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Short, important introduction


On the first meeting of every fiction writing course and workshop I teach – from absolute beginners to published postgraduates – I say the same thing: ‘This is my lecture on how to write and how not to write. It’s my best lecture.’


After a pause, I say, ‘This is the first part of the lecture – how to write.’ I then take a pen and for a few seconds I write on a pad of paper. Then I pick up the pad of paper and say, ‘It says, “This is how to write.”’


After another pause (I’m hamming it up, I know) I say, ‘This is the second part of the lecture – how not to write.’ I pick up my pen, look down at the writing pad, scratch my head and look away from the pad. I look up at the ceiling. I purse my lips and furrow my forehead. I tilt my head back and narrow my eyes, still looking up at the ceiling. I make noises, ‘uuhms’ and ‘aahs’ of effort. I scratch my head again. Then I turn the still blank writing pad to the group and say, ‘This is how not to write.’ I add something about the muse or inspiration not coming at my command, coming only, if at all, when I’m actually writing.


‘That’s it,’ I say, ‘end of lecture.’


The whole performance has taken about four minutes. Then I add, ‘Whatever else happens in this course, this is the best advice you’ll hear from me.’


It’s true. You learn to write by writing. You learn to write fiction by writing it. You learn to write narrative by writing it. And you learn to write dialogue by writing it. Yes, I do want you to buy this book, but this is the most important single piece of information I – or any other ‘how to write’ author – can give you. This is the bit that’s most important.


Irving Weinman
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An overview of dialogue






	
In this chapter you will learn:



[image: image]  The basics of dialogue: what it is and how it functions




[image: image]  How dialogue relates to other elements of fiction such as character and plot




[image: image]  The various forms in which dialogue may occur




[image: image]  Ways of moving into and out of dialogue




[image: image]  About less frequent types of dialogue











 


What is dialogue in fiction?


Dialogue in fiction is the written representation of speech between two or more people. Dialogue in real life is the speech between two or more people, what they say to each other. Because most real-life conversation is full of pauses, broken thoughts, repetitions and non-verbal sounds like ‘uhm,’ erm’, and ‘ahh’ while thinking, writers would be crazy to put actual real-life dialogue into fiction. It would either bore readers or irritate them so much they’d stop reading.


[image: image] Key idea


The trick or the craft or the art of writing good dialogue involves an imitation (‘the written representation’) of conversation that:


    [image: image]  keeps the story going



    [image: image]  reveals the characters



    [image: image]  is believable



    [image: image]  interests the readers.



These are the four characteristics of good dialogue.


[image: image]


[image: image] Try it now


In my ‘Short, important introduction’ I promised that my best advice on ‘how to write’ is to write. Take no more than ten minutes to write one page (300 words) of dialogue between two characters. They don’t know each other; they’re meeting for the first time, and it’s the opening of a piece of fiction. (Look briefly at the list of four characteristics of good dialogue above and then forget them and start writing. That’s right, don’t think about writing – just write!)


[image: image]


Another reason that conversation in fiction can’t be exactly like conversation in life is that in life people often speak at the same time. Even if a writer made two parallel columns of speech to indicate simultaneous speech, it wouldn’t work. The eye reads linearly. Though you can hear several words at once and make some sense of them, you simply can’t read two things at once.


What does dialogue do?


One useful way to think about fiction is that it presents itself in two different ways: through narration and through action (also called scene). Contemporary readers and writers often refer to narration as the ‘telling’ element and to action or scene as the ‘showing’ element of fiction.


[image: image] Remember this


Dialogue is action – an important part of how fiction ‘shows’ rather than ‘tells’.


[image: image]


Much of human interaction occurs through speech. Even when the interaction is primarily physical – working, fighting, making love – it is typically accompanied by speech. Showing brings life and drama to fiction. Dialogue is a major element of showing. Here’s how it works:













	[image: image]


	Case study: The start of the novel Auto da Fé by Elias Canetti








‘What are you doing here, my little man?’


‘Nothing.’


‘Then why are you standing here?’


‘Just because.’


‘Can you read?’


‘Oh, yes!’


‘How old are you?’


‘Nine and a bit.’


‘Which would you prefer, a piece of chocolate or a book?’


‘A book.’


‘Indeed? Splendid! So that’s your reason for standing here?’


‘Yes.’


‘Why didn’t you say so before?’


