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Reflective Essay
Within this essay I will discuss the creative decisions I made when writing my script Truth, pitch document, and Radio Drama Carry On Copper, to show how I have used different techniques and examples to help me reach my aims. These aims are to create an authentic dialogue as Jabob Lothe argues that effective dialogue and narrative can convey encoded and complicated signs allowing audience to make their own assumptions that reveals information.[footnoteRef:1] Demonstrate how difference pieces of work that has aided in the aim of developing areas of difficulty in my character designs. Furthermore, I will explore the different creative inputs that was conductive to my aim of constructing a plausible and thrilling plot, as Edgar E. Willis argues that “[t]he plot is the basic pattern of events that constitutes the essential action”.[footnoteRef:2] [1:  Jakob Lothe, Narrative in Fiction and Film. (Oxford: Oxford University Press, 2000), p.12-28.]  [2:  Edgar E. Willis and Camille D’arienzo, Writing Scripts for Television, Radio and Film, 3rd edn. (Texas: Harcourt Brance Jovanovich Publishers: 1993), p.222.] 

	In my script Truth, I endeavoured to write an authentic dialogue for the main character and his best friend by including the use of dialect to create a sense of place and time. I was influenced by the script Shifty by Eran Creevy in which Creevy captures the local dialect of uneducated working-class Londoners. This contributed to the placement of slang words and incorrect grammar in my radio and film scripts to distinguish between different characters.[footnoteRef:3] Syd Field wrote that “[d]ialogue is related to your character’s need”, as dialogue should either move the story forward or reveal information.[footnoteRef:4] In my scripts I have also tried to use dialogue to present the dramatic need of the main characters through natural conversations with other characters, to make the dialogue flow easier and less forced while also subtly revealing information, such as Dafydd and Brandon’s conversation where he reveals his need to find his mother’s murderer. Syd Field also explored how dialogue can reveal conflict within and between characters which I tried to imitate with my main characters’ internal with the argument between Dafydd and Brandon.[footnoteRef:5] Using slashes, I added pace to suggest a heated exchange. [3:  Evan Creevy, Shifty (Between The Eyes, 2009) < Shifty (bbc.co.uk)> [accessed 9th October 2023].]  [4:  Syd Field, The Difinitive Guide to Screen Writing. (London: Ebury Press, 2003), p.50.]  [5:  Syd Field, The Difinitive Guide to Screen Writing. (London: Ebury Press, 2003), p.51.] 

	In the radio script Angry Bird by Tamsin Larby uses idiolect to reveal Eileen’s characterization as an elderly working-class citizen.[footnoteRef:6] In my radio drama Carry On Copper I used abbreviated words such as “ya” for the Detective and a grammatically correct “you” for the Doctor to show contrast between the different characters’ diction. Furthermore, I chose to make my radio script a comedy which I have tried to show with humorous dialogue through over exaggeration, influenced by famous comedians such as Laurel and Hardy in Saps at Sea. Mary Ann Rishel wrote that humour is playful incongruity because it does not fit our logical expectation, which I have tried to imitate with exaggerations because it helps clash more directly with normality.[footnoteRef:7] [6:  Tamsin Larby, Angry Bird (Near FM Broadcast, 2023) <Listening Sesssions – Radio Drama Festival> [accessed 11th October 2023]. ]  [7:  Mary Ann Rishel, Writing Humour. (Detroit: Wayne State University Press, 2002), p.43-61.] 

