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. The prov1s1on of popular read1ng mater1a1 poses a probTem for ]1teracy
Trand adult educat1on programs around the world how to produce an adequate L
.;amount of mature\ 1nterest1ng and reléyant read1ngﬂnater1a1 for u]ts to.

! have

| ;st1mu1ate and support he1r read1ng hab1t? Several pract1t1oners

.°"fouﬁd that dramat1c stor1es ho&d the most 1nterest for'the adu1t~reader and <
_recommend this. type of 11terature fOr the new reader Along w1th the qués-‘

ayt}d’ of’ 1nterest Ts the quest1on of Wh1ih graph1c dep1ct1on best suppor

:»a text for aduTts who have a Tow vocabu]ary Photographs have been cited “fs\\
as an appropriate chb1ce‘for adults who often have a. problem with. the per- .

[ '. t

spect1ve in an art1st S draw1ngs

Both f1nd1ngskpoin'7t9 a need to explore the po;L1b111tae§ of photo-

| grapthaTTy 1ntegrated orosupported 11terature, i.e., 11terature w1th a pTot
-which uses photographs to dep1ct the story While photography has~heen used .-
in many contexts, probab]y the best known génre is the fotonovelak\ihe;3~\\\\ -
photos are arranged in a sequence of a dramat1c story while the plot is

conveyed through d1a]ogue bubbles (see the 1ns1de front and back covers for

1." See d1scu§s1ons on 11terature for neo-literate adults in:a | ’7*,j

a0 b

-} )_' Frank C and\Robert o, Laubach Towards World L1teracy (Syracuse
.. Syracuse University Press, 1969), and Charles Granston Richard, ed.
& The Provision of" Popu1ar°Read1nq Mater1als (Par1s Unesco, 1959) f

2. See dtscuss1on on.efﬁect1ve visual prgsentat1on for neo-literate adu]ts .

cwing LN e . N
"Understand1ng'Pr1nt A Survey in Rural’ Lesotho of People s Abifity
~~ - to Understand Text and [TTustrations (Lesotho Distance Teaching

Centre, P.0. Box MS 781, Maseru, Lesotho); and Andreas Fuglesang,
Applied Communications in Deve]ép1nq Countries (Dag-HammarskJon '
‘Foundat1on, 1973) , R &

. v \\ . . - . . - \
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L e
’an example) 'wThe commerc1ally produced fotonovelas (they are a very popular

(3

form of ]1terature in Lat1n Amer1ta) usually have a Tove theme, but many
r;.-

proaects have used the fotonovela as an educational tool The staff bf the

Ecuador PrOJect3 produced several such educat1onal fotonovelas around the

themes:of land reform alcohol abuse and water usage These have served as.

a source of 1nsp1rat1on for our proaect -‘
(.‘ N ~

Our own personal bias is that Cl1ent centered, part1c1patory educa-

t1on is eth1cally and pedagog1cally superT04 to other methods Our quest1on
hy X L
then is: how can clients produde their own photograph1cally 1ntegrated read1ng

L)

material7 What procedure’could we use to 1nvolve a €lgent in the concéptual1-'

.

.zat1on and product1on of a fotonovela to tﬁe po1nt whére we could leg1t1mately

call” the cl1ent the part1c1pant/developer? | ;L Tf. z; : : »{t;-

' Clearly, we could not Just sit down and" generate th1s process of f the
tops of our heads: Rather we~would have to work with cl1ents to be able to
analyze and art1culate what is 1nvolved in part1c1patory development of photo-
l1teraturé The maJor1ty of our th1nk1ng on the part1c1patory process has
come from -our work f%;h the New England Farm WOrkers Counc1l (NEFWC) and the
sNew York State Department of Public. Health (NYDPH) These two groups have :
very d1fferent pedagog1cal problems the NEFWC, that of teach1ng Engl1sh aig ‘
a second language and . the- NYDPH that of expla1n1ng the requ1rements for

ma1nta1n1ng a rodent free env1ronment HoweVer, both groups ‘have gone well
: 4 .

>

3. The Ecuador Ndn-formal Education Project was a joint. .project of the
Ministry of Education in Ecuador and the University of -Massachusetts,

~ 7 Center for Internat‘onaJ Education, funded by the United. States Agency
for Internatiomal’ Development The project staff held that the part1C}F\\ ‘
patdion of local people in the pr%cess of developmeént must be a guiding
principle in-any community educatiion prpgram. The staff produced th1r en
Technical Notes in which they descr1bed\non formal techniques developed
and used in Ecuador (these are available from the Center for Interna-
t1ona1 Educat1on) : N

Q ‘ '.___ v | ] R “ '..'c ' ) . ' 6
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:beyond;tﬂese "educétjonal thémes" to develop the%irsown plots, themes and *

messages : . J(
‘ *,' ' workers on both proaects have spent a- good deal ot t1me ana]yff&g\the J
process and g1v1ng us feedback. ‘As a resu]t, much that we wr1te here draws \
; upon the: thoughts of people with d1verse -perspectives. We would—}ike to take

‘th1s opportun1ty to thank everyone who has been 1nvo]ved with us, 1n the
r ' .
act1v1t1e§ that have Ted to th1s.manua1. : .
) o

$

In,this manual, ve g1ven suggest1ons on how to combine part1c1-

: pat1on and the deVe1opmen Cof .hoto 11terature F1rst we cons1der the

rat1ona1es for 1earner produced ma;er1als In the second sect1on we d1scuss

\

4 the’ part1c1patory process and fotus on the relat1onsh1p of the fac111tator4

",

\(probab]y,yoa) to the part1c1pants and how the fac111tator can enhance—or

1nh1b1t the,process The th1rd sect1on 1s des1gned to answer the techn1ca1
_vguest1ons a. fac111tator ‘may have regard1ng how to put-a fotonove]a together

The techn1ca1 aspects are about .the. same for a]] types of photo 11¢erature

Part1c1pat1on is difficult to d1scuss ‘and understand in a vacuum, and, there-
) .

, fore we have 1ntegrated “part1c1patory process boxes" throughout the’ tech-

- Mnical’ seftig ive spec1f1c Suggest1ops on how to increase part1c1pat1on

<

% : ~
in the cofiteéxt of spec1f1c techn1ca1 prob]ems In the fourth sectTon~we dis-

.

consiperatlons in sunmative evaluation, following in the—]agt
sectio u;th an examination of some of:the,:iros"’and‘"cons" of various

photo-{iterature formats.

. . -
. [y . . :
. . .
, . : | < ~ P
v \~ . 4 f

- 4. A person who acts as a cata]yst in beg1nn1ng community group activities
or in 1nv1gorat1ng already-existing actions. The facilitator must be
.responsive to the directions of the grpup ard encourage the-group to
take control of its.own action. NFE in Ecuador, 1971 - 1975- (Center for
‘International Educat1on, University of Massachusetts, p. 32).