‘Father scolds me.’


‘Oh. And who is your father?’


‘Franz Metzger.’


‘Would you like to travel to a foreign country?’


‘Yes. To India. They have tigers there.’


‘And where else?’


‘To China. They’ve got a huge wall there.’


‘You’d like to scramble over it, wouldn’t you?’


‘It’s much too thick and too high. Nobody can get over it. That’s why they built it.’


‘What a lot you know! You must have read a great deal already?’


‘Yes. I read all the time. Father takes my books away. I’d like to go to a Chinese school. They have forty thousand letters in their alphabet. You couldn’t get them all into one book.’


‘That’s only what you think.’


***


If we check this against the four characteristics of good dialogue, we find first that, as the opening of a novel, it gets the story going. Beginnings give the reader some sense of the who, where and when (character, setting, time) of the story. This is sometimes called the ‘opening exposition’. Here, there’s an adult – a man, we think – and a child. The man strikes up the conversation. The boy, at first reluctant, responds to the question about reading. From then on, the questions and answers form a seemingly logical, natural sequence. In other words, it becomes a conversation. It’s obviously taking place outside, and there’s even a clue that it occurs in front of a bookshop (‘A book?’ … ‘So that’s your reason for standing here?’) The German name, Franz Metzger, could indicate national location. And this sense of place, of a street, indicates it’s taking place not ‘once upon a time’ but in a relatively modern, historical time.


Second, this dialogue begins to reveal character. It tells us that the boy is at first wary of the man and his questions, and then that he likes reading enough to respond to a question about reading, and that he has a father who disapproves of his interest in reading (partly explaining the boy’s initial silence). As for the man, his motives for starting up the conversation may be innocent or sinister, but he clearly approves of the boy liking to read, and his delight in the boy’s knowledge of China and Chinese indicates his own knowledge and interests.


The dialogue is definitely not an everyday conversation between an adult and child in a street, but it is made believable – the third characteristic of good dialogue – in several ways. There is the boy’s typical reluctance to strike up conversation with an apparent stranger (he’s doing ‘Nothing’ standing here; he’s here ‘Just because’). The dialogue also allows for the sense of natural digression common to real speech: the boy first speaks of wanting to go to India because ‘They have tigers there’ before speaking about China.


Fourth and finally, the dialogue interests us by moving so quickly from ‘Nothing’ and ‘Just because’ to a nine-year-old’s discussion of ‘forty thousand letters’ in the Chinese alphabet. And the boy’s mistake about the impossibility of books based on such an alphabet is amusing because it’s so logical. In fact, the more we think of this conversation, the stranger it is. This intrigues us. We want to know more. If you don’t know the book, a few lines further on, the dialogue has a shocking twist. (If you don’t know the book, you might want to read it. It’s one of the masterpieces of twentieth-century fiction.)


[image: image]


Where do writers find dialogue?


In Molière’s play Le Bourgeois Gentilhomme (‘The Would-be Gentleman’), a rich idiot is amazed to learn from a teacher he’s hired that he’s been speaking prose all his life. Writers, even beginning writers, have been speaking dialogue all their lives.


[image: image] Remember this


Your first and best source of dialogue is your own speech.


[image: image]


As a writer, you draw on your lifelong practice of dialogue in creating your characters’ dialogue. You speak in a range of emotions – anger, fear, love, loathing, joy and repulsion. You speak in a range of moods – reflective, exuberant, bored, ironic and earnest. You use a variety of levels of speech – formal and informal, standard and slang, curses and expletives you haven’t deleted. Your speech includes a mix of jargons reflecting your interests – baking, banking, baseball, garage bands, gardening, plumbing and physics.


And you haven’t had to give your speech a second thought. Until now. Now, as a writer trying to represent people speaking in a story, your own speech is your source, the absolute spring of your imagination.


It merely takes some practice, this sitting back and listening to the conversations in your head. And the practice it takes is writing, writing it out on the page, writing and (later) reading it over to hear what it sounds like. So you’re the main source of the dialogue you write, but you’re not the only source.



[image: image]  The talk of others You’ve listened to other people talking all your life. As a writer, you become more aware of how others speak – how they emphasize some words, repeat words or phrases, how their voices sound low or piping, rough or syrupy, hesitant, insistent, or questioning even when they’re not asking questions. Do they speak in a fast, flat, emotionless way? Do they chuckle when saying nothing funny?




