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"the canstellations reveal themselves one star at a tirne" 

fmm "Bobcaygean" by The Tragically Hip 



With the analysis of three intertexttul wrks, this thesis presents a 

new amept of intertextuaiity in the arena of Ccmparative Canadian 

Litsature. The inner wrlcings of the intertextual work are eramiiied as  the 

h t e m d  adapta- of the textual aanpomnts at play within Ann-Marie 

MacDonald's e g h t  DesdsmMa (M Juliet), Rabert Lepage's Le 

OanfessiarPial and Atm Egoyan's l% Srmet Hmafter. 

Intenial adaptation studies the movement or oscillation betwen the 

narrative cop~onents and their imitable (albeit rare) merging within the 

intertextuaï wrk. These ampamts are the primary ancî sewnâary texts: the 

primary being the creation of the currant author; the secondary, the excarpt 

or citation inserted into the intertextuaï wrk (the averall text). These 

cuwnents cantrol and asmm the readar ' s or viemr ' s perspective or f-. 

As a scene shif ts f ran one shot to the nertt , so Qes the viewer ' s perspective 

shift fram one text to the next. tiaJwjning is transferred franorie texhral 

framecl~brk ta another , fmu ons text ard fom ta ariother , is the preoceupation 
of both the intertextual work and this aorieept of interna1 adaptaticn. 

Intenial adaptation is intradueed thmuqh an d y s i s  of AmHhrie 

MacDanaldts play, M g h t  aesdemDM (Qod !bmhg Juifet), becaux of the 

clear-cut distinctions betwwn its priwiry and seeondary texts and beeause of 

the urmistakeable presenœ of the' blended text (the mrging betireen the 

prini4I.v and seeondary). Rùs study is follaJed by thxe of tw, (less evidently 

blendeci) wrks. Robert Lepage's Le aafessicad and Atan Egoyan's Z!be &met 

Heraafter acpse the subtleties typically (Md mare realistioally ) associated 

with üm i n t e r t e  wxk. 



Ce m e P a o h  prapose nwi seulement une étude d'intertextualité de trois 

œuvres CaMdiennes, nmis présente également inie rwnrelle analyse 

intertextuelle. La pièce de Wtm W a h t  aesdeiaana (C;oad M=unirrg Juliet) 

par Ann-Marie Mad&nald, le film Le QMfessicMnal par Robert Lepage et le film 

lBe Stirset -ter par Atam Egoyan me doanent l'occasion d'établir, & 

def infr et de demwitrer les dtapes de l'adaptation interne. 

L'adaptation intenie est un processus de séparation et d'unification que 

visent les m~uvements textuels d'une oeuvre intertextuelle. Le texte primaire 

est la création origirmle de l'auteur actuel qui transmet l'action ou 

l'histoire du texte englobant. Un texte extérieur au Btranger constitue le 

texte secondaire : un passage ou un extrait d'une autre oeuvre qui est hsdd  

dans le texte englobant et qui rend l'œuvre intertextmlle. Le texte 

englobant est ecmposé non seulsrnent des dernr tertes, le primaire et le 

secondaire, mais aussi de leur fusion ai mélange. Ia matrice au la 

signification de l'oeuvre intertalle ressort de la strwtum du texte 

englobant. La cause cie la juxtaposition des textes se tram dans le maivsment 

textuel : la mPdulation de deus textes souligne une -te aannain soit 

dans 1 ' action, le V&œ ou le dialogue. Dès que les textes, ariparavant 

séparés, aonmencent se fusionner, un contexte ai un cadre ammm s'aprime. 

Ce cadre amun suscite 1 ' éclosion d'un texte fusiorin8 dans 1-1 le texte 

praire et secandaire cumnmiqtmt l'un avec l'autre, leuts persornia- 

interagissent et leurs diaïogrw se mêlent. Autrement dit, les textes, 

auparavant distincts et séparés, rerdent -te l'un de l'autre. 
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La p i k e  de M t r e  d'AnH4arie MacDmiald, nYYmight aesdemMa (&md 

ibmbg Jtrlf et), et le film de Robert -98, Le CbnfassiMnal, recréent des 

oeuvres existant-. Ils fecontruisent les aversions originales, & Shakaspeare 

(Othe110 et Ramer, and Juliet) et de H i t s  (1 Cbnfess) : des extraits de 

ces oeuvres sont juxtapasés avec l 'action du texte primaire et dOK: leurs 

c a n t e e s  sont transfo& A cause de leur inclusion dans le terte englobant. 

Is film d'Atm Egoyan, TBe Skset -ter, est plutôt une adaptation 

t r a d i t i o ~ e l l e  d'une forme rcmanesque vers une f o m  cinématographique. Xa 

version cinhatographiqw uti l ise d a  version originale, c u m  texte 

secondaire (camœ elles sont utilisées par les oeuvres préc8dentes). En 

revanche, <la version originales est l e  fmMrmt du texte primaire tandis que 

deux autres oeuvres sont sectionnées et insérés dans l e  terte englobant da 

Egoyan. C e s  extraits au oeuvres s e c t i h  &viennent les textes sacondaires 

& texte englobant, le film d ' m  : des extraits & poeae-cosite de Robert 

Browning (The Pied Piper of -lin) et de l a  chanson de The Tragically Hip 

{ucourage,) sont insérés dans le texte englobant pwir sauiigiier raie action, un 

théme ou un dialogue du texte primaire. Avec ces trois oeuvres 

intertextuelles, la structure des moweaents textuels &ale l a  signification 

(les préoccupations Wmmtiques) ou 1' idéologie du texte englobant. Suu un 

contexte amuun ou partagé, le texte fusio- deeowre la transformation 

comique et fëmiiniste des deux tragédies de Shaksspeare q u ' d a t e  M a t  
Pesdema~ (l;ood Jidiet ) .  Dans un t e l  -texte, un dialogue de 

générations s 'effectue pau 1 ' auditoire du film te Qonfessiannéir, &me si ses 

persannages ne sont guère en rrnimmicatian. Saus le contexte f u s i d  de Rie 

Skrset Hemafter, la perte d'irPwrcence convetge avec œlle & la rrmminautd et 

œlle & 1 ' individu(e ) . 
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Le tarte sea#idaire, soit l'extrait de la version originale ou d'un 

autre texte a&-, n'est cmstitu8 pas seulaœnt par référence ou 

allusion. Le texte semxbim est 1 'extrait, la citation au le passage qui 

assue la persgective àu lecteur ou de 1' auditoire. Iss informations 

nécessaires h la ampnWmsion des jtPttapositions des textes se trouvent 8 

1 ' intérieur de cet emtraft . Inie cormissance, par -le, de Raiieio and Jirliet 

n'est pas requise hors de l'extrait ou hors des informations additionnelles 

que le texte primaire ajoute. C'est le texte primaire qui infonne l'auditoire 

du mariage secret et des querelles familiales, mais c'est le texte secondaire 

qui anime 1 'ouverture de la tragédie de Shakespeare. Certes, le texte 

englobant est non seulement un &lange ou une des textes primaires et 

secondaires. Il est aussi (et plus important quant A la signif icatian des 

actions) une pièca de Wtre cauiqrie et féministe aonditioMBe par deuE 

tra-es de Shakespeare et qui en fait les recoaditiorine. Four saisir cette 

signification ou le sens de l'oeuvre, le lecteur ai l'auditoire n'a qu'à 

suivre la structure, le va-et-vient, Qi texte englobant, nt a qu'à se 

CoIiCMtrer sur les infomtions (les actions, th8meSt disloques) encaàrés par 

chaque aextraiw, par efiaque texte. 

Au lieu d'employer les tarmes utextes et aintartexte, typiquenent 

associés B l'intertwxtuaiit4, œ &mire (et œ concept d'adaptation int~tne) 

présente ces termes ami# utexte primaire, et atexte ~~, mr chaque 

atexte, canstitw une perspective atmigue, du lecteur au de l'auditoire. Le 

texte primaire fournit 1 'action m t i q m  & l'oeuvre intertextu8lle. Le 

texte secondaire est jillttapose pwrtant patr mettre au point une significatiaoi 

des événements au des actions du texte primaire. En fait, le texte secondaire 

présente au lecteur une autre version du texte primaire priSque le texte 
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seoondaire, qui est juxtwd avec œrtainss actions âu texte prlmaîm, 

partage certains attributs (certains actions, Wms, dialogw OU 

persmniages) cbnt la aohésian est perceptible. Mbe si le texte primaire 

dirige 1 'actian da 1 'oewre intartammlle, quand le texte sec#idaire est 

aabrbé,, la perspective du texte englobant et M LI lecteur est redirigée du 

texte primaire au cadre de œ texte secradaire. 

Donc, les deux textes sont requis parr 1 'apparition & texte englobant 

(cane œ texte est le résultat & la s@mition et de l'unification des 

textes aaxgmsants+) et Pour dirigar le point & vue ai la perspective du 

lecteur. Dans le cadre du texte englabmt , le lecteur ai 1 'auditoire suit les 

mxnreiménts textuels et les changeaen- en parspective. Cam le temte 

secondaire est présent6 avant au aprb une d a m  du texte primaire, ou en fait 

est m é  au teste pimaire, le lecteur ou I'aiditoire relie les deux 

textes & cause d'un él-t partagé et sauligd. Pour que le lecteur piisse 

saisir une signif icatfon *mglobante, porn que le lecteur prisse ooaaprénctre 

les àeux ([opposés~, il réunit les textes, auparavant sépw&, en réduisant un 

lien, une action ou un ththe crainain. Ce lien, &m s'il est cRtabli~ au plut& 

d t b m m t  par le lecteur, se retranre néammins B l'intérieur du texte 

englobant. 

Les raisons p ~ u r  lesquelles dmx textes sont jiptapos6s st-imnt dans 

le contenu de chacun : les themes ou les actioils amnin-9 s ' e x p x m t  avec la 

juxtaposition de leurs textes. Cumœ la signification et l'idblogie du texte 

englobant s 'exprimant cause des jiPttapositions textmlles (soit isolantes ai 

unifiantes 1 , les informations &cessaires p a x  suivre les mouvewnts et paa 

compreridre chaque texte se trument dans le cadre de chaque texte : ils se 

trouvent à l'intérieur du texte englobant et da ses -tes. Si peut-être 
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la signification de l'intemctlon àes textes (primaire et secoidaire) &ait 

definie par la üu lecteur en dehws du texte, le texte englobant 

perdrait la direction & lecteur, car le lecteur perdrait les perspectives 

emadrées par la structure et les cmposantes du texte englobant. Danc, la 

signification des textes jiPttaposes (et dorie la signif icatian du terte 

englobant) serait perdue. Si la conriais8anee du texte secondaim 8 1 'extérieur 

de lloawre intertextwlle &ait requise pour que le lecteur prisse atteindre 

la signification du texte englobant, œtte signification serait deteminée par 

chaque lecteur, et non par la structure et le con tex^^ de l'œuvre ellemhe. 

Au lieu de définir les amnaissanees actuelles et & oonstruire et diriger la 

perspective du lecteur, le texte englobant (sa signification et sa strwture) 

serait construit et stipilé par chaque lecteur basé sur une connaissance 

individuslle (et mm mglobante). 

Avec les trois analyses que œ &mire -te, œ axmpt d'adaptation 

interne qui examirie les nmummts textmls, les j\ntapositions et les 

wdulations cies textes et leurs perspectives, &unntrera la signification 

englobant la structure Q ces œuvres intertertuelles. Les trois chapitres ck 

ce &mire demontreront trois cas d1intertextualit4 différents et trois chgrés 

& modulation et juxtaposition des textes (et perspectives) du texte 

englobant. 



Interna1 adaptation is the proeess of segregation and aomtergence in the 

- textual oscillations within an intertextual work. The primary text is the 

original cteation of the current author which supplies tlm narrative thread 

-t the overail text. ~ b .  O-, foreign te il the secwiar+ text : 

the quote or excerpt of an existing literary entity "inserted" into the 

overall work (and *ch ôef ines the uork as intertextuaï). This seconàary text 

assunes the reacier ' s focus, as it is clearly rmarked off fran the other 

(primary) text, the other focus. The werall text is the primarvr and secondary 

texts, and their overlap or blend. The matrix or meaning of the intertextual 

work is fomd within the patterns of the overall text. The meaning of 

junttaposing the texts is farad within the textuaï oscillations and 

wnvergences, as a cvmmnality or continuation in actions, themes, or dialogue 

emerges fran t\ln, separate texts. As once separate texts begin to ovarlap, a 

merging in the m a t i v e  frameiisork exposes a blended text, whete the primary 

and seoandary in a sense became aware of each other: they dialogue, exchange, 

unfold mder a single or shared focus. 

By presenting my analyses of thrm intertextual wks, 1 will aspose 

internal adaptation. Arrn-Mwie M a M d ' s  play, aDQmLfght lks&mmw (Cbod 

Juliet), ard Rohrt kpage's film, Le Ctnfessiannal, are both 

recreations of existing tacts. These tw mrks in fact rewrite the originals 

(Shakespeare's Othallo ard and JWiet, and Hitchooek's I Cbnfess, 

tbalr l i m u  occurnnci Ln th plot dmvmlapuat of i givmn riork. 1 r8tb.r u n  thmr t m r u  u i 
n f l i c t i o n  of thair gigaLflcu~~a within t k  ovarmll taxt (th intmrtuturl uofk): the primry 
trrt ptovidra th. ilin airritiva tbroid of tk ov8r8ll tut w h m r i i 8  tk i . c o n â u y  taxt 
iup.r*nm or juxtiporr tb. utionr or narration of tbi  prirup tmt. 
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respectively) by placing t k m  into a naw content: the original is not hWen 

but assimilated as a text, as an eresrpt or -te juxtapxed against 

the grimary text . Ataa Egoyan' s f llm, The S t m t  Hareafter, is a traditional 

"adaptation: " it does m t  necessarily hi& its "origin" (the m e 1  by Russell 

Banks which is the b a i s  for this f i l m )  tut rather has m use for it. Instaad, 

other sedonàary texts, Robert Browning's pbem story of The Pied Piper of 

ikwrélin and The Tragically Hip ' s song "Courage, " are importeci to emphasize 

actions, themes or dialogue i n  the priniary text. In al1 three intertextual 

rirbrks, the patterns of blending and separating the primary and secandary texts 

e m e  to the v i e m  the m i n g  of the overall text As a blended focus 

arîses, the meaning and the  animation or motivation of the testual 

oscillations W g e ,  Within the blended text the viemr perceives and 

understands the fminist and m i c  turnabout of Shakespearean t r a m e s  i n  

Goodhight Ddmmtm (&mû ming .Niet); the dialogiiing of generations in Le 

Confessionnal; and the parallelling of camnnial and personal loss of inriaeenee 

in  !l%z Smet  iiereafter. 

