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2.0 AIMS AND OBJECTIVES

In thisUnit you arenot learning about the nature of dialoguein dramaonly. It hasa
wider scope. It discussesthegenera principlesdf writing dial oguesand monologues,
oned whichisthat by dramatisingour ideasin fiction, poetry, newsreports, etc., we
achievecertaineffectswhich wecan't otherwise. Dialogues and monologues, used
skilfully, can makewritingvivid and authentic. Y ou will now learnthat:

o theessenced dramaticdiaoguein dramaisitsrelation with charactersand
events,

e dialoguecan add lifeto many formsof writing, such asfiction, poetry, drama,
News reports;

e ineach d thesethedialszue tellsusessentia truthsabout the charactersand
thesituation;

e dialoguerevealsthe persondity of the speakers;

e evenwhen they seemto telk out of character they may be revealingsome
unknown aspectsdf themselves; or

e they may reved any changesthey may haveundergonein thecourseof the
incidents;
dramatisationisa moredirect and quick way o telling ustheentiretruth about
thecharactersinvolvedinastory;

e monologuesareinevitablein certain situations, e.g., lonelinessand grief. They
are not merdy adeviced traditional drama.

After youve read this Unit, you should have no difficulty”’in choosing good
passages of dramatic dialogues and monologues and doing the assignments.
Perhaps you WI be able to find more interesting passagesthan the ones given in
thisUnit.

2.1 INTRODUCTION

In the preceding Unit we saw how situations can be dramatised in literature—
in poetry, dramaand fiction. In the present Unit we are going to see how
dramatisation can take placeintheformof dialoguesand monologues.



Damatisstion of Idens We havearoughidead what dramatic didoguemeansin adrama. Thereisan

exchanged conversationbetween characters; t he conversationisheldin the
. present, but it embracesthe past, and alsoinfluencesthefuturecoursed

action. Theconversationls causedby someevent or statement, by someone
involved in thestory and the Situation. Thedid ogueisdramatic, because(a) it
isrooted in thesituation, (b) itssubstance affects the coursed events,and () it
reved sthe persondity d thespeakers. In that sense, dramatic dia oguecan be
sddtobeaproductdf tha past, present and futured an event, astory, and the
charactersinvolved init.

2.2 DIALOGUE CAN PLAY AN IMPORTANT
ROLE IN DRAMATISING IDEAS

Even outsdethelimits o drama,in differentkindsd’ narratives, such as short
story, nove and narrative poetry, didoguecan play an important role by
helping awriter to dramatise ideas, incidentsor crises. Didogueis a useful
artisticdeviceto giveones narrative pace and verismilitude. Used skilfidly; it
bringsin thefedingd immediacy into thestuation createsthe illusion that we
areactualy witnessng ascene, hearing peopletak, gettinginvolvedin the
Stuation, gettingto know thecharactersbetter.

2.3 DRAMATISED DIALOGUE IN FICTION

Let usseewha dl thisméans. Hereisadidoguefrom Grz ham Greene's
Brighton Rock, (which, if you haven't read, you must—a Penguin editionis
eadly avalable):

Shesad, 'Pinkie, | gat to tdl you. | wanted to keep you from worrying—but
therésgot to besomeonel don't havetolieto. That waant Mum, Pinkie' He
canedomy up, watching her dosdy, judging. 'Who wesit?

It wasthat woman. Theonewho used to cometo Show's asking questions!
What did shewant?

'She wanted meto goaway from here’

Why?

'Pinkie, sheknows. '

'Why,did you sy it wasyour Munf?

'l told you— didn't want you toworry.’

Therearetwo personsin this didogue. A girl, not very educated (1 got totell you’),
on thedefensveand a so protective(l wanted to keep you from worrying), is
meking a confession to abpy, whois her friend, perhaps her lover or husband. Heis
suspicious, cold, judging, accusing. Obvioudy, her trust in himisnot returned. Heis
asoinvolved in something serious, perhapscrimind (‘she knows), so that the
woman who used to cometo Show's (the named a teashop), wanted thegirl to leave
Pinkie. Thereisadeception, followed by aconfession, which however isnot taken
lightly.