2
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'LEARNER-I‘NVOLV_EME’N.’I:'._IN MATERIALS'.PRODUCTION oy

v ’ . : , . o T .“ L \

‘Rat1ona1es for 1earne/~1nvolvement in mater1a1 product1on can .be .
‘made on the grounds of eth)cs, mora]s, educat1ona1,ph1losophy or pure *ﬁ .
enterta1nment For examp]e, 1earner prepared mater1als are, the natura]
extens1on-of an educat1ona1 ph1losophy that states that 1earners shou]d be
“_creators and d1rectors "of the1r own educat1on5;standard1zed texts, manua]s

. anﬂ pamph]ets Often si#fle th1s creat1v1ty and d1rect1on Another rat1ona1e

s ‘
; 1s that adu]ts requ1re 1mmed1ate app11cat1on of what they study and that th1s

study is best determ1ned by reference to a centra] prob]em to he so]ved 6

Standard1zed'texts rare]y are organ1zed round a‘problem (e g' %he prob]em .
_~of estab11sh1ng a commun1ty water system), and hence, other materials ace
.requ1red to d1scuss group organ1zat1on for problem so]v1ng (e.q., the tech- .

n1ca1 prob]ems of the actua] water system and the prob]ems of fund1ng the

prOJect) Even mater1a1s that address a, spec1f1c prob]em (gs some of the

funct1ona1 11teracy mater1als do) genera]]y are not spec1f1c to the- s1tua-

-

t1on as it éxists in one part1cu1ar town or vf]]age The most appropr1ate /

-materials. may best be comp11ed and organ1zed by the- 1earner
.
A persuas1ve ra;iona]e 1s that 1earner-prepared mater1a1s generate
\ )

’ ¥
enthusiasm®in the learner. Educators7 have often found that otherwise 1e- ,

tharg1c students become involved in mater1a1s

rodyction if those materjals
are “their own." The ter1a1s deve]opment pro ess rovides a Vehic1e for
‘the "s11ent“ student to &xpress repressed fee]1 gs and understand1ngs

. ' / . * g ° //
5. See the works on educa;1ox for liberation by Paulo Fre1re and Ivan Illich.

6. Ma]co]m S. Knowles, The Modern Pract1ce of Adult Educat1on, (New York:
'~Assoc1at1on Presg, 1970) pp 37- 5. ~

7. The Foxfire magaz1ne is a notab]e examp]e of students beeom1ng exc1ted
-~ by the1r own mater1a] product1on ..

L

ERIC N - s8%




-wh1ch to develop the part1c1patory relationship necessary to produce 1eapner-

NG
‘s‘x‘ '

ment Ch1cang commun1t1es cannot approve of 11terature that promotes tpe

N g .’ ‘.

stereotype of the 1azy*Mex1can band1t deve1op1ng countr1es cannot be inxer-;jg

ested in the 11terature of the colon1a11sts,,and ru i1 As1an v1]1agers tannot
re]ate well" to a T1terature that p’rtrays m1dd1e c1ass 11ﬁe 3n the cﬂt1es*-““j

i l

‘If the 1earners in a class (or1nae]ass that is . he]d in the same- cu]tura] and &7

geographrc area) produce the mater1a1s, EY much more relevant and’ usefu]

material will _be made ava11ab1e o o SR L AR
LRSI

Per aps the- best rat1ona]e for 1earner-prepared méter1als 1s the”

-

pragmat1c {ssue of an adequate.read1ng supp]y L1teracy progranrs around the

]

wor]d have a]ways had the prob]em of prov1d1ng suff1c1ent materials to he]p e

neo- 11terates move past the primer stage to a: deve]oped read1ng sk11] ',New -

readers can produce their own reading material and share 1t'w1th other new

’ ,#_

readers in their area These materials may Be the on]y ones ever ava11ab1e

to the new reader in the area.

. Fotonovelas and other photo 1qterature _re exce]]ent veh1c1es w1thL

-

a

prepared mater1a1s There are numerous ro]es--the d1rector, the photographer,-

the actors--andﬂeach learner can'feel comfortab]e w1th one or aT] of the roles.

-

~ As the 1earner becomes familiar witha role, s/he becomes more act1ve in the

W

process The use of V1sua1 1mages in the des1gn phase al]ows for group par-

~{
t1c1pat1on because all can see the story -is deve]op1ng through the picture.

’That is, when the plot 1s,be1ng designed with draw1ngs, everyone can sea the

’ B
1%
. v

; 4 . . : " ‘9' o ‘“ \-/
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; jt. The process should be vnewed as an opportuvitz

. way evolves as: the opt1mum for all of you.. xThere 1s'no”set 1attern for the e

/ -
on: W1ll help you o

a.

evolutt\b or the outcome but we hope.that th1s descr1pt1
understand the p01nt of view’ that 1s the heart of the part1c1patory process

- You haveua h1story, culture, edutat1onm.personal1ty and role (both 1n .

Q .
llfe and spec1f1c to th1s experLence) be’ clear about your perspect1ve Your '

perspectlve w1ll affect your actlons, and you w1ll need sofme system to‘evaluate

your part1c1patlon in the development of th1s material. We suggest that you

A . - .

&




37d1rect1ons on how to produce a fotonove]a The f1rst two goals, however,;w

f be ach1eved by'cénstantlyfassess1ng your own: role in acts of

?"rtant is that.:t'1s done : Make sure that th

'—-’,'..

to produce the materialtj Th sx1ast goal of mater1a1 product1on is poss1b1y

the eas1est and thé techn1ca1 sect1on of th1s note contarns step-by step ;; .
C Sk .

o . - . Lo .
. o .

'}InterVent1on-—Mak1ng a dec1sron for the group. It's difftcu1t5to*watch'and’ R

»

11sten to a. group Struggle Nlth a problem, the answer‘to wh1ch 1s obv1ous to

>.y But the struggle to come to terms w1th that prob]em may be more va1uab1e

-
Y ”‘ s

than the ansﬁer ‘On the otherwhand a. group becdmes demora11zeq wheh a prob]em

v

cannot be solved ‘and yOU(may'want to Jump in and make a decision to keep the

L

..%1“ .
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group moving. The decision to intervene is,a Subjective one, but training your-

self in. subjective judgment;is p i ll 5S of.]earnihg to work in a

participatOr} manner. '~\§L_ <Qé:

Suggort--ﬁroviding technicaf information after the-group has reached'a decision.
Participation in lhe techni 1 steps of working up a layout or printing a
naﬁe{gal may not be as importynt as 1n the steps of des1gn1ng and wr1t1ng a’
mater1a1 but you should be aware of your group's ability or desire to be in- |,
volved in these stesi If you are trying to train a group to be ab]e to pro-
duce a- mater1a1 6;\:25 own, it is 1mpoff§nt that they be able to learn these
steps as the material is be1ng produced. We found that we tended to downplay
the ability of our clients to perform the technical steps of production, and -
this view of ourselves as technicians turned out, in some cases, to be false.

T

The_c11eqts could solve technical problems as well as we ld. Aga1n, you

‘have to train yourself to be aware of your subjective judgments\

Id

Del1neat1on—-Descr1b1ng boundaries, that may be appropriate and offer1ng opt1ons

s

Your group may start writing a story that will need some photographs that will

be 1mposs1ble or very expensive to praqduce. Your funct1on is to preseﬁt,gﬁe N
. -6 A

boundaries to ‘the group, when you see that they have gone over them (this too

'is a subjective Judgment and you may be wrong, but you should take the resporn-

sibility.). YouF\gﬁoup may find itself stuch on one problem, .4 . a part In

a plot that they can't figure out. Rather than IMlervening and makin, Lhe
deciSiOn, you could oftfer several alternatives (hat yUU hnow have worhod Lgloure
The group may pick one of them, Or these alternallves may ylve Lth. yroup ldeas

that lead to a solution

< If.you as the facilitalor nave oome I T N O O I I e, e

/
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a, problem, even, if you have no spec1a1qagend9 thep the process beg1ns from
" your point of v1ew, If the clients 1dent1fy a prob]em they want to work on;. >
then the process‘starts from their -vint -t “ou W 've not saying ‘that one
5bproaeh is participatory and one . ase aneftweiendstof a’
continuum: and you should keep in mind whére»ybu are when you begin 5 project. .

