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USING THISBOOK

This book is a practical manual for script writers preparing radio serial dramas for development.
It will be useful both for novices and aso for experienced script writers who have not yet written
dramathat educates as well as entertains.

So that this book can be used as a course manual, whether in aformal class or for
independent study, each chapter begins with a study guide listing learning objectives and
expected outcomes and a suggested exercise.
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was originally designed to assist script writers working in projects supported by Johns Hopkins
University Population Communication Services. For this reason, many of the samples and
examplesit contains relate to family planning and reproductive health; however, the script
writing principles discussed and demonstrated here apply just as well to other development
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The manual largely concentrates on the practical aspects of script writing, although a
prologue summarizes relevant communication theory. For those writers who would like to learn
more about theory, a bibliography/references at the end lists key books.

Esta de Fossard
May 1996

Suggested Citation:
de Fossard, E. How to Write a Radio Serial Drama for Social Development: A Script Writer's Manual. Baltimore, MD: Johns
Hopkins School of Public Health, Center for Communication Programs, May 1997.

This publication may be reproduced without permission provided the material is distributed free of charge and Johns
Hopkins Center for Communication Programs is acknowledged. Opinions expressed in this publication are those of
the author and do not necessarily reflect the views of the sponsoring agencies.

Edited, produced, and disseminated by Center Publications:
Robert J. Riccio, Executive Editor and Kristina A. Samson, Research and Production Manager.

Prepared for the Johns Hopkins Center for Communication Programs with primary support from
‘ the United States Agency for International Development under Population
Communication Services Project (DPE-3052-A-00-0014-00).

hALLT LM



Preface and Acknowledgments

“Enter-Educate,” a contraction of the words entertainment and education, describes any
communication presentation that uses an entertainment format to deliver an educational
message for social development. The long-known concept—that a large public can be informed
and educated while being entertained—has been known since the earliest of times. All forms of
art —myths, fables, and poems; dance and song; motion pictures and plays—have been used
for centuries to influence individual behavior and social norms. Even modern advertising
capitalizes on the power of entertainment to influence individual and social behavior changes.

Enter-Educate projects focus on promoting behavior change for better health through
communication. JHU/CCP has developed and implemented over 125 Enter-Educate projects to
deliver family planning and many related reproductive health messages. Among the most
successful current Enter-Educate formats is the radio serial drama. Entertaining radio serials
that promote healthy behavior have been used effectively in many countries.

Esta de Fossard, actress, author, scriptwriter, trainer, and Enter-Educator, has been involved
with radio for over 30 years and has taught countless others around the world to develop and
produce their own radio serial dramas. Based on her experience, this volume provides a step-
by-step guide to the development and production of radio serial drama scripts, and draws
upon the work of JHU/CCP to illustrate Enter-Educate programs related to family planning.

Many people have encouraged and supported the publication of this manual from its inception.
Roy Jacobstein, Chloe O’Gara, and Sandra de Castro Buffington of the United States Agency for
International Development (USAID) encouraged this project from the beginning and offered
support and the opportunity to try out the ideas in the manual at various workshops. Karen
Heckert, Anne Palmer, Paula Stauffer, Philippe Langlois, Johanna Zacharias, and Douglas
Storey (author of the Prologue), of JIHU/CCP, reviewed the manuscript. Yagya Karki, Dibya
Karmacharya, Karuna Onta, Marsha MaCoskrie, Pamela Allen, and Susan Roe, of JHU/CCP’s
Nepal Office reviewed the manuscript and offered suggestions from their own experiences with
Enter-Educate radio dramas in Nepal. Harvey Nelson provided photographs, manuscript
reviews, and the support only an author’s husband can give. Students in workshops around
the world have tried out the exercises and guidelines and offered valuable suggestions during
this process.

This work was made possible by the financial support of the United States Agency for
International Development.

Phyllis Tilson Piotrow, Ph. D. Jose G. Rimon, 1l

Director Project Director

Center for Communication Programs Population Communication Services
Johns Hopkins University Johns Hopkins University

June 1997






TABLE OF CONTENTS

USING THIS BOOK ... e e e e e e e [
PROLOGUE
RADIO SERIAL DRAMA: THE THEORY BEHIND THEPRACTICE ................. 1
Levelsof CommuniCation . ... ... ...t 2
Modern Theoriesof Communication . ... .......... ..., 4
Persuasion Theory . .. ..o 4
Theory of Reasoned ACtion . ...t 5
Social Learning Theory . ... ... 7
DIffusion Theory .. ... 8
Communication and the Stepsto Behavior Change . .. ................... 10
IMPIICALIONS . . . . 11
CHAPTER ONE
INTRODUCTION TO THE USE OF RADIO DRAMA FOR SOCIAL DEVELOPMENT .. 13
Learning ObjECtiVES . .. ..ot 13
EXEI G S . . ot 13
Radio for Social Development . ........... . 14
Enter-Educate Serial Drama .. ... ... 15
The Writers of Enter-EducateDrama .. .......... ... 16
When Does the Writer Become Involved inthe Project? ................. 16
What the Enter-Educate Writer NeedstoKnow ........................ 17
The Seven Csof Communication . ................ccoieiun.. 17
Blending Entertainment with Education ........................ 18
The Strengths and Limitationsof Radio ........................ 19
Fundamentalsof Learning .. ............ i 21
Characteristics of Learning ThroughRadio . ..................... 22
Encouraging Listening Literacy . . .. .. .o 23
Chapter SUMMEANY . . ..o 25
CHAPTER TWO
WRITING BEGINS: THEWRITER'SBRIEF .. ... ... . i 27
Learning ObJECtiVES . .. ..ot 27
EXEI G S . . ot 27
Program TYPES . . ..o e 28
The Design Document and the Writer’sBrief ........ ... ... ... ... .... 30
Contents of the Writer'sBrief . ... .. . . i 31
Chapter SUMMEANY . . ..o 41
CHAPTER THREE
CHARACTERISTICSOF RADIO SERIAL DRAMA .. .. e 43
Learning ObJECtiVES . .. ..ot 43

EXEIrCISe. . .o 43



TheMeaningof Drama . .. ... e 44

Dramatic Conflict . ....... .. . e 44
Componentsof aDrama . ...... ... 47
TheStructureof aDrama . ... e 48
Typesof RadioDrama ... ... 54
The Multi-Plot Natureof aSerial ......... ... o i 55
Advantages of Multiple Plotsin an Enter-Educate Serial ................. 57
The Structure of aRadio Serial Episode . ......... ... ... .. 58
Chapter SUMMEANY . . ..o 62
CHAPTER FOUR
BLENDING STORY AND MESSAGE IN THEDRAMA PLOT .. ...t 63
Learning ObJeCtiVES . .. ..ot 63
EXEI G S . . ot 63
The Ten Aimsof Plot Development . .......... ... .. . ... 64
Combining Message and Story in an Enter-Educate Plot . ................ 67
Creating Original PlOtS .. ... .. 68
Guidelines for Creating Original Stories .. ... .. 68
Stepsin Plot Development . ... ... 70
Guidelinesfor Plot Development . ... 77
Chapter SUMMEANY . . ..o 79
CHAPTER FIVE
DEVEL OPMENT . .. e e e e 81
Learning ObJeCtiVES . .. ..ot 81
(= 81
Thelmportanceof Characters . .......... .. 82
Guidelinesfor Character Creation . .. ... 83
Selecting CharaCters ... ..o 86
Heroesand Heroines . ... 87
Villainsand Antagonists . ... ...t 89
Creating Charactersand Profiles .. .......... . i 90
Bringing CharacterstoLife ... 96
NON-CharaCters . . . ... e 101
TheUseof aNarrator ............c . 101
TheUseof aHoOSt . ... ... 104

Chapter SUMMEArY . . ..o 106



CHAPTER SIX

DEVELOPING THE SETTING . ...ttt 107
Learning ObjeCtiVES . .. ..ot 107
EXOICISE . . o 107
Thelmportance of Setting . . .. .. ..ot 108
Establishing Time through Dialogue and Sound Effects . ................ 108
Maintaining Real Time . .. ... e 109
TheUseof Flashbacks ........ .. . 112
EstablishingaDramasLocation ................coiiiiiiinnenen .. 114
Sketchingthe Setting . . .. ...t 115
Creatingalocation Map . ... i 116
Conveying Locationtothe Radio Audience .............. ... ... ..... 118
Chapter SUMMEANY . . ..o 123

CHAPTER SEVEN
WRITINGFOR THE EAR . . .o e 125
Learning ObjeCtiVES . .. ..ot 125
EXEICISE . . o 125
TheGoldenRuleof Radio ........ ... .. 126
GuidelinesfortheUseof Didlogue . . ...t 126
Creating Word PICtUrES . . .. ..ot e 133
Similesand Metaphors  .......... .. .. . 133
ANalOgIES ..o 134
Proverbsand Sayings ........... i 134
Guidelinesfor theUseof Sound Effects ............ .. ... ... ..t 135
Guidelinesfor Using MusicinRadioDrama . ........................ 138
Chapter SUMMEANY . . ..o 143

CHAPTER EIGHT
SCENE DEVELOPMENT ...t e e et 145
Learning ObjeCtiVES . .. .. oot 145
EXEICISE . . o 145
Episode and Scene Division: TheEarly Episodes .. .................... 146
Episode Treatments . . .. .. ..o 147
ThePlot Chart . ... 149
Guidelines for the Development and Useof Scenes . ................... 150
Weaving the Elementsof A SceneTogether . .......... ... .. .. ... .... 159

Chapter SUMMEANY . . ..o 162



CHAPTER NINE

INTERACTIVITY AND ENTER-EDUCATEDRAMA .. ... e 163
Learning ObjeCtiVES . .. ..ot 163
EXOICISE . . o 163
Interactivity and Enter-EducateDrama .. .............. i 164
Types of Intra-Program Interactivity . .......... ... i, 165
Guidelinesfor Interactive QUEStIONS . .. ... ..o 172
Types of Post-Program Interactivity .............. ... 173
Chapter SUMMEANY . . ..o 176

CHAPTER TEN

TESTING THE PILOT PROGRAMS . ... 177
Learning ObjeCtiVES . .. ..ot 177
EXOICISE . . o 177
The Importance of Pilot Programs. . ... ... 178
The Purpose of POt SCHptS ... ..o 179
Five AreastobeTested . ... .. 179
The Eight Ps of Effective Enter-educate Programs ... .................. 181
Chapter SUMMEANY . . ..o 183

CHAPTER ELEVEN

SCRIPT PRESENTATION ..ot e e e 185
Learning ObjeCtiVES . .. ..ot 185
EXEICISE . . e 185
The Importance of Uniform Script Presentation ....................... 186
TheCover Sheet . ... 186
SettingOut Each Script Page . ... 189
Noting Technical InformationintheScript . ........... ... ... ... .... 195
INSIrUCtiONSTO ACKOIS . . ot e 197
Chapter SUMMEANY . . ..o 197

CHAPTER TWELVE

THE FINISHED SCRIPT .. .o e e 199
Learning ObJeCtiVe . . .. ..ot 199
EXOICISE . . o 199
Putting a Serial Episode Together .. ........ ... .. i 200
Essential Features of aWell-Constructed Episode .. ................... 200
LifeinHopeful Village . .. ... 203
Origina Version of Lifein Hopeful Village .......................... 217

Chapter SUMMEANY . . ..o 218



CHAPTER THIRTEEN

THEVALUEOF EDITING . . .o e e e 219
Learning ObjeCtiVES . .. ..ot 219
EXOICISE . . o 219
TheNeed for Careful Editing . ............ i 220
Editing to Strengthen Opening Narration ............. ... .. .. ....... 220
Editing to Heighten SceneMomentum .. ........... ... i, 222
Editing to Clarify SceneEmotion .............. .. ... ... 226
Editing to Show Rather than Tell theMessage ... ........ ... .. ... .... 230
Editing EXErCISE ..ot 242
Chapter SUMMEANY . . ..o 254
GLOSSA RY . 255
INDEX OF SCRIPT EXCERPTSAND OTHER SAMPLES .......... .. ... .. ... .... 263
CREDI TS . e e e e 265

REFERENCES . . . ... 266






PROLOGUE

RADIO SERIAL DRAMA: THE THEORY BEHIND THE PRACTICE

By John Douglas Storey
Senior Researcher, Research and Evaluation Division
Johns Hopkins University Center for Communication Programs

All dramaisaform of communication. Radio serial drama created for devel opment
purposes, because it is received entirely through the ears of listeners, isaform of oral
communication. Those who design and write radio socia dramas, therefore, can benefit from an
understanding of the theories that elucidate oral communication. More than two thousand years
ago, the Greek philosopher, Aristotle, proposed some principles of persuasive oral
communication that hold as true for today’ s radio scripts as they did for the orators whom
Aristotle addressed. Among the principles Aristotle outlined in his book, Rhetoric, are that
speakers should: be credible (believable), excite the emotions of the audience, and provide proof
to support their arguments.

Aristotle’ s principles were an early form of communication theory, that is, an explanation
of how people use and are affected by communication. Modern communication theorists have
expanded on the ideas of Aristotle and others in response to the growth of mass media over the
past 100 years. Although communication theories help explain how communication leads to
changes in thinking and behavior, they can never predict exactly how people will react to a
message. However, an understanding of these theories—which come from extensive and
systematic research conducted in virtually every part of the world—can help the designers and
writers of radio dramato fashion programs with the potential to bring about positive social
change. The theories can provide an understanding of how people are most likely to respond to a
communication—such as aradio drama—under given conditions.

During the design process, the design team of writers, program managers, researchers,
and other professionals can use theoretical explanations to guide program devel opment (Chapter
1 discusses the role of the design team). Theory, for example, may help determine what type of
communication is needed to encourage the audience to make specific behaviora changes. Theory
may also suggest motivations for a character’ s behavior or anticipate how listeners will respond
to aplot twist. In thisway, scripts draw insight from tried and true explanations of
communication and behavior change, while ensuring that those insights become an integral part
of acompelling story.



L evels of Communication

Communication connects people, groups, communities, and societies. |t can be seenin

virtually every aspect of human society and occurs on many levels. A dramadesigned to
promote social change generally has a better chance of successif it includes multiple levels of
communication. In developing a seria’s story lines, therefore, designers should include amain
plot and sub-plots that allow for the natural inclusion of these four main levels of
communication:

1.

Individual-level communication occurs when people speak, write, gesture with their
hands or bodies, read, listen to messages from others, or observe what others are doing.
Most theories of individual-level communication focus on how information is shaped into
messages and how those messages are received, processed, and understood by others.
Individual-level communication considers:

C What does a person say or do?
C What sense does a person make of what others say or do?
C How does a person respond to what others say or do?

Communication research indicates that everything a person does—including food
choices, way of walking, and color preferences—communicates something about that
person to the world. Clothing, for example, reveals much about people, including the
groups to which they think they belong, their self-images, and their understanding of their
own social statuses.

While these are al external communication signs, some theories also identify an
internal level of communication that is concerned with the way a person processes ideas
and information. Internal communication also indicates a great deal about a person’s
nature, but it cannot be observed directly; therefore, it is usually inferred from what a
person says or does. Dramatists commonly include external signs of internal
communication to indicate what a character thinks or feels and to suggest fascinating
aspects of a character’s personality. For example, one character might ask another to
explain some non-verbal behavior: “Why do you look away from me when | talk to you?”
or “Why are you wringing your hands?’

Inter personal or small group communication takes place between pairs of people
(such asamarried couple), within small groups (such as afamily or household), or
among somewhat larger groups of friends and strangers (such as a party or community
meeting). It alwaysinvolves some type of arelationship between two or more people.
While individual communication focuses on what “1” or “you” say or do, interpersonal
communication focuses on what “we’ say or do together. Thisis affected by such
considerations as how long the participants have known each other, how well they know
each other, and what expectations and goals they bring to the interaction.



3. Organizational or institutional communication refers to the exchange of information
and messages within or among organizations and ingtitutions; these may include villages,
communities, agencies, businesses, media, and religious groups. Organizations and
ingtitutions are larger than small groups and tend to have an administrative or
bureaucratic structure and formal rules. Organizations communicate by generating
reports and letters, holding meetings, making telephone calls, transmitting faxes, and
sending e-mail. They aso plan and implement activities, allocate and consume resources,
and undertake other organizational engagements—all of which are forms of
communication. An organization’s size, structure, resources, power, and position in the
community or society influence the particular ways in which an organization
communicates.

4. Societal or cultural communication occurs when there is an exchange and interpretation
of symbols, images, and values throughout a society, usualy over an extended period.
News media throughout the world, for example, routinely address public concerns about
politics, social vaues, morality, and religion. What the media say becomes a subject of
public debate and private discussion, some of which is picked up, in turn, by journalists
who present it in additional news coverage. This process can shift or strengthen social
and political values over time. Media also can affect social and political values through
non-news programs, such as radio and television dramas. Studies show that people often
expect—consciously or unconsciously—that they will learn something about how to deal
with everyday concerns from fictional entertainment programs (Diase, 1993).

Because of its multi-plot structure, serial drama can feature these multiple levels of
communication comfortably and naturally, reflecting the fact that communication about
important social matters can and does occur on more than the individual and interpersonal levels.
Serial drama can strike a chord with listeners on a personal basis while, at the same time,
reflecting the concerns of society as awhole. Such drama puts people in touch with their world,
helping them address their personal concerns and those of society at the same time. The most
successful social change dramas are those that, because of their popularity, are discussed by
many people and become a part of the society’ s mainstream of popular culture.

The entire design team, including the writers, should appreciate the larger context of the
radio drama when creating scripts. Radio dramas—while written to be heard by individual
listeners—become part of the overall flow of information within a society. Other information
from groups, organizations, and society will affect how audience members listen to, understand,
and react to the drama. Some of that information will support the radio drama’ s message, while
some will oppose it. Sometimes aradio dramais designed to be part of alarger socia change
project that employs multiple levels of communication. In this case, the radio script should
complement and reinforce the overall flow of project activities and messages. The design
document (which is described in Chapter 2) provides full details on how the dramawill fit into
the overal project and what levels of communication should be included in the scripts.



Modern Theories of Communication

Until the 1960s, communication theories used in programs to support social change
focused primarily on the individual and interpersonal levels of communication. Contemporary
research, however, shows that all four levels of communication are interconnected: society and
itsingtitutions influence individuals, who, in turn, influence the larger social and institutional
groups of which they are members. For example, prevailing social values undoubtedly influence
individual behavior, while individual behavior and expressions of opinion help shape social
values. Therefore, more recent communication theories describe a balance across levels of
communication.

Four major communication theories are relevant to radio dramafor social change.

# Persuasion Theory

While its origins date back to the work of Aristotle in the 4th century B.C., modern
persuasion theory (McGuire, 1987) grew out of psychological research on attitude and behavior
changein the late 1930sto 1950s. Persuasion theory focuses on psychological characteristics
that affect a person’s perception of and response to messages, including:

Knowledge and skills,

Attitudes towards behavioral and social issues,

Predispositions or preferences,

Beliefs and concerns about the behavior and its consequences, and
Attitudes towards the source of the message.

OO OO OO O

Many of these are related to demographic characteristics, such as age, gender, ethnic group,
income, and level of education. An understanding of them can help the design team to determine
the type of messages and the type of story that are most likely to prove effective with their

chosen audience.

Persuasion theory also draws attention to the importance of message factor s and sour ce
factorsin influencing an audience (Petty and Cacioppo, 1981). Message factors are the
characteristics of a message that make it appropriate and effective for a particular audience: how
long or complex it should be, what language or vocabulary is best, in what order the messages
should be presented, whether one side or both sides of an issue should be presented, how much
repetition is needed to get the message across, and whether the message should use fear, humor,
or logic to make its point. Different audiences will have different preferences for message style.

Source factors are the characteristics of a message’ s source that make it interesting,
relevant, and persuasive for a particular audience member. In drama, the source is the character
who delivers the message. Among the most influential source factors are:



C Credibility—Is the character believable as the bearer of the message?

C Attractiveness—Is the character attractive or appealing?
C Similarity—Does the character have anything in common with the listeners?
C Authority and expertise—Does the character have the authority or expertise to

be a spokesperson for the promoted behavior?
(See Chapter 6 for more on thistopic.)

Persuasion theory can help the design team make accurate determinations about the needs
of the audience. It describes how audience members move toward acceptance and advocacy of a
new behavior at an appropriate speed and in a natural manner. The team can then include in the
Writer’s Brief information (based on formative research) about the chosen audience’ s current
attitudes toward the desired behavior change and how to move them forward.

For example:

Research may indicate that, while the audience is very much aware of and
knowledgeable about family planning, many people do not consider adopting a
contraceptive method because of traditional beliefs favoring large families. Based on this
information, the design team can determine that the focus of the drama, from the outset,
should be on motivating the audience to a change of attitude. It will not be necessary for
the writer to make listeners aware of the advantages and methods of family planning.

Alternatively, research may show that the chosen audience appreciates the
advantages of planning the family but lacks knowledge of how to delay and space births.
In this case, the emphasis of the early episodes of the serial should be on helping listeners
acquire the knowledge and skills needed before they can consider adopting family
planning.

The advantage of along-running serial dramawith multiple plotsisthat it can include
characters at different stages in the process of behavior change and can follow them as they
gradually accept the new behavior.

# Theory of Reasoned Action

The theory of reasoned action (Fishbein and Ajzen, 1980) also tends to focus on the
individual person, but it emphasizes the effect of socia influences on personal behavior more
than does persuasion theory. It states that, before deciding to try a new behavior, people
carefully weigh its benefits and disadvantages and consider what other people might do or think.
The two important components of reasoned action theory are:

C Beliefs about the consequences of abehavior. The individual asks “What will
happen to meif | take this action or try to do so?’



