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Introduction 
Welcome to Creative Writing 2: Moving on with Scriptwriting.  

The course unit is designed to help you develop the skills introduced in 

Scriptwriting 1; creating characters, structuring and formatting a script, writing 

convincing dialogue and using special skills such as subtext and genre. 

Whereas the Level 1 course ‘Scriptwriting’ focused solely on screenwriting for 

film, this course is designed to give you the opportunity to explore the differing 

technical and creative requirements of radio, stage and television too. You will 

continue to develop your skills in writing, editing and redrafting. The course will 

also help you develop your reflective skills and your ability to rectify weaknesses 

in the light of tutor feedback. 

Building on your learning at Level 1 (HE4), this Level 2 (HE5) course encourages 

you to deepen your approach to how you develop and test your skills, knowledge 

and understanding. 

Course Breakdown 

The course unit is divided into five parts, each with a series of projects, research 

tasks, exercises, and assignments. 

Part One of the course introduces you to the wide variety of script forms you 

can write in: film screenplay, stage play, radio script and TV screenplay. You will 

explore the unique demands and technical requirements of each form. 

Part Two introduces you to the concept of genre, how it can be applied to your 

story creation and what the conventions of specific genre might be. 

In Part Three you move on to some specific writing craft techniques: namely 

how to write subtext. You will practice how to put it into your story construction, 

characters and dialogue. 

Part Four looks at the craft of adaptation: taking a source material such as a 

book and transforming it into a script for radio, stage or screen. At the end of this 

part of the course, you will produce a Creative Reading Commentary. 

Part Five focuses on the important element of writing for the reader and how to 

put emotion and impact into your script scenes. 

The final Part Six then examines writing longer pieces of script and how to make 

it viable to present to potential readers. 
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Course Aims 

The course unit was written by experienced academics and creative practitioners 

in collaboration with OCA and aims to: 

● Help you understand and use the literary conventions for the presentation 

of scriptwriting. 

● Allow you to explore the use and application of language through your 

written practice. 

● Give you opportunities to experiment, innovate, explore and extend your 

knowledge of scriptwriting practises. 

● Encourage you to critically reflect on the work of scriptwriter/s and reflect 

on your own practice. 

● Help you to use contextual research to develop your understanding of the 

craft of scriptwriting. 

Learning Outcomes 

The learning outcomes for the course unit are: 

● Demonstrate a comprehensive knowledge of the literary conventions as 

appropriate to your chosen media practice. 

● Demonstrate an understanding of the appropriate use of language in your 

written practice. 

● Demonstrate how experimentation has informed your scriptwriting 

practice. 

● Situate, reflect and critique the work of scriptwriter/s and reflect on your 

own learning. 

● Through your practice demonstrate your knowledge and understanding of 

the craft of scriptwriting in all its forms. 



4          Creative Writing 2: Moving on with Scriptwriting 

Course Resources 

Here’s a general list of what you may need for this specific course unit: 

● A personal computer you have reliable and regular access to, and is 

equipped with up to date software and has this operating system installed. 

● Google Drive, which is a free service provided by Google. It is an online file 

sharing system based on the cloud, so you can access it from anywhere. 

You will be expected to upload files from your computer and share them 

with your tutor, and submit documents for assessment using Google 

Drive. 

● Google mail hosts all OCA email addresses as a free service through Gmail. 

Personal email addresses should not be used for OCA studies. 

● You may also need writing tools, paper, notebooks.  

Some courses require the use of specialist software, so along with a computer, 

you will also need to download and install these applications. Where possible we 

have highlighted ‘freeware’ options, that are available free of charge, as well as 

industry standard software you may want to purchase. The recommended 

software for this course is detailed in Part One: Project 1. 

Think about any other materials, tools, or other resources you might need, as 

well as items from the above specialist subject-related equipment that would be 

useful.  

Your unit Reading List is available in the “Resources” section. 

Feedback and Assessment 

You will be supported through the course unit by receiving formative feedback 

from a tutor, to help you develop your work. At the end of your course unit, if 

you are working towards a qualification, you will be able to submit for 

summative (formal) assessment. 

For assessment you’ll need to submit a cross-section of the work you’ve done on 

this course unit, as outlined in your assessment guidelines.  

You can access both Assessment Guidelines and Assessment Criteria via the 

Assessment Guidance section available on OCA Learn. 

If you’ve any questions regarding assessment, please speak with your tutor. 
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Getting Started 

If you are new to OCA and to distance learning, the following sub-course will help 

you get started. It will introduce you to OCA study, what it means to be an OCA 

student, and provides guidance and signposting of essential and useful 

resources, contacts and details on joining in with the OCA Community. If you 

have already studied another unit or Foundation course with OCA, you may want 

to use this as a refresher, or to help guide you around OCA Learn.  

Getting Started: An Introduction to OCA Study 

Another important area for you as a student will be your degree department 

space (available under ‘My Courses’). Here you will find links to your course 

materials and additional resources which are designed to support your learning. 

You can connect with your fellow students, and can also use this area to access 

online group sessions, ask questions to the tutor team and send messages to 

your tutors and peers. 

Starting your course unit 

You should now be ready to start your course unit. Don’t worry if you are still 

getting to grips with using your blog, adjusting to this form of learning, or don’t 

have all the resources you need. There’s plenty of time to develop these as you 

progress. Remember that if you get stuck along the way there’s support available 

from OCA and encouragement from your fellow students.  

We understand that everyone learns in different ways, so a Microsoft Word 

version of the course content is available below to download. This can be either 

opened in Microsoft Word (there is guidance on how to download it in “Getting 

Started”) or can be uploaded to your Google Drive and opened as a G-doc simply 

by double clicking on it once it’s been added. From there it is also possible to 

print out a copy of the content. Please be aware though that there are 

limitations to using this print version of the course, and you will be directed 

back to many OCA Learn resources and supporting areas throughout.  

Although every effort has been made to thoroughly quality check all of our 

course content, sometimes things get overlooked. If you notice any errors in 

your course material please let us know using this Minor Issue Report.  

(Please note that this form is for content errors such as spelling, grammar and 

broken links. If you are having trouble understanding the material or require 

teaching guidance please email your tutor, programme tutor or programme 

leader). 

Enjoy the rest of your studies! 
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Moving on with Scriptwriting 

Part One: Writing Scripts In 
Different Forms 
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Introduction 
“The play’s the thing wherein I’ll catch the conscience of the king.” 

William Shakespeare, Hamlet (1599). 

Legend has it that a busy American ambassador to Rome one day asked the 

Pope whether it would be possible to get to know the city in a day’s sight-seeing. 

The Pope said: “In a day, you can see everything.”  The ambassador said, “If I 

dedicated a month to it, would I really get to know Rome?” The Pope said, “In a 

month, you might get to know a little of Rome.” The ambassador persisted and 

asked, “What if I gave up a whole year to get to know Rome?” The Pope threw up 

his hands in horror: “What can anyone possibly learn about Rome in only a year?” 

The more we learn about a complex subject, the more we realise there is to 

learn. And we can only start when we acknowledge that there is something to 

learn in the first place.  

Scriptwriting is a huge area of creative writing. Students who studied at Level 1 

will have completed the course Scriptwriting: An Introduction to Writing for Film. In 

that course, you will have learned the basics of writing screenplays (that is scripts 

for screen): coming up with a story idea, creating characters, writing scenes and 

sequences of action and dialogue, and you will have tried your hand at writing 

short and longer pieces of original screenplay. This course takes you beyond 

those starting points. 

In this first part of this course, we will look at why the script is important, 

alternative ways of writing script and introduce the media of radio, stage and 

television to the mix. 

Exercise 1: What do you already know? 

Think about your experience, if any, of scriptwriting.  

Note down what elements you enjoy, or are looking forward to, compared to 

writing prose or even poetry. Where do you think your strengths will lie – writing 

dialogue, perhaps, or writing with a view to being part of a team? What do you 

think you will find most challenging?  

Write your thoughts in your writing notebook. You should find it interesting 

to reflect back on these initial ideas towards the end of the course and see what 

has changed and how you’ve progressed.  
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Project 1: Drama and comedy in different 
forms 
“Without doubt, the screenplay is the ugliest, most ungainly document 

imaginable, yet it is nevertheless essential to strive for making it easily 

comprehensible. Because the range of those who have to read it covers a vast 

spectrum, from financiers and producers to directors, actors and technicians, the 

objective must be simplicity.” 

Ronald Harwood, scriptwriter and playwright (Oltermann, 2009). 

When Ronald Harwood says that ‘the objective must be simplicity’, he is not 

simply referring to the way you format your scripts, important as that is (and you 

will read more about this in the coming projects). He is explaining why, as the 

scriptwriter, you must allow for the input of a range of other professionals who 

will be involved in the process of bringing your script to an audience. 

To fully appreciate the importance of this, it is worth stepping back in time to 

understand why we write scripts at all. After all, could talented actors and 

directors not just make it up as they go? 

The earliest dramas and comedies (certainly as we know them with constructed 

narratives) started in ancient Greece. We know this thanks to historians and the 

ancient philosopher Aristotle who wrote a study called The Poetics more than 

2500 years ago. In his study, Aristotle carefully analysed the elements of 

dramatic storytelling such as story concept, structure, plot devices, character, 

action, theme and explained why well-constructed dramatic works affect an 

audience. Importantly, he theorised that none of these things happen by chance. 

Aristotle found that to fully engage an audience, the storyteller had to carefully 

craft their works to deliver certain things. 