If clients come to you with a problem, then they are‘gofng to be wi]iing to .
assume a lot more of the responsibi]ity for.hroducing the material. If you go _
to the community and initiate‘e solution to their preb]gms, then yeﬁ mey be
impesipg a reSponsibiHity on theh’thgt.they'are-hqt interested id;assuming.

» Often your situation may.hequire<that you define the;problem. véu may
have come with an agenda in mihd (e.g.;:you are a ’anﬁTy p]ahni:g werke}_and
you must, to earn your salary, produce a material that'speaks to family plan-
ﬁnﬁng). Be sure that you state your minimum needs to the group ear]y! and men- ¢

tion them several times. If the group knows what you need, they can.meet your
;nee&s and their needs, and, possibly, everyone will be‘happy. You should be
careful not to impose your definition of their problems, but you have a right
(you are part of the group, too) to have youh needs mei/'ft they are not in
hopposition te the needs of the group. .
The next decision is what type of hmteria] you want to produce_v It you

feel comfortable with only one form (e.y., fotonovela), then mention that to

the group. But you should be aware that the group, 1f presented with some

options, might pick a different type of walerial, or a different tu:mut, Slte
or method of p.c:cntqtiun Tratn yourselfl Lo produce o varlely uf‘maLC|la|:,
and work vut a way Lé’prcatnt these options to the yroup.

fhis isn't everythipg that can Le sald aboul participatice Lo e s
envugh with which o begth. Lf you spend some Ll chinking aidglaihTn, abu.

11 f
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" in the technical section, you will have a good base from whidh, to start working.
The technical aspects of producing photo-literature will come with practice,

but a parficipat/c\)ry process ° ‘ need both practice and reflection. - If'you .
!

the material in this settion and pay attention to the "notef on particip'ation",'

sa

are looking at what yo: «nd- are awér;e of what ypu want to do, you'

. L .
wi)] be successful. X e. .

-4
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Th1s sect1on w111 0 t11ne the té*hn1cal aspects of produc1ng photo—

‘graphic 11terature, eyt don't be worrie 1f you haye no’ gxper ende in wr1t1ng,
. | : A

. el

photography or printina  The' technica] st are laid o or someone who '

‘has never w . > ~as onl a‘be . =2 of the simplest

camera. There are also sug estions

or more exper1enced phoxsdraphers and

' for peop]e who. can en{arge nd devel P the1r own photos. & - g

- = Just how per ft doesyoUrp oduct have to be? There is no proof that

echn1ca] perfection

1mprove§ the e fect1veness of.an "educational mater1a1
q;» readers,

E;In fact 1etter-per ect photograph and pr1nt1ng may al1enate yo
"and photos that arg out of focus, /scratched or badly composed will probably

<

matter more to you/ than to your ients. If you think a bad photograph or

poor layout is. making a d1fferén e in the readapility or understand1ng of
your book, preseqpt it to someond to read..

We're n t suggest1ng that you be purposely sloppy. You can and.will-
improve your t chnlques with practice. What we are suggesting is that what
you can_produ e with your clien» will probably.be more ad:quate than the

slick, profe s1ona1ly-prepared'materials published for or by a different cul-

tura], age,/sex, 1ncone or 1anguage group.

Iy

»

]
we/are us1ng the product1on ‘of a fotonovela as the bas1s of.our tecg,h

nical : cr1pt1on because it is the mo comp]1cated process. The other format:
(discussed in the last.section) can be roduced with a few additional tech-

/ . \
niques. We are presenting this section {H six steps -Beygtuning, Plot Sketch,
Fiyst Layout, Shooting Schedule, Shooting and >econd tayovut Ihis, for us.

fs the most convenient way to look at the process, bul Llhese sleps covuld be

‘ 4
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broken down ipto many more. Most of the drawings refer'to the ‘inside of the
I ’ ' ’
front and back covers. Th1s two- page fotohove]a was produced with Kwame Qu1st {

during his® tra1n1pg at the Center for Internat1ona1 Educat1on The PEA is the
‘ .Peopfg S Educat1ona} Assoc1at1on in Ghanat/apd Mr Quist is the Cha1rman of

the PEA. "The PEA trad1t1ona1|y has taught Engﬂ1sh literacy, but recent]y has

,begun adult French c]acr ' // R o -
) Now it's time t. e ) n1ng -and producing the material. You s£ou1d
/ 7o
find a space, a room that you can use for work1ng on the story and do1ng th

‘ { i .

layout. . Take the needs of your clJents'1nto account. Schedule a place and
timeAthat they can manage without difficu]ty,‘and make .the environment one in

which they feel comfortable. Try to have some form of a product each day so

-~ s

that the group can have a feeling of progress. ' _ \

o

Step 1 -—-Begtnning‘

-
%

. »
The fOtonovela is what its name 1mp1ﬁes, a novel whose story is to]d with

photographs and words. S1nce ft is a story, it must have a plot or storyline.
Perhaps the most difficult part of produc1ng the fotonove]a is deciding what
this storyline shou]d be. When we made our first fotonovela ‘we started with
a Storyline that was too detaj]ed. Soon, it became clear that we needed a
basic, stnﬁu;:toryline. The 'subplots or scenes can be fitted into this story
line, but if the main .idea is lost, i?ur fotonovela will be weak.

Think about the storyline from Ruimeo and Jul4ej. A Loy and gt fiom two

teuding families falil I love and try tu yet Mayg 1 led, (but their tamilies don'

want them to see ecach other.  Stmple and gripping, 130’ C 1LY Now yud ha.c Lo
i

decide the sequence vt events When do the Loy anu glil awee by Whenw 1o Lh..
familics make their unhappiness hnown to the couple.
)
“ -
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The storyline‘"then,-is just the main question_of,fhe story: the centra]

conf]1ct or decision in wh1ch the )BTh characters are 1nvoLved To oevelop

/4your story11ne, pick anqﬁssue‘gr conf11ct.w1th1n the commun1ty where yau are

*

> .

" work1ng, e.g., absent}e land]ords ' Bu11d a story arounq that issue, e}g., there -

is to be a rent str1ke and there are two brothers -~ one f the strike, one

a

against. Or, ‘pick a sto;x} e: g , a mother and daughter have a disagreement over

L 4

the mother s plans to remarry Then ﬁeave the commun1ty issues (perhaps a f1ght
5o 2
w\Yﬁ’c1ty ha]])\gnto the story ‘In th1s example the mot er and daughtEr can:
s+ come together when the g1r1 f1nds out that her new step- ather is a nice. -guy ?

: §

during a march o? city ha]].ﬂ

There‘argn”t'many stories in the world. The.grpup can't really devise *

' Lo : v : e L
'an original story{jne, and borrowing one from lTiterature, TV or a movie 1s not

p1ag1ar1sm.' If'the group is having some trouble devising a storyline and there<

is no*appareni gurn1ng issue in the communqty, then borrow a-plot from a book

K

- or show, but h%ep it s1mp1e.. Watch some TV and see how simpTe the story11nes

\ are. The sett1ng, chayacters and d1a199ue fi11 out this outline of action and
make it interESting'and entertaining. / .