C Per ceived social norms regarding the behavior. The individual asks, “What do |
believe others would do about this situation? What do | believe others would want
meto do?’

For example:

A newly married woman might recognize that preventing HIV infection would be
abenefit of using condoms as contraceptives. Offsetting thisis a disadvantage: asking
her husband to use condoms might suggest that she does not trust her husband to be
disease-free or that she herself is promiscuous. She might also believe that her husband
disapproves of condom use (a hegative socia norm), while the local health worker
strongly recommends the use of condomsin marriage (a positive social norm).
According to theory of reasoned action, the woman would be faced with two questions,
“Is preventing HIV infection more important to me than the suggestion of infidelity?” and
“Isit more important to do what my husband wants or what the health worker
recommends?’ If she feels that the positive social norms outweigh the negative social
norms, she might be convinced that thereis social support for the condom and might opt
to ask her husband to use condomsto prevent HIV/AIDS.

An appreciation of the theory of reasoned action can make writers more sensitive to the
tensions that individual audience members face when making difficult decisions. The theory
emphasizes that people sometimes make decisions only after considering the alternatives, not
simply because someone tells them what to do. The beauty of a serial dramaisthat it can
provide role model characters that demonstrate the aternatives to the audience and tip the
balance in favor of accepting the new behavior. The dramaa so can show characters undertaking
difficult personal choices (related to the new behavior) similar to those facing audience members.

The writer also can use the dramato correct inaccurate perceptions of social norms that
may deter listeners from trying a new behavior. In Nepal, for example, research revealed that 93
percent of husbands approved of family planning, avery high level of support. However, wives
significantly underestimated the level of male approval. According to the theory of reasoned
action, women are less likely to intend to use family planning if they perceive little social support
for the practice. By correcting women'’s perception of limited male support for family planning,
adrama could make it easier for women to decide to adopt family planning.

The theory of reasoned action aso can contribute to the development of conflict and
crisesin aplot by reminding the writer of the difficult personal choices that characters may face
with regard to social change. By recognizing and demonstrating the complexity of these choices,
the writer can create a drama that echoes the reality of the lives of audience members and also
assists them in coping with difficult decisions.



# Social Learning Theory

This theory draws attention to the social rather than the individual aspects of
communication and behavior, although it is still largely concerned with how individual people
make sense of the socia environment and decide what to do. Social lear ning theory (Bandura,
1986) says that people learn by:

C Observing what other people do,

C Considering the consequences experienced by those people,

C Rehear sing what might happen in their own livesif they followed the other
peoples behavior,

C Taking action by trying the behavior themselves,

C Comparing their experiences with what happened to the other people, and

C Confirming their belief in the new behavior.

For example:

Mrs. X observes that her neighbor, Mrs. Y, has decided to use contraceptive
implants following the death of an infant born too soon after a previous pregnancy. Mrs.
X talksto Mrs. Y about the implants and finds out how Mrs. Y slowly convinced her
husband to support her choice of implants. She aso discusses the consequences of Mrs.
Y’ s decision: her husband enjoys having intercourse that is not regulated by the calendar,
and Mrs. Y has not experienced any adverse side effects. As she listens to her neighbor,
Mrs. X mentally rehearses how she might discuss using implants with her own husband
and how he might react. Based on her neighbor’ s positive reactions to the implants, Mrs.
X decidesto act on her own behalf and try them. In her first month of implant use, Mrs.
X experiences some heavy bleeding. She discusses thiswith Mrs. Y and learns that Mrs.
Y aso had this difficulty (comparison with self) but dealt with it by talking with the local
health worker who reassured her that it was atemporary side effect. Mrs. X is reassured
and decidesto visit the health worker herself. After the visit, her decision to continue
with implantsis confirmed.

Three important concepts related to socia learning theory are: efficacy, modeling, and
parasocial interaction. Efficacy describes afeeling of personal empowerment, of confidencein
one’s ability to perform a particular deed. Efficacy increases with experience—either direct
personal experience or vicarious experience gained by observing other people or by becoming
emotionally involved with the charactersin a drama. Drama constantly employs vicarious
efficacy. Aslisteners become emotionally involved with a character, for example, a shy, young
girl named Rose, her actions and personality inspire the listeners with the belief that “if Rose can
doit,socanl.”

M odeling takes place when people observe others perform a behavior—either in redl life
or inadrama. According to socia learning theory, models (also known as role models) are most
effective at stimulating socia learning and behavior when observers:



C Find them attractive or admirable,

Fedl they have something in common with them, and

C Have an emotional reaction to them (usually inspired by the models expressions
of emotion).

[ep]

Modeling is part of the stock-in-trade of the radio drama writer, who deliberately creates role
model characters whom the audience can admire and choose to copy. Sometimes the writer also
creates negative models to demonstrate the unfortunate results of undesirable behavior. Negative
characters can be attractive in some ways (e.g., handsome, daring, rich), even while they model
the grief that may result from bad behavior. Research shows, however, that negative models are
not sufficient to spur behavior change. It is essentia to include positive role models. Also
effective are characters who learn from their mistakes and change from being a negativeto a
positive role model over the course of the drama. Such a change, however, must be realistic
within the cultural and socia context of the character and of the listening audience.

Parasocial interaction (Horton and Wohl, 1956) takes place when people begin to think
of fictional characters asif they were real people. Listeners often talk back to fictional characters
on the radio as if they were in the same room and sometimes send them | etters or even gifts.
When, for example, two charactersin the Australian agricultural serial Blue Hills, were pregnant,
listeners sent in baby clothes that they had knitted for the occasion (Black, 1995). When another
character, Hilda, complained mildly about her job, she received severa genuine letters from
listeners offering her a better position. A good script writer takes advantage of parasocial
interaction by creating believable characters who inspire listeners with afeeling of personal
relationship. As aresult, listeners are likely to imagine themselves as part of the drama and to
experience—vicariously—how a behavior feels, how others might react, and how they might

respond.

Social learning theory can help the dramawriter identify the types of characters that most
attract the audience, the consequences of behavior that people are concerned about, and the types
of stories that give people increased confidence in their ability to perform a behavior.

# Diffusion Theory

Of the four communication theories discussed here, diffusion theory (Rogers, 1995)
places the strongest emphasis on a person’s social environment. It was devel oped to explain how
anew idea or behavior spreads through a social system (usually a group or community) over
time. Mass media can introduce information to a community, but it is social networks and
interpersonal communication that spread information further within the community, help people
evauate it, and determine whether people act on it. Research shows that information and
influence spreads through a series of interpersonal interactions among people who share similar
characteristics (such as socia status or experiences) or who are frequently in contact (such as
friends, family members, and work mates).

According to diffusion theory, these social networks help people judge a new behavior



against the following criteria:

C Compatibility—Is the new behavior compatible with current behaviors, beliefs,
and values?

C Complexity—How difficult isit to perform?

C Trialability—Can it be tried without too much risk before making a decision?

C Observability—Are there opportunities to see what happens to others who adopt
this behavior?

C Compar ative advantage—Does the new behavior offer any advantage over

current behavior?
Diffusion theory also indicates that the attitudes of peoplein asocia system tend to converge
over time as anew ideais more and more widely discussed. The more people know about or
practice a behavior and tell others about it, the more it becomes a norm in the community.

Serial drama can make use of socia diffusion theory in a number of ways:

C Through characters who demonstrate how the new behavior fits with or grows out
of current beliefs and practices (compatibility),

C Through dialogue describing the new behavior in simple terms and in appropriate
language for the audience (low complexity),

C Through role models who motivate listenersto try at |east some aspects of the
new behavior (trialability) and advocate its acceptance by others,

C Through multiple plots that show what happens to those characters who adopt the

new behavior and to those who do not (observability), and
C Through happy endings that demonstrate the benefits of the new behavior
(compar ative advantage).

The writer also can put the principles of diffusion theory to work by encouraging the
interpersonal interactions that spread information throughout a society. The drama can encourage
listeners to discuss the new behavior with others or approach local authorities to find out more
about the new behavior.

Diffusion theory also suggests the importance of demonstrating that a behavior is
commonly practiced. Sometimes, the public does not appreciate the extent to which a socially
desirable practice has already diffused. If thereisagenera perception that few peoplein a
community practice family planning, for example, users may choose not to talk about it. This
keeps the topic of family planning off the public agenda and out of sight and reinforces the belief
that few people use family planning (Taylor, 1982). A radio drama can counteract this problem
by showing the reality of the situation.

Communication and the Stepsto Behavior Change



Communication has a marked effect on behavior, but research shows that behavior

change rarely happens immediately upon exposure to a message. Usually, people must pass
through a series of steps—quickly for some people, more slowly for others—that leads to the
desired behavior change. Research shows that the most effective messages begin with an
understanding of where the audience is located on the steps to behavior change. They then
employ the most appropriate form of communication to move the audience on to the next steps.
Five steps to behavior change appear in some form in al commonly used models of
communication effects: knowledge, approval, intention, practice, and advocacy.

1.
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Knowledge refersto being aware of and knowing how to perform behaviors promoted by
asocia development project. For example, parents must be aware that it is possible to
protect their children from disease through immunization and that immunization requires
treatment by a health worker. Parents also need to know where and when to obtain such
treatment. Without this basic awareness and knowledge, parents are unlikely to take their
children for immunization. Some behaviors require more complicated and detailed
knowledge than others. For example, providing a nutritious diet for afamily for ayear is
amore complex behavior, requiring more knowledge, than treating a child for asingle
bout with diarrhea. Some apparently simple behaviors actually are quite complicated.

For example, the knowledge needed to put on a condom correctly isfairly simple, but the
knowledge required to negotiate condom use with a sexual partner is far more
complicated. The design team must provide—within the Writer’ s Brief—the right kind
of knowledge and the appropriate level of detail to guide the writer with regard to
message content within the story. (Chapter 2 discusses the contents of the Writer's
Brief.)

Approval refersto favorable attitudes toward the behavior being promoted. People who
approve of abehavior talk about it with others and tend to think that other people approve
of it aswell. Approval can occur at several levels. Listeners may approve of a new
behavior for peoplein genera, for friends and family, and/or for themselves personally.
Some listeners may approve of the behavior for others, but not for themselves. Serial
drama can include a range of role model characters who depict public approval of a
behavior, express positive emotional reactions toward a behavior, or show how personal
attitudes respond to public approval.

Intention to act. The more strongly people approve of a behavior, the more likely it is
that they will form an intention to act. Intention isthe stage just prior to action;
recognizing that the behavior fills a personal need, the person has decided to try it, but not
yet changed his or her behavior. Intention does not mean that the behavior will occur
always or immediately. There are degrees of intention (definitely, probably, maybe), and
intention can be conditional (“1 won't take her today, but if her fever doesn’t go down by
tomorrow, | will definitely take her to the doctor then). The design team must identify
the personal needs of the listeners that are likely to motivate their intentions to act and the
conditions which make such intentions more likely.



4. Practice isthe actual performance of a behavior. People with a high degree of intention
are the most likely actually to perform a behavior. Practice need not imply confirmed or
consistent behavior, however. Some people try abehavior, then rgject it. Others start,
stop, and start again. People who perform a behavior intermittently may have
experienced unexpected or unpleasant consegquences or may require support or
reinforcement for their behavior. The Writer’s Brief should include a description of the
possible change agents that will motivate the audience to try a behavior and to persist
with it. There should be recognition, also, of the likely pattern of adoption. Do members
of the audience generally stick with a behavior once they try it, or do they tend to start
and stop alot before practicing a new behavior consistently? Radio scripts can model a
variety of ways in which people eventually practice a behavior.

5. Advocacy, the final step to behavior change, isavita part of the process because it
represents alevel of commitment that goes beyond the mere practice of a new behavior.
Advocates tell other people about the behavior they have adopted and encourage them to
adopt it, too. At the same time, talking to others can strengthen the advocate’' s own
resolve to continue with a difficult behavior. Advocacy also alows people to express
community support for asocial change program. Such public expressions of support for
abehavior can move people through the steps to behavior change, making them aware of
a behavior (knowledge), increasing their perception of public support for a behavior
(approval), motivating them to make a decision to act (intention), and encouraging them
to implement that decision (practice).

Implications

Communication links people with one another and with their socia environment. It
serves many functions. A story told around the cooking fire, for example, simultaneously
provides an opportunity for entertainment, education, socialization, and news dissemination.
Modern mass media often separate these functions: some programs teach, some entertain, some
mobilize. In contrast, enter-educate radio is a powerful form of communication that motivates
while entertaining, creates bonds among community members, and sets a social agenda, while
telling a story people want to hear. Radio serial drama unites the many levels of communication
that operate in society.

Ultimately it istheindividua husbands, wives, young adults, health professionas, and
influentials in a community who will be affected personally and directly by a drama. These
people, however, associate with others in their communities: They are members of families,
school classes, clans and ethnic groups, workgroups, professional associations, political parties,
informal social networks, and interpersonal relationships, all of which filter, rephrase, repackage,
and interpret publicly available information, including that broadcast in aradio drama. These
memberships and relationships affect how people communicate, what they communicate about,
and how they interpret and understand the communications of others.

11



Communication theories help the design team fashioning a radio serial dramato
understand the social context within which all individuals act and to design the types of messages
that are most likely to move audiences through the steps to behavior change. With an
understanding of communication theories and the Steps to Behavior Change as their foundation,
the design team can move forward confidently into the practical steps of creating aradio drama
seria for social development.

12



CHAPTER ONE
INTRODUCTION TO THE USE OF RADIO DRAMA
FOR SOCIAL DEVELOPMENT

Learning Objectives

C To understand the value of radio serial drama
as a means of disseminating social
development messages.

C To understand the importance of the Seven Cs
of Communication as they relate to social
development drama.

C To understand the fundamentals of learning as
related to behavior change.
C To appreciate the strengths and limitations of

radio as a communication medium.

Exercise
After studying this chapter, read the episode of Life in
Hopeful Village beginning on page 000 and evaluate:

C How well it adheres to the Seven Cs of
Communication, and

C How well it takes advantage of the strengths of
radio.

13




CHAPTER ONE
INTRODUCTION TO THE USE OF RADIO DRAMA
FOR SOCIAL DEVELOPMENT

Topics in This Chapter

C Radio for social development

C Enter-educate serial drama

C The writers of enter-educate drama

C When does the writer become involved

in the project?

C What the enter-educate writer needs to
know:

e The Seven Cs of Communication

= Blending entertainment with
education

= Strengths and limitations of radio
= Fundamentals of learning

= Characteristics of learning through
radio

¢ Encouraging listening literacy

Radio for Social Development

Radio isauniversal and versatile medium of communication that can be used for the
benefit of society. Throughout the world, radio has been used to encourage positive individual
behavior change and constructive socia change through formal lessons or didactic lectures
delivered by renowned scholars and authorities. More effectively, however, radio can bring
exciting, entertaining dramas into the homes and lives of millions of listeners, dramas that
engage listeners’ emotions while informing them of new ideas and behaviors that can improve
thelir lives and their communities.
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Enter-Educate Serial Drama

One of the most effective uses of
radio for socia changeis“enter-educate”
serial drama. The term “enter-educate’ —a
contraction of the words “entertainment” and
“education” —was coined by the Johns
Hopkins University Center for
Communication Programs. It describes any
communication presentation that delivers a
pro-social educational message in an
entertainment format (Coleman, 1988). Itis
sometimes used in the full form
“entertainment-education” and issimilar in
meaning to the term “info-tainment”
common in some countries.

The idea of combining education and
entertainment is not new; examples can be
found throughout human history. Myths have
served important functions in societies
around the world (Campbell, 1973).
Parables have been used by prophets and
preachersto illustrate religious tenets.
Fables—often with animals as the central
characters—have been used to demonstrate
the validity of moral teachings. The rhythms
of poetry and song are constantly employed
to help people remember information, for
example, aphabet songs for small children
and musical jinglesin commercial
advertising.

The use of radio drama for pro-social
purposes is undergoing a resurgence. Inthe
early days of radio, it was not uncommon,
especially in young countries such as
Australia, Canada, and South Africa, for
helpful messages on such topics as
agriculture and wild fire control to be
incorporated into serial dramas. In Britain,
The Archers, a serial about afarm family,
played asimilar role and held national

16

THE MEANING OF
ENTERTAINMENT AND EDUCATION

Education and entertainment
have never been mutually
exclusive. An examination
of the meanings of the two
words shows how easily
and comfortably they can be
used together.

The English word
“entertainment” comes from
the Latin word “intertenere.” The
prefix “inter” means “among,”
and the verb “tenere” means
“to hold.” The whole word
“intertenere,” therefore, has the
meaning “to hold or
command one’s attention.”

“Education” also has its
origins in Latin, the prefix
“e” meaning “out of” and
the verb “ducere” meaning “to
lead.” Originally, the verb
“educare” meant “to assist at
the birth of a child.” It now
means “to rear or to raise”
or, in other words, “to lead
a person forward or
encourage a person’s
growth and development.”

“Enter-educate,”
therefore, can be defined as
“commanding the attention
of the audience while
encouraging their growth
and development,” and
enter-educate serial drama
can be understood as a
powerful method of
motivating positive social
change and personal
development.




attention for decades. With the advent of television, however, attention shifted to soap operas
featuring highly exaggerated characters and emotions, and radio drama went into decline.

Soap operas ruled the air waves until the mid-1970s when Miguel Sabido, in Mexico,
expressed his belief that television serials could “do more than reinforce attitudes toward specific
events and characters; they could also stimulate behavior” (Nariman, 1993). Sabido recognized
that, while conventional soap operas presented values unconsciously and, therefore, sometimes
incoherently, it would be possible to create value-coherent serials that encouraged pro-social
behavior such as adult literacy or family planning without being boring, pedantic, or moralistic.

What Sabido demonstrated on Latin American television with “telenovelas’ for social
change has proved just as effective in radio serial drama. Radio seria writers can create dramas
that have a positive effect on individual behavior and on social norms (Nariman, 1993).

The Writers of Enter-Educate Drama

Who should write enter-educate drama? There is no single answer to this frequently
asked question. Given a choice between an expert in the subject matter of the message who lacks
writing experience and an experienced writer with little technical knowledge, the experienced
writer is the better choice. With an adequate Writer’s Brief (see Chapter 2) to provide the
necessary technical information to be contained in the scripts, experienced writers usually can
create an appealing story, even on an unfamiliar subject.

Most writers have more experience with
pure entertainment pieces than with enter-educate
material. Even the most experienced
entertainment writers therefore usually need
some guidance and instruction before writing an
enter-educate script. Writers without prior
experience in writing radio drama should not be
deterred necessarily from attempting the task,
provided they can obtain adequate training.

When Doesthe Writer Become
Involved in the Project?

bd STRATEGIC

In the P Process, which illustrates the
steps in the development of a communication
project, the writer becomes involved during the
second or strategic design phase. During the
preceding analysis phase, project planners have

ANALYSIS
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aready:

Reviewed potentia audiences,

Assessed existing policies and programs,
Selected sponsoring institutions, and
Evaluated communication resources.

OO OO

When this analysis is complete, the design phase begins. At this point, project plannersidentify
their audiences, determine project objectives, choose appropriate media channel(s), select
collaborating organizations and creative staff—including script writers—and establish adesign
team.

The script writer’ s first duty isto serve as a member of the design team. The design team
is responsible for specifying the exact form and content of all project materials and activities.
These details are spelled out in a design document which then guides the development and
production of project materials during the third phase of the P Process. It is during this third,
development and production phase that the script writer plans, drafts, tests, and revises the scripts
for adrama (The design document is described in Chapter 2, while the design team is covered in
more detail in the companion volume to this book, Radio Serial Drama for Social Development:
A Program Managers Manual .)

What the Enter-Educate Writer Needsto Know

All radio dramais aform of communication. Dramafor social change is special, because
itsaim is not only to entertain but also to motivate positive behavior change in the audience. For
this reason, writers should begin their task with an understanding of how the seven key qualities
of persuasive communication can be embodied in serial drama.

The Seven Cs of Communication

1. Command attention. Drama, with its fascinating characters and exciting plots, can
attract and hold the listeners’ attention throughout many episodes. Drama aso can direct
attention to a social message by making it stand out from al the other information a
listener receivesin the course of aday, by demonstrating how the message is relevant and
useful to listeners, by showing that it is compatible with listeners' beliefs, and by making
it attractive.
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Cater tothe heart and the head. Emotional involvement is every bit as important as
information when it comes to attracting an audience and motivating listeners to change.
An emotional response will increase the time and energy alistener spends thinking about
the message. Furthermore, decisions that are reached logically are strengthened if the
decision is also emotionally
rewarding. Drama has the ability to

involve listeners n a range of THE SEVEN Cs OF COMMUNICATION
emotional experiences aswell asto i
provide them with information to help | 1+ Command attention.

them to improve their lives.
2. Cater to the heart

Clarify the message. Messages must and the head.

be clearly understood in order to be
effective. Drama allows the message
to be presented by various characters

3. Clarify the message.

in language and in situations that the 4. gor:n?tumcate a

audience can understand and readily enefit.

recall. By demonstrating the message,

role model characters make the 5. Create trust.

message much clearer than any _

abstract description. 6. Call to action.
7. Be Consistent.

Communicate a benefit. Listeners
will be more likely to risk trying a new
behavior if they believe it hasrea
advantages. Through role modeling by the various characters, drama can demonstrate to
listeners the benefits to be gained from a change in their life styles. It can illustrate within
a short time period the consequences, both good and bad, of various behaviors.