The s e a d a q  text, uhether it be the sxaetpt of an alreiady existent 

"original version" or a text unrelated to the originatim of the current mrk, 

extends beyond r~ere rafarenm or allusion: it is the sctual quote, passage, 

paragraph, etc. that is the entire content of the s- text. The reackr's 

exterior knawlw of, for example, IZbnieg and Juliet (beyond the citations of 

the semndary text or the information provided by tha primary in Macbnald's 

play) m y  m i c h  the raading of Goomiight mdemria, hut it w i l l  m t  provide 

new or additional meaning to the patterns of the overall text. Information 

abmt this "foreignl' text is prwided in tb excerpt and suppl~mantd by the 

primary text. I t  îs the primary text which informs the readar of the secret 
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niarriage and the family feud, a l e  the saut&uy text depicts the tragic 

turning paint in the Shakespearean play. Therefore information required by the 

reader or vieriier to conclude that the play is a feminist and amie mtatian of 

tw trapdies is frameà by each text (and mir exchange or dialogue) within 

the fraummrk of the overall text. 

If tao much emphasis or importance is placed on the seoondary t e  (on 

Aknm and Jirliet, for instance) or on the reader's extra )nirrwledge of that 

secondary tact, then the overall text wmld be "exited." The readar U d  ait 

the play and patterns of the overall text, the juxtapositions of the exazpt 

w i t h  the primary. 'Llnis the meaning behind the tertual jwtaposf tions m i l d  be 

lost. The primary text wuid be used rather as an enphasis of t h  se- 

text; the primary text w u l d  m 1- provide the narrative thread of the 

overall text . If îm much importaiiee is p l a d  cm the reader ' s larrwledge, the 

primary text wuid provide a minuscule path within the deveiopaerit of the 

overall tact. The primary text muid then provide little gui- in the 

rader's nieaning significatian of the patterns or oscillations in the m a l 1  

text . f nstead of moulding and def ining the reader and his or h r  f mus, the 

averall tact (which wuld  rely heavily on a mermial lmdy of hwldge rather 

than on a specif ic f m m m r k  of meaning ) bemms axitrolled and st ipiated by 

each indiviàual readet. The "hidden" contents of the seaondary t e ,  

therefore, are not vital ?a a reader's meaning formation of the avarall t e .  

Information framed within the priniary and secondary texts provides t h  

canplete contents of the overall text: the excerpt enphasizes actions, themeis, 

or dialogue in the priniary text; hile the primary text "amtextualizesl' the 

juxtaposed excerpt (as it enlightens an event or characteristic absent fran 

the exœrpt hut needed to caaprehend the uverall text). Therefore, eaeh text, 
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whther primary or seeandary, mugt he clearly perœived, clearly defùied and 

separated, in order for it to assuna and direet the reader's focus. This 

obvierusness of the presence of the secomky text within the (patterns of the) 

overail text is dammatai by Michael Ftiffatemz in a discussion of 

" intertextuality : " 

An intertact is one or mm texts which the reader irmst krYW in order to 

unàerstand a wrk of literature in tarms of its overall significance (as 

oppxed to the disnete meanings of its m s i v e  wrds, phrases, and 

sentences). The distinction is paramunt &cause linguistic usage 

suf f ices to aceaunt for such meanings , men üwugh they m y  also develop 

un&r the further constraint of aesthetic amventians. Readers, hekiiever, 

sense empirically that the overall significanœ depends less on 

referentiality (as &es standard verbal aamunication) than on a 

relation bettrieén form and content, or even an a subordination of content 

to form. The latter.. . eonstitutes the literariness of the verbal work 
of art. . . . Literature is indeed made up of t m  . Literariness, 
therefore, nnrst be &t at the level whem texts ambine, or signify 

by referring to other texts rather than to lesser sign systens. 

("Ccmpdsory Reader R e s p m s e "  561 

Intertextuality brings to the d a œ  the firndaiirental dyndcs of 

literariness as it forefronts and euhodies the physically juxtaposa 

canponents or segmnts, througfi which the oscillation be- obviausly 

separate texts is evimed. Stplerficial intertextuality animates the inner- 

workings of the text on the reader, a d  vice wersa, as well as the "&mbling 

process" inherent to the creation-perf~~lll~~~ of the litarary text. Interna1 

adaptation, althwigh specif ic to intertextuality, can similarly be viewed as 
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the aninmtd ef fects (and affects) of th "camun f -km and tfie 

contradiction and aampnying congniity inherent to the dialagiam of the 

literary test, as -11 as the extraction or ciramrscriptioai of meaning by the 

reader. In the (obviais) intertextual wrk with whicb intemal adaptation is 

aoriEerned, the dialogism of the literary text is pl& in wiàenw as rn 

tmts are in mtirnirws cbnflict (and resolution). In this kind of 

intertextual work ( w h e t k  fihic or literary), t h  m i n g  or matrix -tes 

fmn ttre (con)structure of the overall tm. V i k t o r  Shklavsky "fonnally" 

KlteS : 

The basic construction of plot is reduced to a schena of semantic 

constants. We take two mnstrasting everyday situations and resolve thm 

with a third; or we take fm senantic amstants and create a parallel 

batmm thm; or, lastly, rn take several semantic amstants and arrange 

than in rankinç order. (Shklmky 87) 

rt is this basic construction of plot (uhether filmic or literary) that is 

brought to the forefront as tm texts, tub separate fraaieiiiorks or foei, 

"mingle and urmingle . " 
Within the obviously intertextual wrk, three elenents can be defined 

under the ainstructs of the overall text: the primary text, th secondary text 

and the blended t e .  The latter may only appear in rate circlmistances 

pennitting the merging of tm texts and tw frameworks. T b  amunt of blended 

tent, whether miniml or signiffcant, also relates to the viekier its meaning 

within the overall text. An absense of a blended text, in the case of a 

priniary text and a secmlaq t e  perpetually jmtaposed and nwar in 

cemmmicatian or interaction, anveys to the vieiiiet that prhaps the oveml1 

text necessitates a mis- or -cation of sorts. Riis  study of the 
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textual eleœnts a t  play w i t h i n  (or absent fran) the otiviaisly intertextuaï 

work is merely one approach to d p e  the plot amstructian and developœnt 

of meaning perhaps also attainable thraigh o t k  analykical approaches (such 

as deconstruction, mise en abîne, or other formalist appmacheâ). Hwever, 

interna1 adaptation applies and is coneeTned salely w i t h  this specific typa of 

textual and narratological canstruction in which tw separate and distinct 

texts (forms or elements) intertwine. 

The cimice in using the terra "prbary textu and "m text," 

ta* than "tact" and "intertext" respectively, arises frein b t h  "texts" 

becnning the min focus of the mader. The pr- text , the original creation 

of the m e n t  author set apart frrm trie s e m w h y  text, provides the teatuaï 

or narrative cohesion throughait the overall taxt. The priniary text assunes 

the focus of hoth the reader and t h  work w i t h x t  question. The mmrdary 

text, on the other hand, is used mainly to highlight meaning or enphasize 

actions and events, and to provide an alternative version of the prirnary text. 

Ibkiever, when the seaMdary tact is "enteted," the focus of both the overall 

text and the reack is reàirected fran the primary and onto the secrndary. The 

semndary text becanes the f m  of the scene or action. Both texts mt only 

are required for the emargenee of the overall text (as the overall text is the 

cabination and juxtaposition of these textual aqments), àit also eqiially 

direct the reader's within the overall text. The reader follaws the 

textual oscillations, the shifts in focus, acaording to the patterns of the 

overall text, acaording to the presentation of seeningly juxtapased texts 

within the larger framemrk of the overall text. Tk, =der or viewer is a t  

orce the object and the subject of these osciilations. The reader has no 

cbiœ hut to follow the shifts, wfiether it be the oscillation betwem 
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jmttamsed texts or the mDdulation w i t h i n  one text as it changes m. Rie 

reader or viewer perceives this myhiiation, reàwes the hhM these 

oscillations or iaigraimaaticalities, yet remains w i t h i n  the frammrk of the 

overall t e .  A s  the seeondary text assimies the f o a s  after, before or during 

a section of the primary text, the reader associates the àevelopmnt of 

action, dialogue or theme within the primary text with th juctaposed excerpt . 
The reader joins two seemingly unrelatecl texts, two separate foci, to 

camprebenù the developaent of the overail text, to make sense out of a junble 

of information. It is the film, play or riovel, hriiriiever, that defines the 

reader or viewer, as it is the overall tact wMch provides the viewer or 

reader with the structures of oonsciausness (Lehmdt )  framing the meaning 

of the intertextual creation. To watch a film or read a novel i s  to herrn# 

that film or novel. To follm the shifting focus is to perceive and oonversely 

to define the overail text. Jean-Lauis Baudry explains this subject/object 

role of the f i lm viemet: 

'Ib seize m~vement  is to beame moveœnt, to follw a trajectory is to 

becme trajectory , to choose a direction is to have the possibility of 

chDoshg one, to determine a waning is to give oneself a meaning. In 

this way the subject, the invisible base of artificial parspactive 

(which in fact &y represents a larger effort to proQoee an ordering, a 

regulateü transcaxhr~8) becermes absorlmd in, "elevated" to a vaster 

fmction, p r q m r t i d  to the mwement it can perfarm.. . . And if the eye 

which moves is rr, langer fettemd by a I#dy, by the laws of matter and 

time, if there are xm more assignable limits to its displaeement- 

conditions fulfilled by the possibilities of shooting and of f iint-the 

world will be eonstituted m t  only by this eye Rit for it. The mobility 
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of th? auaera m m s  to fuifil1 the most favorable c m d i t m  for tb 

mantfestation of the "transeendental subject." (Bau&y 307) 

It i s  precisely thls reader as "transcendental subject" tbat relays the 

tbeory of internai adaptation in literature tn film (besicks the fact tbat the 

mifying characteristic is the fietitiais narrative itself ) . The oscillation 
k m  texts in the intertextual mrk (wbether literary or filmie) "w, 
and at the sam t in~  allm the process of prodwtion to be obsexved. % 

reacier is thérefore mt up in inaluctable dDubleness by beitig irrvolved in 

an illusion and aware ttiat it is an i h s i o n "  ( Iser 259). This cbubleness or 

duality, as beiparcbteà by Wolfgang IBer in Prasper:ting, of the reaàer's role 

and position in the text extends also to the ail-perceiving function of ttie 

vicmr as defined by Christian Metz: 
LL 

The spectator is absent fm the screen: oontrary to the child in the 

mirmr, he c a ~ o t  identify w i t h  hfmself as an objeet, kit onïy with 

objets which are there wi-t him. In this sense the screen is not a 

mirror. The perceived, this time, is entirely on the si& of the object, 

and there is no losiger any equivalent of the own image, of that unique 

mix of perceiveci and subject (of other and 1) which was precisely the 

figure neeessary to diamgage the one f tom the other . At the chma, it 

is always the othr who is on the screen; as for me, f am there to look 

at him. I take no part in the perceived, on tiie con-, 1 am all- 

perceiving. ( TJm Iiaaginary Signifier 48) 

Kt is the use and creation of the vieuing-reading subject that is the 

intersection, the overlap, of film and l i t e r a t m .  Hcw the readar or vienlrar is 

led cbwn the path of meaning signification, thraugh the maze of the narrative, 

is the matrix cireimrscribing the "gerisric" ami- of internal 
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adaptation. Rie modal reader of the intertextual litetary mrk cannot possibly 

include every variation of the body of km~ledge each individual reader 

possesses. Instead, th overall tact (the encapsulateci jintaposed primary and 

secandary texts, and their adaptation to each other) creates the reaûer by 

def ining the reader's krowleàge or viewpoint, by leading that reader thrargfi 

its wn maze of textual cutgmmtn: "The more the readar is drawn into the 

~roceadings playing the of the text, tb more he or she is also played 

by the text" ( Iser 258). The reader of an intertextuat m k  is thus the 

lmest cornnon àermhtor: al1 those who can perceive lagically, who can 

f o l l w  the "wandefing viewpointw2 of the -al1 text (which is in fact the 

viewpoint of the readar: his or her actual role in the t e ) ,  are the reader. 

