
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#18.	  Is	  there	  a	  decisive,	  inevitable,	  set-‐up	  ending	  that	  is	  nonetheless	  unexpected?	  (This	  
is	  not	  easy	  to	  do!)	  
	  
#19.	  Is	  it	  believable?	  Realistic?	  
	  
#20.	  Is	  there	  a	  strong	  emotion	  -‐-‐	  heart	  -‐-‐	  at	  the	  center	  of	  the	  story?	  Avoid	  mean-‐spirited	  
storylines.	  
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Appendix	  14:	  
	  
SPECTACLE	  PICTURES	  
Checklist	  B:	  Technical	  Execution	  
	  
#21.	  Is	  it	  properly	  formatted?	  
	  
#22.	  Proper	  spelling	  and	  punctuation.	  Sentence	  fragments	  okay.	  
	  
#23.	  Is	  there	  a	  discernible	  three-‐act	  structure?	  
	  
#24.	  Are	  all	  scenes	  needed?	  No	  scenes	  off	  the	  spine,	  they	  will	  die	  on	  screen.	  
	  
#25.	  Screenplay	  descriptions	  should	  direct	  the	  reader's	  mind's	  eye,	  not	  the	  director's	  
camera.	  
	  
#26.	  Begin	  the	  screenplay	  as	  far	  into	  the	  story	  as	  possible.	  
	  
#27.	  Begin	  a	  scene	  as	  late	  as	  possible,	  end	  it	  as	  early	  as	  possible.	  A	  screenplay	  is	  like	  a	  
piece	  of	  string	  that	  you	  can	  cut	  up	  and	  tie	  together	  -‐-‐	  the	  trick	  is	  to	  tell	  the	  entire	  story	  
using	  as	  little	  string	  as	  possible.	  
	  
#28.	  In	  other	  words:	  Use	  cuts.	  
	  
#29.	  Visual,	  Aural,	  Verbal	  -‐-‐	  in	  that	  order.	  The	  expression	  of	  someone	  who	  has	  just	  been	  
shot	  is	  best;	  the	  sound	  of	  the	  bullet	  slamming	  into	  him	  is	  second	  best;	  the	  person	  
saying,	  "I've	  been	  shot"	  is	  only	  third	  best.	  
	  
#30.	  What	  is	  the	  hook,	  the	  inciting	  incident?	  You've	  got	  ten	  pages	  (or	  ten	  minutes)	  to	  
grab	  an	  audience.	  
	  
#31.	  Allude	  to	  the	  essential	  points	  two	  or	  even	  three	  times.	  Or	  hit	  the	  key	  point	  very	  
hard.	  Don't	  be	  obtuse.	  
	  
#32.	  Repetition	  of	  locale.	  It	  helps	  to	  establish	  the	  atmosphere	  of	  film,	  and	  allows	  
audience	  to	  'get	  comfortable.'	  Saves	  money	  during	  production.	  
	  
#33.	  Repetition	  and	  echoes	  can	  be	  used	  to	  tag	  secondary	  characters.	  Dangerous	  
technique	  to	  use	  with	  leads.	  
	  
#34.	  Not	  all	  scenes	  have	  to	  run	  five	  pages	  of	  dialogue	  and/or	  action.	  In	  a	  good	  
screenplay,	  there	  are	  lots	  of	  two-‐inch	  scenes.	  Sequences	  build	  pace.	  
	  
#35.	  Small	  details	  add	  reality.	  Has	  the	  subject	  matter	  been	  thoroughly	  researched?	  
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#36.	  Every	  single	  line	  must	  either	  advance	  the	  plot,	  get	  a	  laugh,	  reveal	  a	  character	  trait,	  
or	  do	  a	  combination	  of	  two	  -‐-‐	  or	  in	  the	  best	  case,	  all	  three	  -‐-‐	  at	  once.	  
	  
#37.	  No	  false	  plot	  points;	  no	  backtracking.	  It's	  dangerous	  to	  mislead	  an	  audience;	  they	  
will	  feel	  cheated	  if	  important	  actions	  are	  taken	  based	  on	  information	  that	  has	  not	  been	  
provided,	  or	  turns	  out	  to	  be	  false.	  
	  