Thispieced didogueisdramatic inthat it arisesout o asituationand maekesthe
characters comedive. A woman comesto seethegirl (Rose),awoman dd enoughto
look likeher mother. Sheknows something, and thegirl redisesthat thewoman's
knowledgewould worry Pinkie. Thewoman asothinksthat thegirl shouldleavethe
place, as the placeand thecompany sheiskeeping, is bad, perhapsdangerous. From
thisshort extract, thereader can gt anidead thecentral thrustinthe
story—foolish, protectivelove, somenasty incidentin the pest, suspicion and
accusation. Through thedialogue;, wecan identify thecharacters, reach out to their
12 past, and anticipate their future.
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2.4 DRAMATIC DIALOGUE IN POETRY

L et ustakeanother example, thistimefrom poetry, from Vikram Seth's The Golden
Gate(Oxford University Press):

‘John.. .. John, cdm down, cam down, at least
Tell mewhat happened. Did you teasehim?
'Me teasehim?That freak climbed the bed
And urinated near my head

Enough's enough! Liz, don't appease him.
Havethecat neutered. Itll cure

All hisaggression, that's for sure.”

When John'sinvectivegrowstoo torrid
('l cut them off mysdf,' etd.)
Lizexclams, 'John, don't beso horrid.'
"Wl, ship him off to Senega

Or somewhere—L iz, you'd better doit—
Or—mark my words—that cat will rueit
'Oh, darling,don't be so annoyed.

‘What should | bethen? Ovejoyed?

'Of coursenot, dear.l' mvery sorry.
Let's changethe sheets. He's twelve yearsold.
Herediy hasahea:t of gold.

Tl bet!” "Well, dear, try not toworry.
Asfor that other thing, that would

—At hisage—do more harm than good.

‘S0 what should I do—grin and bear it?
‘"ake sute the bedroom door is locked.

Thisisahumorous dialogue (humorousfor thereader, at |east) betweenlovers. The
backgroundisvery clear. Thewoman's cat has urinated on the bed to spitethe man;
it's obviousthat the cat hateshim. The man can hardly contain hisanger,and
proposesmeasures, violent and non-violent, to remove thecat-menace. It's also
obviousthat his mistressisvery fond of the cat. The dialoguetellsusalot about the
man's temperj thewoman's amused coolness, and thecat’s personadlity. One can see
that thecat isgoingto interfereserioudy in thelovers relationship.

Thedidogueis dramatic, not the least becausethe author has handled the speech so
wadl. Onenoti¢es thespeech rhythm—the short pauses, theexclamations, the
questions, theused parentheses,and theflow of John's invectives. Thereareother
men, women,jand catsin thestory (whichisin verse), and many other dialogues, but
theonequotéd here,istheonly possibledialoguewhichcould reved the characters
and thesituation. I tistheinevitabil ity of thedialogue, inevitablebecaused the
situationand the characters, that makesit dramatic. If narrated in thebland third
person, theincydent, which bearsimportantly on the story, would havelostits
immediacy |osenessto-the reader.

2.5 DRAMATIC DIALOGUE IN DRAMA

L et us now examinea pieceof dramaticdialoguefrom drama. It's fromJohn
Osborne's Look Back in Anger (Faber):

Cliff  : (quietly). Don't let's brawl, boyo. It won't do any good.

Jmmy : Why don't we brawl?It's theonly thing left I'm any good at.

Cliff : Jimmy,boy—

Jmmy : (toAisx). Youvelet thisgenuflerting sin jobber win you over,
haven't you?Shes got you back, haan't she?