’. L TN .
- . . - “f’-\"

*

v
1)

Notes on participation: The deciding factor in producing a piece of Iit-
erature in a collaborative relatlonshlp:u‘the group that 1is collaboratrng,
mot this manual or any welli- concelved theory. If your group iSestalled N
in th beginning about what storyline and what issue to use in their
first book, then help them along, We're w}ltlng this note for facilita
tors, arfd this is a crucial place to act as catalyst. Once your group
has gone completely through the proccds, they may be able to solve the
Jproblems thew couldn't solve the first time.

Your clients may not fecl comfortable with (hell 10les as Stoay

. Writers. Make sure that you explain, in the beslnnlng, all the step.
fthat are going to have to be.done, and allow for quest1un1ng Youly .-
lelients shpuld have a clear idea ot what they arc going to do lwf‘d)r
they seart, and you nced to know whxoh aspects of the piocess they ar.
Worried about ) .

o ¢




After you have read through th1s mandal once and are ready to work on your-

‘

first mater1a1, have ybur group do a one page mock-up and go through the who‘e :

’

process: once, qu1ck1y This will show you some of the grosser m1stakes, and

make you an‘_your clients feel more confident. !25p1de on ene piece oﬁ,act1on
0

(th1s doesn't have to have anvthing to do with your stofy)\ de < gn  yaé

do the.photograpqy (a po]arond camera will speed up thijs process),'write;a
dﬁa]ogu@ and do a mock-up of a final 1ayout Then take th1s mock -up. to;your

pr1nter and find 'out how he wants you to do the fJna] 1ayout

- @ . -
L. 7/
- L

Step, 11 - Plgt Sketch L ;

]

The obJect1ve of step.two 1( o take your story11ne, and the stories ‘that
you've col]ected to fill out that storyline, and make a vtsua] outline. This
visual outline is called the plot sketch. Fih;ty consider what your constraints
are. How many pages can you pay for? Example: you may choose to do sixteen
pages for the story;and’four pages for the cover afid three ads. Then, take
some news print and draw out the pages and number them. We've used several
?orms: all pages on one sheet (Fig. 1A); 4 pages to a sheet (Fig. 1B); .and one
pageeto a sheet (Fig. 1C). Experiment with these forns to see what works -hest
for you and your group. You'might want- to make a quick run thnouéh in a Fig.

v

1A form; then make a fuller copy with a Fig. 1B or 1( form,
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{

It worked best for us to use a ¢yclical process That is, we went thrdLgh
the sketch from page one to the end and noted down whatevgr caée to mind on
each page. Then, we started again at page one and went through to the end,
\ﬁpending as much time-as was fruitiul on each page. If sodﬁ\pages gave us
trouble, we skipped them and fil18d out the easy pages. The difficult pages

became easier when we had the rest of the story filled out.

Figure 2 shows the stages of refinement after the first sketch has teen

done.  You should cumpose with fFacting pages side Ly Side s wili glue yo.,
better idea how the boukh will 1ook when it 1s betng bound

The plot sheteh is weant Lo be a uleh and sloypy a0 0
Lry LO du it 1nrone or two Se.Sions AL Lthis stayge you, hav:l‘huak Lhoangs Lo
keep jn mind.
T." Bach page should Le a complote wocoe vnd Uhe o (oo i ey
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one “location -- this .is not a hard-and fQ§t3ru1e,bet a chgnge of 1o¢;t\£n-\ -
usdzlly becomes confusing when you(;e ﬁg{ing-fo read through a piece of dia-
logue. if yoﬁ-j f want'to get the scene by showing severa] ﬁécturés of dif-
fenént‘biaﬁes fhjihe town @here“thg.story.takes place, then play down the
jmportaq;é of the dialogue. Ha;ing one scene'to_é page is jmportant, and that
rufd should be violated only with some thoughi.v e
‘2. The mgin“éharacters shouid be introduced quickly. Tﬁey don't ga&e.to apj
pear in a photq riéﬁt away, but they should be mentioned in the dia1qgué-ear1y.
Aaain, this rﬁTe can be broken if you want to have a surprise chéracter éﬁpear'
Tate in the story. |
3. | The situation, place and problem (conflict or deéigion) should be made
clear in the first few pages.
4. The story should build up to a climax and then trail off fo a final reso-
lution. If you are making a soap opera (i.e., a story that will continue
through many issues of your fotonovela), the final resolution is dropped, in
favor-of an ending that has soﬁe suspense to cérry into the next episode. The
concept of builq-up to a climax and trail-off to alresolution is a Western con-
cept.. We don't’know’how universal the conceZt is. .If you are working in a

non-Western culture, 100k into the indigenous stories of your (lients to see

what kind of pattern these stouries fol{uw. )

Try to fill 1n the pages with pholus and words and any Jdetatl (helative
slzes and shapes ot the photos, thgly pousttivns un the paye, dialoyuc) thal you
can pul In [t wily al! help you 1o the nexl step, ana auylhilng jou claange

your mind about c¢an be cul out laten




ES ' . ’ )Q * .
Step III -- First layout -~ J S

. 4 *

'ﬁ ) There is no such_EQiné;?Stﬁe correct layout. The Taws governing ]ayQ

ing. art' -- there are no universally accepted

»

‘rules. The only criterion you have to work with isuyour:own de
: X i

outs are similar to those gove

g sense

of what is p]éasing to the eyes of the reader.

¢ . ' .
One guideline though, is to think vjsda]]y. Tﬁf;k of thé words and
phbfos as b}ocks 6n a pége. If thay dre-a]] the same size, the 1ayouf‘w111 be ®
boriﬁg. Your story]ine,goyerns\zgur layout, but Qou should:takeltime to"think
how the'photoz—aﬁd print can be.shaped to make a more visually pleasing space.

To help in this visual orientation, we suggest that you use an outsi2ed

layout book like the one illustrated below:

ll
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Th1s w111 g1ve you enough -room to see at one g]ance the two pages that

| \ face each other, pages 2 an 3,, and the pages are drawn exactly the same size

.as the f1na1 pages w111 be when printed. You shou]d tn\pk of ‘both pages as you .

¥

design your‘]ayout Both pages w111 be séen at ghe same t1me and\should be

. -

composed simultaneously. = _ — <o ,'v T
. . N - LI . -
A\

X - .
Notes on Participation: The plot sketch has a physical form, i.e., the
paper and the drawings. If one person is going to record the ideas as
they arise in the group, then control of the:final product is in hls/Her
hands. The recoxder is putting the ideas and statements'of the group mem-
bers into a.visual order, and in the process s/he is seMecting and re- 7
jecting. The recorder is also -the only person who can put an idea into
the final product without first saying it out loud to the group. This is
a position of power, and with this power the participation,of the rest
of -the ‘group can be manipulated. If you are working in a team, this is

a good p01nt to disquss when you are processing the day's experience.