#38.	  Silent	  solution;	  tell	  your	  story	  with	  pictures.	  
	  
#39.	  No	  more	  than	  125	  pages,	  no	  less	  than	  110...	  or	  the	  first	  impression	  will	  be	  of	  a	  
script	  that	  'needs	  to	  be	  cut'	  or	  'needs	  to	  be	  fleshed	  out.'	  
	  
#40.	  Don't	  number	  the	  scenes	  of	  a	  selling	  script.	  MOREs	  and	  CONTINUEDs	  are	  optional.	  
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Appendix	  15:	  
	  
SPECTACLE	  PICTURES	  
Checklist	  C:	  Characters	  
	  
#41.	  Are	  the	  parts	  castable?	  Does	  the	  film	  have	  roles	  that	  stars	  will	  want	  to	  play?	  
	  
#42.	  Action	  and	  humor	  should	  emanate	  from	  the	  characters,	  and	  not	  just	  thrown	  in	  for	  
the	  sake	  of	  a	  laugh.	  Comedy	  which	  violates	  the	  integrity	  of	  the	  characters	  or	  oversteps	  
the	  reality-‐world	  of	  the	  film	  may	  get	  a	  laugh,	  but	  it	  will	  ultimately	  unravel	  the	  picture.	  
Don't	  break	  the	  fourth	  wall,	  no	  matter	  how	  tempting.	  
	  
#43.	  Audiences	  want	  to	  see	  characters	  who	  care	  deeply	  about	  something	  -‐-‐	  especially	  
other	  characters.	  
	  
#44.	  Is	  there	  one	  scene	  where	  the	  emotional	  conflict	  of	  the	  main	  character	  comes	  to	  a	  
crisis	  point?	  
	  
#45.	  A	  character's	  entrance	  should	  be	  indicative	  of	  the	  character's	  traits.	  First	  
impression	  of	  a	  character	  is	  most	  important.	  
	  
#46.	  Lead	  characters	  must	  be	  sympathetic	  -‐-‐	  people	  we	  care	  about	  and	  want	  to	  root	  for.	  
	  
#47.	  What	  are	  the	  characters	  wants	  and	  needs?	  What	  is	  the	  lead	  character's	  dramatic	  
need?	  Needs	  should	  be	  strong,	  definite	  -‐-‐	  and	  clearly	  communicated	  to	  the	  audience.	  
	  
#48.	  What	  does	  the	  audience	  want	  for	  the	  characters?	  It's	  all	  right	  to	  be	  either	  for	  or	  
against	  a	  particular	  character	  -‐-‐	  the	  only	  unacceptable	  emotion	  is	  indifference.	  
	  
#49.	  Concerning	  characters	  and	  action:	  a	  person	  is	  what	  he	  does,	  not	  necessarily	  what	  
he	  says.	  
	  
#50.	  On	  character	  faults:	  characters	  should	  be	  'this	  but	  also	  that;'	  complex.	  Characters	  
with	  doubts	  and	  faults	  are	  more	  believable,	  and	  more	  interesting.	  Heroes	  who	  have	  
done	  wrong	  and	  villains	  with	  noble	  motives	  are	  better	  than	  characters	  who	  are	  straight	  
black	  and	  white.	  
	  
#51.	  Characters	  can	  be	  understood	  in	  terms	  of,	  'what	  is	  their	  greatest	  fear?'	  Gittes,	  in	  
CHINATOWN	  was	  afraid	  of	  being	  played	  for	  the	  fool.	  In	  SPLASH	  the	  Tom	  Hanks	  character	  
was	  afraid	  he	  could	  never	  fall	  in	  love.	  In	  BODY	  HEAT	  Racine	  was	  afraid	  he'd	  never	  make	  
his	  big	  score.	  
	  
#52.	  Character	  traits	  should	  be	  independent	  of	  the	  character's	  role.	  A	  banker	  who	  
fiddles	  with	  his	  gold	  watch	  is	  memorable,	  but	  cliche;	  a	  banker	  who	  breeds	  dogs	  is	  a	  
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somehow	  more	  acceptable	  detail.	  
	  