Helena : Ohfor heaven's sake, don't besuch abully! You've noright to talk
about her mother likethat!
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Jmmy : (Capableof anything now). I've got every right. That old bitch
should bedead!
(ToAlison). Well?Aren't | right?Cliff and Helena look at Alison
tensaly, but shejust gazesat her plate
| said she's am old bitch, and should bedead! What's the matter with
you? Why don't you leap to her defence!
Cliff getsup quickly, and t akes hisarm.

Cliff : Jmmy, don't!
Jimmy pusheshim back savagely, and he sitsdown helplesdly,
turninghishead away ontohishand.

There arefour charactershere: Immy, Cliff, Helena, and thenon-speaking Alison,
agai nst whom and whosefamily Jmmy isranting nastily. Thereisviolenceintheair
(Dont let's brawl, boy"), whichfindsexpressionin thelanguage. Jmmy isoneof
thoseangry young men, angry about religion, and angry about the upper classes
(besidesmany other thingsin lifeand society, although thesedo not comeupin this
excerpt)—both of which are represented by hiswifésfamily. Heisina particularly
vile mood, and would likenothing better than an explosionfrom either Alison or her
upper classfriend, Helena. Alison does not respond to hisraving; Cliff triestocalm
him down unsuccessfully;Helenaisn't impressed; Immy is, therefore,dl the more
anxiousto provokethem, so that they do or say somethingto match hisinsanity. He
pickson Alison's mother and in particularly coarse, yet picturesque,language,
abusesher. Jmmy doesn't quite succeed; instead d anger, he has provoked
indifferencein Alison, and in Helena, contempt. Throughout the play, theaudience
keepsasking, ' What isit that Jmmy istryingto prove? Thedialoguehere, in that
sense, isamirror of theplay.

Activity 1
i} What is meant by dramaticdia ogue?(30 words)
i) What makesadia oguedramatic?(50 words)
(Check your answer with thosegiven at theend of the Unit)

2.6 DRAMATISATION OF NEWS REPORTS
Dramatisationcanlend a great deal of authenticity and immediacy evento such
matter-of-factwritingasnewsreports. Duringthe Spanish Civil War (1936-39),
Ernest Hemingway wasreporting to variousAmerican newspapersfirst-hand
accountsof the progressof the war. Rumour flew everywhere; therewasan
atmospheredf panic. Some/journalists, too afraid or too lazy to go out Of their hotel



rooms, fabricated reports and sent them home. Hereisonesuch report (By-Line, Dialugus mell Mimaluguen
Penguin):

'How doesMadrid seem? | asked him.

‘Thereisaterror here,' saidthejournaist. 'Thereisevidenced it wherever
you go. Thousandsof bodiesare beingfound.’

When did you get here? | asked him.

‘Lasgt night.’

Wheredid you seethebodies?’

"They arearound everywhere,' hesaid. 'Y ou seethemin theearly morning.'
“Were you out early this morning?

'No.

'Did you seeany bodies?

'‘No, hesaid. 'But | know they arethere.'

What evidenced terror haveyou seen?

'Oh, it's there’ hesaid. Y ou can't deny it's there.'

What evidence haveyou seen yourself?

1 haven't had timetoseeit mysdf but| know it isthere.’

‘Ligen,’ | said. Yougetinherelast night. You haven't even beenout in the
townand you tell uswho areliving hereand working herethat thereisa
terror.'

Thereport continuesfor another thousand wordsor so and ends by observing that
'the remarkablestory at that timewasthat therewasnoterror in Madrid.'
Hemingway, however, by dramatising an encounter, hasalready made hispoint; the
rest of thereport isafurther exposured thetall claimsmadeby the journalist.

What aretheelementsdf dramatisationin thisdialogue?First, avivid descriptionof
the man; afew detailsto fix his identity: watery eyes, stripsd hair pasted carefully
acrosshisflat-toppedbald head. A vague man, and a vain self-deludingman at that.
Inthedia oguethe man goeson repeatingvaguely: They arearound everywhere;
they arethere;it's there. .. it's there; itisthere; they areeverywhere. Thereisa
sharp contrast between theauthor's personality —rel entlesdy questioning—and that
o thearmchair journalist,admitting that he has seen nothing, that he has not been
outinthetownat al, hasnt had any timeto seeit himsdlf, etc.