[image: image]  The fiction of others All the novels and stories you read are source books for dialogue. Of course, you don’t copy the dialogue, but you look closely to see what makes you think this or that is really good, really ‘gets’ the tone, the character, the mood. By the way, reading like this, like a writer, makes reading more, not less, enjoyable. Recently, I was moving some books around and I opened one I’d read before at a random page and read:



    ‘I could use the extra scratch,’ Max said, falling in step and causing Miles to make a mental note to keep an eye on him tonight. His father hated work but loved crowds, probably because chaos created many more opportunities than order.




‘Put on a clean shirt before you go out front,’ Miles reminded him.


‘I’ve worked here before, you know.’


‘And an apron,’ Miles said. ‘And wash your hands.’


‘Wash my hands so I can bus dirty dishes?’





    That word ‘scratch’ caught me. I hadn’t heard it in at least 20 years. It was just the word an ageing, feckless hippie would use instead of ‘money’. (The book was Richard Russo’s Empire Falls. Russo writes very, very good dialogue.)



[image: image]  Radio and television These media present written dialogue, as in plays and sitcoms; half-memorized ‘real’ speech, as in interviews with politicians or newspaper proprietors, and the more spontaneous conversations sometimes found in chat shows and on-the-spot interviews with people in the street. They can provide good examples of people trying to turn a dialogue into a monologue, interruptions of dialogue and people insistent on speaking over, under and through the speech of other people, while the presenter’s attempts to bring order to the discussion merely adds to the cacophony.




[image: image]  Plays Plays are meant to be performed, and while you can read a play as ‘pure’ dialogue, with a few stage directions, the experience of being at a play involves you experiencing the physicality of the actors, their facial and bodily expressions, their actions. Then there’s the set and the properties, and lighting and sound effects – the spectacle as well as the speech. The actors speak expressively, making real the playwright’s intentions. And you, the writer of fiction, have none of this going for you: everything you do has to arise from words on the page. Nevertheless, you can sharpen your ears for the nuances of dialogue – its rhythms (which include its silences, stops and starts), its slight shifts of tone and its various levels of irony – by attending and reading plays.




[image: image]  Movies Movies, in general, should be regarded as stories told visually. Of course, there are movies with good dialogue, but much of the emotional significance of dialogue resides in what you are seeing as the dialogue occurs. Visual movements from close-up to long shot, from speaker to listener, and from actor (character) to object or landscape during speech, are elements of film craft unavailable to the writer. Nor does the writer have a musical score to help direct the reader’s emotions. Although fiction has incorporated a number of cinematic techniques, these, like the jump-cut, for example, generally belong to narration, rather than to dialogue. Still, you need to follow your interest in dialogue even into the cinema.



[image: image] Remember this


Keep your ears open for dialogue wherever you hear or read it.


[image: image]


How is dialogue presented on the page?


Standard presentations of dialogue are indicated visually and by supporting narrative:



[image: image]  Visual presentations Direct speech is generally put in quotation marks. Contemporary practice is to use single marks to indicate the beginning and end of direct speech. Double marks are reserved for quotes within direct speech. The second visual marker of direct speech is to begin a new paragraph to indicate a change of speaker. Does every writer use these? No, but most do, and unless you are adding something to your dialogue by doing away with them, you should use them. They make clear what is taking place on the page.




[image: image]  Supporting narrative This is used for:



    [image: image]  identifying the speaker



    [image: image]  indicating speech tone



    [image: image]  describing the speaker’s or listener’s facial expression



    [image: image]  describing the speaker’s or listener’s body expression and action



    [image: image]  describing the setting



    [image: image]  stating the unspoken thoughts and feelings



    [image: image]  narrator’s reflections or observations.



Let’s look at each of these uses in turn.


IDENTIFYING THE SPEAKER


This is the ‘she said’ or ‘the boy said’ or ‘Max said’ accompanying the dialogue.


INDICATING SPEECH TONE


This literally or figuratively states the emotion of the dialogue.




‘I never could,’ Amy said mournfully.


‘I never could,’ Amy said. Her words seemed to echo in the fading light.





In the first example the narrative is literal, in the second, figurative.


DESCRIBING THE SPEAKER’S OR LISTENER’S FACIAL EXPRESSION


This explains the meaning of the dialogue by focusing on facial expression. It may be direct or ironic.