#53.	  Character	  conflicts	  should	  be	  both	  internal	  and	  external.	  Characters	  should	  struggle	  
with	  themselves,	  and	  with	  others.	  
	  
#54.	  Character	  'points	  of	  view'	  need	  to	  be	  distinctive	  within	  an	  individual	  screenplay.	  
Characters	  should	  not	  all	  think	  the	  same.	  Each	  character	  needs	  to	  have	  a	  definite	  point	  
of	  view	  in	  order	  to	  act,	  and	  not	  just	  react.	  
	  
#55.	  Distinguish	  characters	  by	  their	  speech	  patterns:	  word	  choice,	  sentence	  patterns;	  
revealed	  background,	  level	  of	  intelligence.	  
	  
#56.	  'Character	  superior'	  sequences	  (where	  the	  character	  acts	  on	  information	  the	  
audience	  does	  not	  have)	  usually	  don't	  work	  for	  very	  long	  -‐-‐	  the	  audience	  gets	  lost.	  On	  
the	  other	  hand,	  when	  the	  audience	  is	  in	  a	  'superior'	  position	  -‐-‐	  the	  audience	  knows	  
something	  that	  the	  characters	  do	  not	  -‐-‐	  it	  almost	  always	  works.	  (NOTE:	  This	  does	  not	  
mean	  the	  audience	  should	  be	  able	  to	  predict	  the	  plot!)	  
	  
#57.	  Run	  each	  character	  through	  as	  many	  emotions	  as	  possible	  -‐-‐	  love,	  hate,	  laugh,	  cry,	  
revenge.	  
	  
#58.	  Characters	  must	  change.	  What	  is	  the	  character's	  arc?	  
	  
#59.	  The	  reality	  of	  the	  screenplay	  world	  is	  defined	  by	  what	  the	  reader	  knows	  of	  it,	  and	  
the	  reader	  gains	  that	  knowledge	  from	  the	  characters.	  Unrealistic	  character	  actions	  imply	  
an	  unrealistic	  world;	  fully-‐designed	  characters	  convey	  the	  sense	  of	  a	  realistic	  world.	  
	  
#60.	  Is	  the	  lead	  involved	  with	  the	  story	  throughout?	  Does	  he	  control	  the	  outcome	  of	  the	  
story?	  
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Appendix	  16:	  
THIS	  SCENE	  SUCKS:	  15	  SCREENWRITING	  MISTAKES	  TO	  AVOID	  
	  
Written	  by	  Timothy	  Cooper	  	  
	  
Please	  enjoy	  this	  scene	  from	  my	  nonexistent	  film,	  Birds	  vs.	  Bees.	  
	  
I	  wrote	  this	  opening	  scene	  specifically	  for	  this	  article,	  but	  there	  isn’t	  a	  single	  error	  in	  it	  
that	  I	  haven’t	  read	  in	  actual	  screenplays	  hundreds	  of	  times.	  I’m	  serious.	  
	  
Can	  you	  spot	  all	  15	  (at	  least)	  errors?	  
	  
Scene	  for	  script	  Magazine	  Article	  -‐	  CROPPED	  
	  
Script	  readers	  are	  the	  gatekeepers	  who	  read	  the	  thousands	  of	  scripts	  that	  land	  on	  the	  
desks	  of	  producers,	  directors,	  actors,	  production	  companies,	  studios,	  agents,	  and	  
managers.	  Their	  job	  is	  to	  evaluate	  new	  screenplays	  all	  day,	  every	  day.	  Don’t	  make	  their	  
job	  hard;	  make	  it	  fun.	  Make	  them	  sit	  up	  and	  take	  notice.	  
	  
	  
	  
Do	  you	  think	  you	  spotted	  all	  of	  the	  errors	  in	  my	  opening	  scene?	  The	  15	  reader	  pet	  
peeves	  I	  illustrated	  above	  are	  shockingly	  easy	  to	  fix,	  and	  will	  bring	  your	  script	  that	  much	  
closer	  to	  making	  every	  reader	  recommend	  your	  script	  to	  their	  boss.	  Let’s	  review:	  



(CONTINUED) 

CONTINUED: 21
. 