2.7 PERSONALITY OF THE SPEAKER IN A
DIALOGUE

Thisbringsusto animportant point about dramatic dialogue. The dialoguemust not
only arisefrom a particul ar situation, and involvea number o persons; it must also
freely reflect the personality of the speakers: the trusting but fear-ridden,ssimple
uneducated speech of Rose; the suspicious, accusinglanguage of Pinkie; Liz, cool
and temporising, trying to calm John down; the explosiveanger of John; theviolence
of Immy's languagecontrasted with the upper-classcontempt of Helena. The
inevitabilityof the characters speechiswhat makestheseexamplesdf dramatic
writing so powerful. Ineach o the excerptsquoted, fromfiction, verse, drama, and
newspaper reporting, the speaking characters, emergeasrounded personalities; we
can seetheir past aswewitnesstheir present; wecan al so guesswhichway the
dramawill movefrom the appropriateness of thewords spoken by them. A
successful dramati st hascommand over awiderange of speech—muted, violent, or
tense; witty, combative, or tender; matter of fact or poetic—to convey avariety of
Situationsand character reactions.

2.7.1 Char acter sspeaking uncharacteristically

Thereareagain situationsin which characters may seem to speak

uncharacteristically.A soldier and a man of pleasuremay burst into metaphorical

language, apparently out of tunewith hisbehaviour in therest of the narrative,but -

actually revealingaspectsof hischaracter not sofar shownto us. Antony saysin '
Shakespeare's Antony and Cleopatra: 'Unarm, Eros, thelong day's task isdone. 13
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And wemust deep.’ Coiningas it doesfrom asensudi<t, the speech may seen
sudden; but not in the'dramatic context. A great soldier haslost hisgrest love, as
well as hislast battle, and thereisnow only death. Antony isnow rid o al his
delusonsd glory, and comes to realise the utter emptinessdf theworld. Hisgrest
lovefor Cleopatranow transforms hispersonality aswel as hislanguage.

Similarly,in Look Back in Anger, Jimmy Porter flashesout in violent and abusive
language. To hiswifés face, he calsher mother abitch and wishesher dead. Thisis,
however, quite unlikethe personwho referstenderly to hisfather's dow dying. The
reader recallshow, as achild, Jimmy nursed hissick father,and shared his
confldenc& 'He would talk to mefor long hourspouringout dl that wasleft of his
life...

Thisspeechisnot by any other character than Jmmy, except that in the processdo
dramaticrevelation, theauthor haslet usinto Jmmy's past, shown us, in the
flashback o hismind, one o thethingsthat went intothemakingd theImmy o
the present moment.

2.7.2 A character'sspeech ismadified by the eventsin adrama

Thus, although adistinct!speech isgiven to each character in dramaticwriting, the
speech can beinfluenced by thecoursed events, just ascharactersaretransformed
by what happensto them. What isimportant in dramatic dialogue, therefore, isthe
rightnessof speechdf acharacter in adevel opingsituation. Speechistheexpression
of one's personality; if the personality doesnot changeat dl whilethesituationis
changingit showsthat there is no growthin the character; on the other hand, most
livecharacterswill respond to changesin the situationand show subtle
modificationsin theway they uselanguage.

1.8 THE ADVANTAGES OF DRAMATISATION

Dramatised writing isreally oneway of achieving effectswhich could aso have been
achieved by other modesd narration, except that it isa moredirect, aquicker way.
It isamoredirect way inthat we see the charactersliving thedramad the moment,
reactingtoit, influencingjits course, being shaped by whet is happening tothem and
to others. It isaquicker way, because with theimagesand soundsd thelanguagein
their speech, the characters at onceopen up theentireworld df experiences, idess,
and bdiefsin which they are rooted. | n their speech they are sharing meaningsand
experiences, showingacommunity o culture, or, when they fail to do so, pointing
out thedifferencesin theworlds they livein--;showing that suchacontrast can
underlinehuman situations wheresocial, cultural or emotional communicationis
impossble. Thewide gap between Rosg's smpletrustfulnessand Pinki€'s corruption
in Graham Greene's Brighton Rock is never bridged, neither in the events
described, nor in their language.