Metz dissects this creation and exploitation of the text 's recipient (the 

rwrel's rmder or the film's viwer):  

In the cinana the subject 's hmwle&e takes a very m i s e  fonn w i t h a i t  

which no f i lm woüîd be possible. This kmw10àge is dual (but m t  

unique). 1 )awrw 1 am perceiving sanething imagiMl-y (and that  is why its 

absurdities , even if  they are extrane, do mt seriously disturb me) , and 

1 )criow that it is 1 who am perceiving it. This seoond lsnmledge divides 

in  turn: 1 )OYki that 1 am reaïly perceiving, that my sense organs are 

physically af f ected, that 1 am m t  f antasizing [sic] , that the fairth 

wall of the auditoriimi (the screen) is really different fram the other 

three. . . , and 1 also kriw that it is 1 who am pereeiving al1 this, that 

this perceived-haginary material is deposited in me as if on a second 

screen, that it is in me that it fonns up into an organised se-, 
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that tharefore 1 am myself the plaœ where this really perceived 

imaginary accedes ta ths symùolic by its inauguraticin as the signifier 

of a certain type of ins t i tu t id ized  [sic] social activity called the 

"cirisma. " . . . In other wrds , the speetator identifies with himelf , with 

himself as a pne aet of perceptim (as WWS, alertness) : as the 

condition of possibility of the perœived and b m e  as a Wnd of 

transcBndentB1 mbject, which am?s before every thare is. (l?e 

Imagiaw Signifier 48) 

Because the overall text def ines, if not solely oonstitutes, the reader's 

wandering, all-perceiving viewpoint, the overall text actually creates the 

reader. The reader can only extract information to fom an attacheà meaning or 

significance that is present within the fmmmmrk of the overall text and its 

oscillations. The reaôer is therefore a vital ampomnt since he or she 

assuùes at once the role of th perceiver of the play (juxtaposition or 

oscillation) and that of tiie realizer (or actualiser j of the overall tact. The 

werall text does mt, in fact, enampass a dinrension apart frem (or rat- 

beymd) that of the primary and secxnidary t e ;  it rather gives rise to the 

reader ' s dimension which enrobes the eœrging meaning as th mader's awn 

interpretation of the textual oscillations ami the ermpsulating werall text. 

This "axanon fmmmrk" is in fact the resultant amtext shared by both 

the primary and secadary tact. The ubiquity of th "amnwi" context is more 

than the point of intersection betmen the textual v t n .  F'ran this 

collage of primary and sewndary text arises a "mutualness," WfKther in thepe, 

structure, form or antent. This cantext is the blended text and focus, inder 

-ch primary and secrzndary texts dialogue, exehange, interact w i t h  each 

otber . Before, b m e r ,  tb i r  overlap or amgruity can be ef thr delineated or 
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perceive& the jintaposed "inrgrammticaliti8~~~ (the fintaposed tarts) u t  

conjugate an e1-t intrinsic to each text acading to the gram~ar of the 

overall text. M o r e  the resultant overall taxt is perceiveci by the reader, 

the guidelines and stipilations are evineed in the exchange between its 

ampormts: the intersection or uverlap bebmen primry and seconQry texts 

exposes the "WQQPlnQ" elements each taitt oontains. Riase welcoming elments 

within the primary and seeondary texts allw for the of  the^ blenâed 

text. The more frequsnt the textual oscillatiuns, the more the patterns of the 

overall text are exposed and oonfinnecl-the lass the mabr is pemitted (or 

rather , inclined) to deviate f rua the presetnted primary and sem&uy texts . 
Al1 meaning is foind within the overall text, which is kit an amalgam of and a 

play between its constituents, as Iser predicates: 

Authrs play ganm with retaders, and tb text is the play playgrrJrnid. 

The text itself is the outcaae of an intentional act whereby an author 

refers to and intervenes in an existhg wmld, kit though the act is 

int~ntimal, it aims at something that is m t  as yet accessible to 

amsciaisness. Thus the tert i s  made up of a wrld that is yet to be 

identified and is adunbrated in such a my as to invite picturing ard 

eventual interpretation by tba reader. (Iser 250) 

00th Kristeva and Riffatarre on the pmmw mgation (or 

rather, isolation thraugh juxtaposition or centrifugai emphasis) in the 

interaction between "tact and intertextm-in internal adaptation terms, 

betiiieen primary and seamdary tents. In h f r e  fn Liurguap, Kristeva definss 

this negation or opposition as " ~ f i m c t i v e ; l l  through the presence of 

opposition variants , the invariant linking both negatives is perœived: 
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T b  ~legation mains -lete and mfinished unless it -ludes this 

&ubly negative movement tbat reàuees the ü i f f m  be- m~ t m  

to a radid  dfsjmctlao with permutation of ümse tems; that is, to an 

anpty spaœ arumà -ch they mm, dying art as entities and tuming 

into an alt%rnatins rhythn. By posfting tw oppxing terms without 

aff irming their identity in the same gesture and simniltaneously, such a 

ruqation spl i ts  the mement of radical nege~tlm into tm phases : 

âisjunctive and rrmdisjitnctive. . . . K t  is within this split mgation that 

al1 mimesis is bon. NorikLt-ting nagation is the lm of the 

narrative: every narration is made up, murished by time, f inality, 

history, and God. Roth epic and narrative prase take place w i t h i n  this 

spacing and m e  toward the tIieology produced by ronaltarnating 

negation.. . . Lt is preeisely the secad stage of nonaltanratfng 

negatiori-that is, nondisjunctim-that detemimas the fdeolog~me of the 

mvel. (aisteva 47-48) 

Ti the reaàer reaches the transœmhtal, the ideologeme of the novel, then 

the process of signification is rather det- and in fact formed by the 

play betilieen primary and secondary, by the stnicture of the overail text, and 

thus linited to the invariants encircling the cosistant. 

Therefore the process of signification is m s a r i l y  a predetermined 

s a t u r e ,  albeit xmt neœssarily "accessible to the consciamess" when in 

play, within -ch mming is hmrporated and anooded for the reader to 

perceive, thus to extract. The oscillation between texts or the shifting in 

focus is th propelling oonstant that is riot inscribe in t b  play ht is 

rather cimmcribed by the play. K t  is this lnedefined meaning that anrobes 

the "nondisjunctian" be- priprary and seeondary. This eirplaMtion by 



22 

Riffaterre can a b  be extended to interna1 adaptation's m t i m  of "ovemail 

text : " 

Ebr a constant to be detected, the textuaï crrnaon#ntr it affects must be 

repeatedly and u~voidably perceiveci. Sueh aonstants are what the reader 

may ultimately rationalize as the author's intetnt, but whather or mt he 

does so rationalize, they provide the proper interpretation, sinee there 

will be only me: only ane because it w t  en#lmpass al1 amstants, and 

mversely, no mcamenee will prove stable unless our reaâing 3s 

camplete and wblly submissive ta the letter of the text. 

( "Interpretation and Undecidability" 227) 

The patterns of the overall text are the structures of play (of modulation or 

oscillation) between primary and secondary texts. Within these patterns, the 

"ideologeme of the m e l "  or the meaning of the overall tact is faaid. As the 

reader 's viewpoint wanbars, as the reader 's foais shifts acazdhg to the 

tactual oscillations, the reaâer assimilates both teats, both priaiary and 

secendary into his or k s m u r e s  of cl~sisciausness (Leimme1t) of the 

wrk. The intertertuid wrk, in order ta dafins furtbr the =der's 

extraction or develgmient of meaning, pmsents its own "internal 

assimilation. " A merging btriieen once separate foci m e s  to th reader the 

reason or cause for jmtaposing and overlagping tmo separate teucts. 

In both the traditional Kristevan and the Riffatarrean iise of the 

intertext (as merely a preausor to the hiciden contents to be inmrpomted by 

the reader into the text), intertextuality has been mnfîneâ to, or the foais 

of, the opposition within ane literary fo~~p.typically the intertext as a 

written wrk with am- written mrk. T b  j-itim of tfie intertext 

with the text is mdœù within ami by a shared literary forn: only upm the 



realization of the precieme of amther wxk is ttie process of intertextuality 

activated by (and for) the reader. ûbligatory intertextuality, as defined by 

Riffaterre3, occurs vithin the unamidable perception of the text ' s 

imgramaaticalities . In interna1 adaptation, this obligation of perception is 

in fact the only axis of perception by which a -der is required to extract 

amanhg and signification-any other "perception" entails the exiting of both 

the primary text and the overall t e .  Sinea the overall t e ' s  meaning 

develops fmm the interaction or exehange betwen primary and secondary texts, 

patterns of (or enclosure that is) the ovarall text, meaning signification 

dictatecl by the letter of that text is also aited. 

By p1aci.w the primaty and secandary texts in "apposition," th umtent 

is evinced for reader as the rmtrix or ideologeme of the ormal1 text or 

intertactuai wrk. The resultant aterall text, which 1s always present, is kit 

a canposite of the primary and secondary tes. It is the cunbinations of 

these texts that fonn part of the werall text, that the reaâer perceives as 

his or her cm interpretation. The reader's "interpretation" is nonetheless 

def ined and guidecl by the patterns of the overéil1 text, by th oscillation 

between primary and seconàary and their overlapping or centripetal 

signif icance . The reader reduces a transcending meanSng f mm the 

juxtapositions and convergenees of primaty and seeoridary texts. This meaning 

signification "perfonwà" by #a reack, wntrolled and stipilated by the 

de mot8 du tut. n'art n i  cmllm qua parwt le iociolictm ni emllm qu'oxigetait l m  c o n t u t r ,  mis 
La saru qu'ont cm8 a t s  ou grnup.. dm mtm d8nm l ' i a t m r t u t a , "  a# op- CO aioatory 

i n t a r t u t u a l i t y  which i 8  1 îa l t .d  t o  tbm p r n p t i o n  of th ( t r i d f t i o d l y )  aùmddmd i n t e r t u t ,  i 

parcmption vhieb varias accordiag t o  mach raiêet ("Poagi t n t a r t a t u r l "  74-75). 
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patterns of the overall text, is the " interpretation" of the author's intent, 

i s  the perception and anpmhemion of the autirw's intent (the overall tact) 

as the -der's ciwn interpretatim. 

Ann-Marie MacDonald's &ahight  aasdeiaana (&où !bming Jid ie t )  is a 

recreation of scenes fm Shakespeare's Mhello and Rrimeo and Jidiet .  In 

Chapter 1 ,  1 explore the "adaptation" of these scenes to a new context and 

text: MacDonald manages to rewrite the Shakespearean originals througfi 

altering th i r  s d c  content and contact (by swapping lims and reversing 

roles) . The (rm) creation, the feminist and d c  mtation of Wo (male- 

hhced) Shakespearean tragedies, resuïts f m  the transfomtion of these 

original excerpts to a new d c  situation. In the blended text, urider the 

ammni framn~iork of a shared focus, the secondary text and the primary text 

interact and dialogw to produee a nerw play, in a new ganre. 

In Chapter 2, 1 explore this segregating and blending focus in Robert 

Lepage ' s Le Confessionai. Lepage's film is a reneation of an existing text, 

Hitchcock's I Qanfess, and like MacDonald's play, includes exœrpts fran the 

original. Lepage therefore incorporates the basis for his wn film 

(Hitchcock's film) as a secondary text. Withwit this obviausness of origin of 

both Lepage ' s f ilm and MacDonald1 s play, vithout the original, alreaày 

existing work being given a distinct focus, the intertextuaïity of these works 

may not be perceived by the viemr. Mere reference, allusion or casual quoting 

might be lost to tb audierxe and thu wuld m t  suffice in canveying either 

the intertextuaï nature of this f i h  or the resulting maning mkrlying the 

jiataposition and ambination of tacts. In Chapter 2, 1 also intmbœ the 

reader to the use of m i c  as an example of "seaindary text" w i t h i n  tb 

intertextual wrk. Music, i n  fact, prwides film with its inhsrwtly 
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(abviaisly) intertextuaï nature: the viewer i s  constantly forcd to plocess 

h m  forms, tm "texts" (whether tky cornrerge, w i m  a verbal and visual are 

syncretized, or they rePain jintaposed, when a visual of one sane is 

superimposed by an "unrelated" verbal). In Chapter 2, 1 therefore prepare the 

reader for the specific musical secandary-tmrt anaïysis to crmie in Chapter 3. 

Atau Egoyan's The Seet -ter, mike the aforementioned w r b ,  is a 

traditional adaptatian. Egoyan includes exmrpts fran unrelateci tacts wtiereas 

he incorporates the actions of the original m l  as the primary text. In 

Chapter 3, 1 explore the siiperimpositian of seeondary texts of Rie Pled Piper 

of &melin and the song "Courage" as a means to cor~~ey Egoyan's interpretation 

of Russell Banks' original m l .  In assimiing the contents (albeit tailoreü) 

of the novel as the priinary text, as the main narrative thread, Egoyan adapts 

the written original to the screen. The seeosdary text is not used to reiwrite 

the original (as i s  the case in the previaus wrks) kit rathsr to direct 

the vi- to assune Egoyan's interpretaticm of the m l ,  of the actians and 

events in the priinary text, as his or her am astractecl meMing of this 

intertextual film. 

Regarding these three works, no dnalytical literature has been produeed 

specif ically on their "intertextuaïity," let alone the analysis of their 

textual a~mp~nents ( their primary and seamhry texts ) . N u œ r a ~ ~  articles, 

hekfwer, have been publisheà on both the authors and mir wrks in several 

"literary" journals (fran Take Che: Ffïm and Televisian in Canada to CaMdfan 

Thaatre Revim). Narie of the autbrs (or of these specific wrks) have been 

the subject of a significant study altiiough they have met with imieh criticaï 

and popllar accïaim. Ann-Marie MacDonald in fact mn the 1990 G;wenmr 

Gemmi's Award for Drama for har play M g h t  î ksdacm (M Eonu[llg 
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Jlrlfet). Both Atan Egoyan's The Swt -ter and I1iDbert -gels & 

Ctmf86sfaml wm niniamtfi Genîe hmds, as wll as international acclaim 

(specif ical ly  a t  the CXscars and the Cairnes F'estivaï) . The three works I have 

ciiosen are prime examples of each authat's amtrikition to (and international 

elwation of) the CaMdian "literary" scene. These three works, apart fram 

their importance in CaMdian artistry, are important representations of the 

use of intertextuality in contmporary "literaryt' creations. M a t  
Aesdaauie (aPOd M m h g  Jlrllet), Le awfessfcwinal and The Skeet tlaraafter are 

bef itting to present and elucidate my theory of internal adaptation, the 

process of juxtaposition and a~nvargenee of the p r h r y  and secondary t e s  . 
In d y s i n g  these mks fran a "textuai" (mt linguistic hut rather 

narratologickl) perspective, 1 & not contradiet the analyses already 

published or W. Rather, analyshg the mrks stnicturaïly, aanrding to 

the textual oscillations that canstitute the bv8l:all t a ,  -es the works' 

prwccupations and c m a m s  which ccui be attairied a thmatic or 

contextual analysis. 