As the centuries rolled on, narrative storytelling split into two forms: the written 

prose and the active theatre. The latter is what concerns us most in this course, 

and it gets to the fundamental truth of what it is we are writing when we become 

scriptwriters. Writing a script is about writing a story that will be delivered ‘live’ to 

an audience. That might be in a theatre in front of a packed auditorium, or it 

could be over the radio airwaves, or in the darkness of a cinema, or in the 

intimate environment of the living room in a family home where the television 

sits in the corner. 
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Regardless of the delivery mechanism, script story is transmitted directly to the 

audience – usually in a single event. Compare that to a novel where the reader is 

in control and can read at their own pace, a chapter a night, and even re-read 

passages to make sure they understand the story. 

A prose writer invents the story and sees the project through from start to finish, 

possibly with the help of an editor at the later stages. A scriptwriter, however, 

works as part of a collaborative team with actors and producers and other 

creatives. The script is only the start, not the finished product. 

Whether you are writing for film, stage, radio or television, you have to help all 

your collaborators to understand the crucial elements that will ensure that your 

vision of the story is what is finally delivered to the audience. In other words, you 

have to help them all ‘sing from the same song sheet’. 

And that is what the script is for – a set of instructions for actors and a 

production team to bring the story alive. Whether you are writing for the screen, 

stage or radio, the script serves the same function. 

Research Task: the role of the script 

Using the library and internet, see if you can find examples of writers, 

directors or producers talking about the importance of the script.  

Interviews in journals, reviews, behind the scenes videos on YouTube and things 

like DVD extras can be useful sources. Note what they say about how it helps 

them during the production, and what they expect from a good script.  

Reflect on this in your writing notebook. 

  



10          Creative Writing 2: Moving on with Scriptwriting 

Script as blueprint 
Hopefully, in your research you should have found writers and production 

professionals talking about how the script makes everything easier when it 

comes to actually performing the story. Actors will have a clear track of the 

dialogue words they need to say, the director will know everything that needs to 

happen and when, set designers will know what rooms and other settings look 

like, lighting people will know whether it is supposed to be daytime or night-time, 

and the sound department will know any special sounds that are needed such as 

gunfire or creaking doors. 

This is the key function of a script: to detail everything in as clear and concise a 

manner as possible. 

To this end, scripts in different media have a set format and layout so that 

everyone can quickly see the different parts of the storytelling. Producers receive 

hundreds of scripts every year so they need to have a quick filtering process in 

the reading room. Any scripts that are not formatted properly will be rejected 

without even a read – after all, if a writer has not even bothered to learn the 

required format, why should the busy producer give up their time to read it? 

If you decide to submit your stage, radio or screenplay to a producer, adhering to 

the guidelines shows that you are a professional writer who has made the effort 

to learn the rules. 

In this course, we expect students to submit work in the correct format. 

Exercise 2: Script examples 

See if you can source examples of all the different types of script we will study 

in this course: theatre play scripts, radio scripts, film screenplays and television 

scripts.  

We have listed some sources and websites in the Reference List (in the 

Resources section). Or try doing some Google searches.  

Take note of the scripts’ different ways of treating description and dialogue. 

Make notes in your writing notebook of how each medium differs. 
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What a theatre play script looks like 

Stage drama (and comedy) has its own particular set of guidelines. 

● Use a standard font such as Courier. 

● Full-length plays may be divided into up to five acts. Each act may include 

a number of scenes which you should number. 

● Each scene should have a clear scene heading which says where (and 

when, if appropriate) the scene takes place. 

● Scene directions, action and description should go in italics across the 

width of the page. 

● Character names should always appear in capitals. 

● Always write in the present tense. Beware of slipping into novelistic prose 

e.g. ‘He thought he remembered Claudia’. Show what a character is 

thinking or feeling through action and dialogue. 

● Any small gestures or character actions can be included as part of the 

dialogue by placing them in parenthesis e.g. (He grimaces). Use these 

sparingly. It is tempting to litter your play script with these but your 

dialogue should do most of the work. 

● Keep your description of characters to a minimum; otherwise you restrict 

the director’s choice of actors for the role. 

Follow the layout on the following example for any scripts you write for the 

theatre. 

Script PDF 1.1: Theatre Script Layout.  
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Exercise 3: Theatre scripts 

Using any play you have bought, found online or borrowed from the library, read 

specifically for the playwright’s use of directions and make notes in your 

writer’s notebook. 

● Are directions used sparingly? 

● How many appear on each page? 

● Is there an instance where they have been overused? 

● When does the playwright use directions in parentheses and when does 

he or she use a separate paragraph? 

● Are the directions clearly written? 

● Do the directions enhance your understanding of character or action? 

● Can you visualise how the actor will interpret them and how they will look 

on stage? 
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What a radio play script looks like 

Obviously there are some major differences between stage and radio: on radio 

there is only sound to play with. This has to be reflected in the way the script is 

written and presented. 

Layout-wise, it looks quite similar to a stage play but with some differences. 

● Use a standard font such as Courier 

● When writing dialogue, character names appear in capitals with a colon 

● Sound and music directions should be in capitals and underlined 

● Short (i.e. one or two word) directions in dialogue should be in capitals and 

in parentheses 

● You can place a direction such as (PHONE) to indicate a character is on the 

other end of a telephone, or on an answerphone such as (MESSAGE) or 

(LOUDSPEAKER). This will indicate to the producer (and sound engineer) 

that you need them to use a sound effect here. 

●  The addition of (V.O.) means voiceover. It is often used in radio as a device 

to allow a character to narrate part of the story. 

● You can also add one word directions with dialogue such as (LOW) or 

(CLOSE) to indicate that a character is close to or far away from the 

microphone. 

● Generally don’t specify music tracks unless it is absolutely key to the 

narrative (such as a married couple’s favourite song that tracks their story 

through the play). As a rule, though, leave music decisions to the producer. 

Over the page you will see an example radio script to illustrate how this should 

all look. 
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Research Task: Radio Scripts 

Go online to research the BBC Writersroom Script Library.  

There is a wide range of titles to choose from. Read through a couple of scripts 

and make a note in your writer’s notebook of how they are laid out in terms 

of characters, scenes, sound effects and dialogue. You may notice some 

variations between different writers. When you’re writing your own radio play, 

stick to the guidelines suggested in the following script. 

Script PDF 1.2: Radio Script Layout. 
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What a screenplay looks like 

“Play by the format rules…Their purpose is clarity and communication, to make 

your script an easy read for the reader.” 

Raymond G. Frensham (Frensham, 2010). 

Screenplay means writing script for the screen - either film or television. Both use 

the same basic layout and format. 

If you completed the Level 1 course Scriptwriting, you will hopefully already know 

what a screenplay should look like. But here is a reminder. 

● Use the standard font Courier 

● Your script should be broken into scenes, each of which will be signalled 

by a scene heading 

● Scene headings should indicate location and time - whenever you change 

either of those two elements, it should be a new scene 

● Action and description goes full width across the page 

● Dialogue is indented from left and right to sit in a column near the middle 

of the page (but not centred) 

● Always write present tense and be as active and vibrant in your 

description as possible 

● Only describe anything that could be seen or heard by a viewer (so no 

backstory details about characters or internal thoughts 

● Like with stage play writing, beware of slipping into novelistic prose e.g. 

‘He thought he remembered Claudia’. Show what a character is thinking or 

feeling through action and dialogue. 
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Exercise 4: How TV scripts work 

Go online to the BBC Writersroom Script Library and download a script for a 

programme you’ve viewed recently. Read the instructions and note how what 

you saw or heard on screen was written on the page. 

In the following script is an example of how your screenplay should look. Use it 

as the template for any screenplays you write. 

Script PDF 1.3: TV Script Layout. 
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Software 

All this formatting might seem like a lot to remember, but the more scripts you 

write, the easier it will become, and you will get used to the requirements. 

Now the good news: there are a number of software options available which will 

take care of the formatting for you, freeing you up to concentrate on writing a 

creative story. Many of these software options are free or cost very little. Some 

makers of software even offer educational discounts on packages that cost 

money – as a student with OCA, you should be able to take advantage of a 

student discount (usually you simply need to prove your student status with an 

email address or form of ID such as an NUS membership card). 

Here are our recommended best software options for script formatting: 

Fade In: this is the software we highly recommend. It works on all computer and 

mobile platforms (Windows, Apple, Linux, Android and iPad/iPhone). It has full 

templates for all the different script forms you will work with in this course, but it 

is very easy to use. You can save your work both to your computer and to a cloud 

space (such as GDrive or Dropbox), which not only gives you back-up but means 

you can take your work anywhere and always access the latest version. You can 

download a free trial version which will let you do everything you need in the 

course. You can also buy an upgrade to the full Pro version - with a one-time 

student discount it only costs about £40 ($50) for a lifetime licence and future 

upgrades. 

Celtx: works across platforms (Windows, Apple and Linux) but has some quirks 

of use that need getting used to, making it not the easiest software. You need to 

be connected to the internet to use this software. It has a free version and an 

unlocked version for approximately £12 per month. 

Final Draft: This is the really expensive software that many industry 

professionals use. It is comprehensive but it is costly: even with a student 

discount, it costs £80 but each version or update (roughly a new update every 

year) requires you to pay for the new version. 

Google Docs or Microsoft Word: Of course, if you do not want to add a new 

piece of software to your computer, you can use a standard word-processor such 

as Google Docs (part of your OCA student Google account) or Microsoft Word. 

But be aware that you will need to set margins, tabs and paragraph styles 

yourself. 
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Tip: about templates 

If you go down the route of the recommended Fade In software suggested on 

the previous page, we have provided a set of comprehensive templates that you 

can add to the software that will ensure you write scripts in the correct format. 

You can access these in the Resources section. 

Exercise 5: Explore software 

Investigate the various script-formatting options listed on the previous page 

and see which one works best for you. Much will depend on which computer and 

operating system you have, and possibly how computer literate you are. They 

are all similar and the learning curve is relatively small. 

Once you know where the settings are to make dialogue look like dialogue, and 

scene headings look like scene headings, and so on, they are very easy to use. 