‘I never could,’ Amy said, her eyes dropping, her mouth turning down.


‘I never could,’ Amy said, with a slightly challenging smile.





The first example directly describes sad facial expression. In the second, the narrative would be ironic if in context the reader (or character listening) expected a sad expression.


The irony might be revealing a self-protective attitude, or pride, or both at once.


DESCRIBING THE SPEAKER’S OR LISTENER’S BODY EXPRESSION AND ACTION


Body expression can function like facial expression. It is often less consciously controlled than facial expression. Like facial expression, it can be used directly or ironically.




‘I never could,’ Amy said mournfully.


Harry leaned forward and reached out his hand.


‘I never could,’ Amy said mournfully.


Harry leaned forward, began to reach out his hand, and drew it back. ‘No, Amy,’ he said, ‘I’m not falling for it, this time.’





In the second example, Harry’s body response is the physical version of the spoken rejection that follows.


DESCRIBING THE SETTING


The writer may choose to break into the dialogue to give a sense of place, time, or other aspects of location.




‘I never could,’ said Amy mournfully. The dark furniture of Harry’s study disturbed her. It felt so completely inherited.


‘I never could,’ said Amy mournfully. The white furniture of Harry’s bright, neat study seemed cold to her, inhuman.





In the first example, the setting works with the tone of the dialogue. In the second, it ironically works against it.


STATING THE UNSPOKEN THOUGHTS AND FEELINGS


These can augment the dialogue by adding emotions, qualifications, or contradictions.




‘I never could,’ Amy said mournfully. She heard herself appealing for sympathy she didn’t really want from Harry.


‘I never could,’ Amy said mournfully. Of course she could, but it was important that Harry didn’t know it. It was important, she found herself thinking, that Harry kept thinking of her as a dull, self-pitying girl.





The interjections of thoughts and feelings into dialogue can add depth to the scene, creating layers of meaning below the surface of the words actually spoken.


NARRATOR’S REFLECTIONS OR OBSERVATIONS


A typical feature in nineteenth-century dialogue, these faded from use in twentieth-century modernism. Some contemporary writers use such interventions, either in a postmodern, metafictional way or without such self-consciousness.




‘I never could,’ said Amy mournfully. Amy was trying it on. She often tried on moods and attitudes to see what would happen.


‘I never could,’ said Amy mournfully. At least, she thought it sounded mournful. For all I know, it may have sounded silly.





In the first example, the writing stays within a representation of realism. In the second, the interjection breaks out of the convention of ‘knowing’ what a character was ‘actually’ doing.


How much supporting narrative should a writer use in dialogue?


Short answer: Enough.


Longer answer: Enough.


In other words, there is no answer before the fact. In the first two examples given earlier, the dialogue from Auto da Fé has no supporting narrative, and the dialogue from Empire Falls has more supporting narrative than direct speech. Both are effective. Moreover, each of the novels uses a range of supporting narrative in scenes of dialogue. Generally, most novels and short stories use a mix of length and type of supporting narrative in dialogue. There are some writers, however, whose fiction is characterized by the dominance of dialogue or of narrative. The novels of Ivy Compton-Burnett and Henry Green are substantially dialogue. The short stories of Jorge Luis Borges are mostly narrative.


[image: image] Try it now


First, write one page (around 300 words) of dialogue between two people who know each other using no supporting narrative. Then write the same dialogue using about the same amount of supporting narrative as direct speech (around 600 words in total).


When you finish, consider the differences between the two versions. What are the strengths of each? What are the weaknesses?


[image: image]


How does dialogue represent character?


Narration can describe character at length and in detail, but it can’t show character. Character is shown through action, and dialogue is a major form of action in fiction. Dialogue shows character; it brings character to life on the page.


Since what the characters do and say makes up the story – makes up what happens in fiction – characters cannot literally be separated from plot. But we nevertheless do this for the purpose of understanding key components of creating a fictional character’s dialogue.


[image: image] Key idea


The basic components of writing dialogue for any particular character are:


    [image: image]  vocabulary



    [image: image]  grammar



    [image: image]  coherence



    [image: image]  speech habit.



(Rhythm may be considered a separate component, but it arises from combinations of these basic four.)