	During the construction of the radio drama, I was influenced by the script Rudy’s Rare Records which aided me in the struggle to develop proper placements for sound effects that aid in creating a mental image for the listener of the script.[footnoteRef:8] I was also influenced by the contrast of characters which Mary Ann Rishel argues can add to the humorous effect, just like the characters of Laurel and Hardy, as irony can create comedic tension between opposite and I have used this technique to overcome structural struggles with the interactions between characters.[footnoteRef:9] This led me to develop a character dynamic change between the Anderson and Aaron because while humour is within the realm of realism, it must still contradict expectations of how events and actions will unfold, as Vincent Mclnerney debated that “fact is stranger than fiction” in his work Writing for Radio.[footnoteRef:10] [8:  Danny Robins and Dan Tetsell, 'Take me Home, Country Roads', Rudy's Rare Records (BBC Radio 4, 2008) <fx and grams EP1 _2_.doc (bbc.co.uk)> [accessed 11th October 2023]. ]  [9:  Mary Ann Rishel, Writing Humour. (Detroit: Wayne State University Press, 2002), p.43-61.]  [10:  Vincent Mclnerney, Writing for Radio. (Manchester: Manchester University Press, 2001), p.98.] 

Elliot Grove argues that the internal and external components of a character help them “become complete human beings who are complex and interesting”.[footnoteRef:11] In the feedback I received on my pitch document, it was suggested that in order to make the character Dafydd more complex and sympathetic that I should increase his suffering. I tried to improve this by with examining a variety of different pitches, such as Chris Lang’s pitch for Innocent, in which he incorporates interior and exterior components of his main character’s life.[footnoteRef:12] By emulating this model I was able to improve empathy towards my character, by showing his internal response to his grandmother’s death versus his external behaviour where he makes reparations with his father. This also allowed me to create inner weaknesses within the main character to add more dimension and texture. [11:  Elliot Grove, raindance writers’ lab write and sell the hot screenplay. (Oxford: Elsevier, 2009), p.63.]  [12:  Chris Lang and Matt Arlidge, Innocent (TXTV, 2018) < Innocent-Pitch Chris Lang.pdf> [Accessed 26th September 2023]. ] 

	In Scott Mariani’s How to Write a Thriller, he says that you must “tell the story in such a way as to hit them hard and keep turning the pages”, which I have tried to achieve by incorporating basic elements of the thriller and crime drama in my Pitch.[footnoteRef:13] One way I have done this is by following the Three-Act-Structure and the basic plot of a quest, which allowed me to create three cruel obstacles that may cause my character to confront his worse fears, weaknesses and internal struggles, as Marini also wrote that a great deal of emotions can be created by showing how characters cope with their challenges, which also allows the audience to identify with them because “real human beings suffer pain”.[footnoteRef:14]  To improve my plot further, I also took Marini’s views on how to create a thrilling villain by making Lowri as someone we may sympathize with because of Dafydd’s past actions to her, while also being pleased to see her downfall because of her own action.[footnoteRef:15]  [13:  Scott Mariani, How to Write a Thriller, (Oxford: How To Books LTD, 2007), p.10.]  [14:  Scott Mariani, How to Write a Thriller, (Oxford: How To Books LTD, 2007), p.71.]  [15:  Scott Mariani, How to Write a Thriller, (Oxford: How To Books LTD, 2007), p.84.] 

Dale wrote that in crime fiction tension is set up from the onset by beginning as near to the action as possible, which I hope to have achieved in my script with the horrid death a a parent.[footnoteRef:16] Furthermore, since Dale also argued that crime fiction is based heavily in real life, I also made sure to put extensive research when writing my script so that certain factors in the plot that are plausible and did not create plot holes, such as research into the relationship between cancer and suicide to reduce key aspects of the plot appearing overly farfetched.[footnoteRef:17] [16:  John Dale, ‘Crime Fiction’, The Handbook of Creative Writing, 2nd edn. ed. By Steven Earnshaw (Edinburgh: Edinburgh University Press, 2007), p.127.]  [17:  Mary Jane Massic and others, ‘Depression and Suicide in Patients with Cancer’, Journal of Pain and Symptom Management, 9.5 (1994), 325-340 <https://doi.org/10.1016/0885-3924(94)90192-9> [accessed 25 September 2023].] 

In conclusion, through a combination of research and feedback that exposed certain weaknesses within my creative profile, such character complexity, I believe that I have been able to reach my aims of; authentic dialogue, developing difficulties in character designs and creating a thrilling plot, successfully. Allowing me to create plausible and enticing creative pieces which keep the audience, listeners, and readers eager and ready for more.
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