You will quickly find that it takes the worry out of the process and enables you to 

write fascinating scripts! 
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Storytelling 
Whichever medium you choose for your script – be it stage, radio or screen – 

there are several common elements that you must take into consideration in 

your writing. Many of these shared elements are also common to other forms of 

fiction and to non-fiction writing. 

Research Task: compare and contrast 

In your earlier research, you found examples of stage, radio and screenplay. 

Now choose one of each. For each script, study it and make a list: 

● What is the basic story? 

● Who is the central character? What do they want? 

● How does the script handle major events in the story (think: those 

moments when there is a twist or a major development)? 

● What is the balance between action (events) and dialogue (speaking)? 

Reflect on how the storytelling in each medium differs; are there any 

commonalities; how are elements such as character interactions, story events 

and dialogue handled differently in each medium?  

Make a note of your reflections in your writer’s notebook. 
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No conflict, no drama 

Ever since Aristotle, we recognise conflict as the lifeblood of any good story. Even 

comedies, which set out to be funny or absurd, still need the fundamental 

element of problem and difficulty – after all, if your central character wants to 

win a sports trophy and they immediately get it, where is the interest in the 

story? Indeed, why bother telling that story at all if there is no difficulty? 

“I think what makes people fascinating is conflict, it’s drama, it’s the human 

condition. Nobody wants to watch perfection...We all want to watch the train 

wreck.” 

Nicolas Cage, actor, interviewed in The Guardian about the film Ghost Rider (16.02.07). 

If you look at Nicolas Cage’s quote, you will notice that he talks about two things: 

difficult struggles and characters. These two elements of drama go hand in hand. 

The conflict in a narrative often arises because of the very characters and their 

values or personality traits. This conflict is essential in order to maintain interest. 

New writers of any kind of fiction are often advised to answer two questions 

when they are at the earliest stage in creating their character: 

● What does your character want? 

● Who, or what, is stopping them from getting it? 

By answering these questions, you’ll create the conflict that will lie at the heart of 

your story. Your conflict may be an external obstacle or an inner demon: your 

character may want to expose corruption (external conflict) or conquer his or her 

alcoholism (internal conflict). 

As you can see, conflict and character are inextricably bound together. This 

creates the potential for things to go wrong in your script which may ‘kill’ the 

conflict – if characters are in too much agreement, for example, or one character 

simply gives way. Similarly, if the characters give everything away and there are 

no secrets or surprises to be revealed, the piece will lack dramatic conflict, even if 

the characters are arguing all of the time. 
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Research Task: character and conflict 

Consider the lead character in a radio, television or stage drama you have 

recently heard or seen. Write down as much as you know about the 

protagonist – their occupation, physical description, likes and dislikes. 

Now answer these key questions: 

● What do they want? 

● Who or what is stopping them from getting it? 

● What will happen if they fail to achieve their goal? 

Write down your findings. You may be able to use this as a template when 

you’re asking the same questions about your own characters. 

Exercise 6: Character in a Story 

Create a character you would like to place at the heart of a drama (choose 

stage play, radio play or screenplay). List some aspects of this character – it 

may be their physical appearance, their likes and dislikes, their age, occupation 

and background. Now answer these key questions about this character: 

● What does your character want? 

● What or who is stopping them from getting it? 

● What is their worst nightmare and what would be their idea of happiness? 

Consider now how any of these elements would change if you switch medium 

(e.g. from screen to radio, radio to stage, etc). Keep the details of your character 

to hand as you may want to come back to it. 
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Structure 

“The three-act structure is popular because it reflects the fundamental nature of 

storytelling: stories have a beginning, a middle and an end.” 

Linda James (2009). 

Like all stories, a script should have a beginning, middle and end. Again, this may 

sound rather obvious, but you need to give careful consideration to each and 

every part of the script to ensure that it fulfils its particular function. Within each 

section, the script may be very simple or very complex. 

Exercise 7: Analysing Structure 

Choose a radio, stage or television drama that interests you. Watch or listen 

to it and write down how its plot progresses. Note down the important points of 

the drama’s structure, or trace the chronology used in the script of your choice. 

Write down your findings. Is the structure you’ve noted an engaging one that 

tells the story in a compelling way? 

Based on your findings, now plan a possible structure for your own original 

drama, based on the character you created in Exercise 6. 
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Stage, screen or radio? 
“The stage is a magical place. Live actors and a live audience make for an 

immediacy no other art of the written word can duplicate.” 

Jonathan Dorf, Playwright (Dorf, n.d.) 

“With radio you really do have a theatre as large as the universe in that sense. 

You’re using the muscle of the listener’s imagination – they’re doing the work 

with you – and I think that’s absolutely terrific.” 

Mike Walker, Dramatist (Walker, n.d.) 

“Television drama demands more of its writers than most other 

mediums...Television dramatists must do more than captivate an audience: they 

must captivate a mass audience.” 

William Smethurst, Script editor and drama producer (Smethhurst, 2000) 

The three quotes above give a very brief sense of the pleasures and pitfalls of the 

different media of stage, television and radio. Each brings with it its own issues 

and these are not always as obvious as you might expect. 

Now you have explored a little more about each medium, how the script should 

look and some fundamentals about storytelling, you can start to think about 

where your interest may lie - though we will encourage you to try out each until 

you can settle on the one(s) that interest you most. 

Stage 

One of the first considerations when writing for the stage is the restriction 

imposed by the theatre or performance space itself. Whether you’re working 

with a proscenium or thrust stage, black box, theatre in the round or in a 

promenade, the space will offer both opportunities and restrictions. You’ll also 

need to consider the kinds of directions you must give, for example directions for 

beginnings and endings of scenes and how to indicate time passing between 

scenes, if that forms part of your drama. There is more on stage writing in 

Project 2. 

How long is your play? Will you divide up your drama into acts and scenes? Will 

there be an interval? If a play is divided into scenes, do you still need to follow 

the three-act structure for your narrative? The answer is yes, because the 

structure is intended to create the arc of the story, as discussed earlier, no 

matter how many or how few scenes there are. 
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Of course, you’ll need to think about those elements common to all scriptwriting, 

such as character and conflict, but you’ll also need to consider how the actors will 

bring your script to life. Give each of the main characters a reason to be attracted 

to the part; actors call this a ‘moment’ and it is the point in the drama where they 

are centre stage and can demonstrate their craft to good effect. And remember 

that because we are watching actors on a stage, they are able to show their 

emotions rather than tell them. As in prose writing, the ‘show, don’t tell’ 

technique is always effective. So, let the actors use props and body language as 

well as dialogue. Have the actor throw something across the stage rather than 

say ‘I’m furious’, for example. Project 2 considers writing for stage in more detail. 

Radio 

When writing for radio, you need to make a special connection with the listener’s 

imagination. It may sound obvious, but a drama for radio can only be played out 

using those things the listener can hear. Whereas images and visible action on 

television or stage show the audience what’s going on, the radio scriptwriter 

must create those pictures in the listener’s mind and you’ll need to use words, 

sounds and perhaps music to their best effect in order to achieve this. 

Radio has some very specific advantages as a medium for drama. An obvious 

one is that you can transport the audience to anywhere you wish – a Hawaiian 

beach, a mountain summit or another galaxy – without creating any problems 

for the set designer or the person in charge of the budget. 

Radio is also a good medium for dramatising the interior thought; it is easier in 

radio to show what a character is thinking, as well as what they are saying. Actor 

and director Orson Welles described radio as ‘the theater of the mind’. But the 

average time a radio listener gives to a drama before deciding to turn off is 

believed to be around two minutes – so you must be able to hook an audience 

very early in the broadcast. 

Consider writing for radio if you want to make creative use of sound effects and 

music (avoiding the temptation to be too obvious with either); if you are 

confident that your opening is strong enough to ensure the listener stays with 

the broadcast; if your use of language is creative, perhaps even poetic in quality, 

as in Lee Hall’s Spoonface Steinberg (1997). Always ask yourself if your script 

makes the most of the possibilities of radio. You’ll learn more about this in 

Project 3. 
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Television 

The lure of writing for television is undeniable, because of the prospect of 

reaching so many millions of viewers, but it’s one of the most difficult media in 

which to be accepted as a new writer of original drama. The production costs are 

high and the new scriptwriter must demonstrate an ability to make the best use 

of the medium and to exploit the visual potential of the small screen. 

Once you’ve determined that your drama is a good fit for television, you’ll need 

to consider length. Will it be 30 minutes, 60 or 90? New writers are usually 

encouraged to write what is known as a ‘spec’ or ‘calling card’ script – in other 

words, the script that you send in to demonstrate your writing abilities. Rather 

than try to write an episode of EastEnders (which is tightly commissioned and 

uses experienced writers who can deliver on incredibly tight deadlines), you 

would be better to try to write something that is unique and original. 

It makes sense to write a contemporary drama, rather than one that would 

involve costly period settings and costumes, not to mention the problems of 

period dialogue (but that is not to say that you cannot if this is an area you are 

interested in). 

You’ll also need to research broadcasters’ needs and schedules. What sits 

comfortably on BBC One at 7.30pm is very different from what you will find at 

10.00pm on Channel 4. 

Do not be fooled into thinking that television today is still ‘kitchen sink’ drama 

where nothing visual really happens and all the drama is played out in front 

rooms or kitchens, with characters talking endlessly to each other. The divide 

between small screen television and big screen cinema is narrow nowadays. 

Project 4 will explore how to write for television. 
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Research Task: Which Medium is for you? 

What medium appeals to you most as: 

A. a member of an audience 

and 

B. a scriptwriter?  

Perhaps you prefer listening to drama on radio rather than watching it on 

television because of the way it allows you to exercise your imagination? Or 

perhaps you’d prefer to see the reactions of a live theatre audience than have 

your work broadcast? 