[image: image]


Of course, what is said always depends on the speaker’s intention in speaking and on her/his response to the speech of other characters. Additionally, writers have to be aware of the links between these four basic components of dialogue and other speech determinants such as: emotion, age, ethnicity, gender, local or regional speech, education, class, occupation, and mental and physical health.


The basic components take on meaning only in context. ‘Ivan go,’ if spoken by an 18-month-old infant might mean that he, Ivan, wants to go out to play with his older sister. A 38-year-old immigrant might say ‘Ivan go,’ meaning he’s going to bring up the equipment left downstairs. Both speakers are new to the language and have a limited vocabulary. Though their basic grammar (subject–verb order) is correct, their speech lacks the coherence of an older child saying ‘I want to go out to play with Susie,’ or of a more fluent immigrant saying ‘I’ll get it.’ Nevertheless, both speakers will be understood in the context of the scene in which they speak.


Habits of speech can help characterize dialogue. Most often, a little goes a long way:




‘How are you feeling this morning?’ the nurse asked.


‘Well, young feller, I’ll tell you: not too good.’


‘I’m sorry to hear that. I’m sure you’ll feel better after your wash.’


‘Well, young feller, I’ll tell you: I don’t think so.’


‘Let’s see. OK?’


‘Well, young feller, I’ll tell you: I already know.’





This is someone with a linguistic nervous tic. Unless this is the case for the character, a shorter repeated phrase, like ‘young feller’, and leaving it out of some of the speeches, will communicate the speech habit without forcing the readers to stop listening to the dialogue as they read because of the tiresome repetition. The edited dialogue might go like this:




‘How are you feeling this morning?’ the nurse asked.


‘Well, young feller, not too good.’


‘I’m sorry to hear that. I’m sure you’ll feel better after your wash.’


‘I don’t think so.’


‘Let’s see. OK?’


‘If you say so, young feller.’





How does dialogue in narrative differ from narrative in dialogue?


Dialogue in narrative refers to short pieces of dialogue within a longer narrative section.




On her way to the interview, Maggie tried to focus on her good working relation with Jessica, who was, after all, a good boss. She knew when to give you direction and when to let you get on with it. She was accessible and she really knew the marketing end of the business. Yet Maggie kept remembering that scene with Kate rushing from Jessica’s office and Jessica saying in a quiet, unemotional voice, ‘I have no time for snivelers.’ Maggie really had to stop thinking about it.





Here, the little bit of dialogue not only shows Maggie’s current tension, it also sets up the tension for the forthcoming interview scene.




Yet Maggie kept remembering that scene. Jessica’s door had opened and Kate rushed out.


‘Hi, Kate. In a hurry?’


Kate turned, red-faced. ‘Yes, to get away from here. And I don’t mean you.’


‘Sorry,’ Maggie said, wondering what had happened.


‘Come in,’ Jessica called from her desk.


Maggie said, ‘Good morning,’ trying to keep the embarrassment from her voice.


‘Good morning. How’s the plan coming?’


Maggie lifted the folder. ‘Good. I’ve finished a draft of the outline.’


Jessica said, ‘Excellent.’ She stood and said, ‘Sorry about Kate. I’m afraid I have no time for snivelers.’


Maggie nodded, too shocked to find a reply.





This is no longer a short piece of dialogue in the narrative. It’s a scene on its own, an example of a scene in flashback, developed out of the narrative. The writer might start with this and in revising might reduce it to the first example of the one short dialogue statement. In this way, the writing could move into the interview scene (Maggie’s possible promotion?) without stopping for the relatively humdrum scene above.


Common sense determines whether the dialogue is part of the narrative or is developed enough to be a scene of its own:




Jack made his way across the crowded room towards his cousin. He always felt he had a lot to say to his cousin, yet when Larry saw him, flashed his grand smile and said, ‘Jack! How’s tricks?’ he found himself at a loss for words. He had no ‘tricks’, didn’t want to talk about ‘tricks’ at all.





As above, there’s generally no problem identifying dialogue in narration. At its best, the bit of dialogue enlivens the narrative, reveals character (here it reveals more about Jack than about Larry) and develops the story.


[image: image] Try it now


Taking the 600-word dialogue with supporting narration piece you’ve written in the last exercise, turn it into one paragraph of narration in which there is one or, at most, two short sentences of dialogue. Try to make the dialogue in your narrative important to the tone, meaning and characterization of your original piece.