Createtrust. Aslisteners become personally and emotionally involved with role-model
charactersin the drama, they come to see the characters as rea people whom they can
trust and rely upon. |If the drama features experienced, knowledgeable characters who
canrelateto listeners' lives, then listeners will trust the message that they are delivering.

Call to action. People need encouragement to discuss new ideas, to make difficult
decisions, and to attempt a new behavior. Characters in dramas have the power to inspire
and motivate listeners to try a new behavior and to advocate it to their families and
friends.

Be consistent. Because adetailed Writer’s Brief (see Chapter 2) guides the creation of
seria dramafor development, the drama always delivers the message to the listening
audience in a consistent, appropriate, and relevant manner—no matter how many
characters restate the message in how many different ways. Consistent repetition of the
message helps listeners to understand new ideas, to learn how to perform a new behavior,
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and to rehearse mentally how they might act.
Blending Entertainment with Education

Creating radio dramafor socia change offers both opportunity and challenge to the
writer. There is no doubt that the enter-educate approach can create an appealing and attractive
radio serial, but writing such material is very different from writing either pure entertainment or
pure instructional messages. The secret of creating an effective enter-educate serial dramaliesin
blending the entertainment format with the educational message. To create this blend, the writer
needs to understand:

20



C The intended audience,

C The purpose and objectives of the radio drama,

C The message that the dramais to impart and the best way that it can be expressed to the
intended audience,

C The multi-plot structure of aradio seridl,

C The advantages of this multi-plot structure for introducing and repeating social messages
naturally and subtly,

C The function of believable role-model characters as a means of conveying the message
and motivating and sustaining change in the audience,

C The importance of emotion in the dramafor attracting and holding the listeners' attention
and for inspiring new behavior,

C Methods of fostering listening literacy (that is, learning by listening) in the radio
audience, and

C The power of radio as a medium for entertainment and education.

All these aspects of writing successful radio serial dramafor social development are
discussed in the chapters of this book. Before beginning to write a script, however, the writer
should understand how radio can be used to encourage social change.

The Strengths and Limitations of Radio

Radio, like every other communication medium, has its own characteristics, strengths,
and limitations.
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Strengths of Radio

1. Radio is based in oral
tradition. Every culture has
traditions of story telling,
and the fascination of
listening to a good tale well
told has never been lost.
Even today, when
television is so widespread,
people in many cultures
experience much of their
entertainment through listening.
A successful radio serial
writer knows how to use
this tradition to create an
intriguing story that attracts
and holds a listening
audience.

2. Radio appeals to and
relies upon the

imagination of the listeners.
The radio writer is not
limited by what the
audience can see, so there is
ample opportunity to invite
listeners to imagine a wide
range of people, places,
and events. A good radio
writer knows how to tap
into the imaginations of the
listeners by using strong
word pictures, engaging
characters, and action-
filled events.

3. Radio can cross time
and space without limit.
The radio writer can move
through time freely and
create environments
without restriction, as long
as they seem appropriate
to the audience. For
example, listeners in a
remote rural village can
“visit” and under- stand the
inside of a large city airport
if word pictures and sound
effects are used effectively.

Limitations of Radio

1. The total experience of
radio is received by the ear
alone. This is in contrast to
the multi-sensory
perception of everyday life.
The writer therefore must
remember to fill in details
that, in real life, would be
provided by the listeners’
other senses, such as vision
or smell. The writer must
create scripts that allow
listeners to visualize what they
are hearing.

2. Listeners are accustomed
to using radio as a
background to their lives,
without paying full
attention to what is being
broadcast. When radio is
used to motivate positive
social change, the writer
must be sure to attract and
hold the listeners’ full
attention, and to encourage
listening literacy (discussed
later in this chapter).

3. Radio offers great
opportunities for the use of
sound effects and music.
The good radio writer,
however, uses these aids
judiciously, recognizing
that over-use of sound can
be more destructive than
constructive on radio.
Successful radio drama
depends more on powerful
dialogue and strong
emotional attraction than
on added noise.

4. Radio can be used to
teach many things, but
there are some areas where
it falls short. For example,
it would be difficult for a
doctor to learn how to
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4. Radio can go places and
evoke images that are
impossible in real life, or
even on stage and
television. For example, a
radio writer can transport
listeners to the inside of a
whale, to the surface of the
moon, or to the world of a
microbe.

5. Radio is a personal
medium. Although it can
reach millions of listeners
at the same time, radio
nevertheless has the power
to speak to each listener
individually. The good
radio writer recognizes that
radio’s message can be
heard by people en masse
and, at the same time, can
be interpreted personally
by each individual listener.

remove an appendix just by
listening to a radio
program. To overcome
such difficulties, the writer
should recommend support
materials in other media
(such as visuals or print) if
the subject cannot be dealt
with adequately through
radio alone.

5. A radio story or message
is heard only once. The
radio cannot be rewound
like an audio cassette or
turned back like the pages
of a book. The radio writer,
therefore, must ensure
clarity, simplicity, and
repetition in the delivery of
important messages or
educational information.
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Fundamentals of Learning

Writing aradio seria for socia development does not require experience as ateacher. It

does require, however, an understanding of the following fundamentals of |earning—especially
adult learning, since most dramas for social change are created for adult audiences.

1.

24

Relevance. People—particularly adults—learn best when they see that the information
offered is relevant to their own lives. This makes the choice of characters for an enter-
educate drama significant. Listeners who identify themselves with role-model characters
in the drama are more likely to be motivated to learn and to change. (The section on
“Social Learning Theory” in the Prologue discusses the importance of role models, while
Chapter 5 reviews the range of characters from which awriter may choose.)

Appropriate pacing. Instruction is most effective when it is delivered at a pace
appropriate to the learners, keeping them involved and stimulated without overwhelming
them. Determining the correct pacing requires an intimate knowledge of the audience
and areal understanding of the information to be taught. (See the section on “Persuasion
Theory” in the Prologue for more on matching the message to the audience.) Careful
evaluation of the pilot programs can help radio writers ensure that the pace with which
information is delivered is appropriate to the audience. (Testing of pilot programsis
discussed in Chapter 10.)

Incremental learning. Learning isamost always incremental, that is, certain basic steps
are mastered before more complex steps can be understood and practiced. For example, it
isimpossible to sew two pieces of fabric together without first learning how to thread a
needle. Similarly, it isimpossible to control the spread of malaria without understanding,
first, that a certain type of mosquito carries the disease and, second, how to control the
mosquitos. In motivating changesin individual behavior and social norms, it is
important to understand current levels of knowledge and attitudes in the community.
Only with this understanding will the writer know what style of program to create, where
to focus the instruction, and how to adjust that focus as the serial drama progresses.

to Behavior Change, that is, the stepsthat a

person or a community takes while moving 5.
from ignorance of a new behavior to full Advocacy
acceptance and advocacy of it. (These steps

and how the writer can make the best use of 4. Practice

them are discussed in the Prologue.)
3. Intention
Distributed learning (de Fossard et al. 1993).
Different people learn in different ways. Some 2. Approval
learn from direct instruction, while others
learn better by observing and copying the




behavior of peers. Some absorb information after only one exposure, while others need

to hear and see it a number of times before fully accepting it. “Distributed learning” is
the term educators use to describe the process of presenting the same information in

several different ways over time. Allowing for distributed learning involves determining

how much time (e.g., how many episodes) will be spent on each of the major steps of

learning and which pieces of information will have to be repeated and how often.

5. The Four Tsof Teaching. Lessons should
follow these four clear steps:

C

C

Then, if necessary, re-teach and re-try. The enter-educate radio writer should subtly

Tell the “students” what they will
learn.

Teach the necessary knowledge and
skills. (Teaching, of course, can take
many forms, including the use of role-
model charactersin serial drama.)
Let the “students” try, that is,
practice, what they have been taught.
Test their learning by seeing how
much they can do on their own and
how willing they are to use what they
have |learned.

THE FOUR Ts OF TEACHING

TEACH

1. TELL
2.

3. TRY
4. TEST

reflect these steps in moving from the beginning to the end of aradio serial.

6. Involvement and interactivity. People learn better when they are involved totaly in the
learning experience, when they have the opportunity to interact with instructors or other
learners, and when they can express their thoughts, opinions, and questions. Involvement

and interactivity can and should take place during each of the four steps of teaching.
(Interactivity in radio programs is discussed in Chapter 9.)

Characteristics of Learning Through Radio

In many developing countries, listening skills are better developed than in so-called
technological countries where, with the spread of print materials, television, and computers,
learning has become less oral and more visual. Nevertheless, learning through radio presents
certain difficulties to both instructor and learners, even in developing countries. Most radio
audiences are not “listening literate.” That is, they are not accustomed to learning from radio

programs. The radio writer faces the following obstacles in teaching through radio:

25



The use of radio as“background.” Asaready mentioned, much of the time listeners
do not really concentrate on what is being broadcast on the radio. Writers need to
motivate the audience to listen with full attention. While the entertaining seria format
helps to attract and hold listeners' attention, it is equally important to ensure that listeners
appreciate the relevance of the message and its potential for improving their lives.

Informational messages on the radio usually take the form of spot announcements
or talks by important people. Most listeners mentally tune out these messages if they
have no immediate relevance to their own lives, and they tune in again when music,
news, or something of personal interest comes on the air. They listen in afragmentary
manner, picking and choosing—often quite arbitrarily and unconsciously—which
information to absorb and which to ignore. For this reason, the writer must introduce
social messages subtly and naturally.

Radio isa one-way medium. Audio directors, actors, and program designers cannot
receive immediate feedback from listeners during a broadcast, unlike classroom teachers
or participants in a conversation. They cannot respond immediately to listeners questions
or behavior by changing the pace or direction of the message, nor can they stop to enquire
if the information is understood fully. It isdifficult, therefore, to ensure that learning is
taking place and that listeners have the chance to clarify what they have misunderstood.
Both distributed learning and interactive involvement help overcome this problem. The
following guidelines also can help encourage listening literacy.

Encouraging L istening L iteracy GUIDELINES FOR ENCOURAGING
LISTENING LITERACY
Because most people are not
accustomed to learning by listening alone (asis || 4 Introduce a few
necessary with radio), the writer should characters at a
encourage listening literacy in the audience. time.
The following guidelines can be helpful.
. 2. Attract attention at
1. Allow the audience to get to know a the beginning of
few characters well—especialy the each episode.
major character of the main plot and
the central uniting character (see 3. Avoid overloading
Chapter 5)—Dbefore introducing the the drama with the
message. |If audience members have message.
come to trust and like some characters
(possibly including a villain whose 4. Repeat important
antics listeners find enjoyable), they are parts of the
message in
different ways.
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more likely to listen and believe when these same characters begin to introduce
information about new concepts and practices.

Attract thelisteners attention at the beginning of each episode. Because so many
listeners use radio as “background,” the writer should start each scene—particularly the
first scene in each episode—with a hook, that is, a dramatic action or statement that grabs
the listener’ s attention. (Use of the hook is discussed in Chapter 3.)

Avoid overloading the serial with message. Keep the message brief and subtle. Some
writers like to use, as aguideline, aratio of 25 percent message to 75 percent story in
each episode. It ispossible to increase the ratio of message to story, however, if the
message is introduced as a natural part of the story and if it isdelivered in small pieces
rather than in large chunks. (Blending the message and the story naturally are discussed in
Chapter 4.)

Repeat theimportant parts of the message. Use the multi-plot nature of the seria
format to bring in the message repeatedly, in different ways with different characters.
This alows listeners who were not paying full attention the first time to hear the message
on another occasion.

Offer the audience waysto respond to or interact with the program. Therearea
number of ways in which listeners can become involved in the program. Listeners can
respond orally, for example, with physical activities, or in writing. (Encouraging
interaction is discussed in Chapter 9.)

Provide a brief recap at the beginning of each episode to remind listeners what took
place in the previous episode. Then, they will not be deterred from listening if they cannot
remember what has been happening in the story. Keep the recap brief, however, and start
the action as soon as possible. (The recap is covered in Chapter 3.)

The effort that the writer must put into developing the listening literacy of the audience

will vary from culture to culture. Research during the analysis phase of the project usually
reveals some information about the listening ability of the audience and their familiarity with
learning by radio. Writers can learn more about audience listening habits and preferences during
visits to the community and during pilot tests. (Pilot programs are discussed in Chapter 10.)

The serial dramaformat is an excellent medium for overcoming many of the difficulties

of learning by radio because it includes:

OO OO

A strong and relevant story,

Exciting, believable characters,

A wide range of emotional stimulation, and
A variety of ongoing plots.
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Each of these essential elements of the radio serial dramais discussed in greater detail in
subsequent chapters.

Chapter Summary

Radio isauniversal and versatile medium, well suited to the delivery of programs encouraging

social change.

C Enter-educate serial dramas combine entertainment and education in aformat that can be
highly attractive to alistening audience.

C The enter-educate approach has been popular throughout history, as can be seenin
traditional enjoyment of myths, parables, fables, and theater.

C Writers of enter-educate serials should have some training or preparation before taking on
the writing of aradio serial drama.

C The enter-educate drama writer should know the audience, purpose, objectives, and
message of the specific drama.

C Enter-educate writers should understand and appreciate the multi-plot structure of aradio
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seria and its advantages, the value of believable role-model characters, the importance of
emotion, the methods of fostering listening literacy, and the strengths and weaknesses of
radio as a medium for entertainment and for education.
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CHAPTER TWO
WRITING BEGINS: THE WRITER’S BRIEF

Learning Objectives

C To understand and recognize the two main
types of radio programs for social
development.

C To know the components of the Writer’s Brief
and to understand the importance of the
Writer’s Brief for the writer.

C To know how to use the Writer’s Brief during
script writing.
C To know the members of the writer’s support

team and how each one can assist the writer.

Exercise

After reading this chapter, prepare a Writer’s
Brief for a subject of your choice. Determine
whether the serial drama will be a nontechnical or
technical knowledge program. Delineate the
precise message content of the program, specifying
words and terms that should be defined in the
glossary and preparing the exact glossary terms as
the writer should use them.

Your goal is to prepare a blueprint that any
experienced writer could use to begin putting
together a successful enter-educate serial, whether
or not that writer has prior knowledge of the
intended message.
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CHAPTER TWO
WRITING BEGINS: THE WRITER’SBRIEF

Topicsin This Chapter

C Program types:
* Nontechnical programs
» Technical knowledge programs

C The design document and Writer’s Brief

¢ Contents of the Writer’ s Brief:

» Rationale for the desired change in behavior
Audience information
Justification of the chosen medium
Measurabl e objectives
Project purpose
Overal message
Number and duration of programs
M essage scope and sequence
Episode objectives and purposes
Content details
Glossary
Script support team
Support materials
Timeline

Program Types

Radio dramas used for socia development generally fal into one of two categories:
nontechnical programs and technical knowledge programs.

Nontechnical Programs

Nontechnical programs usually are prepared for a genera audience that is not required to
learn and recall specific, detailed information. The purposes of a nontechncia program are to
explain the importance and relevance of a new behavior (such as limiting family size) to
audience members, to encourage them to seek more information from alocal source, and to
motivate them to adopt the practice. Project initiators hope that at the end of a nontechnical radio
seria the audience will:
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Have a generally positive attitude to the ideas presented,

Be eager to pursue them further,

Be motivated to discuss the ideas with family and community members,
Know where to go to obtain further information, and

Be willing and ready to adopt the behavior.

O OO OO

The audience is not expected to learn and recall specific technical details, asthey arein a
technical knowledge series.

For example:

A nontechnical radio drama produced in Indonesia was designed to introduce the
concept of a prosperous family and to encourage listeners to take steps to overcome
poverty. The program, entitled Butir Butir Pasir Di Laut (Grains of Sand in the Sea),
sought to:

Help community members understand a new term: “the prosperous family,”
Encourage community members and midwives to use the term,

Explain the main characteristics of “the prosperous family,”

Encourage listenersto talk with local health workers about “the prosperous
family,”

C Instruct listenersin how to apply for government start-up loans so they could
become involved in small businesses of their own.

OO OO

The only specific facts the audience was required to learn were where to go for more
information on making your family prosperous and how to apply for a government loan.

Technical Knowledge Programs

Technical knowledge programs are designed to teach specific skills and new practices to
achosen audience. They are frequently used for distance education, with listeners expected to
recall the information accurately and use it correctly. At the serial’ s end, the audience’s
acquisition of new technical information is measured. Before preparing this type of program,
researchers must measure as precisely as possible the existing knowledge, attitudes, and practices
of asample of the chosen audience.

For example:

The Bangladeshi radio magazine, Under the Green Umbrella, included a serial
drama designed to reinforce field workers' skills. Other segments of the radio program
gave field workers specific training in working with community members, counseling
couples on child spacing, and assisting clients with difficulties they might experience
during contraceptive use. These skills were then demonstrated and reinforced in the
drama. Field workers who listened to the drama were expected to learn and be able to
use:
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C Specific interpersonal communication skills,

Detailed knowledge of how to choose and use contraceptive methods, and

C Particular steps to take to reach and work with community members to encourage
both personal and community development.

[ep]

The Design Document and the Writer’s Brief

In the preparation of both nontechnical and technical knowledge programs, writers need
clear guidelines about message content. Thisinformation is compiled in a Writer’ s Brief, which
is part of the full design document that should be drawn up for every radio serial designed to
promote social change.

The design document, which is assembled by the project’ s design team, is awritten
statement of all the information that will guide the design, writing, production, and evaluation of
every episode in the radio serial. (More information about the design team, the design workshop,
and the design document can be found in the companion volume to this book, Radio Serial
Drama for Social Change: Program Manager’s Manual.)

The full design document contains all of the information listed below. Writers must have
all but two of these items (plans for promotion and plans for monitoring and evaluation) before
beginning script writing. Together, this essential information comprises the Writer’s Brief.

1. Statement of and rationale for the change in individual behavior and social nor ms that

the project wishes to encourage,

Information about the intended audience(s),

Justification of the intended medium or media,

The measur able objectives of the serial asawhole,

The purpose of the serial asawhole,

The overall message of the serial and its main focus,

The number of programsin the serial,

The duration of each program,

The message scope and sequence,

The number of programsto be devoted to each topic,

11.  The measurable objectives of each program or group of programs,

12.  The purpose of each program or group of programs,

13.  The precise message content of each program or group of programs,

14. A glossary listing topic-specific words and terms, together with the definitions the
writers should use to ensure that these words and terms are understood by the intended
audience,

15. Designation of ascript review panel and script support team,

16.  Alisting of any support materials that will be used,

17. Promotion plans and decisions about prizes or incentives to be used to encourage the

ROo0NOOA~LDN
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listening audience,
18.  Themonitoring and evaluation plan,
19. Atimelinefor:

C writing scripts and support materials,

C review and rewriting,

C writing, producing, and editing pilot programs,

C testing pilot programs,

C rewriting and re-producing programs,

C ongoing writing, review, and production of all scripts,
C broadcast,

C ongoing monitoring and evaluation, and

C final evaluation.

20.  Story treatment outlining the dramain narrative form and sample episode.

The finished design document also lists the names of the members of the design team and
all those in authority (at various ministries and organizations) who gave their support or
assistance during the design phase.

Ideally, the writers—who are members of the design team—should be given copies of the
entire design document when it is complete. It is essential, however, that they be given al but the
promotion and monitoring and evaluation plans as a Writer’s Brief before they start any script
writing, including preparation of pilot programs.

Contents of the Writer’'sBrief
The Writer’ s Brief must include all the following information:

1. Rationale for the desired change in behavior. For al socia development programs,
whether nontechnical or technical knowledge programs, the writer must begin with a clear
understanding of the type of behavior change the serial hopes to motivate in the listening
audience and the reasons that this change is considered important.

2. Audience information. The brief should supply two types of information about the
intended audience. Initial research provides reliable information on the audience’ s current
understanding of and attitudes toward the desired new behavior, on their willingness and ability
to adopt it, and on personal characteristics. It may aso provide information on current social
norms. Thisinformation comes from qualitative research and/or a baseline survey conducted by
trained researchers during the analysis phase of the project.

The second type of information is the audience pr ofile, which provides a wider range of

facts about the audience’ s lifestyle. Where possible, writers should compile these profiles
themselves, perhaps in collaboration with atrained researcher. In some countries, much of this
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information aready may have been compiled for previous projects, and such materials certainly
should be made available to the writer although they can never replace the writer’ s firsthand
knowledge of the audience. The point of these profilesis not so much asto collect hard data as
for writersto gain a personal sense of, or feeling for, the audience members; thiswill ensure that
the seria truly is for and about them. While the full list of characteristicsin the profile depends
on the nature of the community and its culture as well as the topic and overall objectives of the
serial, an audience profile typically includes information on:

C Language, including dialect, commonly used expressions, and proverbs,

C Levels of education for women and men and attitudes toward education,

C Typica occupations for women and men,

C Average number of children per family,

C Economic status,

C Cultural background,

C Customs and strength of adherence to traditional behavior,

C Religion,

C Environment (e.g., urban, suburban, or rural) and attitudes toward the environment,
C Respected authority figures, decision-makers, and influential citizens,

C Extent and types of community involvement,

C Entertainment sources and preferences, if any,

C Access to media, such asradio, television, film, newspapers, and magazines,

C Typical daily food, including meal times and habits, and

C Meeting places.

3. Justification of the chosen medium. The writer should understand why radio has been

chosen as the medium (or one of the media) for the project’s message. The dramatized story will
be affected depending on whether radio is being used because:

The audienceislargely illiterate,

The audience lives along distance from central health services,
Radio is the only medium that can reach them with thisinformation,
Radio is their favorite medium, or

They enjoy radio drama.