Write down your reasons in each case. 

Exercise 8: Writing in Different Mediums 

During the previous research tasks and exercises, you began playing with story 

ideas and characters. Now is your chance to experiment. Try writing a scene or 

couple of scenes using the character you created in a dramatic situation. 

● Try it first as a stage script. 

● Then try writing it as a radio script. 

● Finally, try it for television. 

In each case, try to remember the need to have characters and conflict. 

This should also give you a chance to master the various script formats. 

Research Task: Reflection 

Reflect on your experience of writing these scripts. What changes did you 

make from one script medium to the next? Did the story stay the same but the 

elements of the storytelling change (such as use of action, sound effects, visuals)? 

Or did the medium make you think of different avenues to take the story? What 

has this taught you about writing for each medium? 
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Project 2: Writing for the Stage 
“Theatres are curious places, magician’s trick-boxes where the golden memories 

of dramatic triumphs linger like nostalgic ghosts, and where the unexplainable, 

the fantastic, the tragic, the comic and the absurd are routine occurrences on 

and off the stage. Murders, mayhem, political intrigue, lucrative business, secret 

assignations, and of course, dinner.” 

E.A. Bucchianeri (2011). 

As discussed in Project 1, the history of stage drama – a story told by actors in 

front of a live audience – can be traced back at least 2,500 years to public 

performances of Greek epics and poetry. These performances were held in a 

temple or an open-air amphitheatre. This was the earliest form of mass 

entertainment, on a par with modern rock concerts. Up to 15,000 people would 

gather to view actors and a chorus (all male and drawn from members of the 

public) perform either a comedy or a tragedy, often accompanied by music 

played on a type of pipe called an aulos. 

As the theatres were outdoors and subject to the relentless Mediterranean heat, 

performances would often begin before dawn. On occasion, the sunrise was 

even written into the opening scene. In Agamemnon, a play by Greek dramatist 

Aeschylus, there are references to the ‘harbinger of the day’s shining.’ Long 

before the advent of set designers, dramatists cleverly harnessed natural 

resources to the play’s advantage. 

The story of drama’s evolution and its journey westwards is reliant upon 

historical records that can best be described as scanty. What is known is that 

drama in medieval Europe (approximately the fifth to the fifteenth century) was 

written with a distinct purpose in mind: to instruct people in the Bible and to 

provide moral guidance. The plays were written in Latin for the educated and in 

the vernacular for townspeople and villagers. There were no dedicated spaces; 

instead, plays were performed in courtyards, private homes, public open spaces 

and in religious buildings such as monasteries or churches. 

The York Mystery Plays of c.1376 told the story of man from the Creation to the 

Last Judgement. Specially built wagons and carts travelled around the city, 

stopping at designated points to perform stories from the Old and New 

Testaments. As the plays were rooted in the Catholic faith, they were suppressed 

during the Protestant Reformation of the sixteenth century and it was this era 

that marked the shift in drama from the religious to the secular. This was in no 
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small part due to the Tudor monarchy’s love of spectacle: both Henry VIII and 

Elizabeth I employed companies of actors to entertain the court. 

In 1576, a man named James Burbage combined his two passions, acting and 

carpentry, to construct a new building in Shoreditch. He named it THEATRE. This 

building and its successor on the South Bank, the Globe, would usher in a golden 

age of English drama led by playwrights Ben Jonson, Thomas Dekker, Thomas 

Middleton, Christopher Marlowe and, of course, William Shakespeare. 

Excavations have shown that the original Globe Theatre was a many-sided 

thatch-roofed building. A stage almost 50 feet wide thrust its way into the centre 

of an open-air yard. With an estimated capacity of 3,000 people, spectators 

either braved the elements or sat in the roofed, tiered galleries surrounding the 

stage. The actors performed in close proximity to an audience who flocked in 

their droves to the new home of drama. It isn’t hard to imagine the rowdy 

excitement that must have greeted the first performances of some of 

Shakespeare’s greatest plays, including Hamlet, King Lear, Macbeth and Twelfth 

Night. 

The Globe Theatre marked the beginning of the modern age. And the legacy of 

Shakespeare is such that not only are his plays still widely performed today, but 

his interpretation of what it means to be human has left a lasting influence on 

every playwright who has written since. 
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Research Task: History of Theatre 

If you’re interested in the history of stage drama from Shakespeare to the 

present day, why not research some of the following areas. Keep a record of 

your findings in your writer’s notebook: 

● The life and work of William Shakespeare (1564–1616). His plays are 

loosely grouped into history plays, comedies and tragedies. How many are 

you already familiar with? 

● Shakespeare’s Globe Theatre. The original was destroyed in 1644 but a 

reconstruction opened on London’s South Bank in 1997. The Globe 

Theatre website allows you to take a virtual tour of the theatre. Can you 

see how close the audience is to the stage? 

● Seventeenth century. This century marked the debut of the first female 

professional playwright, Aphra Behn (1640–89). Behn wrote, 

controversially, about loveless marriages of convenience. Her works 

include The Forc’d Marriage (1671) and The Rover (1681). Other notable 

playwrights from this era include William Wycherley, William Congreve and 

John Vanbrugh. 

● Eighteenth century. Satire, in which human failings are held up to 

ridicule, was a popular form of drama during this period. One of its 

greatest proponents was Richard Brinsley Sheridan (1751–1816). His most 

famous play is The School for Scandal, first performed in 1777, which 

mocked the scandalmongers in eighteenth-century society. 

● Nineteenth century. Henrik John Ibsen (1828–1906) was a Norwegian 

dramatist and poet. On the surface Ibsen’s plays examine the constraints 

of provincial and domestic life in a realistic style that revolutionised 

European drama. Dig a little deeper, however, and you’ll discover that 

plays such as Peer Gynt (1867) and A Doll’s House (1879) are so attuned to 

the contradictions in human nature that they elevate Ibsen’s tales of small- 

town life to the tragic and poetic. 
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The modern playwright 
Throughout history dramatists have held a mirror up to the society in which they 

lived. From Sheridan’s incisive portrayal of eighteenth-century gossips to Ibsen’s 

insights into the frustrations of nineteenth-century small-town life, the dramatist 

has played a particular role in articulating the fears, attitudes and discontent of 

the nation. And this is still the case today. Guardian theatre critic Michael 

Billington (Billington, 2007) commented that drama has provided a portrait of 

British society’s unresolved tensions over the last 60 years and it is dramatists 

who have dared to take the moral temperature of the nation. 

British dramatists who have blazed a trail through theatres in the past 60 years 

include Alan Bennett, Alan Ayckbourn, David Hare, Christopher Hampton, Harold 

Pinter, Shelagh Delaney, Dennis Potter, Patrick Marber, Sarah Kane, Willy Russell, 

Mark Ravenhill, Caryl Churchill, Kwame Kwei-Armah, Lucy Prebble and Tanika 

Gupta. Irish dramatists include Samuel Beckett, Brian Friel, Frank McGuinness, 

Conor McPherson, Marina Carr and Martin McDonagh. Across the Atlantic the 

giants of American theatre include Arthur Miller, Tennessee Williams, Lillian 

Hellman, Neil Simon and David Mamet. 

Research Task: Look at Playwrights 

Choose one playwright from the long list above. Research the playwright and 

their body of work on the internet. The Guardian online, for example, is a good 

starting point.  

What can you find out about the playwright from interviews they’ve given? Do 

they reveal anything interesting about their craft and writing habits? If so, make a 

note of them in your writer’s notebook. Then, if you can, track down a copy of at 

least one of their plays in your local library. Can you detect common themes in 

their work? In what ways have they tested the ‘moral temperature’ of the nation 

(whether UK, Ireland, America or others)? Do you share their interests? 
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Exercise 9: Live Theatre 

During this course, we encourage you to read as many plays as you can lay your 

hands on but reading can only take you so far. Stage drama, after all, is meant to 

be performed. So, make every effort to visit your local theatre and see a 

play or two ‘live’. 

Do an internet search for theatres in your area, and spend some time 

investigating each theatre’s website. See if you can find any plays that you would 

like to see. Also look if the theatre runs workshops for writers. 

Look out, too, for advanced performances and rehearsed readings. These are 

usually plays in development and are a great way to see behind the scenes of 

how theatre is produced. 
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Dramatic action 
“Dramatic action expresses not just a progression of cause and effect, but a 

contradiction in the human condition.” 

Playwright and critic David Edgar (Edgar, 2009). 

The word ‘drama’ stems from the Greek word dráō which means ‘to do, to act’. 

This implies movement, progression, a sense that things can’t stay static. 

Dramatic action is the fundamental driving force of your stage play. 

Action can mean something physical that progresses the story. In Martin 

McDonagh’s The Beauty Queen of Leenane (1996), for example, Mag hides a letter 

from Pato, whom her daughter Maureen loves. This action, and Maureen’s 

discovery of it, sets in motion a brutal sequence of events that end in murder. 

But action can also mean something more subtle, for example a change of heart. 

In Lucy Prebble’s play ENRON (2009), CEO Ken Lay has earmarked executive 

Claudia Roe for President of the company. In a tense meeting, Jeffrey Skilling 

persuades Lay to change his mind and appoint him instead. This sets in motion 

the financial scandal that will eventually lead to Skilling’s fall from grace. 

As you can see, dramatic action can take the form of an event by a character 

(Mag hiding the letter) or dialogue (Skilling’s persuasive words). The key thing to 

remember is that due to the action – a shift in a relationship, a growing 

realisation, a renewed resolve, a clash of opinions or a revelation of feelings – 

something changes. 

