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FORMATTING DIALOGUE
· ﻿﻿Speech is indicated by single quote marks (in America it's double): 'I'm sure you've seen this before.’
· ﻿﻿Speech within speech is indicated by double quote marks (in America it's single): 'I said to them, "I'm sure you've seen this before".’
· ﻿﻿All punctuation (commas, full-stops, question marks, etc.) that belongs to the speech act should come inside the quote marks: 'Have you seen this before?' (not: 'Have you seen this before’?)
· ﻿﻿If the speech is followed by an attribution (e.g. he said), then the speech should end with a comma, and the attribution should begin in lower case: ‘I'm sure you've seen this before,’ he said.
· The attribution should begin in lower case even if it follows a question mark or exclamation mark: 'Have you seen this before?' he asked.
· ﻿﻿If the speech continues after the attribution, you may resume with either a capital or a lower case letter, depending on whether the speech continues as a new sentence or not: 'I'm sure you've seen this before,’ he said. 'It's a fairly common feature of fictional dialogue.’
· ﻿﻿If you want to give the sense of an on-going utterance, the attribution should end with a comma:
‘I'm sure you've seen this before,’ he said, 'because it's a fairly common feature of fictional dialogue.’
· ﻿﻿Sometimes the attribution will come before the speech act. If so, the attribution should end with a comma, and the utterance should begin with a capital: He looked up and asked, ‘Have you seen this before?'
· ﻿﻿Alternatively, the attribution might end with a colon: He looked up and asked: 'Have you seen this before?'
· ﻿﻿You don't always need an attribution. You can end the speech act with a full stop, and begin the next descriptive sentence with a capital: 'I'm sure you've seen this before.’ He put the book aside and looked out of the window.
· ﻿﻿Sometimes you may want to interrupt an on-going utterance with a moment of description. Use dashes outside the quote marks: 'I'm sure you've seen this before' - he put the book aside and looked out of the window - 'because it's a fairly common feature of fictional dialogue.’
· ﻿﻿Each time you have a change of speaker you should begin a new paragraph, even if the utterance is only a single word long: 
"I'm sure you've seen this before,’ he said, 'because it's a fairly common feature of fictional dialogue.’
‘No,’ she said.
‘You haven't noticed?'
'I don't think so.’ She waited, then shrugged. 'Does it matter?’

A common anxiety among beginning writers is that they are being boring, and this anxiety finds expression at both the larger structural level and the smaller sentence level. The first time novelist, for instance, might concoct a plot involving parallel or multiple storylines, told in alternating chapters, on the assumption that a single storyline is insufficiently interesting. The story-telling may then tend more towards summary than scene-building - the setting left sketchy, the characterisation skipped over - because the writer is anxious about dwelling too long in one place with one character and seeming too slow. For fear of seeming dull, or linguistically impoverished, the writer may embellish every sentence, pack every paragraph with superfluous similes, overemphasise every emotion. And related to this, there may be an oversensitivity to the repetition of ‘said’, coupled with a determination to make every attribution more expressive, every utterance more dramatic.
Thus we get alternatives for 'said' such as 'affirmed', 'asserted", 'assevervated'. Or else ‘said' is coupled with intensifiers such as 'angrily', 'anxiously, 'aggressively’.
In truth, 'he said' and 'she said' can be almost as silent to the ear and as invisible to the eye as punctuation. They are no more 'boring (or distracting) than commas. And while synonyms will sometimes work well (he admitted'), and descriptive intensifiers will sometimes be necessary (he admitted reluctantly), often the dialogue itself will convey all that needs to be conveyed, without the requirement of additional commentary.
Part of the art of writing believable dialogue, in fact, may well reside in your ability to withhold more than you reveal, to say less than you mean: as in real speech, you may want your utterances to be ambiguous, teasing, or purposely enigmatic. This will permit your readers some room for imaginative manoeuvre. They can interpret the meaning of the dialogue as if they were participating. They can decide for themselves whether a character simply said something, or admitted it, or asserted it. And of course, whether invisible or not, speech attributions are not required at every turn. 