 

 

	  
1.	  Characters	  are	  described	  in	  excruciating	  detail.	  Physical	  descriptions,	  including	  race,	  
height,	  clothing,	  etc.,	  matter	  far	  less	  than	  most	  writers	  think.	  Leave	  the	  costuming	  up	  to	  
the	  costume	  designer.	  And	  don’t	  restrict	  the	  casting	  unless	  it’s	  VITALLY	  important	  that	  
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your	  character	  has	  blue	  eyes,	  or	  is	  of	  Korean	  descent.	  What	  DOES	  matter	  is	  the	  SOUL	  of	  
the	  character.	  What	  are	  they	  LIKE?	  Are	  there	  a	  few	  words	  that	  get	  to	  the	  heart	  of	  this	  
character’s	  flaws,	  desires,	  or	  persona?	  
	  
2.	  Characters	  have	  androgynous	  names.	  A	  girl	  named	  Sam	  or	  Kyle	  or	  Devin.	  A	  guy	  
named	  Stacy	  or	  Robin	  or	  Sydney.	  Anyone	  named	  Taylor,	  Casey,	  or	  Jamie.	  Sure,	  they’re	  
perfectly	  lovely	  names.	  But	  they	  don’t	  work	  in	  scripts.	  Remember	  that	  the	  reader	  won’t	  
be	  paying	  as	  much	  attention	  to	  your	  characters	  as	  you	  did,	  and	  if	  they’re	  reading	  
multiple	  scripts	  a	  day	  (which	  they	  are),	  they	  could	  and	  will	  miss	  the	  character’s	  gender	  
in	  your	  initial	  character	  description.	  You	  can	  still	  come	  up	  with	  unique,	  memorable	  
names	  without	  confusing	  the	  reader.	  
	  
3.	  Character	  names	  begin	  with	  the	  same	  letter,	  and/or	  look	  similar	  on	  the	  page.	  Sam,	  
Sarah,	  Shari,	  Shannon:	  Sure,	  these	  might	  be	  completely	  different	  characters	  in	  your	  
mind,	  but	  they’re	  really	  difficult	  to	  grasp	  for	  someone	  who	  might	  have	  to	  pick	  up	  and	  
put	  down	  your	  script	  multiple	  times,	  and	  isn’t	  as	  invested	  in	  the	  characters	  as	  you	  are.	  
Also,	  whether	  you’re	  using	  Final	  Draft	  or	  any	  other	  screenwriting	  program,	  you’re	  giving	  
yourself	  an	  extra	  step	  every	  time	  the	  autofill	  feature	  tries	  to	  complete	  that	  character’s	  
name!	  This	  tiny	  fix	  will	  make	  a	  big	  difference	  in	  the	  reader’s	  experience.	  
	  
4.	  The	  scene	  begins	  at	  the	  very	  beginning	  of	  the	  exchange,	  rather	  than	  the	  middle.	  Yes,	  
many	  conversations	  begin	  like	  this	  in	  real	  life.	  But	  on	  the	  page,	  it’s	  crushingly	  dull.	  
Instead,	  enter	  the	  scene	  mid-‐conflict	  by	  jumping	  in	  as	  late	  as	  possible	  (without	  being	  
confusing).	  Then,	  make	  sure	  to	  exit	  the	  scene	  before	  it’s	  all	  wrapped	  up	  neatly.	  This	  
leaves	  some	  tension	  to	  push	  the	  reader	  into	  your	  next	  scene.	  
	  
5.	  Typo.	  If	  you	  have	  the	  most	  amazing	  story	  in	  the	  world,	  of	  course	  a	  few	  typos	  won’t	  
make	  a	  difference.	  But	  when	  we	  see	  typos	  right	  on	  the	  first	  page,	  it	  doesn’t	  give	  us	  a	  lot	  
of	  confidence	  that	  we’re	  in	  good	  hands,	  or	  that	  you’re	  submitting	  your	  best	  work.	  If	  
you’re	  not	  adept	  at,	  say,	  recognizing	  the	  difference	  between	  “your”	  and	  “you’re,”	  
consider	  using	  a	  script	  proofreading	  service	  (or	  an	  eagle-‐eyed	  friend).	  
	  