Whatever form the action takes, the playwright must show it through the 

movements and words given to the characters. Or, as David Edgar expresses it, 

‘drama deals with human pain when it is made public’ (Edgar, 2009). 
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Exercise 10: Action in Action 

Jez Butterworth’s Jerusalem is set in present-day England on St. George’s Day. 

Johnny ‘Rooster’ Byron is a drug-dealing free spirit who lives in a caravan in the 

woods near a village. It is the focal point for wild parties and a sore point with 

Fawcett and Parson, two local council officials. Can Johnny preserve his freedom 

and the small plot of land he calls home? 

Read the following extract from the beginning of the play and make notes 

on the following: 

● Can you identify the dramatic action? 

● What has shifted or changed by the end of the extract? 

● How does the extract progress the play? 

Make notes in your writer’s notebook. 

Script PDF 1.4: Action in Action 
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Exercise 11: Write a Stage Scene 

You are now going to write a few pages of your own stage play script. 

Think about how you will introduce the characters; how you will define the set; 

and how you will use action to make something dramatic happen in your scene. 

To help you plan your scene, use one of the following phrases as a prompt: 

● the dilemma 

● the promise 

●  the move 

● the game 

● the party. 

You can decide if the drama will be serious, tragic, or comic, or a mixture of all. 

Remember to format it as a stage play script. 
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Project 3: Writing for Radio 
“There are no limits on the imaginative potential of the dramatist and there are 

no limits on how the radio dramatist can express that potential. The sound 

medium is free of all the physical and practical limitations of the stage and film 

set. A radio play can move through any dimension of time. It can move to any 

location. It can voice metaphysical, surrealist and subconscious feelings and 

images.” 

Tim Crook, Hints on Writing Radio Drama, www.irdp.co.uk. 

In this project, you’ll focus on a type of script that will ask you to exercise your 

writing muscles in a very specific and, potentially, hugely rewarding way: the 

radio script. 

Perhaps you’ve never thought of writing in this form before embarking on this 

course? And yet the BBC broadcasts hundreds of hours of radio drama and 

comedy every year. Their output is more prolific than a string of West End 

theatres. 

Without the need for a Hollywood budget, you can transport your listener to 

locations as far flung as Australia or the moon or set your story in any era from 

the fifteenth century to the twenty-fifth! And all of this can be achieved through 

the power of sound alone. 

Perhaps you’re already an avid fan of radio drama? Or perhaps tuning in to a 

radio play has never crossed your mind? Whether you’re a seasoned listener or a 

newcomer to the form, radio can be richly rewarding – both as a listener and a 

writer. 
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Research Task: Tune in to Radio 

Take a look at your local or network radio listings (you might be able to see 

them online or in a listings magazine). You should find examples of daytime 

dramas or comedy, perhaps a play or adaptation in the evening, and often there 

are high profile dramas several times a week. Add to that all the serial episodes, 

afternoon or evening comedies and daily episodes of radio ‘soaps’, and you will 

see that there is a huge variety of radio material being produced. Make a few 

selections and set some time aside to listen to radio dramas and comedy. 

In your writing notebook jot down all of the radio broadcasts you find 

(remember to confine yourself to scripted programmes not news or current 

affairs), including a short synopsis of each one. How different are they in terms 

of settings, time periods and subject matter? 

Can you also identify the different slots available, for example is there a 

difference between daytime broadcasts and plays broadcast over the weekend? 

How long are they? Fifteen minutes, 45 minutes or an hour? Are they one-offs or 

broadcast as a series of episodes? 
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A Short History of Radio 

It’s hard to imagine a world without radio today and yet, compared to theatre 

(which can be traced at least as far back as ancient Greece), it is still a relatively 

recent invention. One of the early pioneers of radio was an Italian physicist, 

Guglielmo Marconi (1874 – 1937). His experiments with wireless communication 

resulted in a radio transmission between France and England in 1899. By 1901, 

he had extended the reach of his new technology across the Atlantic Ocean. 

From the aptly named Signal Hill in St. John’s Newfoundland he received the 

letter ‘S’ in Morse code from Cornwall, 3,470 km away. 

Radio quickly progressed from audio signals to voice communication. In 1916, 

the beginning of radio broadcasting was heralded by a Marconi worker, David 

Sarnoff, who saw radio’s potential to both inform and entertain: 

“I have in mind a plan of development which would make radio a ‘household 

utility’ in the same sense as the piano or phonograph.” 

David Sarnoff (Hand & Traynor, 2011). 

By the early 1920s, Sarnoff’s vision was beginning to be realised on both sides of 

the Atlantic. The BBC began broadcasting in 1922. The general public quickly 

latched on to this new form of communication and, as demand grew, drama was 

soon added to the existing output of news and music. In the beginning, plays 

weren’t written specifically for radio; rather, they were stage productions 

recorded and broadcast ‘live’. An early example of this was the BBC full-length 

radio version of Shakespeare’s Twelfth Night on 28 May 1923. Only a year later, 

however, a writer harnessed the greater creative potential of the medium by 

writing a play that could only be performed and broadcast on radio. A Comedy of 

Danger by Richard Hughes was set in a Welsh coal mine. The darkness (which 

could not be staged or filmed) became the source of conflict, danger and 

miscommunication. Hughes fully exploited the fact that the play was for the ear 

only and an exciting new genre was born. 

There was an element of risk, not only in the storyline but in the recording of the 

play too. Today, most radio plays and even some factual programmes are pre-

recorded. There is margin for error and the chance to repeat scenes if, for 

example, an actor stumbles over his or her lines. In the early days of radio 

drama, however, recording the play live meant that actors had to get their lines 

correct in just one take. And all the sound effects were created in the studio, so 

technicians had to get their timing exactly right too. 
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Presumably listening to the drama as it was performed added a frisson and 

immediacy to the listener’s experience. Orson Welles was fully aware of the 

power of radio to captivate and thrill audiences and in 1938 he broadcast a radio 

drama that was so realistic it sent shockwaves through thousands of listeners 

who tuned in to their radios on the evening of 30th October. 

Exercise 12: The War of the Worlds 

“Of course we are deeply shocked and deeply regretful for the results of last 

night’s broadcast...the date of the broadcast was 1939 and it came as a great 

surprise to us that a story of the fine HG Wells classic fantasy, the original for so 

many succeeding comic strips and adventure stories and novels about a mythical 

invasion by monsters from the planet Mars should have had such a profound 

effect on radio listeners…” 

Orson Welles apologises for The War of the Worlds broadcast. 

You might be familiar with the modern film version of War of the Worlds (2005) or 

the Jeff Wayne musical which spawned Forever Autumn, a hit song for Justin 

Hayward (and, more recently, Gary Barlow). Their origins lie in an 1898 science-

fiction novel by H.G. Wells. 

H.G. Wells (1866–1946) was a prolific writer who translated ideas shaped by his 

early education as a scientist into works of fiction that explored concepts such as 

invisibility (The Invisible Man), time travel (The Time Machine) and alien invasion 

(The War of the Worlds). His novels feature characters moving within a world that 

is familiar but also strangely transformed, a world usually under threat from 

scientific innovation or invasion by another life form. 

The War of the Worlds is set in Woking. The first person narrator describes how 

the Martians leave their planet for the warmer climate of earth. The Martians 

thrive by ingesting the blood of human beings and embark on a trail of 

destruction. As Welles said: 

“I completely wreck and sack Woking – killing my neighbours in painful and 

eccentric ways – then proceed via Kingston and Richmond to London, selecting 

South Kensington for feats of peculiar atrocity.” 

Quoted in Birch, D. (ed.) (2009). 

The novel’s power lies in its depiction of a recognisable England and convincing 

characters thrust into a scenario that plays on society’s worst imaginings. 



39          Creative Writing 2: Moving on with Scriptwriting 

Scrolling forward to 1938, Orson Welles was a successful actor and director for 

stage and radio. He would go on to make cinema classics Citizen Kane (1940) and 

Touch of Evil (1958) but at this particular time his work was focused on stage and 

radio productions with his company, the Mercury Theater. He made a number of 

adaptations for radio, including Bram Stoker’s Dracula and Charles Dickens’s A 

Tale of Two Cities. Welles decided to adapt The War of the Worlds especially for 

Halloween. Under Welles’s direction, his partners John Houseman and Howard 

Koch shifted the story from nineteenth-century England to contemporary New 

York and decided to play with the genre. After an introduction by Welles, the play 

would incorporate ‘live’ radio broadcasts from the scene of the invasion. It was 

this element that would, inadvertently, unleash a wave of panic across the nation 

– many listeners believed they were listening to something that was actually 

happening like a news broadcast. 

 

Read the following extract from The War of the Worlds. Search online and you 

will find recordings of it on archive websites so you can also listen to the original 

radio broadcast in its entirety. 

Script PDF 1.5: The War of the Worlds 
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As you read and/or listen, make a note of what you consider to be the 

realistic elements in the story. Look at: 

● The main characters and how they’re used. 

● Dialogue. 

● Sound effects. 

● Locations. 

● Any other aural devices the writer uses to create a realistic effect. 

If you haven’t already listened to the entire play, it continues with ‘live’ news 

broadcasts documenting the invasion. As the US military makes futile efforts to 

deter the Martians from entering New York, the play shifts to Professor Pierson 

reading from his journal. He tells us that, after a wave of destruction, the 

Martians slowly begin to die from exposure to earthly bacteria. The play 

concludes with Welles explaining that listeners should consider the dramatic 

rendering of a Martian invasion as his version of a Halloween prank. 

Despite Welles’s introduction and conclusion, a large proportion of the six million 

people who heard the broadcast believed that an alien invasion was actually 

taking place. Perhaps they tuned in too late to hear the introduction, or perhaps 

Welles had tapped into public anxiety about the rising tensions in Europe, but, 

overwhelmingly, the panic was induced by the style of the play itself. 