O OO OO

4, M easur able objectives. Measurabl e objectives are the hoped-for end results of aradio
drama, that is, what the audience will know, will believe, and will do as aresult of listening to
the serial. Development projects can have a wide range of measurable objectives, but, for the
writer’ s purposes, they fall into three general categories. By the end of the serial, audience
members should demonstrate:

C Knowledge of the new behavior,
C Positive attitudes and intentions toward the new behavior, and/or
C New behavioral practices.
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Asthe Steps to Behavior Change indicate, changes in attitude and intention typically follow
improved knowledge and precede behavior changes. Classifying measurable objectivesinto
these three categories is an over-simplification, because change involves a sequence of many
smaller steps (see “ Steps to Behavior Change” in the Prologue ). Nevertheless, this
classification gives the writer an understanding of the general areas of change that must be
reflected in the story.

M easurable objectives for a nontechnical serial differ markedly from those for atechnical
knowledge serial, as demonstrated by the family planning examples given below. In nontechnical
programming, the measurable objectives are likely to be fairly general, usually along the
following lines:

OBJECTIVES OF A NONTECHNICAL FAMILY PLANNING DRAMA
As a result of this serial, members of the audience
will:
C Know the advantages of planning a family and the
availability of contraceptive choices,
C Have a positive attitude toward family planning and want
to learn more about it, both from future episodes of
the drama and from visiting their local service
providers.
C Put their new interest into practice by listening to
future episodes, by talking about the serial and
about family planning with family and friends, and
by visiting a local health post for further
information.
C Practice and advocate family planning.
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In contrast, the measurable objectives for atechnical knowledge seria are likely to be
more detailed and demanding. In a distance education serial for health care providers, for
example, the measurable objectives might be:

OBIJECTIVES OF A TECHNICAL KNOWLEDGE SERIAL ON FAMILY PLANNING
By the end of this serial, health care providers will:
C Know and be able to share with clients details of

how six temporary and two permanent

contraceptive methods prevent pregnancy,

C Know and be able to inform clients accurately
about the advantages and disadvantages of each
method,

C Know how to counsel and screen clients who seek
help in choosing a contraceptive,

C Have an attitude of confidence in their ability to

counsel clients appropriately and to
communicate accurate information;

C Develop an attitude of self-worth and self-respect
because of increased confidence in their
abilities;

C Practice effective counseling techniques to help
clients choose and use family planning methods;

C Practice other effective communication skills with
their clients;

C Practice encouraging regular and follow-up visits
from their clients; and

C Practice politeness, respect, encouragement, and

support while working with their clients.

These examples show why the writer needs to know exactly what changes the project
hopes to encourage in the audience. The complexity and rigorousness of the objectives have a
marked effect on the type of story the writer will create, the amount of factual information that
will beincluded in each program, the rate at which educational information will be delivered,
and the way in which charactersin the story will depict the desired skills and behaviors.

5. Project purpose. While the measurable objectives detail a project’s goals, the proj ect
pur pose statement explains what approaches should be used to encourage the audience to
achieve those objectives. It helps the writer understand how the serial must be constructed to
enable the listeners to meet the project objectives.

For example:
A group of parents want to teach their children to cross the road safely. Their
measur able obj ectives are that, by the end of the training, the children will:

C Know that road traffic is dangerous,
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C Know that they can help to protect themselves from road traffic dangers by
always obeying certain rules,

C Know therules for crossing aroad,
C Have an attitude of security and confidence when it comes to crossing the road,
and

C Will put their knowledge into practice by always crossing the road correctly.

Once the objectives are set, the parents must decide what approach to take to help
the children to achieve these goals. In other words, the parents must determine the
purpose of their communication. The parents might decide, for example, on the following
purposes:

C To inform their children of the number of youngsters killed on the road each year,

C To list repeatedly the rules that their children should learn about crossing the road,
and

C To threaten to punish the children if they do not learn how to cross the road
correctly.

On the other hand, the parents might choose to reach their objectives by setting more
positive purposes, such as the following:

C To make the children aware that, while dangers exist, there are steps they can take
to avoid the dangers,

C To teach the children simple safety rules,

C To help the children learn the safety rules with attractive and easily remembered
rhymes,

C To encourage the children to play games using the safety rhymes,

C To demonstrate, through role modeling in stories, how the safety rules are
effective,

C To provide incentives for children to learn and use the rules, and

C To motivate the children to share their knowledge and experience with peers.

Nontechnical versustechnical knowledge projects. In anontechnical project, the purpose
statement is likely to include one or more of the following points:

C
C
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To make audience members aware of adesired behavior that could improve their lives,
To motivate community involvement in dealing with a problem, e.g., environmental
depletion, pollution, or maternal health,

To increase awareness and understanding of desired behaviors,

To reinforce and strengthen behaviors and attitudes that some community members are
already adopting,

To overcome fears and misunderstandings of the desired behavior, or

To encourage advocacy of the desired behaviors and attitudes.



Technical knowledge projects frequently have several purposes. The purpose statement
might resemble the following example, which was taken from the design document for a distance
education serial for rural health workers:

C To teach health workers specific skills of communicating with and counseling clients on
choosing a contraceptive method,
C To ensure that health workers can recall and use correct screening methods when

assisting clients to choose a contraceptive method,

C To upgrade health workers' knowledge of the newest contraceptive methods and to
motivate them to learn, recall, and use this knowledge correctly, and

C To provide higher qualification opportunities for health workers.

If aproject has more than one purpose, the Writer’ s Brief should specify whether the scripts
should present the various purposes sequentially or simultaneously.

Without a clear understanding of the project’s purpose, based on audience and social
needs identified by the baseline study, the writer can only guess at the degree of change the
project hopes for and the speed and frequency with which the serial should deliver the
information leading to change.

6. The overall message and its main emotional focus. Every enter-educate radio serial
has an over all message such as, “A planned family leads to a better quality of life for individual
family members and for the community at large.” Different episodes stress different aspects of
the overall message. Some programs might focus on delaying motherhood until age 18, the
health benefits of spacing births, or the economic advantages of smaller families. The writer

must make sure, however, that throughout the serial the listeners receive the overall message that
aplanned family improves the quality of life for everyone.

The Writer’ s Brief should also specify which emotion or moral value will underlie the
seria asawhole. A family planning drama, for example, might focus on the emotion of
happiness as the role-model characters enjoy improved health and increased prosperity as a result
of child spacing. Alternatively, it might stress the moral value of selflessness, for instance, when
a husband agrees to limit the size of hisfamily to improve the well-being of his wife and
children. (A further explanation of emotional focus can be found in the notes on “theme” in
Chapter 3.)

Without an overall message and emotional focus to link the multiple plots together, the
writer might create a serial that jolts along from one event to another without cohesion.

7.and 8. Number and duration of programs. The writer must know from the outset the
duration of each program (usually 20 to 30 minutes for aradio serial) and the number of episodes
planned. If the serial isto continue indefinitely, the writer should have a clear understanding of
the treatment (see below) of at least the first year’s programs before any writing begins.
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9. and 10. Message scope and sequence. This part of the design document lists the major
topics to be covered during the entire seria and the order in which they should be addressed, if a
particular order isimportant. It should also tell the writer how many programs to devote to each
topic and when certain topics should be repeated over the course of the serial.

11. and 12. Objectives and purposes by episode. In addition to the overall objectives and
purposes of the serial, writers also need to know the specific objectives and purposes for each
episode or each group of episodes. The Writer’s Brief for technical knowledge programs usually
spells out objectives and purposes for each episode individually. For nontechnical dramas,
however, objectives and purposes typically are given for groups of five or six episodes.

13. Content details. Thisisthe section of the Writer’s Brief that differs most greatly
between nontechnical and technical knowledge programs. For nontechnical programs, the
content details may be fairly general, and the writer can be given a reasonable amount of freedom
in the way in which they are incorporated into the story. For example, the following content
details cover the early episodes of a nontechnical serial on the general subject of family planning.

CONTENT DETAILSFOR NONTECHNICAL
SERIAL ON FAMILY PLANNING

Episodes 1- 4
Topic: What Arethe Advantages of Family Planning?

1 Family planning is important for the mother. The appropriate spacing of children alowsthe
mother to regain and maintain her health between births. Women who give birth at too-short
intervals frequently become weak and unhealthy.

2. Family planning is important for each child. If children are spaced so that each child is given
two to three years of proper nourishment and attention before another is born, he/she will have
agood chance of growing up to be healthy, strong and educated.

3. Limiting the number of children in afamily enhances the economic stability of the family and
makes it possible for al family members to have a better chance of enjoying an adequate
living standard.

4, Limiting the number of children provides both husband and wife with greater opportunities for

leisure and self development.

Technical knowledge programs, in contrast, demand far more precise content details, because
they are designed to teach specific technical information to listeners. The Writer’s Brief must not
only detail the information to be included, but aso the sequence in which it should be presented,
the pace at which it should be delivered, and the frequency with which it should be repeated. The
following example, which comes from the design document for an enter-educate serial to educate
rural health workersin Nepal, demonstrates the type of content detail needed for a technical
knowledge program. It describes the content of the first of three episodes on the intrauterine
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device (1UD).
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CONTENT DETAILSFOR TECHNICAL KNOWLEDGE
PROGRAM ON FAMILY PLANNING

Episode #31
Topic: Modern Contraceptive Methods, 1UD (1)

What Isthe lUD?

Remind health workers of the importance of covering all essentia pointsin discussing
modern contraceptive methods with clients (See Program #13).
Explain that the lUD is along-acting, temporary modern contraceptive method for women. It
isasmall device made of plastic and copper that isinserted into the uterus by a specially
trained Health Worker.

How Does it Work?
It prevents pregnancy for up to 10 years. The IUD prevents pregnancy by preventing
the sperm from reaching the egg.

Advantages

C Very effective

Immediately effective, long term protection up to 10 years
No extra supplies needed by client

Immediate return of fertility upon removal

Suitable for breast-feeding women

Convenient; does not interfere with intercourse

DO OO OO

Disadvantages
(In the scripts, “ disadvantages’ werereferred to as* Special Considerations’ or “ Bodily
Changes’ in order to overcome the negative suggestion of the word “ disadvantages.” )

C Requires a specialy trained health worker to insert and remove

C Woman needs to check the string after each menstrual period to make surethe IlUD is
still in place

C Woman cannot remove it on her own

C The IUD may come out of the uterus through the cervical canal and be expelled into

the vagina. Thisis not common and usually happens within the first month.

The IUD cannot travel or move around inside the body. (Stress and repeat this last fact

several times).

C Greater risk of pelvic infection with lUD users who have arecent history of STDs,
and for those who have multiple sex partners

C May cause increased menstrual bleeding

The

message content of every episode of the serial, including the other two programs on the IlUD, was
described in equal detail in the Writer’ s Brief. Therefore, the writer knew exactly what
information should be included in each episode and the way it should be stated. Detailing the
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technical content of the programs in this way enhances rather than hinders the writer’ s creativity.
It frees the writer from searching through reference books for technical information and lets the
writer concentrate on creating an entertaining story to carry the educational information in the
most natural and appropriate way. Providing content details also eliminates the risk that the
writer will include contradictory information gathered from different sources.

14. A glossary of specific terminology. The Writer’s Brief must include a glossary
explaining exactly how technical terms and words are to be used or defined in the local language.
The glossary is equally important for nontechnical and technical knowledge programs. Glossary
definitions usually cannot be copied from one country to another, even when programs focus on
auniversal topic, such as education or family planning. Each entry should employ the words and
definition most appropriate for the culture, language, and experience of the chosen audience. The
definition of “vasectomy,” for example, would be far different in a program directed to a general
rural population in Bangladesh than for a distance education series designed for physiciansin
Nigeria

The glossary also reduces potential problems with sensitive or taboo words, such asthe
words used to describe the male or female sex organs. By giving the appropriate word or phrase,
the glossary eliminates the possibility that the writer inadvertently will use aword that is
unacceptabl e either to the audience or to the broadcast station.

The writer will find the glossary easier to useif terms are listed in alphabetical order. It is
also helpful to asterisk words that have glossary definitions whenever they are used in the body
of the Writer’s Brief.

15.  Script review panel and script support team. Itishelpful, but not essential, for writers
to know who will be reviewing their scripts. This script review panel isasmall group of people
comprising the program manager, content advisor, ministry representative, radio director, and
possibly adrama critic.

Writers must know the members of the script support team so that they can call on them
for help when needed. Members of the script support team are drawn from the design team, so
they are familiar with the project and the needs of the script. The script support team should
include the:

C Program manager, who has the final say about all matters relating to the devel opment,
writing, and production of the serial and who can direct the writer to other people for
further assistance. (In some countries, the program manager will have thetitle of
producer or executive producer).

C Audience representative, who can provide quick answers to questions about the
suitability of a script’s story, characters, or language. It is helpful to have an audience
representative on the support team even though the writer knows or has visited members
of the audience.



C Content specialist, who is arecognized authority on the message content of the serial.
Whenever possible, the program manager should identify a single person from the design
team to be the final authority on all matters of content. Consulting multiple content
advisorsis frustrating, confusing, and awaste of time and money.

C Audio director, who can advise the writer about the availability of actors, the limitations
of sound effects or other production techniques, and the suitability of the script for the
medium of radio. (In some countries, the audio director will be known as the radio
producer.)

C Evaluator, who can advise whether the script will enable the audience to meet the
measurable objectives. This position is especially helpful to the writer when the effect of
the serial’ s message on the audience is to be measured quantitatively.

C Resear cher (or research information), who can clarify how the findings of the
formative evaluation conducted during the analysis phase of the project relate to the
presentation of information in the program. (The same person may serve as both
researcher and evaluator.)

C Ministry or gover nment representative, who may be necessary in some projects to
ensure that the words or concepts included in the scripts do not contravene current
ministry or government policy. Even when a government representative has served on
the design team, the writer should maintain contact with a designated ministry staff
member who can answer any questions that arise.

Depending on the nature of the project, it may be necessary to include other people in the support
team. Those listed above generally are sufficient to provider the writer with adequate back-up.

16.  Support materials. Writers must know what, if any, support materials will be available
to the listening audience, so that the scripts can refer to these materials at appropriate moments.
All information and terminology in the scripts should be consistent with that used in the support
materials.

19. Timeline. Writers should be consulted about how much time will be needed to write
and revise scripts, and their needs should be incorporated into atime line covering all aspects of
programming from the initial writing to the broadcast and evaluation of the programs. Writers
should be aware that adhering to thistime lineis critical to the success of the radio project. Itis
essential that writers help determine arealistic time line and that they notify the program
manager the moment any problem occurs that might disrupt the time line.

The time line for the creation of an enter-educate radio serial covers a number of vital
steps, and ample time must be allowed for each one. The actual number of days or weeks needed
for each step will vary from project to project, but adequate time must be allowed for:



STEP 1: DESIGN

Design team
workshop
Writing of
design
document
Approval of
design
document and

Writer’s
Brief

STEP 2: PILOT
PREPARATION

Writing story
treatment
Approval of
treatment
Writing pilot
program(s)
Script
translation, if
needed
Audio
production of
pilot

program(s)
Testing pilot
program(s)
Script revision
Re-production
and retesting

if needed

STEP 3: CONTINUOUS
ACTIVITIES

Script writing

Typing scripts

Script review

Script revisions

and ret

yp
in

po
SSi
bl

in
cl
ud
in

tra
nsl
ati
on
Audio
production and
editing,
including
rehearsals
Copying from
master tape
Filing/storing
archive tapes

These are the components of the time line that most affect the writers. There will be
separate time lines for audio production, promotional materials preparation, monitoring, and
evauation. (A sampletime lineisincluded in the companion volume to this book, Radio Serial

Drama for Social Development: Program Manager’s Manual.)

20.  Story treatment and sample episode. The treatment is an outline or synopsis of the
drama presented as a narrative or story, rather than in dramatic form. It iswritten after the rest of
the design document is completed. Some design teams also like to include a sample script of a
typical episode in the design document. Thisis prepared by the script writer and illustrates the

drama’ s format and characters.
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Chapter Summary

There are two main types of radio serial for social devel opment: nontechnical programs
and technical knowledge programs.

Nontechnical programs focus on increasing the audience’s awareness of and interest in a
new pro-social behavior.

Technical knowledge programs, which are often used for distance education, require
listenersto learn, recall, and use specific information.

The writer bases the design and content of the educational aspects of enter-educate
programs on information contained in the Writer’s Brief.

The Writer’ s Brief is part of alarger design document drawn up by the design team; it
includes all the information needed to provide a solid foundation for the radio serial,
including details about the audience, the objectives and purpose of the project as awhole
and of each episode, message content, and atime line.

A script support team is available to advise the writer on content, audience, audio
production, and government policy.
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CHAPTER THREE
CHARACTERISTICS OF RADIO SERIAL DRAMA

Learning Objectives

C To understand how a typical entertainment
drama is constructed and the ways in which
enter-educate drama serials are similar to and
differ from entertainment dramas.

C To appreciate the multi-plot nature of the
serial and its advantages for pro-social
communication.

C To understand and be able to use the structure
of a typical episode in a radio serial drama.

Exercise

After reading this chapter, create a short story (it
is easier to start with a narrative than a drama)
based on the structure and components listed in
this chapter. Be sure that the story disseminates a
message, that it has a universal theme, and that the
dramatic conflict evolves from the personality of
the leading character.

Test the story on a “sample audience” to
identify its strengths and weaknesses, and revise it,
if necessary. Once you are satisfied that the story
is successful, create two or three sub-plots that
could accompany the story if it were to become a
serial. Demonstrate how each sub-plot contributes
to the message in a manner different from that of
the other plots. Write a brief treatment of all the
plots.
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CHAPTER THREE
CHARACTERISTICSOF RADIO SERIAL DRAMA

Topicsin This Chapter

C The meaning of drama

C Dramatic conflict

C Components of adrama
C The structure of a drama

C Types of radio drama

C The multi-plot nature of the serial
C Advantages of multiple plotsin an enter-educate serial
C The structure of aradio seria episode

The Meaning of Drama

The English word “drama’ derives from the Greek word “ dran” meaning “ to do. Thus,
adramaisastory performed or “done” by actors on stage, radio, film, television, in an open
field, or even on the street. A drama, like a story, recounts a chain of events and describes aweb
of relationships involving a person or persons. A drama can be true, but is more often fictional.

The mgjor difference between a serial and other types of dramais duration. Whilea
typical dramalasts one or two hours, a seria continues for weeks, months, or years. The story is
presented in short episodes on aregular basis, usualy once aweek or once aday. Thetypical
drama focuses on one major character and the chain of events and relationships in which he or
sheisinvolved. In contrast, aserial follows the lives and fortunes of several characters, showing
how they relate to and affect one another. A writer must understand the classic structure and
components of atypical dramato be able to weave the multiple stories of a serial together
harmonioudly.

Dramatic Conflict

Dramatic conflict isavital feature of any drama, whether performed on stage, television,
or radio, because it attracts and holds the attention of the audience. Dramatic conflict refers to the
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unusual, often unexpected, turns that occur in all human activities and that create uncertainty,
tension, suspense, or surprise. Every event, every circumstance, every relationship in lifeis
subject to uncertainty. The most careful preparations can result, inadvertently, in disastrous
errors or unanticipated benefits. Even well-intentioned people can make unwitting mistakes with
amusing, tragic, or sometimes unimportant consequences. Individual people react
differently—sometimes in unexpected ways—to the very same event. These twists and turns and
uncertainties constitute the dramatic conflict that creates much of adrama sappeal. Listeners
stay tuned to aradio dramato find out how the tensions and the suspense will be resolved. A
story without dramatic conflict is static, boring, and unattractive.

For example:
Compare the following brief story outlines. Each focuses on the same character

and tellsa similar story. Version A, however, lacks dramatic conflict, while Version B
uses dramatic conflict to increase the interest level and appeal of the story. VersionB is
far more likely than Version A to attract the interest and sustain the emotional
involvement of the audience.
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A. OUTLINE OF STORY
WITHOUT DRAMATIC CONFLICT

Marta is a midwife
who lives in a rural
village. She leads a very
busy life. Much of her
time is spent
encouraging young
couples to delay the
births of their first
children and to space
later children
appropriately.

Marta is an
inspiration to all who
know her, and she does
a great deal of good for
the community she
serves.

The story follows
Marta through several
typical days as she
advises and counsels
various clients.

B. OUTLINE OF STORY
WITH DRAMATIC CONFLICT

Marta is a midwife
who lives in a rural
village. She leads a
very busy life. Much of
her work involves
encouraging young
couples to delay the
births of their first
children and to space
later children
appropriately.

In her private life,
she is busy caring for a
desperately ill husband
and two teenage sons.
At the same time, she is
plagued by an old
traditional healer who
lives in the village; she
believes that the ways of
modern medicine are
evil.

There are times
when it seems that
Marta will have to give
up her work in spite of
the pleas of the
community members
who need her and love
her.

The story follows
Marta through her joys
and heartbreaks: the
death of her husband,
the eventual cooperation
of the traditional healer,
and the support she
gains from her sons and
her community.

Dramatic conflict follows one of three patterns:
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1. A person (or persons) against “fate” or the unseen forces of life. Thistype of dramatic
conflict is not suitable for enter-educate drama, which must assure audience members that
they can take control of and improve their lives.

Example A:

A famous athlete is planning to take part in the Olympic Games and try for a gold
medal. He practices hard and takes good care of himself in preparation for the contest. A
month before the Games begin, he isriding home on the bus. A tire bursts, and the bus
skids, crashesinto alight pole, and overturns. The athlete’ sleg and hip are injured and he
istaken to the hospital. It is clear that he will not be able to compete in the Olympics. He
is depressed and angry at his bad luck but is determined to run again, declaring that he
will not be defeated by a problem that was not of his own making.