. The interaction of the group around the plot sketch will have its.own
" momentum, and one”of the responsibilities of the facilitator:is to main-
tain that momentum. That means that you will have to do some selection
and rejection of the ideas as they come in. Be aware of what you are
doing. : : : )
If you are trying to train a group to be able to produce this ma-
terial on its own, then it will be important that someone in the group
learn how to record. Some of your clients will not feel comfortable
with that role. Some will say that they are, but once they get going
they will like it. This is another subjective judgment that you will
have to make. Remember that as the pen leaves the hand of the facili-

tator, the control of the participation also leaves his/her hand. - .|

)

Your composition will be determined by the type of camera and the kind of

phivlu processing you use. For this reason, we wiil talk about two different ap-

proaches and sonie problems you should cunsider as you beyin Appruach #1 1y

) _ .
for thuse whu:r‘c going tou use commer. lél printing, a poldroid caikia 0 o
non regulative cawera (H1ke an Instamalic where llgnting And Lione selolugs o
contivlled Ly the camera) . Appruadn #Z 1. ftur the pholographer wio has b Lo,
of the Liming and  slop and who will Lo dolng his her own devclupl..g avd

enlaryihy

Nt
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Instamatic cameras and most-
polaroid caméras “produce a photo .o
'with.a square format. When dev&loped
and p nted commercially, the photos
exactly the same size.
This 1s potentially boring, visually.
Some polaroid cameras produce a
ctangular photo, but still the size
5;3 shape are fixed. This limits
your range.of design.

————
O ———

§ame Size \

But, you can cut or crop your photos,
remember that the photo can only get’
smaller. Of course, you cén pay to

have your photos en]arged but this\ -

will add greatly to your expenses .,
~ Instead, pick a few™af youy photos to
be enlarged and spacé-them through-

out your book. Also, ask your
printer if s/he can en]arge your pho
tos when s/he's screening* them.

Varying the contenl ol your L. '
anotner way to intrudu.e sowe 1nte
rest, visuatly, on the scene. C(Clo.e
ups and mob stenes look very

»f‘bec bt.d‘b VI for screentng proless’

1535 mm cameras produce -a rectangu]ar

format. ~But when you aregdoing your
own enlargding, you have tbtal control
of the final‘size of the picture.

The phetographer can‘%pec1fy the exact

size required and s/he can, in' the:

‘maJor1ty of cases, produce this exact

size in the darkroom. This gives
you. much greater. latitede in des1gn-
ing the format. | .

- /
PN
- —————
. —_—
NGA Y
L )
r
\.
Ll - "‘
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'
f
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- Varied. §ite'$

The photographer must be aware of the
tonality of his/her final products.

In- en]arggng, tone and density will .-
unless the phatographer is
-aware of which photo goes
and how they w111

be 1gnq¥gd
constantl

on what page -
look side b

DAKK

e photegrapher and dark oM Len b
ctlan can, be as fancy as they want,

but they shouldn't forget: ¢
1.  They must leave room to. the
d]dlt)gyear

;./k‘

et

N
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different; and alterhating shots of | 2. The p1ctures must te1T a gtory in
people and scenery can do the same sequenc@s.wﬂoes it make sense 'tg en-
th1ng ' . - large that picture? .Should you empha*

, ' o : size that particular character at this
i i . . point in the story?- - -, .. "

; oy . -
The d1a]ogue must be-a part of your Tayout cons1derat1ons Yqur'dia- [/~
\ .

logue wust be f1na}1zed as soon as poss1b]e If not f1na11zed complete]y, at .

‘; “

. least three cond¥t1ons of the d1a]ogue must be set very early in the process

1. 'The space a]]otted to ‘the d1alogue shou]d not be changed; —

.

. E. The characters cannot be changed'1n any one: p1cture, and r_:t

»a

3. The d1a]ogue should not be changed to descr1be an actfen that isn't tak?ng
. T v
place in the p1cture ' .

Grammar< syntax and word.qpo1ces can be ctranged up until: the fotonove]a gees to

press if the changes don't vio]ate-the three"cqnditions above.

~

The words printed outside the photos are 27}1ed headTines, lead’ins and
t

. bridges. Headlines announce a title or a main evant. They are written in type
that_is larger than the rest of the print and oCcupy a space soméwhere at-the \
top of a page. Nhen ybu're desfgning your first layout, consider what options

you have.for hroducing these headljnes (see Step V1). Be careful ndt to over-

use ~headlines; they tend to dominate the

Wlmé
page 1f they are printed daikly lead 1ns £ -
- ————— e ——— L__ ____J_i_'_ }

and bLridges are other Llypes of headlines i:—;z l

’ bt T e —
/Ph?lggg__l__rl sely up the Stury wn Lhal pay. N
Usually this type of lead In 1. aful 4s ddh l 1 ,
d> Lhe hcadlln_cw and the typo 1. about the s - ,‘
Sane slze as the dlaloyluc L —: l

; i e i R - ‘Q




- The bridge explains the story-line Qhen,thé'actioni location or characters
~change radically. The type is like that of the lead-in.. Usually the bottom
E ]eft.hand'gofner of the fir§t‘pége is Used for credits. 'This is where you put

" the names of the actors, writersand phofographers.

Vot , . ]
Note$ on Participation: Layout is a skill that can make your pioduct ap-
pear professional or non-professiopal. If you have read literally thou-
sands more books and magazines than the participants, you probably have
an intuitive sense of what is expected in Western_layout format that the
participant will not have. For this reéason, you may feel that the ‘lay-
out is best handled by yourself. This might be, since artistic judgment
‘fcannot be voted on by a committee. The user should not be presented an
incoherent, visually ‘confusing layout. . : ,
’ To assume, however,” that your participant cannot handle this stage
.fcould be to lose an opportunity for insight into culture specific layout
patferns. An alternative would be to work with your participants to
see how they would place the pictures and the dialogue. - Also,. you could
show the participarits several layouts and have them state which they
ffind better and why. ‘ 0

-

T

" “Step V- -- Shooting Schedule | |
. .'The next~step is to plan for thg days when you will be photograbhing. An )
easy way to organize your;eif is fo wr@teha shoqtingsSChedu1e~--'dr a descrip-

“tion of,wha;, who; weqring whéf, ho]ding'what,_doing what, you are going ‘to
; photograph. | o )i_ | |

*'If you hqve”béen using the large layout book, you have a perfect place to

write these directions: . ¢

?
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By now you-have places for all of. your photographs, and action determined for

.

each photo. You must be: certain:
. ‘

4 ‘ . e -
1. Which'characters will be in each photo;" ) '
I B

21 where the characters w111 be stand1ng or sitting (the person who speaks

first must be on the Teft unless you are using-a 1anguage~that is read from

the r1ght),
3. What clothes the characters will be wear1ng in each scene;

4, What th1ngs the characters will be- hold1ng in the1r hands, po1nt1ng to,.

4

'reach1ng for, etc:;

- 5.  What gestures the characters w111 be mak1ng, what express1ohg they wi]ﬁ

f« .

have on their faces, and F ] : ©o- ,

- 6,- Where these characters will be Tocated -- in a plane, street, kﬁtchen, z00,

v

-, etc.

' Number the‘print (1ead-ins, headlines and bridges) and photographs

(3
- B

:.Th1s w111 allow you ta refer to #3 on page 7 1nstead of go1ng into a long

o
~
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explanation. It yill also help later when you have to talk with the printer.
Now you are réady toJWrite the shooting schedule next to the Tayout.
. Thé 1ayout w111 go with you when you are. shoot1ng so it is good to have the

14

- shoot1ng schedule in the same place S1mp1y wr1te the number of the photograph
1n'the margin and describe wh\t the characters are do1ng, holding, wearing,
;”and Where.they are doing these things. Then answer the six questions above
- After that 11st is complete, go through your layout book and 1ocate the pages

which’ have scqus\ln tt: same 1oca1e ‘For examp]e ,
S opp.- 1.2,7, 12 16 |

¢ b

iving room of mother

3,4 - == Airport . ;

\ ) L %

5,\8’]0,]] "' By I"Oad . | ) | | ‘) . ﬂ.
13,14,15 -- Under trees s ' ’

And;.locate the pagesr*haf have the same characters on them: -
pp. 1, 2 10 11 " - Jane and Mary | "( o ~
3,4,]0. . '=-- Jane, Lois and Mary | N '

~ You ﬁfgfnow ready to arrange the 1ocations and oharacters needed for the shots.