As you listened (or read in the extracts) you may have identified: 

● the simulated news style of the broadcast, for example, the solemn tone 

of the announcer and the interruption of the dance programme with 

‘breaking news’ 

● Phillips’s eyewitness account which gives his narration a convincing 

immediacy and urgency 

●  the naturalistic pauses, hesitations and interruptions in the dialogue 

● sound effects such as screams and explosions 

All of which combined to fool a proportion of listeners that what they were 

listening to was real rather than a skilful work of fiction. In the three weeks that 

followed there were 12,500 newspaper articles about the public hysteria caused 

by The War of the Worlds, an embargo on simulated news broadcasts and Orson 

Welles was forced to make a public apology. 
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Exercise 13: Write for the Ear 

Devise an original idea for your own radio play that uses a news-style 

approach to tell the story. You could base it on a historical event, or perhaps 

take inspiration from some current news story. Alternatively, simply make it up.  

Write three to four pages of radio script in which a reporter broadcasts live 

from the scene. You can include other fictional characters to be ‘interviewed’ by 

the reporter. 
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Project 4: Writing for Television 
“Television allows you to put people in crisis and that is always a quite interesting 

way to discover the truth about them.” 

Jack Thorne, lead author of Glue, interviewed in Televisual (September 2014). 

So far in this course, you’ve studied the basics of writing for stage and radio. Now 

we will turn our attention to perhaps the most ubiquitous and accessible outlet 

for drama – television. Most of us have our first introduction to drama through 

television, and you can probably identify particular drama programmes that have 

stuck in your memory, such as Upstairs Downstairs, Grange Hill, The Wire, Breaking 

Bad, Gomorrah, Downton Abbey or Bodyguard. 

Like stage and radio, television script has its own techniques and terminology. 

Many of these are similar to those used in writing for the film screen, so if you’ve 

already studied scriptwriting with OCA at Level 1, you’ll be familiar with many of 

the terms used. 

Television past and present 

Television has been a medium for drama since its earliest days in the 1930s, 

following the path developed by radio. Apart from a pause during World War II, 

drama and comedy have always been key features of television programming. 

Many early productions were limited by the available technology and were often 

simply performances of plays originally written for the stage. Before long, 

though, television had established itself as the home of original drama in all its 

forms, including TV adaptations of much-loved books. 

Whatever time of the day or night you turn on your television, you’ll quickly find 

some sort of drama or comedy offering. Of course, many of these will be repeats 

– indeed, there are whole channels devoted to re-running serials from 

yesteryear. There will also be a large number of imports from the US, such as the 

Law and Order and NCIS crime drama franchises. 

With the proliferation of TV channels now available through terrestrial, digital 

and satellite stations there are hours of television time to be filled, but 

comparatively little of it is given over to new, made-for-television scripted 

content. This is because TV drama and comedy is expensive to make compared 

with formats such as game shows, reality TV and lifestyle programmes about 

decorating, gardening or cooking. Nevertheless, good drama and comedy – 

particularly long-running shows which attract a devoted following – remain a vital 

way for broadcasters to boost their viewing figures and develop audience loyalty. 
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Research Task: What’s On 

To give you an idea of the types of new drama or comedy being broadcast during 

the course of one week, take a glance at a TV listings magazine like Radio 

Times.  

In your writer’s notebook, list all the dramas and comedies that have been 

written by a scriptwriter, along with a short synopsis (the TV listing magazines 

will already have these) plus length and format. Create a timeline of all the 

different types from soaps to sitcoms to recurring series and one-offs; what is 

shown where and when? See if you can recognise any of the writers’ names. Also 

start to be selective: what kinds of TV do you like (that you might also be able to 

write)? 

Television forms 

While there are similarities with cinema, unlike film, television must take into 

account the limits of the medium – screen size, budget, production 

considerations and audience. Television sits in the corner of our living space and 

is made for distracted viewing so a different kind of storytelling is needed. 

However, the key elements of story, plot, character, conflict and theme still hold 

true. 

On television, you still have to be visual but the content is everything. When 

constructing a story for television, you must design a story that has the potential 

to connect on a very immediate and intimate level with the viewer. Television 

commissioners call this “emotional resonance”. 

Consider the following example (PDF) from the 2014 TV drama Common by 

scriptwriter Jimmy McGovern. It is the story of an innocent teenage boy charged 

under the British law of ‘joint enterprise’ with murdering another young man. In 

this scene the dead boy’s mother has arrived at the hospital. She’s been told that 

her son has had ‘a bit of an accident,’ but she doesn’t know he’s dead. As you 

read it, take note of the techniques McGovern uses to build up the emotional 

intensity of the viewing experience. 

Script PDF 1.6: Common Extract 

Looking back over the previous ‘What’s On’ research task, you may have noticed 

different formats for the programmes you found. This is key to understanding 

how to write for television. There are a number of recognised entities: 
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One-off play/film 

Self-contained drama of between 50 and 120 minutes in length. The one-off play 

is relatively rare nowadays (on account of them being expensive). Both the BBC 

and Channel 4 (plus streaming services like HBO, Netflix and Amazon Prime) 

have their own film production units who finance and produce one-off feature 

films, the deal being that the films get an initial cinema release, then shortly after 

find a home on the television screen. 

Serials 

Serials are self-contained stories (like films) but broken up into several episodes. 

The story unfolds over 2, 3, 4, 6 parts and narrative suspense needs to be 

maintained. Structurally this is done by ending each part with a cliffhanger to pull 

the viewers back the following night or week. Examples include BBC Classic 

Literary Adaptations and costume dramas such as Austen, Dickens etc. An 

increasing trend on British television is for the two-part crime thriller serial 

scheduled over two nights, where cliffhangers are adopted to hook the audience 

to keep watching. Many police dramas and crime thrillers such as Silent Witness 

(1996 -), True Detective (2014 -) and Bron/Broen (2011-2018) work like this. But 

non-genre dramas do it too – such as Channel 4’s National Treasure (2016). 

Series 

Series are regular returning continuous weekly (or more often) dramas of 26 or 

56 minutes in length, with the same set of main characters, setting and 

background. There may be a continuous story flowing through episodes but each 

episode is complete in itself (often containing a ‘story of the week’ which is 

resolved in that episode). The main characters and world of the drama remain 

constant from week to week. Series tend to be more character-led than serials. 

Series exploit particular and recognisable aspects which create a sense of 

security and loyalty in the viewer. Examples of television series include: Doctor 

Who, Waterloo Road, Silk, Casualty, Death in Paradise, Downton Abbey; Swedish 

series such as Wallander; Italian series like Inspector Montalbano; plus American 

shows like NCIS, Law and Order, Game of Thrones etc. 
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Sitcoms 

Sitcoms work the same as series, except they need to be funny! They need a 

recurring set of characters and setting. There are loads of sitcom examples: Derry 

Girls, Moon Boy, Mrs Brown’s Boys, Stella, Episodes, Spy, Trollied etc. From the past, 

many of people’s favourites are sitcoms like Fawlty Towers, Porridge, Open All 

Hours or Black Books; and from America, of course, there is the perennial Friends. 

Soaps 

The soap and the sitcom are hybrids called ‘continuous serials’. Recurring 

characters often have defined stories that begin and end, but overall there is a 

never-ending narrative. Soaps (especially) also adopt cliffhangers, leading 

characters into difficult situations and leaving the audience with dramatic 

questions – leading to a strong desire in the viewer to come back for more. There 

is always a sense of the future in the narrative. A death, while cataclysmic in a 

soap, is only one of many irreversible moments. These use archetypal characters 

and reward audience loyalty by using stories from the past to resonate in the 

present. 

The current UK television soaps are Eastenders, Coronation Street, Hollyoaks, 

Emmerdale, the daily series Doctors, and in Scotland River City. 

America has soaps in the form of series like Days of Our Lives and The Young And 

The Restless. Many Latin American TV broadcasters present soaps in the form of 

‘telenovela’ - for example the Mexican series Los ricos también lloran (‘The Rich 

Cry Too’) and Topacio from Venezuela. 

It would never be advisable to try to create a new soap as these are very much 

channel-led, in-house and the market is sewn up for those now. But series, 

serials and sitcoms are all viable targets. 

Television and Genre 

Television loves genre – police procedurals, medical, mystery, thriller, 

supernatural, horror or plain drama (you’ll learn more about pure genre in Part 

Two). Returning series is what defines a television channel’s identity – they have 

the most audience return and loyalty so say a lot about what each channel is 

aiming to produce. 
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Research Task: Different types for Different channels 
Study the recurring series on each of the UK terrestrial channels: BBC1, BBC2, 

ITV and Channel 4 (Channel 5 does not commission drama or comedy; instead 

they ‘acquire’ it from abroad, especially America and Australia). If you live outside 

the UK, study your network TV channels.  

Consider, for instance, the difference in tone between EastEnders and Coronation 

Street. In non-UK countries study recurring series on network channels. Make 

notes of the kinds of characters, and story situations they deal with. Do a similar 

exercise on the various police or medical dramas on the different TV channels. 

Understanding TV channel identities 

If we take the UK as an example, BBC1 is defined by Eastenders at the top (it is 

contemporary, socially aware and relevant, and on most frequently), followed by 

Casualty and Holby City. BBC1 does a mix of historical, costume drama, genre and 

contemporary series and serials. Other ‘BBC brand’ series include Line Of Duty, 

Happy Valley and Last Tango In Halifax. 

Channel 4 is slightly more subversive with series like Utopia, Black Mirror, 

Shameless, Skins and Hollyoaks. Channel 4 (and its sister channel E4) is also the 

channel for quality American series like Homeland, Agents of Shield and Big Bang 

Theory. Channel 4 only commissions contemporary stories (the tiny exceptions 

have been The Devil’s Whore in 2008 and The Mill in 2013 but they were 

commissioned series from Channel 4 favourite Company Pictures.) 