2. One person (or group of people) against another.

Example B:

A young woman has a burning ambition to become a doctor. Her father can
afford to send her to medical school, but he refusesto pay for her education. He believes
that women should not pursue a profession but should devote their lives to the care of
their husbands and children. The young woman must either obey her father’s orders, find
away to persuade her father to change his mind, or run away from home and find a way
to support herself.

3. A person against himself or herself. Many of the most difficult decisions that people
make in life are those they must make aone on their own behalf. Choosing between two
equally valid options can create a difficult dilemma—although it need not be tragic or
world-shattering.

Example C:

A young mother, Glenda, has to decide whether to name her baby daughter Jessie,
as she would like to do, or to name her Magda after her paternal grandmother. Glenda
realizesthat it isimportant to both her husband and her mother-in-law that the little girl
be named for her grandmother. At the same time, Glenda—who was herself named after
her mother’ s sister—knows how much she would have preferred to have a name that no
one elsein the family had. She would like her daughter to have a name of her own.

The more emotionally charged the choice to be made by an individual, the more
likely it isto attract and hold an audience. The dilemma described above, therefore,
would not make good drama unless the mother faces dire consequences if she makes the
wrong decision about naming her daughter.

Dramatic conflict can cause the audience to be horrified, or amused, or emotionally
affected in some more moderate way. Indeed, the very same conflict can giverise to different
reactions in the audience, depending on how it is handled in the drama. Consider the following
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story line, in which people confront a situation over which they have no control (people against
fate).

Example D:

A man and his wife plan awonderful wedding anniversary party and invite all
thelir friends. They are extremely anxious that everything will go well, so they spare no
expense and they go over every detail a hundred times to make sure nothing will go
wrong. Ten minutes before the guests are due to arrive, there is an sudden electricity
blackout.

The response to this unexpected turn of events might be:

C Tragic, if, in the sudden darkness, the wife falls down the stairs and is killed.

C Humor ous, if the husband, who has to finish dressing in the dark, puts on mismatched
shoes and rubs toothpaste into his hair instead of hair oil.

C Emotionally affecting, if the party has to be canceled as a result of the sudden and

prolonged blackout. The audience shares in the disappointment of the couple, who see
their party ruined after their weeks of preparation and anticipation.

Dramatic conflict isinfluenced or even caused by the personalities of the characters
involved. In Example A (above), the athlete’ s personality determined his response to the
unfortunate accident, that is, whether or not he would continue to pursue his Olympic dream. In
Example B, the father’s personality led to his laying down the law for his daughter. Her
personality, in turn, will determine how she responds to his treatment and will shape the outcome
of the conflict between them. In Example C, the personalities of the mother, father, and
grandfather may influence the decision made about the little girl’s name. In Example D, the
personalities of the husband and wife will influence their behavior during the electricity blackout.

Components of a Drama

Every story and every drama—whether it is a one-hour performance or a serial continuing
for ten years—contains the same four components:

Characters: The people about whom the dramais created. (Sometimes, characters are animals
or things, asin children’s stories, folk tales, and fables.) Most stories revolve
around one major character whose strongest personality trait—which may be
positive, negative, or both—is responsible for or contributes to the dramatic
conflict.

Plot: The chain of events or actions in which the characters are involved and during
which the dramatic conflict develops.
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Setting: The place(s) and time(s) during which the action takes place.

Theme: The emotional focus of the drama. The theme reflects a universal moral value or
emotion that is understandable to all people at all times, such as truth, courage,
love, fear, greed, or envy.

Enter-educate dramas have a fifth component, which is not normally found in dramas designed
purely for entertainment, that is:

M essage: A specific message or lesson for the audience that is related to the theme. For
example, adrama based on the universal theme of the joy of parenthood might
also contain the health message that both fathers and mothers need to be alert to
their children’s health needs and even willing to forgo other activitiesin order to
provide their children with proper care.

The Structure of a Drama

The plot of every story and, therefore, every drama, is built on the same five-part
structure:

1. Introduction. The beginning of the drama, during which the major character appears
perhaps along with one or two other characters, the plot (action) isinitiated, the dramatic
conflict isbegun or hinted at, and the theme is

foreshadowed.
Climax

2. Development (with conflict). The main body

of the drama, during which the plot advances Dramatic Conflict

and dramatic conflict develops. c

o

3. Climax. The point where the dramatic 5

conflict becomes so intense that something 8

must happen to end it.

Dramatic Conflict

4, Resolution or denouement. The final portion .

of the plot, in which the dramatic conflict is Introduction Conclusion

resolved or the problem solved. The conflict

may be resolved in an unpleasant manner, for

example, by divorce, murder, war, or death. Alternatively, the conflict may be resolved
amicably or even in an amusing way. In an enter-educate drama, a negative resolution
demonstrates what can happen if the pro-social message is ignored; a positive resolution
shows the rewards of a message learned and practiced.



Conclusion. The ending, during which the loose ends of the story are tied up, either by
the writer or the audience. Some cultures enjoy “dilemmatales,” in which the action stops
just before the conclusion to alow audience members to fill in the ending for themselves.
In an enter-educate drama, the resolution and conclusion underscore the relevance of the
message to the listening audience.

For example:

The following short story—one of Aesop’s fables—illustrates the five-part
structure of adrama. It provides a good example for enter-educate writers, because fables
traditionally contain an educational message as well as the other four components of a
story. Later script samplesin this book demonstrate how this story structure is maintained
even when amore complex social message is added.

THE BUNDLE OF STICKS

Introduction

A wise farmer was greatly distressed because his three
sons were always quarreling with one another. He tried in vain
to reconcile them by pointing out how foolish they were.

Development

Then one day the farmer called his sonsto his room.
Before him lay a heap of sticks which he had tied together in a
bundle. Each son in turn was told to take up the bundle and
break it in two. They al tried, each son trying to outsmart the
other, but al the sonstried in vain.

Climax

When the sons finally gave up, the farmer untied the
bundle and gave his sons the sticks to break one by one. This,
of course, they did easily.

Resolution and Conclusion

Then the father said, “My sons, by this test you can
see that aslong as you remain united, you are strong
enough to resist all your enemies. Once you quarrel and
become separated, then you are destroyed.”

Moral: Unity is strength.

Introduction: The characters are
introduced, and the personality
of the main character is
established. The setting is
indicated by the work of the main
character. The plot and dramatic
conflict are established. The
theme is foreshadowed.

Development: The conflict
among the sons continues. The
foolishness of the sonsis now
alsoin “ conflict” with the
wisdom of the father.

Climax: The conflict comesto a
head and is resolved by the
father’s wisdom.

Resolution and conclusion: The
conflict among the sons is
resolved, and the message is
made clear to the sons and to the
audience.

This story was presented in narrative form, with the narrator telling the characters’ tale for
them. In drama, the characters tell—or reveal—their own story. The following pages present a
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dramatized version of the same fable, showing how, in drama, everything must be revea ed
through what the characters say and by some occasional, appropriate sound effects. A study of
the two versions of the fable will show how dialogue is used to reveal in the drama adl the details
that are given by the narrator in the story.

NOTESON SCRIPT PRESENTATION

There are certain accepted methods of presenting or writing down
scripts that make production easier. In sample scripts in this book, the
following conventions are used:

FX = Sound effect

FADE AND HOLD UNDER = Turn the volume of the music down, but keep it
just audible under the narrator.

FADE AND CUT = Turn down the volume of the music gradually and then cut
it completely.

UNDERLINING = All activities handled by the technician rather than the
actors, such as music and sound effects, are underlined.

LINE NUMBERING = Each speech is numbered so that it is easy for the
director to refer to a particular place in the script.

More information on script presentation can be found in Chapter 11.
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Fablesfor Our Time
Program #10: The Bundle of Sticks
Writer: Aesop/Hall

Page 1 of 3
Draft: Final
Date: January 16, 1995

1. EX. FARM ANIMAL NOISES IN BACKGROUND, COWS,
CHICKENS, ETC. MIX WITH

2. EX. THREE TEENAGE BOY S QUARRELING

3. SONS: (QUARRELING AD LIB) I did naot!
Y ou aways do!
It'sal your fault.
Weéll, if you weren’t so stupid, it wouldn't...
Areyou calling me stupid. Just you wait!

4. FARMER: (CALLING LOUDLY) Boys...boys.... Stop
that quarreling. How can we ever get any
work done on our farm with the three of you
arguing al day long?

5. SON 1: Butit'sall HIS fault.

6. SON 2: Itisnot! THEY started it!

7. SON 3: No...I"'m the one who' s been trying to stop
it.

8. FARMER: It's not important who started it and who

tried to stop it. | just don’t want to hear the
three of you quarreling like this again.
Arguing is afoolish waste of time. It is not
the behavior of wise folk. Now come
aong... (GOING OFF) Let’s get on with our
tasks.

9. MUSIC. BRIEF SCENE CHANGE THEME. CUT.

10. SONS: (QUARRELING AD LIB). | did not!
Y ou aways do!
It'sal your fault.
Weéll, if you weren’t so stupid, it wouldn't...
Areyou calling me stupid. Just you wait!

Introduction:

The central
characters and their
personality traits are
introduced. The plot
and dramatic conflict
begin. Thethemeis
foreshadowed.

Development:
The conflict
continues.

The conflict comes to
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Fablesfor Our Time
Program #10: The Bundle of Sticks
Writer: Aesop/Hall

Page 1 of 3
Draft: Final
Date: January 16, 1995

11. FARMER: (LOUDLY INSISTENT) All right. That's
enough. Come with me, all three of you.
(GOING OFF) | want to show you

something.
12. SON 1: (FOLLOWING) Where are we going?
13. SON 2: (FOLLOWING) | don’'t know. We'll haveto

follow him and see.

14. FARMER: (COMING IN) Comein here to my
room...all of you. What do you see on the
floor in front of you?

15. SON 3: (CONFUSED) A bundle of sticks.

16. FARMER: Exactly! A bundle of ssimple sticks. Now |
want to seeif any one of you can pick up
that simple bundle of sticksand break it in
two.

17. SON 1: Easy! Any fool can break those little old
sticks. Watch me, Father, | can do it.

18. EX. CLATTER OF STICKS BEING MOVED

19. SON 1: (GRUNTING) Uh...it's not...so easy...Uhh!

20. SON 2: Don't be so stupid. Anyone can break those
sticks. Come on, let me do it. I’ll show you
I’m the strongest. Father...

21 EX. CLATTER OF STICKS BEING MOVED

22. SON 2: (GRUNTING) What’s...the matter..with
these...stupid sticks? They should break
easily...Uhh!
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Fablesfor Our Time Page 1 of 3

Program #10: The Bundle of Sticks Draft: Final
Writer: Aesop/Hall Date: January 16, 1995
23. SON 3: Just pass them over here to areally strong
man. You'll see how easy thejobis.
Obvioudly, Father, | am stronger than the
others.
24. EX. CLATTER OF STICKS BEING MOVED
25. SON 3: (GRUNTING) What have you done to
them..you two? Y ou put..stones in
them...otherwise, | could break them Resolution and
easily...Uhh! Conclusion:
26. FARMER: All right, my sons. Stop....all of you. Put the The conflict is
bundle of sticks on the floor. resolved through the
personality of the
27. EX. CLATTER OF STICKS BEING DROPPED ON FLOOR farmer (hiswisdom).
28. FARMER: Now then, let me untie the bundle.
29. EX. CLATTER OF STICKS BEING UNTIED AND
DROPPED
30. FARMER: Here, | will give you one stick each...one for
you...one for you...and one for you. Now
then, each of you, break the stick you are
holding. The lesson (message)
is understood by the
31. EX. THREE SEPARATE STICK SNAPS characters and by the
audience.
32. FARMER: And so, my sons, by this test you can see
that as long as you remain united, you are
strong enough to resist all enemies. Once
you quarrel and become separated, you are
vulnerable and can be destroyed.
Moral: Unity is strength.
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Characters, structure, and dialogue are considerably more complex in an enter-educate
dramathan in this short fable, but the fable demonstrates smply and clearly the building blocks
of every story whether told in narrative or dramatic form.

Types of Radio Drama

Radio drama can be presented in three different styles: as an independent drama, as a
series, or asa serial.

The independent drama can be likened to a short story, Like the dramatized fable
above, it tells the complete story in one broadcast, usually lasting no longer than one hour. It can
be shorter, as short as five minutes, for example, when the drama is broadcast as a brief segment
on a thirty-minute radio magazine program.

The drama seriesis acollection of independent dramas that use the same major
charactersin each program. For example, the characters of the father and his three sons from the
fable above could appear in further programs, with each program telling a different story,
underscoring a different theme, and teaching a different message. Extra characters might appear
in the other stories, and some might appear in more than one story, but none would appear as
regularly as the farmer and his sons. Each dramain the series would be completed in one
program. Some of the program titles for such a series might be:

C The Farmer and his Sons and the Plague of Rats
C The Farmer and his Sons Build a Big Barn
C The Farmer and his Sons and the Terrifying Bandits

A situation comedy, also frequently termed a“sit com,” isaseries that isintended to be
amusing or, at least, to have a happy ending. Situation comedies are now more frequent on
television than on radio and tend to be popular with the audience—even when they make use of
exaggerated or far-fetched plots.

The serial isan ongoing story that continues from one broadcast to another. Each
episode is open-ended, and the story is picked up and continued in the next episode. A seria can
be likened to anovel, where the story is divided into chapters, with each chapter leading into the
next. A serial may be as short as six 15-minute episodes, aired weekly, or it can continue on a
daily basis for decades without end. A continuing dramathat is presented in fewer than six
episodesis usualy referred to asamini-seriesor “two-" or “three-part” drama.

If the fable of “The Bundle of Sticks” were to be made into a serial, the story would not
end whereit does. Rather, it would continue into more episodes with other characters and other
plots introduced to enrich the story. For example, one son might find it impossible to do as his
father suggested and take himself off to the city to set up abusiness of his own, where he could
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work independently. The other two sons might work happily together until they both marry and
discover that their wives do not get along. Thus, the story could continue for along time,
following the various adventures of the brothers and their wives.

The Multi-Plot Nature of a Serial

The serial isthe dramaformat that most reflects real life, because it “ constructs the
feeling that the lives of the characters go on during our absence” (Ang, 1985). Seria drama,
therefore, can be most effective as a means of reaching and affecting a wide audience with a
story that has al the appearances of redlity, while being fiction. The versatility of the serial lies
in its multi-plot structure. Several stories are woven together: a central story (the main plot) and
several additional stories (sub-plots). A serial that runs for 52 episodes typically has three or
four sub-plots accompanying the main plot. Each plot hasits own characters and its own
dramatic conflict, climax, and resolution, but all the plots are interrelated in some way.
Frequently, a serial, like a series, has a central uniting character who connects the various plots
without having a strong, separate plot of hisor her own. (Further information on the central
uniting character is contained in Chapter 5.)

For example:

The following plot treatment, of a seria entitled Too Late, Too Bad, includesa
main plot and three sub-plots. The treatment shows how each of the plotsis separate, yet
connected with all the others, and how the central uniting character, Dr. Peter Moss, helps
tie the plots together. The treatment also shows how the message is brought in as part of
the lives of the various characters; it is not the central or only event of importance to
them.
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PLOT TREATMENT FOR TOO LATE, TOO BAD
Central Uniting Character: Dr. Peter M oss

Main Plot

Major Character:
Steven Stan, a

wealthy man who
livesin Sunville. His
family has been
feuding for years with
the Twigg family over
which isthe wealthier
and more influential
family in the district.
Thereis constant
friction between the
two families. Their
hatred of one another
isoftenrevededin
their conversations
with the local doctor,
Dr. Peter Moss, who
isthe family
physician for both
families.

Conflict comesto a
head when Brian
Twigg (25) announces
that heis going to
marry Patty Stan (27).
The Twiggs believe
Brianistoo young to
marry and that he has
more education and
more training to
complete before
taking on the
responsihilities of
marriage. They
blame the Stan family
for encouraging Patty
to seduce their son,
Brian, just to get their
hands on the Twigg
wealth.

Shortly before the
wedding date, the
Stan mansion burnsto

Sub-Plot A

Major Characters:
Carlaand George

Brown, ayoung
couple who have
moved recently to
Sunville. They are
expecting twins.
Georgeisabuilder
and istrying to get
started in his own
business. Heis having
trouble finding work,
and things are very
hard for the young
couple. Mr. Stan has
told George severa
times that he will
have some work for
him “soon” but these
promises so far have
come to nothing.

Because of the
financia difficulties
she and George are
having, Carla
seriously considers
having an abortion.
Dr. Moss persuades
her against this, and
although her
pregnancy isdifficult,
she eventually begins
to look forward to her
children. George
does, too, although he
isincreasingly
concerned about how
he will support his
family.

Carla unexpectedly
goes into labor on the
night of the mansion
fire. George cannot
locate Dr. Moss so he

Sub-Plot B

Major Characters:
Hedda and Harry

Jones. They live
several hundred
kilometers from
Sunville. Heddais a
home-visit nurse, who
devotesalot of her
spare time to helping
young people
understand sexuality
and family planning.
Harry isadreamer
and schemer who has
no real profession, but
who has a strong
ambition to make a
lot of money in a
hurry. Heis adistant
relative of the Stan
family, so he decides
to borrow money
fromthemto start a
business. He and
Hedda cometo
Sunville to request a
loan.

Heddavisits Dr. Moss
to find out how she
can volunteer to help
young peoplein the
Sunvillearea. At his
reguest, she goes one
night to the local
hospital to visita
young pregnant girl
who is afraid she
might have
HIV/AIDS.

Harry, meantime,
goesto the local bar
and, after afew
drinks, starts boasting
to the strangers

Sub-Plot C

Major Characters. Mr
and Mrs Jadd who

work for the Stan
family, sheinthe
kitchen and hein the
garden. They are
uneducated and had
more children than
they could afford
before they learned
about family
planning. They have
four surviving
children. Several
othersdied in infancy
because the Jadds did
not know how to care
for them. Mr. and
Mrs. Jadd are working
hard to provide for
their surviving
children and are
encouraging them to
plan and provide for
their own futures.

The Stan family has
promised to pay for
the university
education for the
Jadds' eldest son,
Bob, who isahard-
working student. He
wants to become an
obstetrician. Because
of what his mother
suffered with so many
children, Bob wants
to work with the
community on
improving maternal
and child health
conditionsin the area.

Dr. Moss encourages
Bob’'s activities, even
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the ground. Several
people areinjured,

rushes Carlato the

around him about his
wealthy relatives and

taking him with him

Main Plot (contd)

including some fire
fighters and Patty
Stan, who is badly
burned.

Dr. Moss and his
nurse, Jane, are called
to anearby house to
assist with those who
have been injured in
thefire, or who are
suffering from smoke
inhalation.

During his
examination of Patty,
Dr. Moss discovers
that sheis pregnant
and is threatened with
amiscarriageas a
result of her injuries
inthefire.

Sub-Plot A (Contd)

hospital, afraid that
she might lose the
babies—and even her
own life.

Sub-Plot B (Contd)

their house full of rich
goods. One of the
strangersin the bar is
athief who decidesto
enhance hisown
wealth through avisit
to the Stan mansion.

It ishewho setsfire
tothehouseasheis
trying to robit.

When Harry returns
from the bar—quite
drunk—nhe banishes
Hedda from the
house, believing that
she must have
contracted the AIDS
viruswhile visiting
the hospital, and that
shewill infect him if
she so much as
breathes on him.

Heddaturnsto Dr.
Moss for advice on
how to assure Harry
that neither she nor he
isin any danger of
contracting AIDSasa
result of her visit to
the hospital.

Sub-Plot C (Contd)

when he goes to visit
patientsin their
homes. Because of
this habit, Bob has
come to know George
and Carlaquite well.
He overhears George
one day, suggesting to
Carlathat if he
doesn’t find work
soon, he will haveto
do something drastic
to create a need for
his services.

When the Stan home
burns down, the Jadds
are left wondering if
thiswill make a
difference to the
family’s promise of
assistance to Bob.
They wonder about
asking Dr. Moss
whether he can help if
the Stan offer falls
through.

Advantages of Multiple Plotsin an Enter-Educate Serial

The treatment of Too Late, Too Bad shows how the various plotsin a seria fit together
and demonstrates some of the advantages of the multiple-plot approach in dramas used to
promote social development. These include the following:

C The serial can appeal to a wider range of audience members. While the characters
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involved in one plot may appea only to some audience members, characters from another
plot, who have quite a different lifestyle, may attract others.

C Suspense can be maintained throughout all the episodes. The writer can move from one
plot—and its mix of conflict and crisis—to another, in the process keeping the audience
in a constant state of excitement and maintaining their emotional involvement.

C The story isenriched by the wider range of characters, and the action becomes more
complex as the sub-plots weave in and out. The ability to suspend one or more plots for a
time also helps to enrich the story and, at the same time, prevents a frequent problem of
enter-educate serias: the suggestion that everything in life follows a predictable course
and works out neatly in the end.

C A seria can be more emotionally power ful than a single-plot story, because multiple
plots allow for awider variety of people, interacting in very different ways, and
expressing both positive and negative emotions. Since emotional involvement is what
most attracts and holds listeners, multiple plots increase the chances of attracting and
holding awide audience.

C Message relevance can be shown through a variety of characters. It isclear that
“people cannot learn much ... unless they attend to, and accurately perceive, the relevant
aspects of modeled activities” (Bandura, 1986). If only one set of characters
communicates the social message of adrama, listeners may believe that the message
applies only to people in those circumstances. Sub-plots show, subtly and naturally, that
the message is relevant to a variety of people in differing situations.

C The message can be repeated easily and unobtrusively. It can be incorporated into
several different plots, presented in a number of different ways, and viewed from
different angles.