6.	  People	  say	  exactly	  what	  they	  mean.	  Sadly,	  there’s	  no	  subtext	  here.	  In	  this	  line,	  Sam	  is	  
laying	  out	  backstory;	  she’s	  explaining	  the	  past	  in	  an	  obvious	  way.	  This	  saps	  the	  tension	  
and	  takes	  us	  out	  of	  the	  scene.	  Work	  in	  the	  backstory	  in	  a	  different	  way;	  if	  at	  all	  possible,	  
mask	  it.	  Remember,	  most	  people	  (except	  for	  kids)	  rarely,	  if	  ever,	  say	  precisely	  what	  they	  
mean.	  
	  
7.	  The	  actual	  action	  of	  the	  scene	  is	  unclear.	  Choreography	  is	  important.	  The	  reader	  
wants	  to	  get	  a	  sense	  of	  what	  the	  film	  is	  going	  to	  look	  like,	  at	  least	  for	  the	  key	  beats.	  So	  
make	  sure	  the	  action	  is	  described	  AS	  IT	  HAPPENS,	  not	  after	  the	  fact.	  In	  this	  case,	  
describe	  Sam	  washing	  her	  hands	  right	  when	  she	  does	  so.	  
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Part	  of	  the	  reason	  the	  action	  is	  unclear	  is	  that	  we	  have	  no	  sense	  of	  the	  physical	  space	  
we’re	  in.	  What	  does	  this	  kitchen	  look	  like?	  We	  don’t	  need	  a	  blueprint,	  but	  a	  one-‐
sentence	  description	  would	  help	  the	  reader	  understand	  and	  visualize	  the	  scene.	  In	  this	  
case,	  the	  window,	  sink,	  and	  layout	  of	  the	  room	  should	  have	  been	  mentioned	  earlier	  in	  
the	  scene,	  so	  that	  they	  didn’t	  just	  materialize	  out	  of	  the	  blue	  when	  they	  were	  needed	  
for	  the	  action.	  
	  
8.	  We’re	  introduced	  to	  too	  many	  characters	  on	  the	  first	  page.	  Introduce	  us	  to	  just	  a	  few	  
characters	  at	  a	  time.	  It’s	  like	  going	  to	  a	  party:	  If	  the	  host	  tells	  you	  everyone’s	  name	  at	  
once,	  you	  won’t	  remember	  a	  single	  name.	  But	  if	  you	  start	  by	  talking	  with	  just	  two	  or	  
three	  people,	  then	  move	  on	  to	  the	  next	  small	  group,	  you’re	  way	  more	  likely	  to	  get	  to	  
know	  and	  care	  about	  each	  individual.	  
	  
9.	  Formatting	  issues.	  Entire	  actions	  should	  not	  be	  placed	  in	  parentheticals;	  
parentheticals	  should	  only	  be	  used	  for	  occasional	  emotional	  clues,	  brief	  directions,	  or	  
pauses.	  It’s	  always	  smart	  to	  have	  at	  least	  two	  friends	  who	  understand	  screenplay	  
formatting	  read	  your	  script’s	  final	  draft.	  They’ll	  spot	  errors	  you	  might	  have	  missed	  
because	  you’ve	  been	  reading	  the	  same	  script	  over	  and	  over	  for	  months.	  
	  
10.	  Much	  of	  the	  information	  is	  impossible	  to	  actually	  show	  on	  the	  screen.	  It’s	  okay	  to	  
include	  a	  little	  bit	  of	  background	  in	  the	  character	  descriptions,	  but	  include	  too	  much	  and	  
it	  looks	  like	  you	  don’t	  understand	  film.	  It’s	  a	  VISUAL	  medium.	  A	  lot	  of	  your	  backstory—
perhaps	  all	  of	  it—can	  be	  filled	  in	  by	  the	  director	  and	  actors.	  Don’t	  put	  nonvisual	  
information	  in	  the	  action	  descriptions;	  instead,	  save	  that	  space	  for	  actual	  actions.	  
	  