. A -findl Tist might Took like this (but make one that works.for you):

‘fage‘ : ’ Location, Qharacters o '
ie. 1,2 o | Living RoomA Jane and Mary
L4 o Airport | L Jane,-Lois, Mary ‘
10, L ) . '1 By road’ ‘ <Jane, Lois, Mary

\\\ Your' f1na1 list should be a schedule, that perm1ts the easiest trans1tlons
from photograph1c scene to scene. For instance, it is -easier to recruit char-

acters if they on]y have to be involved in shooting for one day JThe shooting

goes faster 1f you make few scene shifts, etc.

. -
.

}

) . . . 1 ~
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[Notes .on Participation: Whoever is to be the director on the days of pho-
to-shooting should work up the shooting schedule. Don't expect another
person to fallow your organizational ,scheme: even Americans from the
same.class and academic tradition organize their papers differently.

Talk over the optlons with the director and then let him/her make the
decision. Some people are capable of memorizing the entire schedule,
but otlers aren't and wouldn't want to.

v

Step V -- Shooting . < ! B ~ 1 .,

"2

If you haye limited the number~of main characters and place changes,
“then shooting the photographs will be easy._-ft4w111 be even easier if you can
have two people, one acting as a photographer (we sugges{ that you use two pho- .

tographers if you can) and one acting as«director The director carries.the«\
shoot1ng schedu]e and the first -layout and sets the scene S/he then gives
¢

._1nstruct1ons to t photographer and shows h1m/her the pos1t1on of the words in

-

~ Q a

each photo; Co _un1cat1ons between people are so.persona]1zed that no system
will work for any two groups - The' two or three photographers and the d1rector1

1n your group w111 have to work out their re]at1onsh1p and method of commun1- :

a', .-\ . ~

‘ cat1ons You Qanst &ork everyth1ng out comp]ete1yabefogehang, some th1ngs will

N IJ
:,,_.' NG 'y ‘nﬁ!/\l g

:.QSOrp‘themselves,out 1n(brooess ~But, you‘shou]d spepd some t1me in. the begin-

. u . ek ‘.,4' £ .

' 1ons“1nto account

—

N

_": - N i]‘ . *° !
&‘3.' pHow w111 the photographers know what they are try1ng ¢0 shoot, how much
oy




Notes on -Parti®ipation:, Having everyone change’ jobs during the shogting
(i.e., actors becoming photographers and photographers -becoming diyYectors,
etc.) will enhance the feeling and reality of full .participation; /but it
till also cause confusion. Nonetheless, you don't have to make afi either/
r decision. As long as everyone in the group has participated in the de-
"lcision to specialize the roles, the participatory process hasn't been
fviolated. o ' . - :
Once- the roles have been decided, it'$ easy for the director and
the photographers” to’ take over and forget about the actors.s /The. direct-
pr is in the best position to keep the actors in mind. This will add
; - [to the director's work load, but it is important.: The director should
o “pe sure that the actors understand each scene and where they are in the

story. x o o -

We found that good direction allowed .the actors to be-less self-

conscious. ) : -

9

We can't teach you how to be a photogr her (either beginning or expert)
in this book, and we urge you to spend some time readindia good beginning photo—'
graphy bpok; "But, thére are some hints that aré'spééific{to the.problehs pf‘

 photographiF 1itgrature tﬁat we can make. vSomé'thin?s‘tq keep;ﬁn‘%ind:
Tw} - Try to keep your shooting to two or three days.‘ This will solve prob]eméit-
of actors not being able to participate'laten, weather changes and cﬁanées in -
the hairvstyle of your leading man or woman .. | . '.; : -
2. If helps i} the actors say their’1ines,‘éhd;the'bbétoérapher“shau1d thx\
to catch the-actors in expressions that are clo;e-tovihe feelings of;thé séene.
That is, no smiling during tragic scenes or froﬁnfng auring happy ones. But
;,don't.tn; to be perfec;.“ Getting the spégking characters with‘theiFEmOUths
open is difficult and not so imbortant,  ;' ' |
3., Phdtégrgphgrs‘should leave about a tenxéerceﬁt_framé around the scene When
they~are sﬁbot%ng. &n'this way, you can deaﬂ with mistakes. Yqu can cut or

crop a photqfsmaller, but you can't make it darger. Even if you dre doing your

own enlarging, you'll want that ‘extra margiﬁ for error.

J

b




"f1ash, -and use a flash outside.

XA
D_ B m
-~ M .;V"

4.

',to_go to an a1rport to shoot an a1rport scene

Locdtion is not askjmportaht as ybu think~

Forexample, you don't have -

If you saf the. people are in an"

airport, but shoof them in a school hal]way w1th luggage, it will Took 11ke

they are in an ,airport.’

A]so, 1ns1de ahd outs1de“§re not always d1fferent

We shot some scehes of peOp]e_meet1ng in an airport, but. wé shot‘1t outside

against a brick wa11

¢ )

5.

U

sure that the scene will not be ruined by a- foo]1sh mistake,

the lens cover on. You can 1au§ﬁ

ferent ang}es w111 g1ve 'you more from wh1ch to choose.

‘Now, ‘for somespecific advice to.the type #1 qu.#z groups;

#1- - . :
. ) 3 -

i ' Try to keep the 11ght1ng,the same

x for every shot. If indoors use a

© too for close-ups. Follow: the flash
directions on the film. You want .
to have even tone in the pictures.
Outside it is best to shoot on a:

- cloudy day. .

Be Very careful when shoot1ng to
think 'of the ’ﬁna] picture that -
you want. Keep in mind the need

for space with words, and remember -
that you can vary the sizes of

"It Yooks like they are. ifside.

Use more than one photographer’ for each scene.

but it may happen to yOu

In this way, you can be

like 1eav1ng
~ . :
A]sb the dlf—-

_#_2-'.

8

The most -important thing to remember

|'¥ _is that you are-going to want the

“density of your negat1ves to be uni-
form. Keep this in mind as you are
~ taking ahd'deVeTop1ng your photos.
When you're taking ‘the pictures use .
two or three different f-stops (brack-

et) on each scéng,to be sure. You
want to over-shoot each scene.
Experiment with techniques. - A picture

stightly out offocus and & 11tt1e
‘over-exposed will give the appearance
o & of fog, if under- exposed and a 11tt1e

l)rd
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your final photos by hav1ng every- . out of focus, 1t w111 appear like .
th1ng on one side of the picture. * - dusk or dawn. If you don't have a -
. flash, you can take inside shots
, - outs1de Some windows Took about the
¢ CuT - same ‘inside and out, and walls always
{ look the same. Just move .some furni-
t ture ogts1de
- l . : .
1 h A
nE g
r .
l____ i .
i
‘w ] '

: -

If you ahe not using a polaroid_and can have contact sheets;(a‘contact_sheet
is an 8 x 10 photograph of all the frames of ‘one roll; each frame can be seen