C Multiple plots provide a greater opportunity for message relief. The message can be set
aside briefly in one or more of the plots while other elements that enrich the story are
developed.

C The various Steps to Behavior Change (see Prologue) can be demonstrated naturally in

different plots. The charactersin one plot, for example, may be at an early stage in the
process, just becoming aware of the need for behavior change. Thosein a second plot
may be at the point of deciding to take action. Still other charactersin athird plot may
have adopted the new behavior aready and begun advocating it to other family and
community members.

The Structure of a Radio Serial Episode

Each program in a serial is called an episode, and episodes of all serias are structured in
asimilar way, whether they are created purely for entertainment or for education as well. The
typical structure of an episodeis:

1. Signature (or theme) tune. The first sound the audience hears when tuning in to aradio
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serid ismusic: the signature or theme tune. This alerts listeners that today’s episodeis
about to start and gives them afew seconds to prepare themselves for the listening

experience.

The signature tune serves
another important function in places
where theradio signa is not aways
clear. It giveslistenersalittletimein
which to tune the radio correctly so
that the actors' voices come through
clearly when the drama begins.

Standard opening. When the serid is
sponsored by a government ministry,
outside sponsor, or other
organization(s), it isuseful to air a
standard opening immediately after
the theme music.

For example:

ANNOUNCER:

The Ministry of Health in
association with Johns Hopkins
University Population
Communication Services
presents A Better Life, the story
of avillage community striving
to bring a better lifeto all its
members.

RADIO SERIAL EPISODE

STRUCTURE
1. Signature tune
2. Standard
opening
3. Recap of

previous episode
4. Three or four
separate scenes

5. Closing
comments

6. Signature tune

7. Closing
announcements

8. Repeat of

signature tune

The standard opening is usually read by the station announcer (also known as the
continuity announcer) at the start of each episode. Alternatively, it can be pre-recorded
and copied on to the beginning of each episode during recording.
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Brief recap of the previous episode. It iscommon practice at the start of each episode
to remind listeners what happened in the previous episode. This recapitulation should be
done as briefly as possible, so that the action of the new episode can begin right away.
For example:

1. MUSIC. SIGNATURE MUSIC :10. FADE UNDER ANNOUNCER

2. ANNOUNCER: The Family Planning Division of the Ministry of Health, in
association withe the Johns Hopkins University Population
Communication Services, presents A New Tomorrow.

3. MUSIC. SIGNATURE MUSIC. UP:05 FADE UNDER NARRATOR

4. NARRATOR: In our last episode, Tom stormed out of hishomein anger because
his mother-in-law had criticized him for spending so much money
on alcohol. Hiswife, Judy, isleft alone with three small children
and a furious mother.

5. MUSIC. SIG. MUSIC UP...:.05. CROSS FADE TO FX.

6. EX. CHILDREN CRYING IN BACKGROUND

7. MOTHER: (SHOUTING) And if you'd listened to me before you married
that idiot, thiswould never have happened...

8.JUDY: (PLEADING) Mother, please....the children...

9. MOTHER: (INTERRUPTING) Don't you “Please” me, young lady. You

should listen to me.

ETC.

The recap usually is not read by the station announcer, but rather by anarrator whose
voice opens and closes each episode of the serial. (More information on the use of a
narrator in serial drama can be found in Chapter 5.)

Threeor four scenes. To keep the seria active and exciting, the scene should change at
least three times in each 15- to 20-minute episode. Thisis easily done if various plots
have been mapped out in advance and outlined in afull treatment. The treatment is
written and approved before any script writing begins. (Information on developing plots
can be found in Chapter 4.)

Closing comments from narrator. Typically, the narrator makes a closing comment



about the story and invites the listeners to tune in next time. The narrator’s closing
comments should be kept brief so that the audience is |eft on the note of suspense with
which the episode concluded.

For example:
NARR: And so ends today’ s episode of Happily Ever After. Be sure to tunein
at the same time next Thursday to find out if Martawill ever see her
baby again.

Occasionaly, it is the narrator who provides this suspense as can be seen at the end of the
episode of Life in Hopeful Village presented in Chapter 12 (page 000).

Signature tune. After the narrator’ s final words, the signature tune is played to signal the
end of the episode.

Closing announcements. The station announcer ends the program with a brief standard
announcement similar to the one that opened the program. The announcer also may tell
listeners how to obtain support materials, encourage them to write the radio station, or
take other actions related to the program.

For example:

14. ANNOUNCER: You have been listening to another episode of A Better Life,
brought to you by the Ministry of Health in association with Johns
Hopkins University/ Population Communication Services. We
remind you that an information brochure about family planning
services can be obtained by writing to the program. Our addressis:
A Better Life, P.O. Box 679, Xtown.

Remember to listen next Wednesday at this same time—7:30
p.m.—for the next exciting episode of A Better Life.

15. MUSIC. SIG. MUSIC TO END

If the same information is given each time, the closing announcement can be pre-
recorded and added to the tape of each episode. If the dramais part of alonger program,
such as a magazine or a distance education program, the closing announcements may not
immediately follow the drama, but come at the end of the entire program.

Brief repeat of signaturetune. The whole program ends with another five to ten
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seconds of signature music. If the episode runs short, the music can be extended.

Some writers like to give each episode in the seria atitle as well as a program number. This
practice encourages the writer to give each episode a clear, strong focus.
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Chapter Summary

Dramais the doing or performance of a story that recounts a chain of events, aweb of
relationships, and a series of emotions that involve one or more people.

Dramatic conflict isavital feature of al drama because it captivates the audience.
Dramatic conflict refers to the unusual, often unexpected, turns that may occur in all
human activities and that create uncertainty, tension, suspense, or surprise.

There are three main forms of dramatic conflict: a person against fate, a person against
another person or group of people, and a person in conflict with herself or himself.

All dramas contain four components: characters, plot, setting, and theme.

Drama used for social development includes a fifth component, the message, which must
be blended into the story naturally, subtly, and gradually.

All dramas follow afive-part structure: introduction, development, climax, resolution,
and conclusion.

The three types of drama commonly used on radio and television are independent drameas,
series (including situation comedies), and serials.

The seria is unique because it presents a story in multiple episodes over a period of
weeks, months, or years, and because it contains severa plots developing side by side,
with each episode ending on a note of suspense.

The multi-plot structure of the serial has many advantages for pro-social drama: It appeals
to awider audience, maintains suspense, varies the emotional appeal, isrelevant to
various audiences, allows for message repetition, provides message relief, and presents
multiple Steps to Behavior Change.

Radio serial episodes all follow much the same standard format:

Opening signature or theme music,

Standard opening,

Recapitulation of previous story action,

Three to four scenes including at least two different plots,

Closing signature tune,

Closing comments from narrator,

Standard closing announcement, and

Brief repeat of signature tune.

Some writers give each episode atitle to ensure that it has a clear focus.
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CHAPTER FOUR
BLENDING STORY AND MESSAGE IN THE DRAMA PLOT

Learning Objectives

C To appreciate the ten aims of plot
development.

C To recognize the importance of blending the
message into the story naturally, subtly, and
gradually.

C To appreciate the value of avoiding clichéd
plots and to know how to ensure plot
originality.

C To understand and be able to apply the steps
needed to develop plots that can carry the
message appropriately.

C To recognize the importance of plot
consistency.

Exercise

After reading this chapter, review the plots you
devised for the exercise in Chapter 3, checking
them against the ten aims of plot development
listed in this chapter. Make adjustments as
necessary. Ensure that the story you are developing
is original and is suited to the audience for which
it is created.

Prepare an event list to ensure that all vital
parts of the message will be covered in the serial.
Determine which events will be covered by each
of the plots.

Draft a full treatment of the main plot in
accordance with the plot guidelines in this
chapter. Make sure the story incorporates the
message naturally, subtly and gradually.
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CHAPTER FOUR
BLENDING STORY AND MESSAGE IN THE DRAMA PLOT

Topicsin This Chapter
C The ten aims of plot development
C Combining message and story in an enter-educate plot
C Creating original plots
C Steps in plot devel opment

C Guidelines for plot devel opment

The Ten Aims of Plot Development

A successful enter-educate drama

depends on a strong plot that fulfills the
following ten aims:

1.
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Create an emotional experience.
Emotional involvement in adrama
allows listenersto live out their own
hopes and fears vicariously. Most
adults do not freely give vent to their
emotions, but keep them bottled up
inside. Charactersin dramas can
express strong emotions “on behalf of”
audience members, who then
experience an emotional release or
catharsis. It is this emotional
experience that makes drama so
powerful. The added advantage of serial
dramaisthat the charactersin its
multiple, ongoing plots can demonstrate
realistic waysfor listenersto achieve
personal—not just vicarious—relief
from their own problems.

TEN AIMS OF PLOT DEVELOPMENT

1. Create an emotional
experience.

2. Tell a people story.

3. Work within the
culture.

4. Convey ideas rather
than words.

5. Show rather than tell.

6. Use humor.

7. Motivate positive
change.

8. Create trust.

9. Encourage advocacy.

10. Be original.

The first seven aims come

from “Strategies for

Improving A Treatment” in

Script Writing for High Impact Videos by
John Morley, and they are

useful for all drama writers.

The final three are added

for enter-educate writers.




Tell apeople story. People are interested in other people. Dramatic details about the
tragedies and triumphs in the lives of other people, who are just like themselves, will
always attract listeners. It is people, not messages, who make drama. Serial dramas must
focus on the characters who demonstrate the message as they go about their daily lives.

In the episode of Lifein Hopeful Village presented in Chapter 12 (page 000), for example,
the audience pays attention to the serial’ s message on literacy, because they are gripped
by the story of what happens to Littlgjohn as aresult of hisinability to read and write.

Work within the culture. The drama should reflect the customs of the audience for
which it isintended. In some cultures, for example, young people customarily address
their elders with terms of respect rather than their names; elsewhere, names are used. In
some cultures, people always remove their shoes before entering a house or offer teato
visitors. Other cultures emphasize praying before undertaking any new venture. Nearly
all cultures have traditional holidays or days of celebration that are observed in special

ways.

Including colloquial expressions also enhances the drama’ s attraction for listeners.
The writer should become aware of religious expressions, proverbs, fables and other
colloquial expressions that are widely known and commonly used by the community.
(Further information on the use of language isincluded in Chapter 7.)

It isdifficult to transplant a socia development drama—in its origina
form—ifrom one culture to another. Even in cultures that seem similar on the surface,
there are subtle differences which must be acknowledged and reflected if a serial isto be
effective asamodel for behavioral change. Throughout a serial, the writer must
acknowledge the local culture and make use of its habits and idiosyncrasies. It ishere
that the audience profile and the writer’ s personal knowledge of the audience become so
important.

Convey ideas not words. The reason for using dramarather than alecture format isto
get away from didactic words. Because it isthe medium of the imagination, radio isan
ideal instrument for conveying ideas—as long as the writer conveys these ideas through
the lives and conversations of realistic characters, not through didactic speeches.

Show rather than tell. A major strength of the dramatic serial isits ability to
demonstrate what life is like when new attitudes and practices are adopted. Inlearning
situations, demonstration is always more effective than talk. The writer should create
characters who can act as role models for listeners by demonstrating a growing
understanding of the new ideas presented and by showing listeners how to adopt desired
behaviors. One strong role model is worth a thousand words of instruction.
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10.
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Use humor. Everybody enjoys atouch of humor in life. While a story need not be
uproariously funny all or even part of the time, it helps to have occasional amusing
scenes. Some writersfind it useful to create a comic who has a great sense of humor or is
frequently involved in funny situations. An important rule, however, is do not deliver a
serious message through the words of a comic character. Because listeners are
accustomed to laughing at comic characters, they are not likely to take the words of
comics seriously when they deliver a valuable educational message. Humor differs
markedly from culture to culture, so the writer must know and appreciate the types of
situations and characters that the intended audience finds amusing.

Be positive. While adrama may include difficult, even nasty, characters who are
opposed to new ways, the overall thrust of the story should be positive. Itisdifficult, if
not impossible, to educate people by telling them only what they should not do.
Sometimes, even mentioning the negative side of a situation reinforces—however
inadvertently—the very behavior that the story isaiming to replace. Telling listeners not
to believe arumor that vasectomy causes impotence, for example, may plant the notion
even more firmly in their minds. (The section on “Social Learning Theory” in the
Prologue discusses the greater effectiveness of positive, rather than negative, models.)

Createtrust. Creating trust in the listening audience is critical to bringing about social
change through radio drama. Listeners must have confidence in the story and in the
message. (The section on “Persuasion Theory” in the Prologue discusses the importance
of credible sources for influencing an audience.) To give the drama a sense of authority,
role model characters should resemble closely the type of people whom listeners respect
in their community. Trust is further enhanced by presenting accurate, appropriate, and
consistent information. This can be assured by constant use of the Writer’s Brief, which
contains the precise message information to be included in the drama as well as
definitions of key words and phrases.

Encour age advocacy. Even though aradio serial can reach many people in acommunity,
it aloneis not sufficient to “spread the word.” By involving the listeners emotionally,
however, the serial can motivate them to pass on what they hear to their families and
friends. The writer can encourage this by demonstrating through role modelsin the serial
how listeners who aready have adopted the desired behavior can help others understand
the new ways and change their behavior. (The section on “Diffusion Theory” in the
Prologue discusses the spread of information throughout a community by word of
mouth.)

Be original. The writer should try to avoid a stereotyped story that follows a predictable
pattern, even when dealing with a problem that results from a known and finite set of
causes, such as AIDS. Thetypical dramadealing with AIDS, for example, features a
young man who behaves irresponsibly in the belief that he could not possibly contract the
disease. Inevitably he succumbs to the disease, and all the “good” characters learn from
hisdemise. An alternative approach might be to focus on an AIDS victim who is not all



“bad.” Although he may have contracted AIDS from promiscuous, unprotected sex, he
might have improved afriend’ s life—not by warning him against AIDS, but, for example,
by bequeathing the friend a bicycle that allows him to earn aliving as amessenger. This
differentiates the story from others on the same topic and gives it a positive thrust despite

the tragic Situation.

The multi-plot nature of the seria gives the writer the opportunity to fulfill all ten aims of
plot development. While no single plot will achieve every aim, the combination of the main plot
and various sub-plots can encompass all ten aims comfortably and create afoundation for a

successful blending of plot and message.

Combining Message and Story in an Enter-Educate Plot

The success of aradio serial for
devel opment purposes depends more on
creating an exciting, emotional story than on
the repeated presentation of didactic messages.
At the same time, the message is of paramount
importance. Perhaps the biggest challenge
facing the writer is successfully blending the
message with the story. From the outset,
writers should have a perfectly clear
understanding of the vital points of message
information that are listed in the box. (They
are explained in detail in Chapter 2.) Writers
should keep these pointsin mind throughout all
stages of plot, scene, and development. They
should not force them into the story at the last
moment.

A well-constructed story is agood story
anywhere in the world. Even though particular
cultural references may not be understood
everywhere, awell-constructed story will be
enjoyed universaly.

There are no hard and fast rules about
how plot development should begin. Different
writers work in different ways. Before

VITAL POINTSOF MESSAGE
INFORMATION

Thewriter should have a clear understanding of :
1. Thechangestheoveral radio project hopesto
achieve in audience behavior and social norms
(measurable objectives).

2. The approach to be taken to assist the
audience to reach these goal's (purpose).

3. Thelifestyleof theaudience and their current
attitudes and practices with regard to the new
behavior.

4. The overall message of the radio serial.

5. The theme or emotional focus of the serial.

6. The scope and sequence of the message.

7. Glossary definitions to be used for specific
technical terms.

scripting commences, however, the writer must clearly define how the story will develop from
thefirst to the last episode. This must be stated in afull narrative treatment or synopsis that
shows how each plot will develop, how the plots will interrelate, and which parts of the message
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will be expressed through each plot. At the sametime, it isimportant that the story is fresh and
new and does not simply repeat a message that the audience has aready heard.

Creating Original Plots

Finding away to make a message new and compelling presents a specia challenge when
the topic has already been addressed on radio and in other media. The detailed message content
will influence the writer’ s choice of conflicts, but relying on message content alone tendsto
result in clichéd stories that may bore the audience and dissuade them from listening. Family
planning messages, for instance, typically suggest a story that contains the following situations:

C A wifeisintimidated by her husband, who abuses her because she has not given him a
son,

The old-fashioned in-laws support their son’s behavior,

The young heroine nearly dies because she has become pregnant at too young an age,
The family suffers economic hardship because they have too many children, and

A wise counselor and advocate, often a school teacher, works hard to persuade people to
listen to the health worker’ s advice on family planning.

OO OO

While all these events do occur commonly, the writer needs to find ways to make each
seria new and fresh—even when it communicates message and events that have been covered by
other writersin other times and places. The following guidelines can be useful in avoiding
clichéd stories:

Guidelinesfor Creating Original Stories

1. Basethe plot, characters, and conflict of the drama on therealities of the audience
members’ lives. Visit and find out what problems of real and lasting concern currently
exist in the listeners community. Use one of these problems as the main plot of the
serid, even if it is unrelated to the behavior the project is addressing. The message can be
brought in just as successfully through the sub-plots as in the main plot. Basing the main
plot on whatever problem is currently of greatest concern to the audience will attract and
hold the listeners’ attention.

Find out what types of stories and characters the audience enjoys. Observe which
types of people community members admire and which types they dislike. Discover what

type of humor appeals to them, which behaviors they find amusing, and which people
they like to copy. Basethe drama’s characters on these types.

Examine the audience’ s physical environment closely. Consider whether
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something in this environment could
giveriseto acrisisand dramatic
climax instead of relying on the
message to provide the conflict. The
story, for example, could revolve
around a young couple who are
expecting their first child. While the
pregnancy has gone well, thereisa
raging rainstorm on the day the
mother goesinto labor. The river
breaks its banks, making it unlikely
that the health worker will be able to
reach the young mother to attend the
birth. The event of the birth can be
used to teach important lessons about
pre- and post-natal care, but the crisis
and climax of the story do not rely on
the stereotypical event of something
going wrong with the birth itself.

Create characterswho have lives
outside the topic being addressed by
the seria. If the central uniting
character is afemale health worker,
for example, the story should not
show her only in the health clinic and
in conversation with her clients. She
also should have a private
life—perhaps with a husband and

GUIDELINES FOR CREATING
ORIGINAL STORIES

Base the drama on
the realities of the
audience members’
lives, including:

their current
problems,

stories and
characters they like,
and

their physical
environment.

Create realistic
characters who
have lives outside
the message.

Include unexpected
twists in the plots.

Be creative and
original in creating
plots.

children—and personal problems with which the audience can sympathize.

Create unusual or unexpected twistsin the plots. To make the drama more exciting,
first lead listeners in one direction and then change direction. In Too Late, Too Bad, for
example, initially it seemed that George might have been responsible for the firein the
Stan mansion. After al, he did complain to Carlathat if he could not find ajob, he would
have to do something drastic to create work for himself. The plot changed direction,
however, when it was discovered that Harry’ s boasting at the bar had been indirectly

responsible for thefire.

Be creative and original. Think about the stereotypical approach to the topic, and then
use imagination to think of some other, original—but appropriate—ways to deliver the
message. Test new and unusual ideas before using them in the serial by creating afew
pilot scripts and inviting members of the chosen audience to listen to them and comment.
It is not necessary to produce these test episodes on audio tape; they can be presented
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quite effectively in areading. (Some suggestions for pilot testing story ideas are given in
Chapter 10.)
Stepsin Plot Development

The mark of good writing is the ability to create a sense of familiarity and originality at
the same time. The most successful radio dramas for social development achieve this balance
while, at the same time, blending the message harmonioudly into the story. Writers might find it
easier to develop exciting and appropriate plotsif they follow the steps below.

1. Think up a story that islikely to appea to the chosen audience and that is exciting and
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enjoyableto write. Then find waysto
blend the various parts of the message
into it naturally. This approach works
better than trying to concoct a story
based on the message and forcing the
characters and actions into place.

For example:

The writer of the Indonesian
serial, Grains of Sand in the Sea (see
page 000 for the objectives of this
series), began with the idea of ayoung
man who was determined not to live
the same poverty-stricken life as his
parents. He runs away from his
village, leaving behind the girl he
hopes to marry, in order to seek his
fortune in the big city. Throughout the
serial, the young man experiences
many adventures; some are
frightening, some dangerous, some
amusing, and some rewarding. This
story idea appealed to the writer
because it provided opportunity for a
wide range of activities and emotions
and because adventure stories were
very popular with his audience.

Another advantage of this plot
was that it was easy for the writer to
develop sub-plots to accompany it,
including:

STEPS IN PLOT DEVELOPMENT

Start with an exciting,
locally appropriate
story.

Put together the event
list.

Draft the treatment of
the main plot,
including the
message to be
included and the
underlying theme.

Draft the treatment of
each sub-plot,
including the
message to be
included and the
underlying theme.

Check that the
message is spread
among the plots
naturally, subtly, and
gradually.

Determine the central
uniting character.

Combine all the
treatments into the
full serial treatment.




[ep]

The story of the father and girlfriend left behind in the village,

The story of an uncle who lives in amore prosperous village, and

The story of a midwife helping the community understand how to improve their
lives by planning their families.

Prepare an event list. Thisisalist of activities and events that will allow the various
aspects of the message to be covered naturally during the course of the serial. Some
writers prefer to begin plot development with an event list because it helps them
determine the direction of the story.