Activity 2
In thesguares provided, make tick marksagainst thestatementsyouthi rk are
correct.
Dramaticdiaogue
i) helpsto identify themes for new plays
ii) isanartisticdeviceused to createasensed redity
iii) teachesyou how to usetheDirect Speechform
iv) bringsanimmediacy intothesituation
V) isnot truly creatlveWntmg, thewriter merely transcribesred
conversations
vi) enablesareader to #)ecc)me awared theemotional atmosphered a
created work

(Check your answers with thosegiven at theend of the Unit)
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2.9 MONOLOGUES

Much o what we have understood about dramati c dial oguesal so applies to
monologues—the samecriteria of the right speech to theright personin theright
stuation, thecoursed eventsinfluencing acharacter's action and language, speech
being theexpressond an entire personality. Except that in monol oguesthe
character isspeaking to himsdf,thinking aloud asit were, or addressingthe
audiencedirectly. He hasamessageor apieced informationwhich cannot begiven
in thenormal coursed adiaogue,or to which thereshould be no withesses
participating in the dramatised event. It isnot smply atime-savingdeviced
traditiona drama, whereby the dramatist cutsshort asceneor two by imparting
someinformationdirectly which should havecomein thecoursed dramatic action.
Themost important used monologuesin traditional dramawasin soliloquies,
graveand profound, which resounded from the stagein character actors
declamations. [tisnolonger so, becauseexcept for foolsor history's clowns, people
no longer declaimin thesameold fashion.

2.9.1 Theinevitabilityd monologues

Weall speak monologuesvith oursel veswhen wearealone, in self-recrimination,in
sarcasm, in making up our minds. Somewho likethemselvesalot, aresaid to
congratulate. thernsclves, make nobl e resol utions, remind themsdvesd thegreat
deedsahead, in monologues. Either typedoesnot care to have witnessesto these
momentsdr self-abasement or glorification.Dramati sed monologues, however, are
not awaysso saf-centred. An incident or asituation produces reactionsand
pressureswhich demand to beexternalised. Mot of usarefamiliar with
Hemingway’s The O/d Man ai d the Sea (Penguin, again)—thestory of anold
fisherman'slondy strugglevith thelargest fish hed ever hooked, hislong vigil over
thestubbornfish, and thetruthshelearnsin thecoursed hisremarkableadventure.
Hereisan excerpt from thestory when theman's strugglesare nearly over:

'But manisnot madefor defeat,' hesaid.'A man can bedestroyed but not
defeated.” | amsorry that | killed thefish though, he thought. Now the bad time
iscomingand | do not even have the harpoon. Thedentuso [shark]iscruel and
ableand strongand intelligent. But | was moreintelligent than he was, Perhaps
not, he thought. Perhaps| was better armed. 'Don't think, old men,’ hesaid
aloud.'Sall on hiscourseand takeit whenit comes’ But | mustthink, he
thought. Becauseit isall | have.

Theold man must think, and in his utter lonelinesshe must also talk, or elsehewill
go mad. Speaking monologuessplitshissdf in two and thusgive him acompanion
totalk to, to relieve hisgreat physical and mentd fatigue. Itisnot, for him, a
theatrical device.

Itis thesamelonelinessand her inability to share her thoughtswith anyonee sethat
makesLinda,in Arther Miller's Degth of a Salesman (Penguin),speak a monologue
addressed to her dead husband: 'Forgive me, dear. | can't cry. | don't know what it
is, but | can't cry.| don't understandit. Why did you ever do that?Help me, Willy, |
cant cry. It seemsto methat youre just on another trip. | keep expectingyou. Willy,
dear, | cant cry. Why did you doit?I search and search and | search,and | can't
understandit, Willy. | madethelast payment on the house today. Today, dear. And
there’ll be nobody home. (A sob risesin her throat.) Were freeand clear. (Sobbing
morefully,released). We're free. (Biff comesdowly toward her.) Werefree. ...
Werefree... .