- as a small photograph) made, it W111 save you time and money when you are mak-

- -
1ng your decision on wh1ch photos to pr1nt Aso, 1t Will give you 1mmed1ate
L

feedback (contact sheets can usually be done in the same t1me it takes to haVe

'the film deve1oped) on any mistakes you have made in photography

KN
»

' Step VI -- Second Layouf‘ | L

g

~

"™ By -the tfme ‘you have your photographs developed and are- ready to do the i-q

'f1na1 1ayout you should know who wal be doing your pr1nt1ng It 1s 1mportant

Y

to’ know what the~pr1nter requ1rements are ‘before Fou begin the f1na1 1ayout

~

~S/he mays want to do the final- 1ayout,, may charge extra for this service, or

. may require that you present the pages pasted up- and ready for pr1nt1ng a_ﬁg?'“i57

-~ -

Screening --’brinting'photographs requires a processvcalled screening
which breaks the photograph into a lot of dots . Without this operation, a
photOgraph will not print well, but w111 be a b]ur of gray and black areas

It is 1mportant that you and your pr1nter agree on when this operat1oh w111

33
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"take place It w111 be d1ff1cu1t if you paste up the page and the pr1nter has |
=to take the ph&fographs, d1alogue and page apart to screen the photographs

There. anf many qpest1ons you should ask your pr1nter, so let's go over h
. o ‘ . . - . '

‘a few ’

,1. what 1s the. type s1ze and cost of the paper to be used Your'coVers will
probab]y be of a d1fferent grade of paper than your inside pages. .

. 2. what is the‘eost of the Tr1nt1ng if you do the.f1na1 1ayout or if the-
'pr1nter does it? = T : o '

| what type ‘of stap11ng ¥s the pr1nter go1ng to use7 CWilT it requ1re that .
you put your p1ctures further away from the sp1ne the center of the mater1a1? e

. 4. What k1nds of headline and typ1ng serv1ce does the printer provide? |
5.: who is go1ng to do the 1ayout? o «
6;. Hhen w111 the photo screen1ng take place7 fA

3.7:' 'How'much w111 the whole JOb cost atv 100 cop1es, 500 cop1es, and ]000
.cop1es? Often, the cost to 1ncrease the number of pr1nt1ngs is m1n1ma1 after

the Tayout 4s done and~the pr1nt1ng platEs are ‘made. é '~"

The 1east that the pr1nter can requ1re of you is that you_ do a draw1ng
.

1ayout and comp]ete every element of the page Th1s 1s why we suggest- that

ﬁfﬁll_prmnt areas and.photos be numbered. Let‘s go back to the,examp]e.

Y [P P —
Lo, @ . ; "
A \‘ e— . \ .O 5
SR g |t -
O




Each p1ece that w111 be pasted on the page w111 be numbered The’drawing lay-

(n

' out w111 tell the pr1nter where to place the p1eces "It may.be a good idea

to place all these p1eces in an enve}ope with the drawing ‘layout on the out- -

’

side. The. layout must be the ‘same s1ze as the final page These are all

[

th1ngs to work out with your pr1nter

.
7

Lf'you are lucky, you will not have to make ‘many changes from your

.

. \-
. first 1ayout Those of you who ‘are us1ng commerc1a]1y produced photos w111

'probably have the greatest need to a]ter your layout to adJust to“the photos

Those do1ng their own enlarg1ng w111 alter tpe1r ‘photos to adjust to the

1ayout

a

You probab]y w111 be requ1red to do your Own typ1nq§£éh the. d1aTogue

After the photo has been selected consider the space ava11ab1e 1n the picture

for the ass1gned dza]ogue then shape*ﬁhe d1alogue into the space. You should -
.

N\
-.

-try to use an e]ectr1c typewrlter, because the. more even. type w111 pr1nt bet- -

.' nro

l ter, If possible, uSe an IBM Se]ectr1c w1th changeab]e typ1ng e]ementsx/ This

)

w111 give you a w1der range of type sty]es, and th1s w1]] add to the. v1sua1

interest of your ‘book. If you can t use a Se]ectr1c, then experiment with

other typewriters. For headlines, ]ead=1ns and br1dges you cou]d have a local

~artist'or a person with' good handwritjng to,dofsome of the work\of the type-:

A

- writer. There are commercially available transfer letters that you ‘could use -

too. s 'y ‘
p ) . : 1 V4 -
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Notes on Pafticipation: Working we}l with a'printer requires experi-
ence. The only way,yo’n get. this experience is by working out the

~ |details of a publicati ith. the printer. . You can work’ well; alone with- °
the printer, but:when y8u leave the commmity, you will take.your’exper~.,|
. 1ence with you. The paxticipatory process goal is not the productlon ‘of -
a product i.e., fotonovelay-but development-of the capacity of people

\' and the capagity of a group.to produce its own educatlonal materlal

Always work w1th someone. s * .

I

- Front_and Back Covers, Cartoons and Ads:--'Welhaye‘deen talking about the pro-

duction'of a fotonovela in the. technical sectiont-”The fotonovela'is very.,'
popular in Latin Amer1ca, s1m11ar 1n many ways -to the comic book 1n'the U S

Certaln-elements are expected, suchas ag]ossy, color, act1on packed or 1ove-
f111ed cover. Advert1sements are 1nvar]aq1y present. Also, ‘the fotonovela',

usually has at least one cartoon ' ‘ I | ‘&y'_ N\

© ¢ ap

-

0bv1ous1y, you can drop or keep any of these elements, but Tet“s: con— <_
's1der the “pros" and ‘cons" of each. The color g]ossy cover 1s Very n1ce;

It connands attent1on and- 1ooks profess1ona1 It a1so costs a- 1ot .and the

N
LAY

glossy bond paper requrres spec1a1 equmeeht for hahd11ng at the pr1nter s.
Your pr1nter-ﬂmy ngt be capable of pr1nt1ng althree color,ﬁggotograph1c,.glos-
sy cover. But, ablack and white photographic cover can be very effective, and,
if‘printed on a non-glossy paper, will cost you a fraction of the price of;the v
"comic" cover. | | o - »
Cartoons are a great method for putttng var1ety 1nto your fotonovela

They very clearly carry messages, and can be a ]1ght hearted way of making a

po1nt. Your prob]em is locating a cartoon1sti If.cartoons are done in black
' 9ndlwhite, there is no printing complication. If they are donenin color, the.price

increases. " N L

Advert1sement 1s a way of br1ng1ng in money tg ‘cover your pub11cat1on

costs. It.also is a way to pub11c1ze community services, advertise aga1nst

S 86
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- unsafe practij es or. miiitate for changes Your problem is putting together
.:interestin advertiSing copy ‘Most customers paying for ads Will proVide the1r.f-

own copy Ifnot Yyou can do it yourself Don’ t-try to put too much into the

. L
“ad. If kept Simple, an ad can be ver. effectiye.”

.

: g -- We have emphaSized economy’ throughout this technical section, be-
/ cause that s our value. Educational material should bec]ear readable and
B Viewable and gloss, color, .and profess10na1 typesetting are iCing on- the cake )
"Profess10na1" work on one fotonovela can ‘cost as much asqproduction of three
Simple" fotonovelas We hold that three books are better than orie glossy.
‘ \<' Publishing w1]]jbe your largest expense For this reason, we recommend
“that you 1ook‘into public printing options. Most_large c1ties in the United
States have skill training centers which inciude printing as one of the” skills
.'taught Since trainé Will work on: your pub]ication, the finalaproduct may be
AL 1itt1e rough but the costs Will be minimal -- usupl]y thewcost of the paper '
mThis has neant for us the difference betweeE $48 and $500 for the publication t
'of 500 copies of a 20 page fotonovela ‘
Most countries have government printing houses, often connected with the

~ L

' Ministry of Education If your publication is done in conJunction w1th the gov-

-

ernment, its printing perhaps can be done in the-national printing house.