11.	  Long	  chunks	  of	  text.	  Substantial	  paragraphs	  of	  action	  or	  dialogue	  aren’t	  completely	  
forbidden.	  But	  the	  reader’s	  eye	  naturally	  skips	  over	  huge	  chunks.	  These	  big	  blocks	  of	  
text	  indicate	  you’re	  probably	  describing	  the	  action	  in	  way	  too	  much	  detail.	  Remember,	  
we	  only	  want	  the	  major	  beats!	  
	  
12.	  An	  unimportant	  character	  is	  given	  too	  much	  weight.	  If	  someone	  only	  has	  a	  few	  lines,	  
they	  probably	  don’t	  need	  a	  full-‐sentence	  description,	  or	  even	  a	  name.	  Readers	  just	  don’t	  
have	  the	  brain	  space	  to	  waste	  on	  characters	  who	  aren’t	  going	  to	  return	  in	  a	  big	  way.	  
	  
13.	  No	  major	  conflict.	  A	  shortage	  of	  serious,	  life-‐altering	  conflicts	  is	  the	  enemy	  of	  every	  
screenplay,	  both	  at	  the	  scene	  and	  the	  story	  level.	  This	  weak	  attempt	  at	  adding	  a	  hint	  of	  
mystery	  via	  this	  subsidiary	  character	  doesn’t	  cut	  it;	  there’s	  still	  no	  strong	  reason	  for	  this	  
scene	  to	  exist.	  Now,	  this	  doesn’t	  mean	  characters	  need	  to	  be	  fighting	  all	  the	  time;	  far	  
from	  it.	  But	  underneath	  EVERY	  SINGLE	  EXCHANGE,	  there	  needs	  to	  be	  some	  source	  of	  
tension	  that	  is	  being	  created,	  heightened,	  or	  temporarily	  resolving	  (to	  lead	  to	  the	  next	  
conflict).	  
	  
14.	  Unnecessary	  parentheticals.	  Don’t	  give	  actors	  line	  readings,	  or	  tell	  the	  director	  what	  
to	  do,	  UNLESS	  it’s	  absolutely	  vital	  to	  understand	  the	  meaning	  of	  a	  line.	  In	  this	  case,	  
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there’s	  no	  particular	  reason	  this	  line	  needs	  to	  be	  read	  “mysteriously”;	  in	  fact,	  that	  
interpretation	  just	  adds	  more	  confusion.	  Remember:	  No	  one	  likes	  being	  told	  how	  to	  do	  
their	  job!	  
	  
15.	  Clichéd	  dialogue.	  The	  worst	  thing	  you	  can	  do	  as	  a	  writer	  is	  give	  us	  exactly	  what	  we	  
expect.	  Yes,	  we’ve	  all	  seen	  movies	  with	  clichéd,	  outdated,	  predictable,	  laughable,	  or	  
boring	  characters	  and	  dialogue.	  That	  doesn’t	  mean	  we’re	  interested	  in	  seeing	  that	  
again.	  We	  want	  to	  be	  taken	  by	  surprise	  at	  each	  story	  turn,	  at	  each	  line	  of	  dialogue.	  So	  if	  
it’s	  a	  line	  we’ve	  seen	  a	  million	  times	  before,	  change	  it	  up	  and	  give	  us	  something	  we	  
didn’t	  quite	  expect…or	  even	  the	  exact	  opposite	  of	  what	  we	  expect.	  
	  
Okay,	  that	  was	  a	  lot	  of	  errors.	  But	  when	  consulting	  on	  even	  experienced	  writers’	  
screenplays,	  I	  see	  them	  every	  day.	  Don’t	  let	  easy-‐to-‐avoid	  mistakes	  sink	  your	  script	  
before	  it	  ever	  gets	  past	  the	  reader.	  
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