The openhg seerie of EZacDoriald's M g h t  lW&ma (W Manzilng 

Julfet) sets the stage for the mingling and mddling of tmo separate teatual 

elaœnts, the primary text and seamdaq text, in the shmltaneous portroyaî 

of t h n e  scenes, fran Uthdlo, RaneP and Jdiet ard Canstanea's office. in Act 

1, The DmWm, "thme vignettes [are] played simultmeausly:" the death 

scenes f rom ' s Othe110 and Ruuw and Juliet are played almgside 

the introductory scene of the primary tert, C o n s t a ~ e  liedbelly in her off iœ 

at Queen's üniversity . These threa vignettes, in fact , introduce the audience 

to the tragic nature of the se#indary texts as -11 as to the prhary and 

semndary texts intrinsic to the developmt of MacDonald's play. narailra 

these tlexeerptst' are intrc&ced simultaneously, tbeir mutual lmportame w i t h  

regards to t h  m a 1 1  text (MacDonald's intertextual play) is equseù: the 

primaty and sacmdary texts share, a t  am time and on one platform, a single 

foeus of both the play and the v i m .  The intmàuction of these three 

separate yet sirnultansous texts (the primary and the tiJp mcondwy), gears th 

vienrer taards a "unity," w k r e  the ~ ~ f m a s f  text and b t h  seoondary texts 

cabine. In "The Dmbkw" tbe three vignettes assrmie a single focus as al1 

are staged at one time. This mult iple-mative  setting or stage foms the 

pattern of th 0~8fall tact: the textual oscillatims primary and 

seumdary texts are in fact the blueprints of the overail t e ,  a feminist and 

comic tlRnablt of Shakespearean BHleinmiEed tragedies. 

The epigram fran Jung and the r e f m  to the "Gistavu Manuscript imply 

to the =der that this canic and feminist turnabait is riot limitecl solely ta 



th rmrking of the tragecües. The overall tact is 

simultaneously a turnabaut in Constance's individuation. As the secondary 

texts (scenes fran the Shakespeare originals) imdergo a form of 

"individuation" or developmt because of the expomre to Constance (a 

primary-teltt character), this transformation in the overall text parallels 

Constance's process of individuation, a turnabout frm a "nuuse" at the 

begirining of Act 2 to a (sexually and emotionally) self-assertive wrmian at the 

end of Act 3. As Laurin Porter mtes in her article in Ekdanr D ~ M ,  this 

transformation of the Shakespearean plays is mimored in the transformiation of 

Constance's personality and self-zwar~ne~s : . 

On a deeper level, baver ,  the play raises questions about the ways in 

which identity is constnicted and the impact of gemk and societal 

-tations upon this process. As Constance interacts with f irst 

MacDonald's war-like Desdsmona and then her arotic Juliet, she disamm 

aspects of her personality that had hithsrto lain dormant. Ultimatdy, 

the action takes place mt in Constance's office or the fictive mrl& 

of Shakespeare's trageüîes kit within Constance's payctm. (Porter 363) 

Constance's psyche is th stage cm which both texts interact and marga. When 

Constance entas th tiforla of DesdaPwvl and Juliet, ber psyche is 

acternalized as the stage an which individuation is sought. Constance's 

-suit of the Wtav lbmscript is the extemalized -suit of her 

individuation. Thrcugh this analysis of tha i n t d  adaptation of primry and 

seoondary texts, Constance's indiviàuation is bm&t to light. Therefore in 

analysing the oscillating ami eventual merging stnrture, the amtent and 

them of l~WcDonaîd's play is enlightened. 
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In order for W d ' s  play to t a h  shape, both the narrative 

surmiading -tame Ledbelly in the university setting and the stems fmn 

Othello and Romao and W i e t  u t  cwnrerge. Within the uverall text, the 

textual oscillatiasis or foei shift , mingle and merge. In ordar for Constance's 

personal and feminist desires to be realized (for the puy to mfold as such), 

the primary text of Canstanee and the Shakespearean mamhry texts wist 

influence and adapt to each other cm om stage. Their c~rntergance is 

simarltaneausly th site of interna1 aàaptation between these texts and the 

emergeni=e of th blended text. The energenee of the blended text, in which 

both primary and secaxWy texts dlide and transfona into a new, mified 

text , in fact parallels Constance's new emetgence, her individuation. The 

werall tm is therefore a fsminist 'and d c  turnabwt both of the tragic 

Shakespearean plays and of Constance. 

The ChDrus provides a b s f  of the actions to cane or the events just 

past. In suspending the actions of the primary and seeondary texts, the Qrorus 

is able to provide a narration of Ms m. The Qr,rus is able to assum the 

focus and prepare the vieiiirer for the impending "individuatian" : 

CKRUS: What's al- The hoax of charlatans? 

Or mystic quest for the stuff of life itself: 

etsrnal search for the Philosopher's Stane, - mingling and iamiingling OPmSites, 

transforms base metal into precirius gold. 

Hence, scientif ic metaphor itself : 

divide the mind's opposing archetypes 

-if yai possess the courage for the task- 

invite them fran the shadass to the light; 



mite  these lirrlring sh8rds of broken glass 

into a mirror that reflects om sail. 

And in this merging of uncmiscious selves, 

there l ies the -tic 'brriage of true minds. " (5-6) 

After the vignettes are "mimari," the Qianis, the muthpiece of interna1 

adaptation, reveals the al- (the b l m  text ) to cane: the "mingling and 

iPmiingling of opposites," of the prinrary and seaosdary texts, transfona the 

metal" ot tragedy into tm -'preciaus g~ld" ot ammy and teminist 

satire. Throushout the play the role of internal adaptation surfaces: 

canaentary abwt the nature of the oscillation and ccmvergenee betÿireen the 

priniary text and the sewndary text is emb3ied for the audience by the 

Chorus. Beyond the p r h q  tart and the se- text there lies this 

alchemy , of which the Chorus is the audi-' s guida. The blended text is in 

fact the main focus of the overall text, as it assunes the majority of Act 2 

and 3. The primary and seconQry texts are introdueed to each other and 

subsequently merge because Constancé en ta s  the worlds of the Shakespearsan 

secondary texts. More,  hckifwer , both the blerded and overall texts can 

emerge, the primary and secondary tex& must be Fntroduced. "Pen. .." 
Act 1 introduees the physically separate (yet systanically dependsnt) 

primary and secondary texts to the viewer . Constance (prjmary-tert eharacter) 

reads her thesis (the p r a s e  for the mergem3 of the textual j-itim 

within the play) as the respective seawlary text is then playeâ ait. Both 

texts renrain unauare of each others ' "presancé" w i t h i n  th m a l 1  text ( in 

this case, on the actual stage) as the focus shifts bettrieen om and the other. 

The primary tact, h m e r ,  provokes the focus to shift ta the secomjary text: 
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aWTANQZ: A t  the tragic turning point in MhaLlo even the harbned 

fatalist i s  at pains to mgpress a cry of warning, id est, 

"O Othello, O Tragic Mm, stop yina ears against the false 

yapping of that an, Iago. The divine Desdeamia, despite her 

fascination with violence and her lave of b m  stories, 

and asiâe fmm the fact that she deceived her father to 

elope with you, is the very mbocbmt of w i t y  and 

charity . " 
[arSSTAKE opens her Shakespeare, ablfvias to and U W  wfio 

enter and play art the following sœne Wch she reads silently to 

herselfJ (9) 

Before the secondary text is introduced, the priniary text introduees elements 

of Mhello absent fran (or unclear in) the seoondary text exœrpt. T b  

jealousy of ûthello, the villainy of Iago, and the elopeaent of D e s d m  and 

ûthello are introduced through the primary text. The "pu i ty  and eharity" of 

Desdama are intmducad alongside her fearlessness ard femcity, primary-text 

(and overail-tat ) stipilations. The primary text thus ming1es fact with 

opinion. Tb those familiar with the Shakespearean plays w i l l  m Qubt deci- 

one fran the other . The not-so-kiowledgeable v i m  might , buever, mt be 

able ta distinguish tiYe fact of Desdanmia's "purity and charity" fnrn the 

opinion of k "fascination with violence and love of b m r  stories. " 

Rwever, sinee both fact and opinion e ~ s t i t u t e  Constance's thesis (thus th 

stipilatians to be praven in the overall text) , a char separation may mt bé 

neeessary to perceive the text or to conpreherd the bl- t e .  

Fbllowing this initial introduction by the primary text, the saeondary 

text is presented. The "faïse yapging" villainy of Iago is m y e d  in the 



This "false yapping" of fago, introdueed by tb primary text, is evinced in 

the animiation of the seamiwy text. The exeerpts are in rr, way prre 

reproductions of Othello or Rxm and Juliet, sime the awessing of "My lrord 

ûthello" and "Iago" are inserted to clarify to the Mdierwie the actions taking 

place and the characters involved. Follawing this intmktian of the 

secm&ry text, the primulry text is entered or regains foecis: Constan# 
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"lnterjects" as stLe reads part of ber thesis alad. Rie primary teact 

reinforces the characterizatians Wch have takeri place. The actions of the 

sewndary tact then resune focus: 

UrmLrO: 

IAGQ: 

CIIIIELII): 

IAGQ: 

urmLL0: 
IADO: 

(YrHEKa: 

m: 

O: 

IAGQ: 

CIRIELLD: 

IAGQ: 

Villain, be sure t h  provie my love a whare! 

Be sure of i t ;  give me the oeu2ar proof. 

ml1 me but thfs: 

thveyatmt tmetfmesseena-ef  

s p o t t d  with s-ias in yuur wffe's hand? 

I -vie k such a cm; 'W my first g i f t .  

I not th&; krt such a tiandkerchiaf- 

I am sura it ras ymr w i f e ' e d f d  I t&y 

see Casfo wipe his beerd &th. 

I f  i t  be that- 

I f  i t  be thst, or any t b t  h e ~ ~ ,  

It spaaks ageiimt h r  with the other m f s .  

Had Desdamna farty tharsand livias! 

mis tcmpaar, t o s r ~ f o r m y ~ .  

~ W ,  lsridmiiur! 0, &lIuh8r! Aamnhat! O! 

I w i l l  d q ~  Iler into messes! Clrckbld nre! 

O, 'tis f d  in hm. 

with mine affiœr! 

That's fouler. 

(;et me scnre poison, fa-, this night. 

Ik i t  not with p o h .  Strarrgle ber in bed, even the bed she 

hath amtamimted. 
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ülMEKû: w, &! Thefustiœofitplaasas. Very9#rd!llbwart 

thar my lieuteoant. 

IADO: Iamyaumfarevrtr. 

[m and ïAW -ce, then erftl (10-11) 

This juxtapsition of texts initiates the vieiriier to hoth texts iaidar scrutirry: 

the priaaary text (Constance's narrative, which imlubs her thesis and actions 

within the University setting) is introdueed almg with the samdary texts 

(SC- from Othe110 and R u t m  Md miet ) .  Similarly , the "prrity and 

charity" ot DesdemoM are introchieed Uongside Wlello's statBments ot ner as 

a whore and lewd minx. These juxtaposed, cmtrasting characterizations of 

Desdamna bolster the false yapping and vil lainy of Iago. These contradictory 

descriptions of Desdamna similarly reinforce to the audience the gullibility 

and foaming jealousy of ûthello. Tiia primary text provides the audimce with 

an as-y imxmt and vietim-like pwtrayai of Desdemwla, -le the 

excerpts m e n t  the opposite. The juctagosition of both texts and 

characterizations provides th audience with a contradiction (both in contmt 

and in  form) that nust be resolved. 

Both texts are, in f act , provided in full to the viekfer : C o n s m ' s  

text is presenteâ (albeit fragmentarily) with an animation of har "extra" 

)cnrwl&ge of the secondary-test scenes provided to the audience. The secondary 

texts provide the mœssary information required by th audience to process 

the information stipulateci in and by the primary text. The secondary texts are 

the exœrpts of (not the -lete versian of) the Shakespearean plays. Only 

what is presenteâ within the cwerall text provides manïng to that overall 

tart. These (isolateci) exeerpts, which are set off frun tb primary tert, may 

only be snapshots of the hqpr outsi& tert of Mhello Rit are al1 that is 
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required to proces8 the satiric nature of the overall tert. Information sueh 

as kdearisia's "purity and charity" and "fascination with violence, Juiiet 's 

"ficklexmss of youth, " Iago's villainy, or ûthello's "foaming jealousy" mt 

rendered obviais in the seeondaty text are stipilated in th primary text. 

Constance eontrols the viewer's understanding of the w t s  by providing 

adoed details, as well as stresses her awn characterizations to bring the 

vi- closer to that secondary text. Witiwit Constance's interjections in Act 

1 (in which the prhary and secondary texts remain separate), withait her 

coanrwts and explanations of her thesis and the events of the se- text, 

the Shakespearean excerpts wmld either have to be ex- or wmld reanain 

unintelligible to the "bmcmt victim," the uniformed viewer. bhdmald's 

play wwuld onïy be enjoyed by the highly kmwledgeable few sinee the 

camprehension, understanding or signif icance of the textual ogcillatians or 

juxtapositions wmld require the viewer 's kmwledge exterrial to the latter of 

the play. 

As Constance presents her h i s ,  the vi- iinist be provided with the 

information on which her hypothesis is based if the viewr is to understand 

these stipilations. In order to prove (or rather, renck intelligible, let 

alone &cal) Constance's thesis, examples are providecl by the seamhry text 

scenes. Thetefore these tÿro texts are presented umcurrently to mpate tb 

vi- for the texts' eventuaï and imvitable marging: "[m har 

Shakespmre, obl ivius to 0 and IAOO w b  enter and play out the 

following scxm htfzich s h  mds silently to tiersaZflW (9). 