ITV is an unashamedly populist channel (because of its advertising income 

stream) defined by Coronation Street. The majority of their output is 

contemporary and genre series/serials but the period drama Downton Abbey has 

been their recent biggest hitter. They still do much less period, historical or 

adaptation than BBC. 

BBC2 tends to have an identity as the channel for serials rather than series, or 

one-off high quality dramas (often commissioned from big name writers like 

Stephen Poliakoff). However, they have recently been commissioning some 

comedy such as the BAFTA award winning series Rev or Detectorists. 

BBC3, the digital channel, is becoming recognised as a channel for experimental 

comedy and drama series (such as Being Human, Dead Boss, Some Girls). Because 

they are now online only and like to take risks, BBC3 is an excellent channel for 

new writers. However, you need to understand who their key audience 

demographic is. 
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BBC4 has recently announced that it is vastly reducing its commissioning of 

scripted material – it used to be a channel for the high quality one off drama or 

serial. The award winning comedy drama Getting On was a BBC4 commission. 

Sky has recently re-entered the drama and comedy series production market, 

hoping to rival the HBO channel in America. Sky’s recent commissions (at the 

time of writing) include Mad Dogs, The Runaway, Spy, Hooten & The Lady, Mount 

Pleasant, Moone Boy and Trollied. 

You should similarly analyse the TV channels where you live if you are outside 

the UK. 

The streaming channel Netflix also commissions its own series originals but they 

tend to work on a ‘series buy-out’ method – which means they buy a complete 

series concept from a producer as opposed to commissioning writers. 

Amazon’s streaming TV service works similar to Netflix but they are also open to 

working with others. The comedy hits Fleabag and Catastrophe, for example, were 

experiments in co-production with – respectively – BBC and Channel 4. 

Exercise 14: Story Ideas for TV 

Take any of the series or sitcoms you have discovered during your research for 

this course. See if you can come up with two or three storylines for 

characters in your chosen series.  

To help you keep consistency, search the internet: most series have their own 

website that gives you character profiles, histories and past storylines that you 

can work from. 
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Television and the audience 

It’s hard for us, living in today’s media savvy society, to imagine being fooled by a 

piece of television drama the way Orson Welles impacted America with his The 

War of the Worlds radio broadcast but as recently as 1992 a similar phenomenon 

occurred on British television. The BBC broadcast Ghostwatch was presented by 

seasoned broadcasters Michael Parkinson and Sarah Greene. The programme 

was transmitted ‘live’ from a house where poltergeist activity was supposedly 

taking place. Viewers watched as the poltergeist attacked the family in front of 

the film crew. The climax involved Greene herself being dragged off screen by 

the ‘ghost’. It was, of course, a hoax, scripted by screenwriter Stephen Volk – but 

the BBC was bombarded with complaints, lambasted by the media and repeats 

of the programme were banned for many years.  

Search online to discover the background and controversy surrounding the 

Ghostwatch broadcast. 

There is also a thing called ‘event television’ where a series (usually drama) has 

such an impact that everyone is talking about it. In recent years, series such as 

Broadchurch (ITV 2013) and Bodyguard (BBC 2018) had the entire nation on the 

edge of its seat, wondering what was going to happen next. That is the power of 

television and what any writer should be hoping to create. 

Research Task: Film versus TV 

Now that you have started to look deeper at television, reflect in your writer’s 

notebook on the differences between storytelling on the big cinema screen 

compared to that on television. What techniques remain the same? What 

different approaches does the TV scriptwriter need to adopt? 

Exercise 15: Write Television 

Look back at the storyline ideas you created in exercise 14. Try writing two or 

three pages of TV script for one of the ideas you came up with. Find a 

moment in the story where a character faces some distressing event or news. 

How will you create the kind of ‘emotional resonance’ that TV commissioners are 

looking for? 
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Project 5: The Same but Different 
Now that we have explored the different kinds of script you can write, and the 

different mediums, you need to have a play and find where your interests lie. 

In this project you will experiment with various ideas and formats, trying out 

story ideas and characters, and writing them in different formats – all leading to 

the first course assignment where you will write some pages of script. 

Some basic storytelling principles to keep in mind 

Remember some basic concepts to do with scriptwriting (regardless of which 

medium you are writing in) so that you can keep on track as you experiment with 

different kinds of scriptwriting: 

Story 

The phrase ‘concept is king’ is kind of a cliché, but that’s because there’s a lot of 

truth in it. You stand a much better chance of getting your script read and made 

if it has a great story concept but with under-developed characters, than if it has 

wonderful characters but an uninspiring story. It doesn’t matter how deep and 

rich the characterisation of your protagonist is, if all he or she does for 60 to 100 

pages is go fishing and talk to their pet cat. 

There is a direct link between a poorly executed concept and a poorly written 

script. If the story is not strong or focused, then the script will inevitably meander 

and could end up feeling flat when it is read. 

Central character 

A concept, story, or plot isn’t much without a character to identify with, and this 

should be the first thing you establish. The trick, though, is to make sure you 

define your character(s) as clearly and evocatively as you can – ‘a female FBI 

cadet’, ‘a middle-aged beach bum’, ‘a disillusioned father’ etc. Jobs and life 

statuses often tend to hint at personality but don’t be afraid to add an adjective 

too such as ‘an uptight salesman’, ‘a confused graduate’, ‘a meek hobbit of the 

Shire’ etc. In either case, always lean toward the specific rather than the general. 

For example, ‘an insurance salesman’ is better than ‘an office worker’ because it 

says more about who we’re dealing with. Also, ‘office worker’ is genderless, so we 

wouldn’t know if the character is male or female. 
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Struggle 

Struggle is what makes the story dramatic, because struggle leads to conflict. 

One character tries to do or get something, but they meet problems and 

obstacles that mean they have a hard time getting it. 

Whether your obstacle is a physical person, a storm, a pack of wolves, an 

asteroid, an unfair legal system or whatever you choose, what’s important is just 

how super frustrating this struggle will be for your central character. By adding a 

struggle to your story concept, it will immediately improve. 

Consider this idea, for instance: 

“A failed novelist, still hung up on his ex, embarks on a wine tasting road trip with a 

friend right before the latter’s wedding.” 

It’s not bad. It paints a good picture of who the central character is, and tells us 

the basic facts of what the story is about. But it’s still missing something – and 

that something is the struggle. All this tells us is what happens but not why it is 

dramatic (or worth an audience watching or listening!). 

Now let us look at a different version of this story idea: 

“A failed novelist, still hung up on his ex, struggles to fend off his soon-to-be-married 

best friend’s attempts to get them both a one-night stand during a wine tasting road 

trip right before the wedding.” 

Recognise the story? It is the concept for the film Sideways (2004). By adding in 

the extra element of ‘fending off his soon-to-be-married best friend’s attempts to 

get them both a one-night stand’, the story immediately has conflict and 

increased interest. 

If you find it difficult imagining who, or what, your central character struggles 

against, then there’s a strong chance you need to go back and rethink just what 

the conflict is in your story. 

Stakes 

Stakes are what could happen if your character succeeds or fails to get what they 

want. Many writers come unstuck producing major stakes for us to care about; 

they think in too small a scale. So a good way to think about stakes in any story is 

to consider them as 'death stakes'. In order for any theatre play, radio play or 

screen story to fully engage the audience and give them something to care 

about, there needs to be some risk of the central character's death - either 

literally or figuratively. 
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Obviously action adventures, thrillers and horrors generally all involve literal life 

and death situations for the central character, and often for others too - either 

their immediate family, or for the wider world. 

Shakespeare’s Macbeth sees the central character tempted by a premonition that 

leads him to risk killing a king, take the throne and murder all those who oppose 

him. Civil war erupts to overthrow Macbeth and he lives in fear of being undone 

by 'a man not of woman born'. 

The Exonerated is a 2000 stage play by Jessica Blank and Erik Jensen that tells the 

story of six wrongfully convicted inmates facing death row execution. 

In Raiders of the Lost Ark (1981), Indiana Jones is literally threatened with death at 

the hands of the Nazis, and so are millions of others if he doesn’t stop them from 

capturing the Ark. 

The stakes in comedies and dramas, on the other hand, tend to revolve around a 

figurative death of the central character, in which we know they’re running the 

risk of never being healed, or ‘complete’ ever again. The stakes in these stories 

are usually more personal and/or relationship related. 

In the classic Hollywood film It’s a Wonderful Life (1946), George Bailey will 

figuratively die if he doesn’t lead the life he wants – travelling and seeing the 

world. 

In his 2007 radio play, Memorials To The Missing, Stephen Wyatt writes about war 

hero Fabian Ware who must bring honour to his dead comrades or face shame. 

In television soaps like EastEnders and Coronation Street, characters are forever 

on the verge of losing their families, their business, their standing in the 

community. 

Arthur Miller’s 1949 stage play Death of a Salesman deals not so much with loss of 

life (as the title may suggest) but more with Willy Loman’s career failure and loss 

of the American dream. 
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Research Task: What’s the Concept 

So far in this course unit you’ve been looking for examples of different kinds of 

scripts, and researching listings of theatre shows, radio broadcasts and television 

shows.  

Choose three to five of them and see if you can identify the key elements of 

character, struggle and stakes in each. What are the key things that make the 

story work? 
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Give it structure 
Something else that is core to good script storytelling is structure. Scriptwriters 

need to use structure in two ways. Firstly, there is story structure (or plot). At its 

most basic level, we call this: 

● Beginning 

● Middle 

● End 

But often this translates into the Three Act Structure. Theatre plays are written in 

Acts (in other words, the play script is physically split into Act One, Act Two and 

Act Three, and the theatre version played to the audience often has a ‘curtain 

down’ moment between each act). In film, television and radio, the act structure 

is less obvious, although sometimes episodic television or television with advert 

breaks replicates the theatrical ‘curtain down’ stages in the story. 

