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Salient Structural Features i,
Silence! And Kamalg

Vijay Tendulkar’s Silence! and Kamala are realistic plays in the seng
the middle-class characters figuring in them are obsessed Witl:
mundane issues who “find life rather dull and unhappy” (Abrapms
141). They are also “discussion plays” as the social ISSues discusseq
in them are not organically integrated into their plots, “but €Xpounded
in the dramatic give and take of a sustained debate among  the
characters™ (Abrams 139). In both the plays the ‘setting’ is the city
and the ‘atmosphere’ is tense throughout, with only occasional patches
of “comic relief’. The style that Tendulkar uses in both Silence! ang
Kamala is ‘demotic’ modelled on ‘the language, rhythms, ang
associations of ordinary speech” (4brams 166). Silence! has three
acts, whereas Kamala is a two-act play, desi gned on the mode of the
popular dramatic construct of the present century. There are no scene
divisions of the acts. The plots are expertly structured so that_ i both
the plays, the denouement unravels itself as ‘reversal’.

It 1s the imposed silence on Benare that gives the title Silence! its
unique significance. Till the commencement of the ‘mock-trial’. Benare
remains a picture of poise and vitality. She makes comments on the
behaviour of her fellow-characters, and sits singing and humming,

Nevertheless silence descends on her when the ‘mock-trial’ begins
with Kashikar’s sudden interrogative statement: “Prisoner Miss.
Benare, under section No. 302 of the Indian Penal Code you are
accused of the crime of infanticide. Are you guilty or not guilty of the
aforementioned crime?” (SC 74), Benare is dumbfounded. Even the
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Structurally, the songs Tendulkar assigns to Benare are of grest
dramatic significance. For instance, the song she sings in the opening
scene:

Oh, I've got a sweetheart
Who carries all my books,
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The dialogues in the play are characterized m

ﬁm&ephy‘meﬁrstcanbeciﬁedasme.umeoﬁhe‘m

Je’, and the second, an example of rounded dialogue’: R, <
e =0 then 1 said- “This st proper. It's mog T

\ ! proper! -1 -1 dont
like this at all - it doesn tbex‘ome}m—Thal‘sﬂm‘S\\MIRii(SC
102)

The dialogue given sbove is so cbviously “demotic’, forthe readers
or audience know that what Rokde says is 2 bare-faced Fie. As for the
second we may quote the following as an example:
Kashikar : Thiscase hss great mci:f.l significance, Sukhatme No Joking! | muse
putaside the practice of court, and give evidence. Sukhatme, ask my
permission. Ask me. Ask! (SC 111) '

Tendulkar punctuates Benare’s monologue at the end of the play
witha lot of paradoxical statements, especially, when she talks of hee
love of life: *..., Throw your life away - and you reslize the value of
baving it. Guard it dearer than hife - and it only seems fit to throw
away...” (SC 116)

-\gsm Benare's deep - seated. caring love that she bears towards
!mr‘ pupils can be seen in passages such as the following: 1 enied
mside, and I made them laugh. I was cracking up with despair, and 1
taught them hope...™ (SC 117). And refeming to the uupm\di\cmble
demand of her body she Says: “this body is a traitor! 1 despise this
body -and Llove it! (SC 118). Itis such paradoxes that lend Bx:lnue‘;
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