In fact, the secandary tact (the r e w  sœm frem Othallo, Act III 

Scene iii, the "Handkerchief Scene" which Constance iàentifies as such in the 

reading of ber thesis following the introduction of this seeondarp te*) 
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ynwicks the viewer access to Constance's lawm16dge that is the b i s  for k 

tbsis. Throughout the reading of Constame's thesis, the action of the 

seamdary text is played out, thus pmviding the vieiiiier with the necessary 

information needed to uncierstaml her text; kwver, sam information about the 

seoondary-teat characters absent (or rather, m t  placed in evidence for the 

vieikfer ) is provideci uniqwly in the prS-ma6f tact, such as the descriptim or 

characterization of Othe110 : 

CCNSTMX: We are w i l l i n g  to aeeept IagD's effwtless seduction of 

ûthello unto foaming jealousy-the k o r  is, after a l l ,  an 

aging warrior , in love with Iionaur and yomg Desdamna. (10) 

In Act 1, a ml-reversal occurs a t  the level of the texts themselves. 

Tiiroughout the presentation of the seamüary text, the prhary assiaies the 

"role" of the secondary: the primary "higfilights" and provides additional 

information absent in tlk excerpt yet vital to th mierstamihg of the 

secondary text and to the àevelo-t of th play or m a l 1  text. This 

modulation betwen primary and seeondary texts provides the informition 

necessary to  the inderstaiding of bth: the villainy of Ialp and the jealousy 

and guilibility of Othe110 are portrayed in the reprinted scenes (the 

secondary text 1, while Constance ' s stipilations and analyses (which acampmy 

the actions of the secon&ry text) are ev- in the primary text. 

Constance's thesis, found within the prinary text, is ttie motivation of the 

structure of the overall text. Castance ' s  thesis is the mtivation for 

ambining not only the worlds of Constance and the Shakaspearean plays but 

also for the union betÿiieen tIK tm Shakespearean trames. The sea#idary 

text, the reprinted and t r u e w t h e i r i g i n a l  sœm, in fact animates the 

primary, personifies Constance's triesis of ûtkllo and RPmeo and Juliet as 
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"Liai#di88~awry."Themiisaryteatcanthusbevievedasenclipsulatingthe 

hypothesis of the -al1 text, kit can ordy be provan with direct refarenees 

or explanations that are m t r a t e d  by the jintaposed ercerpts, the 

secondary text, fran which the blended text can emerga. Ebllawing the end of 

the reprinted Othello scems, the motivation of Constance's thesis is 

introQced : 

XiWUWE: -but rn carirrot help s u m t  that al1 might still so easily 

b set to rights; and them's the xub! Fbr it is this  

suspicion which mrrupts our pue experierm of fear and 

pity at  the great man's great plight , and-by the Md of the 

handkarchief s-threatens ta leave us, f rankly . . . 
irritateci. (11) 

The "cbrruption of an plre -ienceU of ûthello is necessarily 

inidertaken by the exposure of the primary text. The first step in the process 

of internai adaptation is to confoxm the ex- or qmte to the "host." The 

corruption of the Shakespearean tact is the segmntation of that text 

presented as the secondary text, the excerpt absent fran its original contert, 

wtiich is replaceâ by th c o n t e  of the primary tetxt. Therefore any m i t y  

the vierisier might have to del- firrther into the origin of the sewnüary text 

(the antinuation of the cited Shakespearean play) is quslled by the re-focus 

on the primary text and i t s  hypothesis. The primary text enables th 

''muthpiece of the author" (Constance) to sxpress har interpretation of the 

secondary t e .  

The oscillations and juxtagositians of ttie primary and secondary texts 

in fact provide a reinforced f m  for the reader: the reader bas no man to 

deviate fraa the letter of the tact(s) because the perspectives and viewpoints 
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chernge so rapidly the viemr foeuses ari the between texts mther than 

his or her awn "-' with th text. T h  oscillatinq facus between the 

seamdary text and the primary text prevents the vieiwet frcm diving further 

into the seccmhry text beyond wfrat is prescribeü. The primary forces th 

focalization of the viwer perspective, forces the viewer to assimie its 

~ t r a t i v e  perspective and thus follaw the play. The primary tatt is at once 

the entry to and exit from the s a x m k y  tact: 

CtNSMCE: In &am and Jtrliet, Sha)tespeare sets the stage for cu&y 

with th invocation of the familiar clomic themes, love-at- 

f irst-sight , and the fickïessress of yauth. But m soanar 

has our appetite for beén whetted, wtieti T y M t  slays 

Meratio, and poor Rcnm pnOeeeds to leave a trail of bodies 

inh i swake .  

[CUWUWX tums arrrtber pagie of her Shalcespeere. &ter TYBAtT and 

MERmIO] 

TYBALT: m t f o ,  ünu auisortest with 

MERcmIO: Cbilsort? kdht zyhlt,  dast thw make us mfnstrels? And t h  

make mfristrels of us, l d s  to haw mthing but disawds. 

Harie 's my ffddlastick; [Indfcates skwdJ hare 's that Ml 

make y w  dancie. 

[ahter mm] 
TYBAfiT: Jbm, thelwieIbeart i teecanafford 

n, better term than this: tlwr art a villain. 

mm: TyLialt, tbraasathat Irnve to lov ic ths ie  

&th&etatse theafflartainfrrgrag? 

to sueh a greeting. V i l l a i n  am I mm. 



Tharefm f d l .  I m thai îu%nm?t me not. 

TYBALT: lby, Mis ski1 mt iuaise the injuries 

that üm hast cbPle mre; tharefixe timi and draw. 

I do protest 1 nevier filjured thee, 

But love thee bétter than üm amst devise 

till thm shalt W t h  reas~ of my love; 

Anà so, 9#rd Capriet, whlch name I tender 

as daarly as mfne am, be sa t f s f ied .  

MEFCüTIO: O calm, àidxmmble, vi le mimissian! 

[ D m s ]  W t ,  yuu r a t c a t c h ,  wf l l  ypu Kslk? (12-13) 

This scene will mutation t h r a@~ Cons- 's direct integratim. Since 

MacDonald's play &ils with Shakespeare's characterization of DesdemDM and 

Juliet as tragic heroiiies, details vital  to the Çhakespearean plays are mt 

necessarily included or presented in th acerpts. For example, the feu3 

betueen the Capulets and the Montagues is not portrayed in the excerpts or 

filled in by the primary text. ûniy the seenes pertainhg to Juliet's and 

Raueo's tragic denise are presented. Altiwgh the feuding lesds up to this 

sœne, to the beginning of the tragedy, this fight scme is pit forth as the 

secondary tact to demanstrate "- gona awry," when the tragedy (which 

wuid have been avoided had a wise fool been inserted to the original play) 

begins. This exœrpt -es the foul-up or misammication mwssary for the 

tragic nature of Rmm~ and Julfet but also hrings to tha vi&rer's attention 

that sueh a misirnderstanding is used as a amic davice in Shakespeare's O-, 

mt sa tragic, plays. Similarly, Constame's thesis f~atures the 

misammication in Othallo, the missing hmdkehief, as the! cnicial point of 

reversal in a am&. 
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To the reader or vi- kmwleogeable of Shakespeare's plays, t h m  

excerpts specify the focus the reader i s  to assune regardiirg these O- p- 

(horiginof the seconQry text). The exwrpts becuœ the target of the 

tragic-#mic turnabwt the overall tact achieves. These exeerpts in 

caabination w i t h  the primary t e  in Act 1 provida the information needsd by 

the rot-so-knowledgeable reader to process the overall t e .  This reader w i l l  

still be able to grasp the aaaic maddling with the tragic originals and the 

feminist cumdy or satire of MacDonald's play. Perhaps this rsader w i l l  not , 

hoclfever, àiswver the cunedy as mimicking Shakespeare's. The reader, with or 

without laywleàge of Shakespeare's texts, w i l k  ~uietheless follaw the patterns 

of the play. The rezid8r follows the narrative thread: the reader enters the 

excerpt and then resimies focus on the primary tact. The primary tact includes 

Constance's m t a r y  on the Shakespeare texts, on the specific ereerpts, and 

her "mouse-like" portrauai in her personal and professional life. 

Realistically, h m ,  the riot-~kirmlet&mble reader w i l l  have some 

familiarity with Ramer, and W i e t  or Mhello, even if omly with the story 

line. The ~xcerpts w i l l  then act more as a memDry trigger for the original 

ShakBspearean play. Cbice the characters are idantif ied in the excerpts, the 

maüer (aven thaigh he or she may mt have extensive -1- of the  lin^ 

for-line dialogue) w i l l  perhaps r- that these erœrpts are fraa tw 

tragedies. specific ex- are rather used to erpLkin ami explore the 

stipilations of the prlmary t e ,  partieularly Cunstanee's thesis. mir 

blend, as tbe t- interact, C O I I V ~ L : ~ ~  and merge, exposa the overall text as 

a d c  and feminist turnabaut of trm quintessentially tragic originals. 

Constance mt only "introduces" or intacrupts the actions of the 
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stipilatims or characterizaticiais abwt tbse t e x t ~  Md chancters to the 

audience. The primary text interjects the actions of the seoosidary at onee to 

add information to that exœrpt , to clarify what has just taken place within 

that seeondary text, and to eneampass its own hvpothesis. The seamüary text 

thenresumes focus: 

aBSTAKE: If only RaPeo d d  confess to Tyhit that he has just 

beeane his cousin-in-lm by marrying Juliet. Sirch is our 

comrpt response that begs the question, "1s this trageùy?! " 

Or is it caœdy g ~ n e  awry, when a host of anic devices is 

pressed into the blood-soaked semice of tragic ends? 

TYBRLT: [Draws] I am for yw. 

mm: Gentle Mmutio, prt thy rapier up. 

MERcUl'IO: mm? sir, ywr passado! 

[TYBUT and MEXUJTIO figbt] 

mm: rnld Tybalt! M Marcutio! 

[TYBRCT, rrndar m ' s  am, thnist !ERCüTIO in, and flies] 

Ciburage, m. The hurt cannot be much. 

-10: Wny the devil caméyw behwn us? I ras hurt e y a i  am. 

A plague a' bbth ywr -es! 

[-IO exit$ and dies. &ter TYEMLT] 

KBW: Alive in tri-, and Eletcutio slain? [tki àraws] 

TYBAtT : Rrxr imtchsd boy tint di&t anrrsart him hm, 

M t  w i t n  hfm hanse. 

[ They fight. TYMLT falls] 

macl: O, I am f c r r t ~ ' ~  fwl! 

[Exit BiMD, -Tt MEEEafifO....] (13-14) 
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The primary text reiterates to the krymledseable readar or infoms the mt-SCF 

kmwldgeable reader that Romee, and Juliet have married in secret, that T y h ï t  

and Juliet are somehcki related, and that there is o b v i u  tension b e w  the 

families. The excerpt and juxtaposeà cumnenw present Constance's thasis to 

al1 levels of reacbrs: "Othello and Rmm and Jtrllet are crmaaies gone awry." 

The first overlap or continuatian of mrds or themes between separate 

foci joins mt onïy both the primary and secondary texts, but also the primary 

with the Chorus: the plafform for dialoguing texts, mrlds , is established, as 

the narrative shifting begins to axgulate. Although these texts are mt yet 

in dialogue w i t h  each other, are mt yet interacting w i t h  one amther, this 

continuation in theme signals their eventual and mutual expomre and resulting 

d l i c t  or merging: 

mm: 0, I am forttfne 's fml! 

[Exit IdOMIX), TYBRGT, MERî!WIO. (XNSRKE ma- into her boQkbag 

and wi tMraws  a pack of Playar's m a  Light cignmttes. I t ' s  

m t y .  She spots the Charus's cigamtte kttt on the flmr, pi& 

i t up and e d l y  îmgins to repair itl 

CCMWKX: What if a Fool m e  to enter the worlds of both ûtkllo and 

Raser, atad Juriet? (14) 

This overlap is mt confineci solely to the congruity betwwn the ex- a d  

the thesis. This overlap also includes the Chrus .  T b  stage is tbmfore 

literally set for the mingling and meddling of wrlds. It is througfi the 

prirnary that both seamdary texts are introduced and united, while it is 

through the merging focus (an -ch the Chorus cammts) that Constance's 

individuation (the incarporation of new perspectives into har character) is 

achieved . 



43 

ûnly after capplethg the introduction of both scwdary  t e  can the 

pogtulations of the primary text then be erposed wiWt interruption or 

interjection. The reader is g i m  aciequate information or animation thus far 

to caaprehend the manise of Oosism's  thesis. The reader is presented with 

the tragic mture of both fMe.210 and Reriigi and JLrliet and the victimization 

of tw f a d e  charactem. The continuation (or rather elaboration) of the 

p r m  tast can ensue: 

aHSTMCE: What if a Ebol mre to enter the wrl& of both -10 and 

lbmm and mie t?  Waild he be akin to ths Wise Fool in King 

Lem?: a Foolwho canQWLfonnandaxmnt, tut wbcanmt 

alter the fate of the tragic hem. Or m d  our Fool defuse 

the tragedies by asmuhg centre stage as d c  hem? 

Indeed, in Othe110 and Rcmecr and Jiiliet the Fool is 

conspicuws by his very dence, for these two trageûies 

turn on f limsy mistakes-a lost hanky, a delayed wedding 

ammcamt-mistakes too easily corrected by a Wise -1. 

1 w i l l  gp firrther: are thesemistakes, in fact, the 

footprints of a mFssing ml?; a W i s e  Fool whan Shakespeare 

eliminated fran tm, earlier m e s  by an iailrrwmn autbr?! 

Akrr &tante; al- a Pbol might  a t m  fmm the blindering 

of ûthello and Raaeo, the question ramitu, muid ha prove a 

match.. . . for DesdePDna and m i e t ?  Or are these excellent 

heroines fated to remain tragedies 1- for a place to 

happen? . . . Nevertheless. 1 postuhte that the Wtav 

Manuscript, when finaïly deooded, w i l l  prove the prior 

existence of two d e s  by an unlumn auttior; m e s  
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that Shakespeare plwdemd and made into ersatz trageàies ! 