For example:

Grains of Sand in the Sea was designed to tell people how to go about achieving a

more prosperous life. The event list needed to cover the message information included:

@
(b)

(©)
(d)

(€)
(f)
(9)
(h)

(1)

The wedding of ayoung couple,

A family taking out a small government-sponsored loan in order to start their own
business,

The near failure of asmall business,

A young couple making the decision—contrary to traditional beliefs—to delay the
birth of their first child,

A family installing atile floor in their home as a sign of their new prosperity,

A miscarriage,

A couple seeking advice about side effects of a contraceptive method,

A family celebrating their ability to buy new clothes for the first time in many
years, and

A midwife in heated disagreement with the senior health worker in the village.

An examination of the event list indicates that one plot (over the course of 52 episodes)
could cover four events: (a), (b), (c), and (d). A second plot could involve two other
events, (e) and (h), while athird plot could involve events (f) and (g). The midwife, who
is the protagonist of event (1), could be the central uniting character who would appear in
and link all the plots and, at the same time, have a sub-plot of her own.

OO OO

[ep I @]

An event list helps the writer determine:

How much of the message will be covered by the main plot,

How many sub-plots will be needed,

What parts of the message will be covered by the main plot and by each sub-plot,
The major character(s) required in each plot and their dominant personality
characteristics,

The central dramatic conflict of each plot,

The predominant theme or emotion for each plot, and

The time that will elapse in the overall story between the first and the last
episodes.
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The order in which the events occur usually is determined by the scope and sequence
listed in the Writer’ s Brief.

Preparethedraft treatment of themain plot. Most writersfind it easiest to begin by
drafting the main plot, but ideas for the other plots inevitably come to mind at the same
time. If the writer begins drafting the treatment in a note book, then ideas about other
plots can be jotted down as they come to mind.

The main plot must contain a strong and compelling story built around an
attention-getting major character. Because the main plot is the most influential in
motivating listeners to keep tuning in to the serial, it iswiseto map it out in complete
detail before finishing any other plots.

While writing the treatment for each plot, the writer must keep in mind and
include all of the following story elements:

The action, dramatic conflict, climax, and resolution of the plot,

The time that elapses from beginning to end of the plot,

The emotional focus,

The aspect(s) of the message to be covered,

The setting,

The mgjor character and his or her predominant personality trait, and
Other characters and their relationships to the major character.

O OO OO

The characters may be developed in full at this stage, with the completion of a
profile, or this can be postponed until later, after the treatment is completed but before
script writing commences. (For details on how to develop characters and create profiles,
see Chapter 5.)

For example:

The following treatment summary outlines the story of the main plot of the Indonesian
serial described above. While the finished treatment was longer and more detailed, this
summary shows how the main plot encompasses and demonstrates a portion of the

message.



TREATMENT SUMMARY OF THE MAIN PLOT OF
GRAINS OF SAND IN THE SEA

A young man, Yusman (age 22), livesin avery poor village in rural Indonesia. Heisin love
with ayoung girl, Dewi (age 18), and they want to marry. Y usman, however, is aproud and ambitious
young man. He is determined that he and his wife are not going to spend their livesin the poverty
common to everyone in the village where he lives, including his family. Without telling
anyone—except Dewi—what he is doing, he runs away to seek hisfortune. Heis convinced that, if he
can get to the city, he will earn alot of money and be able to support hiswife in luxury and take care
of hisfather, who is awidower with eight children.

The main plot follows Y usman’s adventures for a period of six months. He has many
troubles, among them getting lost, being attacked by thieves, and being cheated by his employer after
getting ajob. He aso has good adventures when he is helped by kind people and when he
coincidentally meets his uncle, who lives in adistant part of the country in a more prosperous village.
In the early episodes, we see Yusman's life in the village, his relationship with his father and Dewi,
and his growing discontent with hisway of life. Then, suddenly, one day he is gone....nobody knows
where. Hisfamily is afraid he has been killed. Dewi, a practical, modern young woman, supports what
Y usman is doing and believes he will succeed.

The message that this plot gradually revedsis that there are modern, sensible ways in which
people can raise their standard of living to a more prosperous level. Y usman goes about it the wrong
way to begin with, but, through his adventures, the overall message of the series develops: there are
steps to take to reach a more prosperous life. The dramatic conflict centers on Y usman’s anxiety about
what he is doing. On the one hand, reality tells him that he is being stupid and should return to his
home. On the other hand, his personal pride and ambition persuade him to keep trying to find a better
life. Thereis, at the same time, atheme of hope throughout the serial as Y usman stresses his belief
that there must be a better way. His hope isjustified when he learns how to help the people of his
village to improve their lives.

Preparedraft treatmentsfor the sub-plots. After reviewing the main plot treatment,

the event list, and the content to be covered by the series, the writer rounds out the sub-

plots that will deliver the rest of the message. At this stage, it must be quite clear which
parts of the message will be covered by each sub-plot and, consequently, what character
types will be needed in each sub-plot.

For example:

The writer devised the following sub-plots for the Indonesian story. (Once again, these
are given in summary.)
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Sub-Plot (1): Sofiati’s Story

Sofiati is ayoung woman who has just completed training as a midwife. She comes
from a successful family in Semarang and has not had to work very hard during her life.
Although she is somewhat naive, she believes that people can improve their country and their
village or town if they work for it. Sheis excited about moving to the village, but soon after
her arrival she redlizes that she is not altogether welcome. The villagers believe they are
managing on their own quite well and do not want outside help. The village head is openly
antagonistic to her, and she becomes unhappy and frustrated.

Sofiati is supposed to work with Sri, the head of the public health center, but thereisa
strong personality conflict between them which neither can solve. Sofiati meets Dewi,
Yusman's girl friend, and likes her because she is different from everyone else in the village.
Dewi spends quite alot of time with Sofiati because she islonely. She becomes very helpful
to Sofiati both as a personal friend and in her work. At the urging of Sri, Dewi eventually
becomes a health volunteer.

It is Dewi who brings Sofiati and Sri together, first as colleagues and eventualy as
friends. The message demonstrated by this plot is that the midwife and the community can
work together to improve the lives of individual community members and of the community
asawhole.

Sub-Plot (2): Harjo and Wulan’'s Key to Prosperity

Harjo and Wulan are arelatively happy couple, but they are struggling to keep their
family happy. They are not always able to pay the school fees for their two children, and they
have few clothes. Harjo isafisherman, so his ability to make aliving depends a great deal on
the weather. He has avery old boat and cannot fish in bad weather. He spends a great deal of
time repairing the old boat, because there is not enough money to replaceit.

Their older child may be forced to drop out of school, so Harjo goes to the village
head to ask what can be done to avoid this. The village head has just returned from a meeting
about a government program called Kukasera that offers small loans. Thisintroduces the
main message of this plot which isinstructing listenersin how to apply for small government
loans and use them appropriately.




The village head gives Harjo information about the loans. Harjo goes to the bank
manager, Abdul, to apply for aloan for aboat that allow him to fish more regularly and pay all
the school fees. Harjo becomes a role model for his community as his self-owned business
succeeds.

One day, Y usman (Harjo's nephew) arrivesin the village after having been missing
from his own village for along time. He is very sick and has been trying for some time to find
his uncle and stays with him to recover. AsY usman recovers from hisillness, he watches and
learns from his uncle’ swork in the village.

Y usman watches his uncle' s transformation from a simple fisherman to aleader and
role model for hisvillage. The theme of this sub-plot is pride.

Sub-Plot (3): Dewi’s Dilemma

This plot follows the fortunes of Dewi, Yusman's girl friend, who had been forced to
drop out of school at the age of nineto help with the work on her parents' farm. Her father
would like her to marry so that he does not have the burden of supporting her as well as all
his other children. Dewi has no specia skills and has never been employed in a paying job.

When Y usman leaves the village mysteriously, Dewi’ s parents encourage her to find
someone else to marry and constantly try to arrange meetings for her with likely suitors. Dewi,
however, remains faithful in her belief that Y usman will return as a successful man and she
dodges al her father's efforts to marry her off. At the same time sheis seeking a better life
for herself, and she spends time with Sofiati and Sri discussing her dilemmas about her life
and Yusman’'s. She finds that she enjoys the work these women do and she becomes a health
volunteer and an important member of the health team.

When Y usman eventually returnsto the village, Dewi becomes a strong advaocate of
the new plans he presents to the community to encourage them to make their lives more
prosperous. The theme of this sub-plot is patience in the face of difficulty, and this plot
reiterates the messages that have been incorporated in all the other plots.

Decide on a central uniting character where necessary. In health and family planning
serids, for example, nurses, clinic workers, and doctors make useful central uniting
characters, because they can have an obvious professional relationship with aimost any
character in any plot. In addition to tieing the various plots together, this type of centra
uniting character helps demonstrate the message in avariety of circumstances. Such a
character isfar more believable if the drama shows her or him in afamily role aswell as
aprofessiona role. In other serials, such as the Indonesian example above, the central
uniting character might be an adventurer who links together the various plots by moving
among them. (More information on the creation of this and other charactersin the serial
can be found in Chapter 5.)
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Preparethefull treatment of the plots and message, combining the main plot and the
sub-plots. The writer must make sure that al the plots fit together well and that every
aspect of the message can be covered naturally, subtly, and gradually by the story. Many
writers of enter-educate serials prefer amain plot
that does not concentrate heavily on the message.

Instead, they create amain plot, like the one
above, that attracts and holds the audiencewitha | THE MESSAGE IN THE STORY
gripping conflict and a dramatic climax. While
the main plot may contain elements of the The main plot and sub-plots must
message, the sub-plots may be better ableto allow the message to be delivered:
convey the precise information required and to
demonstrate various aspects of the message. C Naturally,
For example: C Subtly, and

The treatment extract of Too Late, Too
Bad (page 000) shows that the following C Gradually.

messages were woven into the different plots

naturally, subtly, and gradualy:

C The importance of planning the family (main plot),
C The importance of having young people understand the redlities of AIDS,
including the risk of contracting the disease through uninformed pre-marital sex

(sub-plot B),
C Encouragement of proper care of mothers and infants (sub-plots A and C), and
C Encouragement of community members to take a more active role in providing for

the welfare of mothers and children and in providing adequate sex education for
young people to prepare them for adult life (sub-plot C).

The major conflict in that serial was not related directly to a health and family
planning message. Rather, it centered on the feud between two wealthy Sunville families.
This “outside-the-message” central conflict allowed the story to attract and hold the
attention of the audience, while the various aspects of the message were brought into the
story through the sub-plots as a normal part of everyday life in Sunville.

Treatment review. Beforeindividual scripts are written, the full treatment of the main
plot and the sub-plots should be reviewed and approved by the script review panel. The
panel meets with the writer to discuss concerns and make suggestions, and changes are
made accordingly. Only after the treatment is approved does the writer begin crafting
individual scripts.



Guidelinesfor Plot Development

serids:

1.

Writers should follow these general guidelines when developing plots for enter-educate

Focuson oneor two characters. While several characters may take part in each plot,

the story should concentrate on the personality, actions, and interactions of one or two

major characters.

Include aclearly identified
dramatic conflict in each plot that
differs from the dramatic conflicts
featured in the other plots. The
dramatic conflict should lead to a
crisisas aresult of the actions and
personality of the major character.
While asingle plot may include
several minor crises, there should be
one major crisisin each plot that
leads to a dramatic change (whether
positive or negative) in the life of the
major character.

Link each plot with the others.
Each of the plotsin a serial should
connect in some way with the others,
particularly with the main plot. As
inlife, soin aradio serial: the
resolution of a conflict in one plot
can create repercussions, either
negative or positive, in another plot.
The central uniting character also
hel ps strengthen the connection
between plots by playing an
important part in each one.

GUIDELINESFOR PLOT
DEVELOPMENT

Focus on one or two characters.

Include a clearly identified dramatic
conflict.

Link each plot with the others.

Have a clear and consistent time line.
Belogical.

Keep to one main setting.

Reflect a predominant emotion.

Maintain cultural and linguistic
integrity.

Have a clear and consistent timeline. The writer must establish afirm time line for the
serial as awhole, so that the behavior of al the charactersin al the plotsislogically

possible within the given period of time. If the main plot covers a 12-month period, for

example, it would be impossible for awoman in one of the sub-plots to give birth to three

children during the course of the serial, unless she had twins or triplets. Inexperienced

writers and writers who do not prepare afull treatment before scripting often lose track of
thetime line. Regular listeners, however, rarely do, and, once they detect inconsistencies
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in time, they will quickly lose trust and interest in the serial. The careful adherence to a
specified and limited period of timein a serial is sometimes referred to as unity of time.
A sample chart for keeping track of the story’ stime lineisincluded at the end of this
chapter.

Belogical. Evenimaginative and exaggerated fiction must be logical if listeners are to
take it serioudly. In adramaon reproductive health, for example, the writer should avoid
suggesting—however inadvertently—that every pregnancy is dangerous or fraught with
potential disaster. The listeners know that thisis not true. Unless some normal
pregnancies occur or are mentioned in the drama, listeners will suspect that the dramaiis
distorting redlity for the sake of the message, and they will no longer trust the program’s

message.

Frequently, family planning dramas present a husband and wife who are suffering
severe economic and emotional hardship as aresult of their large number of children.
(One serial featured a male who had sired 22 children with three wivesin 10 years!) A
common mistake is to show their economic and emotiona woes disappearing almost
overnight when they agree—after many years of hesitation—to adopt family planning.
Thisisillogical and virtually impossible. Moreover, it is misleading, because it suggests
that, no matter how many children a couple has, as soon as they agree to plan their
family, everything will work out all right.

Another frequent mistake in social dramas is suggesting that a character becomes
perfect in every respect once he or she adopts the recommended new behavior. Consider
a husband who is portrayed as a business failure, a spendthrift, and a drunkard, and who
has insisted that his wife continue to give birth until she presents him with ason. During
the course of the drama, he learns from the health worker that the male is responsible for
the sex of the children and agrees to accept his daughters and practice contraception. At
the same time, miraculoudly, his business becomes a success, he starts saving his money,
and he gives up alcohol. While this outcome is theoretically possible, it is neither logical
nor believable! Even fiction must be logical.

Keep to one setting. Each plot should have its own unique, established setting; thisis
referred to as unity of place. While characters can visit a new location whenever the plot
demands, it is easier for the audience to follow the story if most of the action in each plot
takes place in an established setting.

Reflect a predominant or characteristic emotion. In aserial of limited duration (that is,
52 episodes or fewer), each plot should evoke one predominant emotion rather than try to
cover arange of emotions. The major character of each plot, and his or her actions, must
evoke some degree of recognition and response from audience members, even if they
didlike the character. The aim isfor the audience to experience emotional involvement
with the developing crisisin the character’slife. The emotional response of the audience
can be negative or positive—anger or fear, pity or love—but a plot that fails to arouse a



particular emotional reaction in the audience will fail to hold their interest or influence
their behavior.

8. Maintain cultural and linguistic integrity. Each plot is different from all the rest.
While the characters in some plots may share similar backgrounds and life styles, the
charactersin other plots may live under quite different circumstances. The writer must
ensure that the characters in each plot remain true to their circumstances, speaking and
acting in accordance with their background and life style. Maintaining the cultural and
linguistic integrity of each plot heightens the reality of the story.

In aserial designed to convey the value and accessibility of higher education, for
example, one plot might be set in acity university. To make this plot believable, the
writer should ensure that the characters use language appropriate to urban university
students. The writer must also provide clear word pictures to enable arural audience to
experience the city university and its personnel in a believable way. (Some guidelines on
the creation and use of word pictures are included in Chapter 7.)

Once the various plots have been established and approved in treatment form, writing of
individual episodes can begin. Here again, the process is more complicated and needs closer
monitoring when the serial has a socia development purpose than when it is pure entertainment.
The writer should create, at least for the early episodes, an episode treatment to ensure that the
story is developing logically and that the message is being presented at the right speed and in the
correct sequence. The use and development of the episode treatment is discussed in the next
chapter.

Chapter Summary

C The writer should keep in mind the ten aims of plot development, which deal with the
importance of emotion, human stories, culture, conveying ideas rather than words,
demonstrating the message, humor, positive ideas, trust, advocacy, and originality.

C Good writers avoid clichéd works and create dramas that are both familiar and original at
the same time.

C Successfully combining story and message requires.

1. Knowing the information in the Writer’ s Brief,

2. Preparing an event list, and

3. Creating plots that allow the message to be introduced naturally, subtly,
and gradually.

C A writer can follow a sequence of stepsin plot development that will encourage the
successful blending of message and story.
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CHAPTER FIVE

DEVELOPMENT
Learning Objectives
C To know the number and types of characters
to select for an enter-educate serial.
C To be aware of the range of character types
from which a writer can choose.
C To appreciate the importance of compiling

detailed profiles of all major characters in
order to maintain believability and
consistency.

C To understand how to make characters
realistic and attractive to the listening
audience.

C To know appropriate uses for non-characters,

including the narrator and the host.

Exercise

After reading this chapter, work from the list of
potential characters for an enter-educate serial to
decide on the main characters for each of the plots
you developed for the exercise in Chapter 4. Then
prepare a detailed profile for each one.

Draft some dialogue involving two or more of
these characters, perhaps in reaction to one of the
incidents on the event list you compiled for the
exercise in the last chapter. This will help you
determine whether your characters are sufficiently
well delineated and are different enough from one
another to allow for dramatic interaction.
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CHAPTER FIVE

DEVELOPMENT
Topicsin This Chapter
C The importance of characters
C Guidelines for character creation
C Selecting characters:

* Heroes and heroines

* Villains and antagonists
C Creating characters and profiles
C Bringing charactersto life
C Non-characters:

* The use of anarrator

* The use of a host

The Importance of Characters

A story cannot exist without charactersto carry out the action of the plot. Each plotina
radio serial drama, including the main plot and the sub-plots, has its own action, dramatic
conflict, and climax, and its own set of characters. Choosing these charactersis achallenging
task in enter-educate drama, because they must be both entertaining and well-suited to the
demonstration and delivery of the message to the chosen audience.

The detailed creation of characters for a seria begins as the plots start to take shape and

depends on a thorough understanding of the Writer’s Brief. The following guidelines also can
help writers fully develop enter-educate characters.
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Guiddinesfor Character Creation

All characters created for an enter-educate serial should be:

1.

88

Realistic and believable. Nobody is perfect,

and no one possesses a perfectly balanced
personality. All radio drama characters must CHARACTER CREATION
exhibit dominant personality traits or
characteristics that help make them who they Charactersin aradio serial for social
are. There are many persondlity traits—both development should be:
good and bad—that charactersin a drama can
exhibit. Some common ones are: 1. Redligtic and believable,
innocence  laziness ambition 2. Appropriate to the message,
nervousness  shyness pride
€goism rudeness energy 3. Appropriate to the audience,
insecurity stubbornness honesty
curiosity dishonesty ~ honesty 4. Varied in personality,
dyness curiosity reliability
creativity stubbornness  thoughtfulness. 5. Limited in number, and

It is these personality traits, whether 6. Adults rather than children.

negative or positive, that trigger the actionin a
drama. The mgjor character’s dominant
personality trait should cause the dramatic conflict and crisisin the story and also shape
itsresolution. It isimportant, therefore, to determine the major character’s personality
traits a the outset and decide how they will affect the other characters.

Many stories fail because the writer creates a main character who is wholly good,
without any flaw or personality quirk. Thisisunrealistic, and such characters are
generally boring. They can become more interesting and realistic, however, if their good
personality traits inadvertently land them in trouble.

For example:

The leading character of adramais Amitra, a beautiful and intelligent young
woman. Sheis polite and modest, but her modesty is exaggerated to the point of extreme
shyness and self-effacement. She is a high school student and would like to have a
professional career that continues even after she marries. Amitra has had no education
about sexual matters, and her crippling shyness makes it impossible for her to discuss
such things with her family, her friends, or even the local health worker.

It is easy to see how Amitra’s exaggerated shyness could lead to problems, such
as conflict in her married life, and ultimately to a serious crisis. |f she does not overcome



her shyness and learn how to delay the birth of her first child, for example, she
undoubtedly will become pregnant soon after marriage. If she does not learn to speak
openly with her husband, she may have child after child without any idea of how to space
them correctly—at the cost of her professional plans. If Amitra can overcome her
shyness, however, the whole shape of her life may well be different.

As the audience comes to know, love, and respect Amitra, they become
increasingly eager for her to maintain her attractive traits of politeness and modesty but to
gain control over the extreme shyness which could ruin an otherwise promising life.

A serial must establish the dominant personality trait of the major character in
each plot early on, so that the audience can begin to anticipate what will happen as a
result. Listeners everywhere are excited when they think, “Uh oh, | can guesswhat’s
going to happen now.” They enjoy the feeling that they know what is going to
happen—even before the character does—because they can predict how the character will
respond to a certain situation. This feeling of knowledgeable anticipation is possible only
if the audience is given the opportunity to know and understand the characters so well
that they seem like part of their lives.

Realism also demands that major characters be given rolesin life that makes it
plausible for them to affect the lives of many people. For example, in the drama Too
Late, Too Bad (which was introduced in Chapter 3), the mgor character in the main plot
is Steven Stan, awealthy, powerful man who, because of his position in the town, can
and does influence the lives of many of Sunville' s residents.

Appropriate to the message of the serial, so that the characters can be involved naturally
and believably with the message content. For example, doctors and nurses are obvious
choices as characters when the message is health-related. Other characters also should be
considered, however, such as a builder who can encourage men to construct latrines to
protect their families' health.

Appropriateto theaudience. The audience should recognize the characters' culture,
life habits, and general standard of living. If the audienceislargely rural and poor, then
at least some of the drama’ s characters who eventually demonstrate the new behavior
must also fall in the same category.