[image: image]


How else does dialogue appear in fiction?


In addition to dialogue in scene and in narrative, dialogue occurs in a range of other representations in fiction:



[image: image]  In monologue For clarity, first-person narration/point of view is not considered monologue, although the story-teller’s personalized voice is monologue. Monologue usually refers to a character’s long speech – paragraphs to pages long. The character is narrating within the overall narration, and part of this can be short bits of dialogue or an entire dialogue scene.




[image: image]  In thoughts Thoughts can be represented in narration within scenes or in narrative sections of fiction. Dialogue can occur within the thought. The last example – ‘Jack! How’s tricks?’ – was within a thought during narrative. It might also have taken place during a scene of dialogue and supporting narration, as here:





Twisting through the crowd, Jack found Jill Conroy.


‘Here we are, Jack and Jill again,’ she said. This was her usual greeting.


‘We certainly are,’ he said, looking over her head to where his cousin Larry was holding court in a corner.


Jill came close and said in a mock whisper, ‘Don’t you think these sorts of affairs are death to any real conversation?’


Jack nodded. ‘Certainly.’ He thought of all the things he wanted to say to his cousin.


Yet he knew that if he went over to him, Larry would flash his grand smile, say, ‘Jack! How’s tricks?’ and leave him speechless. He didn’t have ‘tricks’. He didn’t want to talk about ‘tricks’.






[image: image]  In letters, diaries, telephone conversations, voice messages, emails, texts, social networks and composites All of these are forms of written and spoken speech that can be represented in fiction. (The written forms can be closer to the real thing than representations of spoken language.) All can include dialogue.




[image: image]  Letters Some of the early examples of modern fiction are the eighteenth-century letter novels (epistolary novels). These are composed entirely of letters from the main character to others, or between two main characters, or between a series of characters. Within the letters, characters write the dialogue between themselves and others or dialogue overheard or reported to them.




[image: image]  Diaries Diaries have been represented in English language fiction since the seventeenth century (Daniel Defoe, A Journal of the Plague Year). They continue to be part or the entire structure of novels and shorter fiction up to the present, and they can include dialogue as the ‘record’ of what occurred on a certain date. They occur less frequently today – probably because fewer people keep diaries.




[image: image]  Telephone conversations These came into fiction as telephones began to be used in homes and offices. Part of the potential for characterization in telephone dialogue is in the difference between the way a person may speak over the telephone rather than face to face. The disembodied voice can be a powerful driver of characterization both in the speaker and the listener.




[image: image]  Voice messages Appearing in fiction as the technology came into use, voice messages are, strictly, monologues. They can be constructed as dialogues between characters in which neither party can interrupt.




[image: image]  Emails and text formats Emails have substantially replaced written letters. In my experience, very few contain dialogue, but the possibility is there. Texts and social networking can be thought of as the twenty-first-century versions of telegrams. The concision they impose can produce creative solutions that produce individuated voices.




[image: image]  Composites Twenty-first-century century realism, as well as fantasy, can use a combination of characters’ speaking voices and writing texts in developing character and presenting narrative. Such composites can vary and extend the single, overarching narrator and point of view.



[image: image] Try it now


Take the paragraph you wrote in the last exercise and rewrite it as if you were speaking over the phone. Then take that phone talk and turn it into an email of the sort you would send. Finally, make it an electronic text message of no more than 140 characters.


[image: image]


What is the relation between dialogue and indirect speech?


Everyone remembers this sort of example from school:




Roberta said she was only borrowing the pen.


Roberta said, ‘I was only borrowing the pen.’





The first statement is not dialogue (not direct quotation) because Roberta did not say ‘she’. What Roberta did say is dialogue directly quoted in the second statement.


The fact that the difference between the indirect speech and the statement of dialogue is so small is an indication of how easily indirect speech can slip into dialogue and back out again.




Roberta said she was only borrowing the pen. She wasn’t going to keep it. It wasn’t the kind of pen she’d keep. ‘I mean, I’m going to steal a pen; it sure’s gonna be a lot more cool than that clear plastic mess of yours with chew marks all over it.’ She said that anyhow she didn’t steal pens.





The writer is able to bring Roberta to life by letting readers hear her speak. Once this happens, the final statement of indirect speech seems more like dialogue, is more lifelike, because the readers now have Roberta’s voice in their minds.
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