It is an irresistibl-if wfiolly repiqnant-thwght! (14-15) 

This absent fictive thirà t e ,  the aistav MaiPlscript, provides the 

means w i t h  which to present the primry-text hypothesis (Shaksspeare ' s tm 

as a reworking of extant texts) . Riis absent third text in  fact reflects the 

"nature" of the overall play: a rworked version of W shakespearm plays 

resulting in an altered genre. As Cons- chases af ter this elusive m t a v  

Manuscript, she in fact chases after her elusive individuation. Onïy ugm 

enter- her characterizatians of Deschma and Juliet in their wrlds ,  Qes 

she discover hat self : the Author of the mmscript. Canstance, through bar 

thesis, exmses simailtaneously the d c - i f  mt wbl ly  ridiculaus-nature of 

bth the p r h r y  tact and the absant Manuscript: 

(XWSMKE: If yai take the second le t te r  of the eigtiteenth w r û  of 

every second s œ m  in Otha2l0, and cross refererice üm with 

the CO- letters in Rrmier, and Jirliet, it says: "1 

dare not name the source of this txt." (17) 

As the once separate "worlds" of the prinary and secoadary texts 

collide, as the blended text eamrges, this cemic mutation is played out as the 

meddling fool (Constance) irreMcably alters the events of the secondary 

texts. As the primary and seawidary t- merge, the original tragic nature of 

the saaondary texts of ûthe.Zlo and iaoinar, and Juliet is transformai into 

e, *ch -tes Act 2 and 3. This transformation results fran the 

inclusion and meddling of Cmstariee. It is thedore the primary which 

determines the "tone of farce" of the blended text : 

D m :  Sir, ~XJW might 1 Juiiet? 

TYBRLT : She is a yuung ami lovely sylph in flowing rose-hmâ siîk. 



... 
DESIXNA: fh ide ]  By Tybalt 's own accxnmt , aust this be Juliet  . 

Hem is the w h u e d  silk. . .  

kit naihsre do 1 see the lovely sylph. 

[ RI RfXBl] What ho, 1 have a =sage for you, Lady. 

IKmo seies DBDnrta] 

IM.M): [Aside] 0, she &th teech the tarches to kan bright! 

DESIIEMDNA: Constance &th await us a t  the Crypt, ma'am. 

mm: 1 am no m'am, kit man, and wmship thee. 

DES)-: Ue'd make short work of thee in Cypnis, lad. (82-83) 

The "ccrmic" primary therefore infects the tragic secondary within the blended 

text . u i l y  within the blended text , could the i n i t i a l  tragedies be averted, be 

subverted into oamedy. It is this structural pattern of the m a l 1  text that 

guides the readar (regardless of the extent of his or her iawlecîge of tb 

Shakespeare originals) through the path of meaning extraction and 

signification of the juxtaposed texts. The reaàer's focus is placed on the 

b l d ,  the mutation of the introdueed sewndary text (in both form and 

content) with the primary (mu) tact. The krnvledseable reaW detects the 

devela-t of the overall text as a -styled while the mt- 

ekmwledgeable accepts Constance's hypothesis (because of his or her lack of 

familiarity with the Shakespeare texts) that tb addition of the Wise Ebol 

culminates i n  tu- these unified tragedies into a ommdy of Shaksspearean 

proportions. The blended text , the enaically mtated traqedies, at ance 

demonstrate th forrrmlaic patterns of Shakespeare's plays (wtiether trames 

or camclies) and provide anotbr plausible yet appropriately ridiculau 

version. 
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Ttm Chorus crm#nia on or brinqs to light m t  only the transformation of 

polar terts into a blended text, but also Constanœ's "merging, " ber proeess 

of individuation. At the end of Act 1, the Chorus invites the vieilfer to follow 

(and perhaps even imdargo) this individuation or "merging of the minds" as 

le11 : 

aERUS: "You w b  possess the eyes to see 

this strange ard wmdnw alchemy, 

wtiere mords transfom to vision'ry, 

where one plus  tu^ make one, not three; 

open this b o k  if yai agme ' 

to be illusion's refugee, 

and of return no guarantee- 

iailess you find yair tTua idmtity. 

lSnd di- W b  tim3 mtbr be." (21-22) 

As the Clmm " aœrpis fmm the wtebsbt" (22 ) , so Qes MacDonald's play 

emerge fm the junble of temts. ônœ the texts merge under one narrative 

f ramework ( in Act 2 and 3 ) , tb role of the Chorus replaces Constance ' s 

original role as "caamntator" as Constance h#umas intrinsic to the dialogte 

betÿlieen the ~IKI secondary texts ard between primary and seeondary texts. The 

Chorus emphasizes the actians taking placing within th narrative and textual 

merging, and adds information to the primary text mt evident in its awn 

portrayal. The Chorus as- the role of viemr guide throuqhout Constance's 

individriat ion : 

QURUS: Yau've witnessed an m s i b l e  event : 

a teachar, spinster-"old maid, " sane wuid say- 

whse definition of fun and excitepient 



is a rur~ of "ibids" in an essay, 

disappearç~ef~rourveryeyes.  

Suspend yan disbalid. Be foolish wise. 

For anyWng is possible, you' l l  find, 

w i t h i n  the zone of the uneonsciais mind. (22) 

The Chorus guides the viewer to his or ber cm iriclusion into the mergins, 

invites the viewer to assime the role of the Author, the Fool, of the merged 

focus or blendecl tacts to corne. The role of the "all-perceiving" is intrinsic 

to the development and emergenee of the blended text, just as Constance, once 

absent fran the secondary text , becmes incorporateci into the context of the 

secondary within both the overall and blended teats. 

Act 2 and 3 are the site of hmeen these textual elements, 

the dialogue and internal adaptation betma the primary and seax&ry texts. 

'Rte v i e  has Act 2 and 3 to enter into ths prooess of th blending of t e ,  

to  perceive the in= i~orkfngs of the textual overlap faml within the overail 

text . The "merging of the trinity" is m t  simply Constance ' s incarpontion of 

D e s b ~ ' s  ancl Juliet's characteristics, k t  is rather tha merging of al1 

three worlds. Constance f i r s t ly  e n t e s  into the Mherlo exœrpt; she than 

enters into the Romeo and a i e t  excerpt; and firially, dm retulclls into the 

Othe110 excerpt but brings with k tk eharacters of the Rosier, and JUet  

excerpt. A s  Constame enters the first seoondary tact, she invariably alters 

the text and contcaxt of the Otl#Ilo exœrpt . Constance's mtranee into a 

Shakespearean t e  is the viewer's first introduction to the dialoguing texts, 

to the evolving process of internal adaptation betwen tm, separate literary 

entities. 
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Ebllawing tb "Etandkerehief Scene" eacexpt from Mhello at the beginning 

of Act 2, the primary text (narrated by Cons-) is introdueed into the 

events of the seeDldary t e ,  thus inevitably (and irteMeab1y) altering the 

a m t e  (and th mts) of th repriseà and reprinted scene. Ths primary and 

secandary unfold u n k  a single foais. The reader or viewer is -ed to me 

stage on which tw texts interact: 

üïWLïû: GBt me mm p A s ~  Iam, this night. 

Ilw: ib i t mt with poisan. 

[IAOO a pillacr to OiWLïû] 

Strarrgle ber in bed. 

a]HSPANCE: Nb! 

[&th arsd IADO tum and stam a t  k amzedl 

üu... ywr're about to make a terrible mistake ... m'ïatd. 
[S?nckeù, and a t  a lass for kwds to explain her statement, 

gathers har anugm and timidly appn#ches IPOO] 

Rcuse me please. 

[She pliacllcs the handkerchief fnmr IAGO's b and g i w  i t  to 

-1 

DasdemDM ' s handkerchief ! [ To Which tbu didst say she 

gave to Cassio! 

Did 1 say that? What 1 meant to say- 

w! 1 see that nase of thine, kit mt the &g I shall 

thk-w i t  to! 

My lord, 1 can explain- 

ünigod, what have 1 dane? 
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CShe gmh the hm&er&ief fzm tE?EKO and tries unmcwssfuïly 

to stuff it hck fnto IAOO 's Jmcket] 

. . . [AsideJI've wreckeü a masterpieice. I've ruined the play, 

I've turned Shhspam's ûthello to a farce. (24-25) 

Constance tkars -1y alter$ the evmts, circmstances and context of 

that original seene. The seamïmy text mmtheless raiikins intact in print as 

the reprodueed lines remah identifiable fran the primry and blenàed texts. 

The recipient, speaker and content of these lines or exœrpt have mutated in  

order to hclude and react to a "foreign body." M o r e  as much as the 

primiary enters into the world or amtext of th secondary text, the sea,ndary 

text enters into amther c o n t e  defined by the primary. 

Constance corrects the flimsy mistakes on Wch ttrs original t r a m  

turns, and unkwktinQly becornes the Wise Fool of both het thesis ard the 

blended text . Both f ago' s villainy/treacWry and Mhello ' s gullibility/ 

jeal- are exposd by Constance. Constance's nuuiaiing, Mhello's 

realization, and Iago's guilt do not "turn Shdmpmm's Othello into a 

farce," hut rather they enable the blerxieâ narrative to mutate the ûtbello 

excerpts into a farce. The blenàing of the terts occurs via the overlap Md 

mrging of once separate foci. ur ly  once a c~nwn fmmork is establisbeà can 

the charaeters that fnhabi t each tm interact with othats fran different 

texts and oontexts. ai ly  thraigh the amtact betmen characters can the 

dialogue be- texts emm. a i l y  through a cmmn frameiiimk can the blended 

text emerge. 

Chice Constance is introdry=ed into the action of the secondary text, the 

blended text merges as the oscillation betwwn texts stabilizes on a sbareâ 
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or single focus. T b  events of tb scmrhry text am altered to indude tlve 

actions of ariother "foreign" character: 

üï?ELLO: O-, 1 hadf-t. [To fACX31 'Twasall thyfault. 

[Tü -3 If that yw be the mirrar of my swl, 

then you must l e m  the story of my life: 

of moving accidents by fiai mà fjeld, 

of Imfnbriaadth scapes i' th' fimtfnent deadlybrerich, 

of k i n g  taken by the insolent f* 

a3NSPANCE: Oh yes, 1 km#. 

fACO: [Asidel Sa )nurw we al1 the wag and swagger of this 

tale. (26) 

ûthello's dialogue c b s  mt alter only in t- of the recipient, to 

incorporate Constance's exposing Iago's guilt, but also mgardhg the tone of 

and reactian to his verse. The original excxapt, dramatic and seriaus, 

transfonus into an el-t of w: Iago's and Canstaiiee's roll-of-the-eye 

respanse to Mhello's dramatic verse sigrials the d c  turn the blendeà text 

assunes when a "mkiiing fml" is introbrileed into the Handarkerchfef Sc-, 

As the primary text alters the events ard act- of the seoondary text, 

the se- text cmversely affects the priiaarry. The secondary text 

influences the priniary by -ing Constance to a new -ive: 

-: Ten years of g b s t l y  writing for a thief? 

Thy mind hath proved a wrnuoopia 

to slake the glutton, sloth, ha hath cDoked 

his stolem feast on thy Pranethean heat. 

-: Yau really thWt so? 



DESEXW: Thine eyes were sfirolioed by the deawr Night, 

and so art thai mm sinned ugafrist than sfnrllng. 

aXmAKE: Rianks. 

: But tell me more of life in Academe. 

If there be cannfbals that each otlier eat, 

and men tieads do gruw benaath th&- shoilldars? 

These things to liear, 1 - i ~ l y  h l b .  (36-37) 

After Constance presents her dilemma ta Desdsmr#ia, DesdemoM provides 

Constance with a  na^ (stmngly feuinist or a&uwring) perspective, with a 

different possible reactian to her c i r c u n s m  with Professor Night. 

Conversely, this reactian to Constame's dilemaa e?qmses DesdemPna's "hiddan" 

characterization. Only in exposing the seamby teart to amther wntext and 

another character (in this case, the gr* t e )  can th overall text acœss 

the original excsrpts and duly alter then to prove or animate its stipilations 

of D e s d e m o ~ ' ~  oIICe-rnL1tûd viol-. 

As the seamhry tact influenees the primary, the stipilations of the 

primary text (for eumale, the violmm of Desdemoaia) are rmmtheless placed 

in eviàence in the blanded narrative. It is this reciprocity that is the new, 

blended tek. As both primary and secondary tacts dialogue, int~tact or 

exchange, both incorporate aspects of the other into their characterizations. 

tkiiiiwer, this blendecl text is neither primary nor smmxky, but r a t ,  a new 

tact with a new eontext. As Constance is to DesdsmOna (or rattLer the 

animation of her stiwations of ùesdemoM), a m, self-assertive Coaistame 

emerm: 

m: ... But, Des&mna, ~irrw that I've met y ~ u ,  

1 want to stand in the field and ery, "Bullshit!" 



-: Wkefore? And wfiat , pray tell ,  niay hullshit be? 

tïXSlME: A kind of l ie .  Fbr instance, AcadePae 

believes that ym're a &and  and helpless victim. 

... 
DESI-: Did 1 mt beat a path fnto the fray, 

my vrrw to hmr in thy fool ' s cap wt? 

Did 1 mt flee my father, here to duel1 

beneath the Hephaestus forged for Mars? 

Will I riot dive into the Sargasse Sea, 

to serve abredst the Amazons ' abroad? 

Will 1 not R i e  any oow that dams 

lm lies to cal1 me mm, ay that 1 Will! 

So raise I nar the battle cry, Rzilshit!! 

CONSPANCE& 

DESDEM(riA: Wrllshit!!! mlshit!!! Wrllshit!!! (37-38) 

It is neither the secmbry text mr the primsry text that assimies the focus 

of these scenes, kit rather their b l e d  urly within the unifietcl primary and 

seccindary contents can th dialogua betweén the respective texts ensue, ûrly 

within ttie blended tact (ard foais) can Constance, Ottrello, DasdaaoM and Iag~ 

interact. Only in the blend a n  the original Shakespearean lims 

unseami with the verse of Maclbnald: 

-: ... Othello, may she lodge with us &le? 