The second use of structure for scriptwriters is within the script. As you will have 

seen from your look at script formats and layout, scripts are presented in 

individual scenes which can be long or short. A group of scenes bunch together 

to form sequences (which are major turns in the narrative), and several 

sequences group together to form the acts. Every part of a script – whether it is 

an act, a sequence or a scene should be carefully structured with its own 

beginning, middle and end. 

This really shows what structure is there for – to deliver specific, constructed 

moments of narrative. Every small part of the storytelling follows the same 

pattern: 

● In the beginning, a character sets out to do or get something, or is landed 

with a problem. 

● In the middle the character attempts to deal with the difficulty. 

● In the end, the character either fails or succeeds. 
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Research Task: What’s the Structure? 

Choose a scene or sequence from one of your favourite stage plays, radio 

plays, films or television programmes. See if you can work out how the 

moment of the story is structured: how does it begin, what happens in the 

middle, and where does it get to at the end of the scene or sequence? 

Look too at how the moment of the story is played out. Note where character 

action, events, visuals/sounds and dialogue are used. 

Exercise 16: ‘The Notebook’ 

As we have discussed (here and in the Level 1 Scriptwriting course), conflict is the 

lifeblood of any dramatic story. So, in this exercise, you are going to experiment 

with writing conflict in different forms. You are going to write a structured 

dramatic scene (three pages maximum) from scratch. 

You will call this scene ‘The Notebook’. In it, a character desperately wants to get 

hold of a notebook but has difficulty getting it. You can decide whether the 

notebook belongs to the character or if it is someone else’s. You can decide too 

why the character wants the notebook (maybe it contains embarrassing or 

incriminating information; maybe it contains the key to some mystery; the choice 

is yours). 

You can also get creative with what the ‘notebook’ is. It could be a physical 

notepad but it could also be a diary, a laptop, an electronic file, a magical trinket, 

a futuristic device, even a racehorse named ‘The Notebook’. What it is doesn’t 

matter, but it’s essential that your scene features a character desperate for it and 

struggling to get it. 

Your scene should reach a point of change at the end (think: how does it start? 

What does your character do to try to get the notebook in the middle? And does 

it end with the character getting the notebook, or failing?). 

Try writing it in different ways: as stage play, as radio, as TV script. See how 

the medium alters how you need to write the conflict between characters and 

situation. 
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Story worlds 
One other thing to think about is where (and when) your story takes place. This 

can be a huge part of a medium’s storytelling. Film and television has an 

advantage in being able to show lots of visual details in a few images. Theatre, 

with its confined stage, often presents a distilled, micro world that exists for a 

few characters undergoing an intense story. Though, of course, that need not 

always be the case. Think of the forest of Dunsinane advancing on Macbeth’s 

castle. 

Radio – with its focus on sound only – often uses setting to create atmosphere 

and transport the listener anywhere. 

In a physical sense, story world means the physical time and space where the 

story takes place. This is why many stage plays, radio plays and TV or film stories 

open with a moment that lays out  the geographical location: such as a big 

establishing scene of a cityscape, or the sounds of the Australian outback or an 

office space on stage. 

But the real world of a story is much deeper than just physical space. The real 

world of a story is the rules and morals of the setting which govern what kinds of 

action and events happen here. These rules provide the context for the audience 

to appreciate everything that follows. 

Research Task: Story Worlds 

Analyse the opening scenes of a favourite stage play, radio play or 

television programme.  

How does it establish the story world? What does it tell us about setting? Does it 

show a micro world in the opening scene (such as perhaps a character’s living 

space) or suggest the whole world of the story? What happens in this opening 

scene? Does it tell us anything about the life, society or morals of this story 

world? What rules does it borrow from other stories? What new, specific rule or 

rules does it establish? 

It could be instructive to try this on stage, radio and television scripts. Do 

different forms do different things in different ways? Does one medium do it 

better than another? 

Reflect on your findings in your writer’s notebook. 
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Story in the story world 

One of the real benefits of considering setting in any chosen script medium is 

that once you clearly establish the world, you can then use it to generate drama 

and conflict. 

Listen to the opening episode of Douglas Adams’ imaginative radio series The 

Hitchhiker's Guide To The Galaxy (1978) (also available in book form). It starts 

ordinarily enough, in the contemporary world of little England, but immediately 

we hear bulldozers and central character Arthur Dent lying down in front of 

workmen to prevent them demolishing his house. Soon after that, we get the 

sounds of a giant spaceship arriving, a Vogon announcement about Earth’s 

imminent destruction and Arthur being transported away while the planet is 

blown to smithereens. The soundscape establishes everything about the world 

and posits the idea that absolutely anything can (and will) happen – all navigated 

by humble Englishman Arthur in his dressing gown. 

The most ancient example of a complete stage drama that we know to exist in 

written form is Aeschylus’s Oresteia (thought to have been written in the 5th 

century BC). Although readers can’t say exactly what the story world of tragedy 

looked like before the Oresteia, it certainly emphasised the power of the gods 

over the mortals beneath. The script for Oresteia adopts this basic rule by 

beginning with a night watchman who looks up at the almighty heavens and 

bemoans his helpless lot on Earth. 

The script adds its own special twist by revealing the particular form of the 

watchman’s helplessness: he’s stuck on a castle roof, waiting for a signal 

conveyed by a row of stations that stretch from Troy to Greece. That signal, when 

it comes, will be a chain of lights that reach across the known world, telling the 

watchman what to do. 

The simple dramatic action of the signal lights immediately suggests the rule of 

this story world is that no action is arbitrary. It is part of a chain reaction where 

the actions of the past return in the present and echo into the future. This chain 

reaction is exactly what happens in the script. First a king murders his daughter 

to get good sailing winds for Troy. Then the king returns from Troy and is 

murdered by his wife, who is then in turn killed by her avenging son. One family 

killing begets another. 

Another example of world setting is in the film Citizen Kane (1941). The opening 

scene of the script introduces ‘a great castle’, just like that walked by the 

watchman at the start of Oresteia. And just like Oresteia, the story world of Citizen 

Kane re-echoes the crimes of the past in the present, as the willingness of Kane 
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senior to trade family for money repeats itself in his son’s destruction of his own 

relationships. 

But the script for Citizen Kane adds its own unique rule to the story world. The 

opening castle has not been handed down from generation to generation. 

Instead, one man built Kane’s castle from scratch at his own whim. The script 

reveals that the rule of its story world will be that individuals can achieve 

enormous power that carries them beyond being kings into becoming gods, 

achieving spectacular, self-inflicted forms of destruction. Their wealth unlocks 

their most personal desires, which return ironically to demolish them. 

Exercise 17: Conflict with the World 

Imagine a conflict between a character and their story world. Maybe the 

character is a rebel who asks questions of a totalitarian society, or perhaps a liar 

in the halls of truth, or a logical scientist in a place where feelings are 

encouraged. 

Now plan a scene where you draw attention to this character – perhaps they 

are challenging something, or their way of life is being called into question by the 

forces of the story world. 

Try writing it in different ways: as stage play, as radio, as TV script. See how 

the medium gives you different opportunities to make this moment of story 

happen. 
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Assignment One 
You should have accumulated a range of materials through Part One, including 

ideas for stories, character and scenes. Read over your material and consider 

what you’ve learned about writing for the new mediums of stage, radio and 

television - from how to lay out a script correctly to writing dramatic action and 

structured scenes of conflict and drama. Also reflect on how to use setting in a 

unique way in each medium. 

For this assignment you are going to develop and write a short piece of script 

based on ONE of the following prompts: 

1. Your character is merrily going about their everyday life when another 

mysterious character approaches them in the street, looks them dead in 

the eye and says: “You are allowed to remember everything I told you to 

forget”. 

2. An announcement is made: “The first successful experiment has escaped 

from the lab”. 

3. A couple of characters are out walking in a field. They spot a tarpaulin and 

underneath discover a vehicle. What kind of vehicle is it (let your 

imagination go wild - it could be a stolen car, a time machine or anything 

you can come up with)? They take the vehicle for a spin. What happens 

next? 

4. The setting is Utopia (you can be literal or metaphorical about it). What 

makes it so: the light, the space, the people, the quiet, the noise? Introduce 

a central character who is out of place in this setting and threatens it. 

What happens next? 

5. Alternatively, come up with a scenario of your own (or perhaps one based 

on the exercises in this part of the course). 

For whichever scenario you choose, write it twice in two different script 

mediums (you can choose stage play, radio play, or screenplay). For each script 

alternative, try to use the unique qualities and opportunities of the medium to 

re-interpret the scenario. 

● Aim to write two 5-to-10 minute/5-to-10 page (maximum) scripts. 

Remember to follow the correct layout for your scripts. 
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Reflection 

● Submit your two scripts to your tutor along with a reflective 

commentary of 500 words.  

This should include your thoughts on the challenges of writing for the three 

different mediums of stage, radio and screen. Draw on your writing notebook to 

reflect on what you have learned and how any reading, viewing, listening, 

research or exercises have impacted on your own writing. Don’t forget to talk 

about your process of writing and the decisions you made in re-drafting. 

Check your work against the assessment criteria listed in the introduction 

section before you send it to your tutor. Jot down some thoughts in your writing 

notebook about how well you believe your work meets each criterion. 

Make sure that all work is labelled with your student number, name and 

assignment number. 

Reworking your assignment 

Following feedback from your tutor, you may wish to rework parts of your 

assignment, especially if you plan to submit your work for formal assessment. If 

you do this, make sure you reflect on what you’ve done and why in your writing 

notebook. You may want to draw on these reflections in your final reflective 

commentary on the course as a whole. 

  