2.9.2 A monologae ismorethan adevice

Monologues areoften regarded asdramaticdevicesto tell uswhat ishappeni ngin a

person's mind at asignificart moment. They are, however, morethan adevi ce, as in

the present example; the distressed character must speak, per f or mthat physicsl

action, @ €lse, ... Itisthis utter necessity to speak that nakes amonologue truly

dramatic. 17
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Activity 3
Given below isan extractfrom $hestory 'The Babus of Nayanjore® by
Rabindranath Tagore (Ten Talesfor Indian Students, OUP).

The protagonististalking to himsef, trying to understand why he didikesKailas
Babu. Re-write hissdf-analysisin theformd adialoguewithan intimatefriend.
(200words)

When | sit down add try to analysethethoughts and fedingsthat | had
towardsKailas Babu, | seethat therewasa till deeper reasonfor my didlike.
I will now explain.

Though! am theson o arich man, and might havewasted timeat college, my
-industry wassuch that | took my M A .. degreein Cal cuttaUniversity when
quiteyoung. My mioral character wasflawless. In addition, my outward
appearance was sa handsome, that if | wereto call mysdf beautiful ,it might
bethought a mark of self-estimation, but could not beconsidered an untruth.

There could be no question that among theyoung men of Bengal | was
regarded by parents generdly asavery eigiblematch.l mysdf wasquite clear
onthe point, and had determined to obtain my full valuein the marriage.
market.

(Check with aidstb answers2.11)

210 SUMMING UP-

¢ Dialogue playsanimportant part in dramatisation o ideas.

¢ Dialogueisrootedin situation;it affectsthe course of events; andit revealsthe
personality of the speakers.

® |tisof vital interestin al theimportant literary genres—fiction; poetry and drama.

® Evenanon-literaryformaf writing, likejournalisticwritingor report-writing, can
make an effectiveused dialoguefor the dramatisation of ideas.
A monologueis not e than adramatic device. Itis an inevitable/utterance d a
character ina particular situation.



2.11 ACTIVITIES AIDSTO ANSWERS

Activity |
i) Dramatic dialoguerefersto dramatisationdf ideas, moods, fedingsand opinions
intheformdf conversationbetweencharactersinaliterary work.

ii) Didoguesbecomedramaticonly when their substanceisrooted in thesituations
which giveriseto them. They reved the personditiesd the speakersand influence
thefutureactionin theplot.

Activity 2
(i), (iv) and (vi) arethecorrect answers.

Activity 3

Hints:

Thenamed the protagonistisRam. Shyam, hisfriend and hisroom-matekeeps
tellingRamthat heshould marry Kailas Babu’s daughter. Even though heis now
poor, hecomesfromafamily of Rgjas.

212 GLOSSARY

Youwill find inthe glossary ashort list of theliterary tamsuPed inthis Unit.

Crigs Infictionor indramaacrisisisanintegral part of ap]ni- Itisthe point at
which thetwo conflictingforcesfaceeach other in decisiveaction which leadsto the
climax, or theturning point o the action, for better or for worse.

Dramaticdevicesor conventions areemployedin thestructuringd adramato
createasensed convictionin theaudience. For example, theactorson thestage
must beacceptedasred persons,in life-likesituations.

Monologue: Thisisaliterary devicewhereby asingleactor speakshisthoughtsat
length and with asensed completeness, to alistener or an audience.

Narrative poetry: A narrativepoem tellsa story and can usudly beplacedin the
followingcategories

a) epic

b) romance

c) bdlad

Soliloquy: It isadramatic deviceused to providetheaudience,in aplay, with
information concerning the motivesand theinnermost fedingsof acharacter.
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