üEiEïU: 1 would she'd mver leave these hristling banks. 

She hath unrriniiy b l e d s e  of uar lives, 

and sees us better than we see wrsetlves. 

[Zb CCNSUNEI So rrrw art ttm my oracle and chaste. 



t-grfps- i n a b - W I  

[ Z b ~ ]  Hithersentbyfortiine, SheIiathsaVedlœ 

fran pardltian sirdi as nothing alse d d  match. 

Mi& bcir a darling 1ik-e p u r  preei- eye. 

[Aside to ûMSTAKE] Y a i  are k r  -test friend. 

But dwi't tell why. 

[As id  to IAOD] Deliver up the handkarchief , t k m  cur. 

[UilEUû fAus thehmàkmhiefandpresenlit to-1 

IAOO: [Aside to 1 was just testing yau my lord. 

[ M t  CIRPStliO and IAOO] 

-: If I & m a  fri&p, I'll perfarm it 

to th last article. Othello's hmr is my m. 

If yw& findm fcnll in this, 

then let thy sentence fa11 upwi my l i fe;  

as I am brave Othello's faithful wife. 

[DESûHWh sefies a r J S 2  and squsiezas her in a soldierly 

embraœ] (28-29) 

ui ly  in the blended text can Cons- beamm the tragic heroine, can 

Desdamna assimie the mle of a jealais, violent and gullible warrior, ard c m  

Iago ecintimie his " false yapping. " aily in a shared focus cm ûtkllo (or 

rather the ûthllo areerpts) be transfoI.med into a m: 
IADO: Othello seeks to hide the grisly n e n ~  

that ha did aininnt kill his guiltless wife, 

so üare not gut me openly in law, 

Rit decomtes my service with a mean and stinking 

yake. Fbr this, I thank the pedant: 
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Othelb's vestal masa,t, ï&s&mm's cherished pet .  

[Zgkas a Mmscr ip t  page fm his shirtl (34) 

A l t h &  Iaw's verse and plotting remains essentïally aongniant wlth the 

amtent of the exœrpts, they are reditected to dif ferent reeipients . Ra- 

than plotting against ûthello and victimizing DesdeaDaia (as is clearly 

presenteà in the secondary t e ) ,  sinee his original plans have hem foiled by 

Constance's meddling, Iago redirects his plot to endmr tumself to x)whma 

and victimize Constame. 

Whereas Iago's role does not deviate fran the excerpt or the original 

play, ïkschmm's does. To portray a "stronger" famde character , she asmm 

both ûthello's original verse and role in tha se- text. wmver, by 

assuning -110's original role, she also assimies his gullibility and 

jealousy. I t  is within this méïange that the actions of th s~eonclary text 

persist kit with altered ciramstances and new characters. This blend at arze 

exposes the miscammicaticm or mistakes tao oftem correctecl by the canic or 

wise fwl in Shakespearean fashion, as wll as the seeondary-teat characters 

continuai and repeated demise. The blended text presents Desdernoria as a more 

assertive, mare violent eharacter than in the original (seeondary) t e .  Thus 

the blended text (al- affecteà by the canic tone of the primary) 

perpetuates the plot and cbaracter f laws of the seoandary : 

D E m x f a :  mat rodent, this? 

IAGO: üas tht the Academic with you mr? 

nr;isnè?crPin: It was. 

I l U n  And called in private haste mto my ïamï? 

D-: He makes of her his Delphic propbatess. 

Othello said she k m  aa secret selves. 



IAOO: 1 '  

-: Ay, W. lkscemst tnOu au#t in that? 

1s she mt IriPiest? 

IACT): mmst, Edam? 

-: Ibmst?Ay, hcnast. 

fAOO: R r m g h t I h m v .  

. . . 
REsmJmA: By ham+wl, 1'11 lbxw thy thaights! 

IADO: Bewaremy lady, of theuuusewfio 8%- 

tb lion's cheese while sitting in his lap. (39-40) 

In repeating ûthello's lines, Desàemna is thus presented to the reaàer 

(laiciwledgeable or not) to repeat his gullibilfty and jealaisy. Alang with the 

line-swappins anâ rolemversal, MU lirres are fashbmï to react to and 

incorporate the "d eharacter or cirarnstance. As Cbnstanee becxmm the 

innocent victim of Iago's faLse yapping and DesdemoM's jealousy, the mt-so- 

Inrniiedgeable readar assunes Castame to be f o d  into Deskama's origirial 

role . The reader can M o r e  surmise Desdsmosia' s original irnrpcenee, if not 

already placed in evi- by the seeondary tert eampt in which Iago 

coneealed her hanQterehietf (which he àid say to ouiel10 Cassio was in 

possession of). AlthOurpi Cassio, the assuneri hewm&er  in Shakespeare's 

play, was mt the mipient of ûthello's "foaming jealasy,'' DesdemoM ( in 

tupicai f d e  rage) targets the hœ+m&er (Constance) instead of the 

adulterer (-110). Fer- MacDonald's play is not a i l y  criticizing the 

victimization of f d e  ctiaracters in -'s trawes but also 

criticizing the self-victimizatian of mimen, the Qendar-typical "cat fiqfit ." 
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A t  the beginning of Act 3 Caistance enter$ the %rld" of the second 

seoondary tert , the internaily repeated saene f mm Rcaeo and .Niet .  The 

effects of ber expmm to the previais seaAidary text are placed in evidence 

for the vieiiisier . The vi- is ths auam of the primary-text character ' s 

adaptation as having been affected by the events, ciramistanees, conta ,  

characters and verse of th previous seeoadary text: 

CWSTAMZ: 1 speak in blank verse liJce the characters: 

unrhymed iambical paltameter. 

It sems to cane quite ~ t ' r a l l y  to me. 

1 feal so cloquent.. . [Making up the mfssing baats] 
eloqtmt. 

My gai. Fer- 1 'm on an acid trip. 

What i f  same heartless student spiked my ber?! 

[Stom amtingl  tbnsma. This is my head, this 1s my pen, 

this i s  Mhello, Act I I I ,  Soene i i i .  (33-34) 

Constance's adaptation, as a result of her interaction with the seoondary-tetxt 

characters, al50 signals to th vierirar the imvitable overlap or adaptation 

between secondary tacts. Constance is their oorrduit , the wastebasket by which 

separate wrlds or secondary texts are entered, blerded, mnfroated. The 

viewer anticipates Constame's en- into th w r l d  of the R a w  and Jtiliet 

exœrpt : 

-0: [Draws] Tybalt, yarratcatcher, Ml1 ~iarhwïk? 

TYBAtT: [Draws] I am fat m. 
FmEO: Gentle Mmutio, plt tby mer &p. 

MERcurIo: aome sir, yan -! 
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[mey fight. OOHSPANCE mters, mfinis her skirt, nair WISBT* just 

her larrgjahs, bots and twd jacket] 

RDMDO: Hold, Tybalt! (krrd Marcutdo! 

[KHEû is a&ut to fatally intarvene in the smrd fight] 

CONSPANCE: [Asidel Qie &ma L i s a  drmn, and ane to go. 

[Sl'se &&les m. fly into the skard fi*t, lolcckiiig TYBALT 

and -10 aside. TYBAtT and MBCUCIO jrrqp b their feet and 

immùiately point their a t  CONSPAKlE while KMK) sf ts  m 

her] (49-50) 

In their worlds, Constance as- the lexical structure unâerstood by the 

secondary-text characters, Shttkespearean-like verse. By masking &self as a 

secondary-text character she is able to assimilate w i t h  ease into the 

seamdary text, and thus alter the context, events and ciramistanees. Again, 

the originally tragic secondary text transforms into a amic mishap with the 

inclusion of a gender-wnfused (or 4isguised) wise? marHling fool . The 
adaptation or exchange bettmm these texts is facilitated by the primry 

t a ' s  previous expcmre. Constance assimilates faster and with mre ease Lnto 

the Rcmeo and Juliet secandary text b u s e  of her previaus misamamicatian 

with or ntisinterpretation by the Ottiallo secoidary text (or rather, within the 

Othe110 blmdeû text). Imaediately upon entering the second seoosdary text, 

Constance's verse adapts: 

(3xmwE: F r a n C y p n i s ~ I h e r e ~ ,  

a roving pedant lad to earn my bread 

by w i t  and by this faaitain Pen, my mrd.  

A stranger here, my name is Constan-ta .  (50) 
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This alteration in Constance's dialogue ami lexical structure introduees the 

impending mutation and swapging of diabgm Md 1exica.i structure betueen 

secondary-text characters as  tell as betiiieeai p r m - t e x t  and secanàary-text 

characters. 

As the primary has a cwiduit (tiie wutebasket) to gain aeeess to the 

seamàary, so too have both secmhry tert9. Their intersection, their 

"ammal i ty ,"  is Castance. The reader's focus follcms Canatance, the primary 

text (character 1. As she enters the s w  t e ,  she directs the focus of 

the reader into t h  blended text, into ter inclusicm and assimilation into 

am- narrative ff~~ekl~)rk. Similarly, Constance' s focus is directeci into the 

blended text by the Marniscript as sha ehases after ber elusive "text," both 

the Manuscript i tself and her individuatian: 

C3XWîCE: ... What hawwebre? 

[- withdraws her hand frcim 3ULïET's sNrt, tnlàing a 

rnwcxfpt pagel 

Oh, shit. 

[She lnvolls the smll and raeds:] 

"Thy &mms rast mt till they've eaten the. 

Oet r)ssdsmon and merga this trinity, 

or never l ive to see amther Birthdy.'' (79) 

This inscription in fact mocks Shakespearean-style verse as the rhyming 

forces alterations in g r m .  hkkmaid's play riot d y  alters two 

Shakespearean tragic canris into -0s klt also exposes these typical 

Shakespearean techniqms, struct108~ and dialogue as fonmïaic. In mimieking 

these fonnulae, MacDmald presents them as clanic. Within th and style, 

w i t h i n  the Shakespeare text, MacDonald can criticize both the original atntent 
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and fwan and still reipain "in imnds," sinee ber critic- a m e ~  in ttie fonn 

of canedy, and Shakesperrrean at that. As MatSomid can laugh at the 

Shakespeareansource,sotoocanhercharactarslaughattheir~~~1:cein 

W g h t  aasdeniarui. This laugfiter is in f act not only a sign of recognition 

by the part of each "oppressed" character kit also a means by which to 

o v m  their victimization at the han& of their male caaiterparts. By 

interacting with Constance, Desdama and Juliet face their tragedies, their 

flaws; while Constance, influenced by both Desdennru and Juliet, is made avare 

of her exploitation by the man she loves: 

To the extent that Constance is mocked, the play undarmines its radical 

pbtential, kit more importantly to the extent that Canstance herself 

leanis thrmgh other wunen to laugh at her opgressors and so reclaim her 

pawer, pr~~iding Wul closure, the play shaws gmgmsive force. 

(m 99) 

Thus the overall teXt mwes beyord marely the ccmic tuniabait of tw 

Shakespearean txagedies kit apscs the neeessity of hLmwnrt in mmgnhing 

both the external ami the internai oppressor, whethar it be Claude Night or 

Constance herself who is the victimizer. A t  the ( b r o u s )  recognition of k r  

f laws the character can move forward to confront and thus alter th "plot" of 

her individuation. 

It is througti this arnnnn character that both secoridary texts merge, or 

rather amerse. DesQmDM warps into Othello, Cons- transfarms into (the 

original secondary-tezt ) DesQmona, Juliet and Romeo. All the while, th threm 

texts interact on the same plane, in the blended t e ,  u m k  a united foais: 

DESDMW: O mjured pedant , ümu dast stane my hart. 

CUWUWE: DesdeaoM, this is- 



DEsmfw: Put out the l i g h t ,  and then put ait the i f g h t .  

i- hr- the pfllair &wn cm CUSTMfX's headJ 

arSSPANCE: No! Help!!! 

JULIET: tiold! 

-: Thy fool's cap is a Turkish Qcimient, 

and then, base s-t, hast seüuced my lord! 

(nmAm?A: No! No way, 1 smar! 

[The p f l l ~  amies cbm agrifn. JULfFP gm& anrrther pi l lcw and 

offers i t  to DESOMW4J 

JULIET: Ki11 me in her stead! 

I- ~~ JuLlml 

DESDXNA: 1 saw thee fingering his very jewels! 

A diamand necklace that wuld ransan kings! 

[ P i l l w  up] 

CONSTANCE: Oh that! 

DESDPaIA: &wnstzuqmt! 

[JOLIGT hits DlBüMXA wi th  the pillow, but DEamfm ükams k r  

aasily and krickr hr fly-J 

CaJSPANCE: m l 1  me tmmrrm! 

DESDMXU: I t  is tm l a t e !  

m.. 

(XXTAWE: Oh rio, it's Tybalt. Pretend I'm dead, and tell Juliet to 

meet us at the Crypt. 

DESD-: Who? (80-81) 
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lRder a single faais th texts persist. In the blended text, Cbnstanee 

searches for the thmwript, Iago plots against Desdemnna, and RoiPeo and 

Juliet canpete for the affections of the ambigums Cwis-tine. 

As both secmdam tacts dialogue, their 1-sriiapping is inevitable. In 

the blended text, the secmkuy text mutates within its ckin text, as Juliet's 

won% or actions are redireeted to Constarice, and with the other seUondary 

text , as Mhello 's verse used by Desdama to Constance (81)  is row used by 

Juliet to Constance: 

JULIGT: O h a p ~  dam! 

Thfs is thy -th; there nrst, and let me die. 

CONSTANCE: Juliet? 

mm: * t  deed? Iibt Jet qui te daad? 

OONSTANCE: Not one bi t  dead. 

mm: O Love! O Lxsmrected Iove, OconstarEe! 

DESDPaPlA: Unhcud the damsel, üm rapacious irnave! (84) 

The end of Act 3 is the blend betwen once separate seanàuy taxts. 