-




EVAL.UA-TI‘(-)N; ‘

“You or your fund1ng agency may want.an eva]uat1on of the effect1veness
of the product Evaluat1on 1tse1f is thqwsubaect of many books, and this short
_ techn1ca1‘note can 't cover the subJect in any real depth But, 1f.you need
to do an eva1uat1on here 1s a model that pcesents a set of opt1ons that range .
from quick and s1mp]e procedures for 11m1ted obJect1ves to more time- conSumlng
and soph1st1cated procedures for’ more oamplex obJect1ves T
: There are three components to this evaluatlon model : Questions‘(i.e.;
’ problens hypotheses, propos1t1ons) Samp]e (subJects, aud1ence 1earners,'
popu]at1ons), and Measurement Instruments Each of these components can be
broken dowp 1nto f1ve 1eve1s of complex1ty An evaluator can-select a level

to use for each component depend1ng»on how complex or accurate the results

must be, -and on the time, resources,‘and“Skills that are.available;,

, Questlons o ,;' L .- : C S

1. Do the mater1a1s attract and hold the attention of the aud1ence7
2. Does the audience perce1ve accurately the 1nformat1on prov1ded by the
. materials?
3. Does the audience 1earn the facts, principles and/or strateg1es presented
in- the materials?. N
~ 4, After exposure to the mater1a1 does the audTence\change its att]tude
. toward the subject? '
- 5., After exposure to the mater1a1s, does . the aud1ence change its- behav1or
in regard to the subaect’ b
; . | * Cor : .
Sample - - ° . s > T : :
! . . ° * F)

1.  One person ’

2. A small sample of those expected to use tﬂe materials.

3 A small-sample representing all the various sub-=groups of peop1e ex-
pected’ to use the mater1a1s

]

, Taken from.a paper in progress by Dr. David K1nsey,.Center for Inter-
national Educat1on Un1uers1ty of Massachusetts.
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‘Measurement ihsfruments-~‘\_
1., Diréct observation of behavior. , T L
2. \Unstructured questioning of subjects on the effects of the.materials.
3. Se]f-mage tests and/or questionnaires (either administered orally, or in
' - writing). IR Coel e
4.., Pr?fessiOnally designed and va]idated:fgsts and/or questionndires. - -
5.° Multivariate analysjs of the effects. of the materia

Is on7tﬁé;§amp1e?
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. OPTIONS IN PHOTO*LIIERATURE ‘

the process recommendat1ons clearly We have tr1ed not. to confuse the flow -
' of the manuﬂ] with constant references to other forms of photo 11terature

tThe part1capatory process, as out11ned and most of the techn1ca1 1nformat1on

can be app11ed to most forms of photo ]1teratu§%, and the add1t1gna1 techn1ca1

]'sk111s that may be needed can be ]earned frofm her sources on photography

-Each type of photo- 11terature has its own spec1a1 requ1rements, advantages and

disadVantages. Here are four d1fferent types that you may want to experiment

‘v

with: . o T ‘ -

I

_ifbtonoréﬁa'é- a prfnted med1um 1n:whfch photos are arranged in a sequence of a, .

Aakd

dramatic story'while the plot: is conveyed throUgh'dialogue'bdbb]es.‘ )

_Example:

5 .

?‘0’ Nermene s

In th1s Manual we haVe focused exclus1ve1y on the fotonove]a to present

e -

*
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The fotonouera'seens ‘to be the easiest form.of Titerature for new-
‘,literates to read. The photo format allows for easy group product1on ;;T;EE\
stony11ne and p]ot because the group can eas11y visualize the sequence. But, -
the use of so many photos adds to the cost of the materials and- cuts down on
the: number of words that can appear on a page. In add1tlon the d1alogue bub-
bles have to be placed on (bled. 1nto) the photos for pr1nt1ng, and th1s qs
more expens1ve than photos printed without d1alogue bubbles. -The fotonovela .
Tends . 1tse1f well to a-drama, and by definition, must have a p]ot If .you
want to produce an. 1nstruct1ona1 mater}p] without a story, then you may f1nd
‘the fotonove]a an 1neff1c1ent méd1umv The photostr1p;_;rphotdpage might be a
better cho1ce o . B | ST,
Pgotostrié -- a'prtnted medium in which photos are arranged to relate to(and

support therprinted‘fnformatjon that is next to or under the photos.

. Example: | - | RSN

<

& | =
(R
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. this type~of photostrip (some types of photostrips have dialogue
) ﬂbubb1es on th photos) the story or information in’ the text is supported and
c]ar1fTed by th photos The text is not an integral part of the photo .and
cou]d probab]y e undérstood without it. Th1s form is cheaper to produce than
the fotonove]a (because the words don' t"have to be bled 1n) and a]]ows for more
textl. A dramatic story is got required (e.g., the text could be ab0ut some
- improved agr1cu]tura1 practice and eéE— photo could show the equipment or the

practice that is betng discussed). , N
T - ¢

4

*Photopage “~ a pr1nted med1um in wh1ch photos are added to a page of text ‘to

N
“Support the printed information or to add 1nterest/to/fhe\presentat1on A1 of
the text on a page may not re]ate to the photos and each page may not have a

\
i photo on it. < N : .
Example:




~ '.'
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.This form of -1iterature is a Tittle cheaper, since fewer photos are
3
being used and some pages haae no photos\at all. Here the photos are used to
Y~
enhanceqthe story or’ material, not as- an 1ntegra1 part of the pnesentat1on

y -
u . -

P

Slide or Filmstrip Novela -- a’fﬂm medium in which the “pages” of the mater-
1a1 are displayed on a screen. The text may or may.not.be incorporatfd,on
the frame with the photo. a

Examp1e: . . : _ _ _ .

4

‘¢ -

.; The obvious advantage of this form is that a grdqp oan‘read or view a
hater;a‘ at the'samé time. You do need a projector, and this may be djfficu]t :
or impossdble to obtain in some Third World rural areas. This" form is easier
to store and transport, and thi’u1t1mate "per user" cost is a lot 1ess than
for printed pater1a1.~_Another big advantage 1s;that color can be added at a
reasonable additional "per user" cost. . ‘ |
There_are two ways to. produce this type of material. One. you can
produce your materla] (e g., @ fotonove]a), and then film tdg final layout (a
page at a %1me or in pa?ts of pages). Tyo you can f11m the 11ve action and

have the words on a separate sl1de/frame on a blackboard or on cards. This

!
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a]lows yo’u to produce a mater.wl in several Tanguages or on several levels of

d1ff1cu1ty in one 1anguage w1thout\fhe aﬂd1t1ona1 costs: of produc1ng a comp]ete

" set of different slides or f11mstr1ps

We haven't presented all the forms of photo 11terature here, and- we’
“haven't talked about comb1n1ng all the forms into.one matema] like a. magazme
or a slide show. The participatory process, too, could use several more VOAUII]GS
for a complete discussion. But, we have suggeste‘d"a s'tlarting point from which

you can develop your own participatory. process angi'.pmtbi‘literature' format.