Varied in personality. By varying the personalities of the charactersinvolved in the
seria’s many plots, the writer creates an opportunity for awide range of emotional
interactions among them. A variety of personality types—from pessimistic and grumpy
to lighthearted and outgoing—also increases the likelihood that listeners will find at least
one character who is similar to someone they know.

Limited in number. No more than three or four characters should appear regularly in
the main plot, and two or three in each of the sub-plots. While extra characters can
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appear occasionally, regularly appearing charactersin all the plotsin a serial should total
no more than 12 to 15. Thismakes it easier for the audience to remember who iswho. It
also facilitates the casting of actors and lowers production costs.

As few astwo or three characters can create excitement, emotion, and action.
Moreover, the writer can create the illusion that more people are present by referring to or
discussing characters who do not speak.

For example:

4. EX. GENERAL BACKGROUND NOISE OF PEOPLE AT A MEETING

5. BO: Looks like a great gathering here tonight. There's Grandpa M oss over
there. Oh, Hi, Mrs. Green. I’d like you to meet my wife.

6. MO: Hello Mrs. Green....It's nice to see you. Oh, look, even Pegis here
tonight. What a meeting thiswill be. Let me seeif | can find John and
ask him to get things going. Bo, you go and find Letty and tell her to get
the tea started.

This short extract includes seven people: the two speakers plus five other characters
whose presence is mentioned but who do not speak. The overall feeling of aroom full of
peopleis achieved without having to use alot of actors.

Adultsrather than children. Itiswiseto avoid child characters, because they are
difficult to cast and cannot always be relied upon to come when needed. While it may be
necessary to include some child charactersin a series on family life or family planning,
their appearance should be limited. For radio, it may be possible to find adult actors who
can make their voices sound like adolescent and pre-adolescent children. It is difficult,
however, to find actors—either children or adults—who can play the roles of children
under ten years of age convincingly. Frequent referencesto child characters, who are not
actually heard, can make them seem “real” to the audience and eliminate the need to hire
an actor to play the part.



For example:

In the following scene, the child, Amila, isreferred to severa times, giving the audience a
sense of her presence even though she never speaks.

14. KANIZ:

15. MOTHER:

16. KANIZ:

17. MOTHER:

18. KANIZ:

19. MOTHER:

20. KANIZ:

21.MOTHER:

22. KANIZ:

23. MOTHER:

24. KANIZ:

25. MOTHER:

26.

He' s got terrible diarrhea....| just can’t make it stop.

What are you giving him?

Nothing...every time | give him anything, he throws it up again.

Did you give him some salt and molasses mixture?

No...what's that?

It will prevent your baby from being dehydrated. I'll tell you how to mix it.
What do | need?

Clean boiled water....and salt...and molasses.

Molasses? | don’t have any molasses. Could your little Amilarun to the store and
get some for me?

Of course Amila can go. She knows the way, but I’'m afraid it won't do any
good....old Sam has been forgetful again... He has forgotten to get in any supplies of
mol asses.

Then what am | to do.... How can | help my baby?
| have plenty of molasses....my mother-in-law gave me severa jars two weeks ago.
Come on inside, Kaniz, and we' [l make the mixture together. Amilacan help. It is

time she learned how to do these things.

Let’'ssee. We need first a clean washed container... Amila, get that basin over there
and wash it for me.

27. EX. SOUNDS OF WATER BEING POURED... SCRUBBING OF BASIN.

WATER BEING EMPTIED.

Selecting Characters

The writer must choose characters who can fulfill al the requirements of the messagein a
natural manner. The event list created during plot development will dictate which characters are
necessary. The event list for Grains of Sand in The Sea (Chapter 4, page 000), for example,
requires these characters:
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A young couple about to be married,

A woman within the first few months of pregnancy,

A couple with two children who choose to use an 1UD to limit their family’s size,
A family that has been very poor but is now starting to move up in life,

A midwife,

A headstrong community member who does not listen to advice, and

A respected community member (or couple) to whom others turn for guidance.

O OO OO

Listeners find a serial more attractive when the characters who fulfill the essential roles
are distinctly different from one another. A wide range of characters also allows the message to
be presented and repeated in a more natural fashion. Because an effective serial motivates change
of many kinds, it is useful to include characters who can portray each of the various Steps to
Behavior Change—that is, knowledge, approval, intention, practice, and advocacy (see the
Prologue). Writers should consider the following options, including both heroes and villains.

Heroes and Heroines

These characters possess positive values and respond constructively to the seria’s
message. They must have some dominant personality trait, however, that makes each one unique
and that may cause problems for or bring benefits to other people.

1. The suffering hero or heroine. Thisisageneraly “good” person who becomes
involved in a conflict through no fault of hisor her own. The hero or heroine usually
suffers because of a positive personality trait that is exaggerated, such as being too
trusting, or because of a personality weakness, such as being careless about small details.
In the long run, however, heroes and heroines prevail against the evil forces aligned
against them because of their outstanding moral virtue.

Alternatively, the hero or heroine’ s role in the drama might be to make a positive
impact on the lives of other people (as would be the case, for example, for the older
couple described below). This type of heroic character also should be realistic rather than
perfect, with some personality trait that makes listeners feel they might know him or her
inred life.

2. Theolder couple. These are solid, reliable citizens who are respected and admired in
their community. They have atraditional outlook but are willing to consider new ideas.
Their approval of a new idea encourages many members of the community to change

their attitudes.

3. The young couple facing life together. These two young people work together and
support one another as they face life's challenges and try to make a good start to their
married lives.

4, The counselor, advisor, advocate, or sage. This may be aleader, who guides the
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community towards the new behavior, or an advisor, to whom other characters turn for
support when things go wrong. A religious leader, doctor, teacher, spouse, or a respected
community elder frequently fillsthisrole. It may aso be played by a person who has no

great authority in the community but whose integrity commands respect.

The central uniting character. A
central uniting character who
constantly supports the message can
be helpful in enter-educate drama. If
such a character isto be truly
effective in influencing the listening
audience to accept and practice new
behaviors, however, she or he must be
portrayed as areal person with
weaknesses as well as strengths.
Listeners will find a stereotyped
model of virtue both dull and
unrealistic.

The seeker. This character islooking
for a new and better way of life.
Frequently the seeker comes under
the influence of one of the villains
and may appear, for atime, to lose his
or her good intentions. Eventually,
however, strong personality traits
save the seeker, who triumphsin the
end. The seeker may be given comic
characteristics and may be used to
express doubts and misunderstandings
that listeners are reluctant to express.

The comic. Often not really ahero or

RANGE OF CHARACTERS
FOR ENTER-EDUCATE DRAMA

Heroes and Heroines:
1. Individual hero or
heroine

2. Older, reliable
couple

3. Young couple
facing life together

4. Counselor, sage,
advisor, advocate

5. Central uniting
character

6. Seeker

7. Comic

Villains or Antagonists:
1. Individual evil
villain

2. Doubter, skeptic
3. Young couple
without mutual support
4. Wayward
youngster

heroine, this character has personality traits, such as clumsiness, forgetfulness, or
brainlessness, that listeners find endearing even when they lead to foolish and amusing
behavior. The truly entertaining comic displays, in an exaggerated fashion, a weakness
that all human beings possess but would rather not acknowledge. The comic need not be
a separate character in the drama. Instead, comic characteristics can be incorporated into
the personality of another character, such as the seeker or the doubter. In some dramas,
the comic, although regarded as foolish, demonstrates the fundamental truths of life better
than other people. It may be the comic who eventually leads the other charactersto
appreciate the need for change in their behavior.
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Villains and Antagonists

These are the people who oppose, conflict with, or make life difficult for the heroes and
heroines. They are not always wicked by nature, but their personality traits bring harm to other
characters and impede the progress of the story.

1. The evil villain. This character opposes the magjor hero or heroine openly and
dramatically. He or she usually does have evil intentions, will probably remain evil
throughout the serial, and ultimately will come to a bad end.

2. The doubter or skeptic. Thischaracter isintelligent enough to understand the value of
the new ideas being promoted but is so egotistical that he or she believes that no one
else’sideas can be equal to hisor her own. Consequently, the doubter tries to point out
every little thing that might go wrong with adopting the new behavior and blocks its
adoption by others. This character, who frequently becomes the most popular in the story,
is especially valuable in an enter-educate serial because he or she expresses the doubts
and fears that may nag listeners. The eventual conversion of the doubter, who ultimately
supports and begins to practice the new behaviors, creates trust and belief in the listeners.

Because the doubter is not inherently evil and does not deliberately hurt other
people, listenersingtinctively are attracted to him or her and find themselves silently
cheering for hisor her success. Perhaps the truth is that most people are skeptical or
stubborn about some thingsin life, and this allows listeners to fedl alittle better about
their own weaknesses. The character of Littlgjohn in Lifein Hopeful Village (see Chapter
12) isaclassic example of the skeptic who attracts the sympathy of the audience.

3. The young couple starting out in life without mutual trust and respect. Thisyoung
man and woman blame everyone and everything for their troubles. They are particularly
antagonistic to a neighboring young couple who are working together on life' s problems.
They demonstrate to the audience what happens to those who refuse or are slow to adopt
the new behaviors.

4. The wayward youngster. The rashness of youth leads this character to challenge
traditional beliefs and to make mistakes, sometimes with serious negative results for other
people. This character gains wisdom slowly, if somewhat painfully. By the end of the
story, the wayward youth has become a hero or heroine.

While heroes and heroines may attract the sympathy of the listeners, the audience
probably will enjoy some of the villains more. A converted villain frequently makes a more
convincing role model than does a near-perfect heroine. Most people identify more easily with
the imperfections of avillain than with the flawlessness of a hero or heroine. Remembering this,
the writer should create one major character who is attractive in spite of somewhat negative
attitudes and behaviors.
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Creating Charactersand Profiles

Every story in the world revolves around a major character, who is sometimes referred to

asthe “protagonist” (from two Greek words, “ prCtos’ meaning “first” and “ agCnistés’ meaning
“actor”). Other characters will be involved, directly and indirectly, with this person and with the
action of the story, but it is the protagonist who experiences the main action, dramatic conflict,
and climax. The personality and behavior of the protagonist, therefore, is of paramount
importance to the development and success of the story. The protagonist of the main plot
—whether or not that person also serves as the central uniting character—is also critical to the
seriad’ s ability to attract and hold an audience.

To make the mgjor character, and the other characters, come alive for listeners, the writer

first must become familiar with every detail of their lives. One of the surest waysto gain this
familiarity is by drawing up a profile for each one. A profileis adetailed, written description of
the character. Some writers keep thisinformation on file cards; others use a notebook or
computer. Each profile should contain at least the following information about the character:

O OO OO OO

[ep]

OO OO OO

Position in the family, e.g., sister, in-law, or grandparent,

Job,

Life ambition,

Level of education,

Time lived in the present place, e.g., al his/her life or recent arrival,

Age,

Religious beliefs,

Attitude toward change and new ideas,

Appearance, including height, weight, color of eyes, hair color and style, and other
physical characteristics,

Interests or hobbies (even in poor communities, people develop special interests, e.g., in
music, painting, or growing flowers),

Pets and farm animals owned,

Favorite food(s),

Favorite color(s),

Habits, e.g., smoking, drinking, overdeeping, laughing alot, or leaving the keysin the
car,

Personality trait or weakness that distinguishes the character and conflicts with the
personalities of other characters,

Personal fear or dislike, e.g., hates insects, scared of deep water, or afraid of the dark,
Speech characterigtics, e.g., speaks quickly, drawls, stutters, or speaksin brief, broken
sentences, and

Commonly used remark or “catch phrase,” e.g., the catch phrase of the famous American
cartoon character, Bugs Bunny: “Er...what’s up, Doc?’ Having a character habitually
repeat some phrase is especially helpful in the creation of comic characters.
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While not every item in the profile may appear in the drama, it isimportant that the writer
round out the details as fully as possible on paper before drafting ascript. Thissimplelist of
characteristics evokes a sense of what a character would be likein real life. It also ensures that
each character is portrayed consistently throughout the serial. In addition, the
profiles—especially the dominant personality traits of the characters—may suggest directions for
the drama’ s plots and how the various characters might interact.

For example:
The following profiles, from the draft treatment of the proposed Indian serial,

Heart to Heart (which was never broadcast), show how characters become increasingly
real as details about them are provided.
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DR. AMIT
( Doctor in charge of theclinic;
central uniting character)

Age: 40 - 50

MBBS Degree (Bachelor of
Medicine/Bachelor of Surgery).

Has had some training in
communication and is agood
communicator.

Is an excellent teacher and enjoys
helping people learn.

Has done some traveling in his
own country and closely
observed how others doctorsin
charge of clinics perform their
duties.

Heisalittle plump; hereally
enjoys hisfood.

Going grey, but afull head of
hair.

Height: 59"
Moustache, also going grey.
Disciplined in hiswork, and very

clear in the way he presents
things.

KAMAL
(Older, male role-model;
advocate of new behavior)

Age: 37-38

Has alimp from polio contracted
as a child because his parents did
not have him vaccinated

Practical, wise, serious, very
caring; loves his two daughters
and hiswife

No regrets for not having a son.
Chose to have only two children
because he suffered from being
one of seven and he saw his
mother suffer from having so
many children. She actually had
more than seven, but several
babies died.

Owns agenera store, which his
wife runs most of the time, while
he works part-time in atyping
shop.

Eats sparingly and has a passion
for what he calls “healthy” foods.

Slightly bald and beginning to go
grey.

Slim to the point of being

RENU

(Kamal’swife, with same
interest in advocating new
behavior)

Age: 33.
Education: Grade 8 pass

Beautiful, although alittle
plump.

Happy and healthy.
Modest, neat, clean and tidy.

Shelikes all food, and
sometimes objects to her
husband’ s insistence on what he
calls “healthy” foods.

Outgoing, sociable, and willing
to talk to other women in the
community who would like to
know how to be like her.

Supportive of her husband and
her daughters.

Worksin the shop that she and
Kamal own. Sheworkslong
hours and is always willing to
talk to people who come to the
shop for goods or to drink tea.

L oves to watch street theater and

WARD BOY (Raju)
(The seeker)

Age: 20- 22

Education: failed 8th gradein
schoal.

Skinny and lanky; not very
strong physicaly.

Grew up in alarge family with
an irresponsible father and was
not properly cared for.

Ran away from home and was
involved in traffic accident
outside the clinic. He was taken
in for treatment and has
remained there ever since (3
years).

Devoted to doctor and his wife.

Wears a uniform to work, but off
duty likestowear T shirts and

crazy caps, especidly if they are
bright red.

Energetic off thejob.

Good at fixing things.

Ignorant about the “facts of life.”
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Dedicated to helping people
through his profession. His only
fear isletting down his clients or
not doing hisjob well.

Occasionally heis short-
tempered with staff members
who are unprofessional on the
job.

Heismarried. Hiswifeis
between 35 and 40 years of age.
She teaches music and dance at
the local schoal.

They have one adopted child.
They have suffered the
disappointment of infertility, but
adore their adopted daughter.

Always punctual and isirritated
by people who cannot be on time

Personality trait: heis forgetful
in his personal life (although
never forgetful on the job).

He will sometimes forget histie,
or wear shoes that don’t match or
forget where he put hiskeys.

Fillsthe role of teacher and
counselor in the drama.

skinny.

Has a strong dislike of dirt and
untidiness.

Has graduated from high schooal,
and would like to have more
education, but cannot afford the
time or the money for it.

Determined that his daughters
will both have a good education.

Determined to give hisfamily a
good life.

Personality trait: impatient to the
point of rudeness with people
who cannot see the sensein
regulating family size.

Together with Renu, fillstherole
of highly respected member of
the community and role model to
the audience.

tosing. She has afavorite song
which she often sings or hums
while sheisworking in the shop.

Personality trait: maintains some
traditional reticence. Although
she can talk to other people, she
cannot bring herself to talk
openly to her daughters about
sex and related matters.

Always questioning clinic
personnel or listening in as they
talk to their clients.

Likesto “spy” on the nurse and
the mal e health worker (the love
interest in the drama).

Naughty at times when his youth
and high spirits get to be too
much for him.

Personality trait: Lazy on the job
and has to be reminded of his
duties.

Frequently says, “I’m sorry...I'm
sorry,” even before he has been
accused of anything.

Owns asmall goat that he
rescued from drowningin a
drain.

98




In addition to detailed profiles, many writers like to draw up a character map that shows
clearly how individual characters within asingle plot or among many plots are related or
connected. This map resembles afamily tree, but it records more than kinship. It a'so shows
which characters are neighbors, friends, co-workers, and the like. In the following example,
which was drawn up for the Nepali distance education series.
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Soap Opera Character Map

Shersingh Thapa, 56 yrs old. 31 | > 31 | Bam Bahadur Basnet, 47
Heis Protagonist. HiswifeisMaya 1 enemy yrsold.
Devi. They have three children— Heisafeudal of Salghari
Saraswati (girl), Gopi and Bire (sons). | village. He is Antagonist to
He thinks Bam Bahadur is his enemy. brother Dambarsing Thapa, 49 yrsold. Shersingh. He says heisthe
He isyounger brother of Shersingh. Heis biggest bomb, the bravest
N wife educated. He is a school teacher with a bomb.
new outlook. He doesn’t discriminate
Maya Devi Thapa, 53 yrsold. between sons and daughers. He advises
Her brother Shyam works in afactory. everybody to change in accordance witht
he present time. He often gives advice to
Shersingh to get along with Bam Bahadur.
N son N daughter N son
Gopi, 36 yrsold. Saraswati, 33 yrsold. Bir Bahadur or (Bire), 31 3}——1 | Hark Bahadur Rant, 29 yrs
Heisthe eldest son of Sheis Shersingh and Maya yrsold. old.
Shersingh and Maya Devi. He | Devi’sdaughter. Sheis Heisyoungest son of Heisilliterate and afriend of
is uneducated. His outlook is married to aman in another Shersingh and Maya Devi. He Bire. Hiswifeis Putali. They
traditional. HiswifeisLaxmi, | village. She hasonly one is educated. Hiswifeis Beli. have children—Bhunti (girl)
and they have daughtersonly. | daughter. She has gotten Sheisaso educated. These and Gore (son).
health worker training but partners have good
N wife doesn’'t work as a health understanding and
worker. She has modern cooperation between them.
Laxmi, 36 yrsold. outlook. N wife
Sheis Gopi’swife. Sheis N wife
uneducated.
Beli, 27 yrsold. 31 | Putali, 27 yrsold.
SheisBire'swife. Sheis SheisHarke' swifeand
educated. She has modern uneducated. Sheisafriend of
outlook as Bire. Beli.
Bam Bahadur’sfollowers
N
N N
Health
Kainla Mijar Workers Kagkhutti
He is an uneducated villager. He belongs to Kami (blacksmith) f Sheis awoman who has been away from
family. He follows Bam Gahadur. HiswifeisKainli - Salgahari but returns and finds it changing and
3 f opposes the new change. She believesin
\ wife Bahadur
amP arma, 23 yrsold. Firfire, Arjun Pahadi, 38 yrsold.
1S hsvvv%lg3 aneahelsfr omT a”[éav %erdm& 33yrs Heis a health worker from aneighboring
ran%ng) and got marm P e‘#armﬁ? ramin e«lou%?y she village. He helps Saghari village peoplein the
[eacher and when her hushand passed away she became AT o M S
Ia’eglvm Q hagar %worksfor Salghari and it's meighboring villages. Gore Bishowkarma
He1svillage talor. He has one wite. He has modern thinking even }_‘~| Heisavillage balcksmith and a close friend
being uneducated. Gore, village blacksmith is his friend (mit). friends “mit” of Govinda Nagarchi. He has awife.

old.
Heisvillage clown.

Ramlochan Mahato

Heisfrom Terai village. Heisthe village |leader. He came to Salghari village long ago and started to teach there. Now heisliving in the village

permanently.

Naksule Pandit

Heisavillage Pandit (Brahmin, pundit). Hiswife Ramais childless. Later she bears a child after visiting a clinic in Kathmandu.

Dorje, 56 yrsold.
Heisavillage jhankri (Shamin, witch doctor).
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Keshab Khatiwoda. He isfrom anearby village of Simpani.
Ganga Ram Shrestha, 45 yrs old man, married and living in Salghari village.
Bhanu Maya Palikhe, 33 yrs old woman has four children lives outside the Salghari village.

Writers should strive to create characters that inspire listeners to say, “I know somebody
just like that,” or, “That reminds me of .....” In some cases, charactersin serias have become so
real to listeners that they have sent gifts to a favorite character who becameiill or was married or
celebrated a special event as part of the story. Having the audience recognize the characters as
personal friendsis a big step in ensuring the success of a serial.

Bringing Charactersto Life

Listeners discover the personalities of the charactersin radio serials in the same four
ways that they learn about people in everyday life. That is, they consider:

What a person does,

What a person says,

What others say about a person, and

How the person reacts to particular circumstances.

O OO OO

Radio is an ideal medium for revealing both what a person says and what others say about him or
her.

For example:

The following short dialogue between a farmer and a store keeper reveals
something of their natures without either making any direct comments about the
personality of the other.
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1. EX. SHOP DOOR OPENING AND CLOSING.

2. FARMER:

3. FRED:

4. FARMER:

5. FRED:

6. FARMER:

7. FRED:

8. FARMER:

9. FRED:

10. FARM:

11. FRED:

(OFF) ‘Morning, Fred

‘Morning.

(COMING IN) I haven't seen you in along time, Fred. (ON
MICROPHONE) Mind you, that doesn’t mean I’ ve been going to
any one else’s store.

True.

But now suddenly | seem to need all sorts of things. Mind you, that
doesn’'t mean I’ ve come into money or anything.

Right.

Let's see, | need some fencing wire....Er...was there something
else?... Mind you, | could