They are United in and by the primary t e ,  they are inevitably joined in the 

blended text to becuœ the overall text's mming and "oarlar proof." The 

secondary tacts cm be blended only upon the introduction of a arwinruiity: 

Constance. In m i g h t  aaSdmw~ the primary text fs in fact the play kit  is 

only animated throuqh the marging of both primary-tact and seeandary-text 

characters or perspectives. Por only in their interactian or =change 

(oscillation and oointergerree) can their c u a m d i t y  be m, can the 

chelopnent of the primary-text argrrment be evineed, can Canstanee's 

individuation be caplete.  ThrOUgh mir àiabgue the viewr is given the 

juxtaposition or ungmmaticalities needed to ertrapolate the matrix of this 
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play. This oscillation and convarqence between the primary and seumdary t e  

is necessary, if rmt paramanit, to the realization and acceptame of the 

stipilatians initiated by the primary text. ûnly through the unif ied focus of 

the blenâeà text can the narrative of the Cfiorus be assimed as the overall 

text ' s dcnmentary . The Chorus crrmients on the blending taking place. In 

narrating this mrging, the Chorus highlights or emrphasizes the unification of 

once separate texts and their developnent of a new tact, of orne separate and 

extarnal characteristics of Constance: 

CHOBUIS: The aleheay of ancient hieroglyphs 

has penaeated the uneonscious mind 

of Constance L. and manifested form, 

wheretharewasoncesubconsciaus~thought. 

The best of friands and fœs exists within, 

where archetypai shadows corne to light 

and cbff their -ter masks whm wi say "boo". 

Where mingling and urmingling mi tes  

performs a wcmbus feat of alcheiay, 

and spins grey matter, into precious gold. (89) 

Without this vivid chpiction of the parmutation betmen primary- and 

secondary-tart charactars, their emerging union renains indeeipbmble, a 

"fool's cap writ in Turkish a&'* (47). Wiümut a anmrin fr-rk or focus, 

both texts aould not inter-. Constance owld not a6sum the role of the Fool 

and right the f limsy mistakes, and therefore d d  m t  prove b r  thesis. Act 2 

ami 3 e~ompass the intmml adaptation of these specific textual ampxmnts 

(the primaty and sacrrndary taxts), as well as evinea ttie bl- t e .  The 

dialogue or exchange be- ome separate texts is axxhted thmugh the 
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preseriee of a oonmoarality or gramiiaticality. ! C h  aistav Elarniscript links 

indirectly and Imaginarily the primax=y teart to the seaDndary. This (neated, 

fictive) point of entry enables th prlmary text to access the separate 

seamhy t e s  and enables Constance to incorporate Desdernona ard Juliet into 

her "narration." Canstanee thus assimes the role of the m t a v  Manuscript (as 

established 1Wr) to becae the 1ink be- seambxy t e .  Constance also 

assirnes the role of the Chorus as she paraphrases tb actions anci events 

taking place. Constance c~rments in and on the blePded text and the s-- 

te& charaeters involveci: 

ctXSMKE: Lffe W.. .  

wbre inspiration steams up fmm a rich 

Sargasso stew that 's odd and flawed and fu l l  

of gens and wo~n-out im ts  and sunken ships- 

DesdenoM, 1 thght you mre different; 1 thught yml trirue 

my friend, 1 worshiftied m. But yai're just like 

û t h e l l m l i b l e  and violent. Juliet, i f  you really loved 

me, yai U d n ' t  want me to  die. But you were more i n  love 

w i t h  &th, 'cause death is easier to love. Naver mind. 1 

u t  have been a mnuœntal fool to thWt that 1 amld save 

you fran yourselves.. . -1.. . . (86-87) 

Within this blended "text , " within the Chorus-like ammtaxy of Cwistariee, 

both lexical "polar opposites" m i n e :  within Constance, &th mDdeni prose 

and Shakespearean verse combine. Within Constance, &th the primary-text's 

thesis and the semmhry-tact's proof cunbine and mingle to produee the 
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neaning of overall text (the feminist and eomic turn&bout both of tw 

Shakespearean tragedies and of Cons-) . Cunstame, OesQmoM and Juliet 

converge iader one focus initiated by the primary text. Thus as they mite,  a 

new Constance, a re-cbaracterizeü primary teat emarges. 

Beyond the role-reversal and lirae-swapping of SBcOTlidazy-text characters 

(as a result of altereü cirnmistanees presenteà via the inclusion of the 

primary text), the blend, the marging of "contexts," is evinced within the 

d i a l m  of the characters. WithFn the blend, the primary text still threaàs 

t k  pattern of the overail text , since Cosistama provokes the action 

develapnent or wvawnt of the secofidary-text characters . In  order ta exit 

their lwp  (the amfines of the exeerpt), tbese characters must aceept (react 

to) a riaw wntext, a new eiiaracter or text. The new context of the blanded 

text inevitably alters the l a ,  repated  seaondary text. Fbr -le, 

ûthello's verse, once dir8cteri tuwaràs Desdemoaia, is row abed at Constance: 

CONSTANCE: And Desdamwra fell in love with yai, because she loveci to 

hear yar t a u  of war. 

üïTiEUû: Riese thfrrgs to hear she seriausly fnclined. 

cCWiWCE: I've always ümght she had a violent streak, and that she 

lived vicariously thmugh yar, lut m oiie else sees eye to 

eye with me. Yet 1 maintain, she did elope with you, and 

saileà across a war zom just to l ive in this anmd camp, 

-[Aside] He's not a m. (2627)  

ûthello's original lim is mt prerrented with the original oontext kit only in 

the blend and to empharsize DesaswMa's violent streak or irclination. This 

line is also uttered by DesdaaoM, harwar , abcut herself: "These things ta 

heer , 1 seriously incline" ( 37). 
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This firnction of the exoerpt in th blended t a ,  in a neiw amtext, 

exposes the use and papcise of tîm ssxmky tert in MacOonald's play: al1 

original scenes or lines are manipiiateâ to COSlform to the stipilations of 

Constance's thesis in the primary text , to anhate th hi* characterization 

of these tm tragic heroines ( w b  muin tragic alttiargh t k  play hami#s: 

cunic) . Aecordingly, ~ ~ ' s  "newl' verse -ludes Othello 's verse in the 

original, unadulterated excerpt: 

m: ... [Asidal DearGod, Iowldhavemurderedthat poorman. 

1 saw a flash of reà before my eyes. 

1 felt a rusb of pckier my wins. 

1 tasted iron blood in my maith. 

1 loved it ! 

[m faints] 

DESDEMM: If be fkise, haavran m&ed itsalf. 

[Bldirig her swrd at  IPOQ's thmat) 

Wretch, be mm tlrw p.ro~e my frierd a villainess ! 

Be sute of it; give me the ocutar proof- 

[W to take theEVsizuscript fxwu hîs sbfrt) (47) 

As Constance assimaes DesdermM's original role, s b  neeessarily irmrporates 

her awn stipulations of Deschma's "fascination with violence and love of 

h r m r  stories" into the new role. This axitirniatfom or perpetuation of th 

events of the se- text in the blended text is reinforcd as Iago's 

plotting inifolds in the same vein as in the exœrpt, al- the characters, 

circmstances and dialogue have cnangad. The "Handkerchief Scene" presented in 

Act 1 the "Manuscript Scerret' of Act 2. 
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To mkLntkin t b  structure of th text kit include the antert 

and content of the primry, 1- ari? m t e d  for Desdemwra to prove a 

characterization -de in and by the prhwry t e ,  wfiile Canstanoe assunes 

Othllo' s original 1- and he maintains his: 

UTHEKO: k r w  cares the lady. Let her wi tness  it. 

[&ter DESDPI3ML attend& by a SOLDIER I&Y caries her m x i h t r k ]  

D m :  O valiant m a l  and most bloody lord! 

OMELU): O my fair wami or! 

DESMM(3NA: hy daar Othello! 

aSTANCE: Divine &&amna! (27) 

Only in the siiared fams of tb blended text can the primary text absorb the 

seoondary text's verse. Qily in this blend can Castance assuœ a more self- 

assertive role: 

OONSPANCE: ... 0,  wfiat wPuld DesdemoM & to Claude, 

had she th  mtiw and the cue far pwsion 

th t  I have? She m i i d  dmwn al1 Queen's with blood, . . . 
O Vangeanee!!! 

. . . Villainy, villainy, v i l l w !  

. . . Pldy thy perniciw d rot hal f  a gain a &y! (46-47) 

Qniy in the blend a n  the primary aceess its m e ,  the Wtav &muscript. 

Within this bland the Manuscript is "entered" (or playeà out), revealing the 

path and pattern of the overail t e ,  the pirpose of the merging texts, and 

Constance's external prrsuit of individuation: 



CUSTAKE: ... It is! Page ona! 1 must be getting warm. 

EReadsl "Thou'rt cold, and Cyprus is too Iiot for thee. 

Seek the tmth nov in Verona, Italy; 

there find a third to a trinity, 

where two plus one a& irp to one rut three. '' (49) 

Althwigh the blended tact provides the "ocular proof" of the primaty 

tact's hypothesis (which incl* characterizatims of DesdemoM, Juliet ani 

the Wise Fool absent f ran both seeondary texts) , the original characters ' 

tendancies renain. The mtext and events of the secoihdary text are altereâ in 

the blended text but their characterizations (whether hi* or not) remain. 

For example, t h  passionate and dramiatic characterizations of Juliet and Rumo 

are ciirected in  the blended text to their dead turtle Hector: 

JULIm!: Ah! Hector! Look Irow he bleeds! 

IzaMoo: Munt and rmw killed. O Hector. O heaiiisris! 

[They -pl 

JULIET: T h x  blaody-f hgcmd boy, hast slaughtered him! 

IMMEO: TIiDu panther-talorued gir l ,  hast rent his sluell! (55-56) 

To the not-stHumledgeable reacier, this blerded tact portrays the melodrapia 

and passion which Raneo and Juliet share. To the more kiasledgeable, an 

instant link to the double suicide se- at the Crypt -ides a amie turn of 

events as Rameo' s and Juliet 's passion is redirected. This rididaus 

outpouring to a dead turtle remkm the scme camic, men farcical, to any 

reaàer with or witiiout any )awml- of the original play. 

Chly in this blended text cm the stipilatioas of the primary be proven 

thmugh depiction; can the seeDndary text be altered so ridicuïously kit still 

retain its narrative developnent. in dialoquing or mxging the primary ard 
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s a c m k y  texts a nerw blended tert, althargfi defined in the primary and 

expmkd upon in the secdary,  eaierges. This systenic adaptation of texts is 

emanpassed in Desckma's versein which the seoondary text is presented 

almgsi& primary-text stipilations (the "hiddsn" charsctaizaticm of 

DeSckmm): 

DlBïNWW: Rvrt I love my lard to l i m  w i t h  him, 

my downright viol- and storm of fortunes 

m y  w t  to the kwld. My sole regret- 

that heaven had not made me such a man; 

kit next in horreur i s  to be his wife. 

And 1 love homur more than lue.... (27) 

As oppxed to DeadeaDM's, Juliet's verse in the blended text does not 

hlude any original mwrpt line because the previous "mwrning scene" 

clearly portrays Juliet 's melodrama and eamggerated passion. In 0 t h  words, 

the stiwations of Juiiet's fickleness of youth is more easily animatecl than 

DesdemoM's fascination with violence. Tlais less relianœ on the ex- is 

rquired to present Juliet's melodramtic t-ies in a amic sett-ing. The 

ibnm and Juliet exœrpts are "srialler" in axprison to the Othe110 excerpts, 

which is dw perhaps to and Juliet being more widaly krmn than Othello. 

This couid also be the result of orcier of presentation: sirm the reader has 

already been exposed to an extensive inxirporatian of the Mhello exœrpû3 

with the primary text tvder a single or shared foais, less mduhtion betwwn 

the textual cmpmmts (belmen the h m  and Jlr l ie t  smmncky text and the 

primary text) is presented for tb reader to perceive or cuqmhmi the turn 

of wents and pmf of stipilatim in the werall text: 



JULIET: 1 die of teàiun!. . . 
O Hymen, god of miage, prw inid0 

thy holy work: make me a maid again! 

To plunge once mre into love's f i r s t  f h y  pi t ,  

to harer there 'twixt longing and aent~nt ,  

oandrrmied t o  everlasting Limbo, O! 

PeMneemewithnewlove'sktniingtongs; 

spi t  and sear me slw o'er imam's flames; 

grant me an eternity to play with fire! (57) 

As Desdeawia's fearlessness and violence affect Constance's attitude, so does 

Juliet's passion and iœlodrama emhrace Constance's character with respect to 

her original (primary) tact; as tell as put into question Constance's 

seguality : 

(XNSWWE: km. Luve! 1 love that shi t ,  Claude Night! 

PaPur-at-first-sigfit, in plain view, a aarp de foudre, 

la vie en soir, am, amas, amat!!! 

Thre. I've said it. So what do 1 do mw? 

JULIGT: fmpale thy cleaved heart upon a mrd! 

m: Yes O yes!!! 1 wish 1 had the nenra 

to do it right in front of everyane 

a l e  standing in the cafeteria line!; 

to play a swan-song on my arteries, 

amint the Qily special with my veins! (71) 
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JULffi: Then we'll cmpxw an epic of aur m. 

CUSTINE: But 1 'm mt-yau kiem-1 'm mt . . . a lesbian. A t  al1 . That 's 
just a rilaatr. I've nsvar ben imrolved with a wmnn. 

ünless ycu cwnt that one time i n  grade eight .... (78) 

The addition of the seumkwy text to the primary in fact proves th 

thesis of the ~veta l l  t a ,  initiated & th primary tact. Constance's 

interference, nonietheless, pruves the solidity of the seax&ry text as the 

blended text contirnies in  the same vein, albeit thxmgh a different gwre, as 

the original secxrndary tacts. Fbr example, as Iago 's villairxy persists, his 

plotting mtbms al- twards a new recipient. Similarly, Tybalt 's 

hostility persists but is redirected fruu Romeo to Juliet 's new interest: 

mBALT: [Aside re UlWUMX] O villain, that would plinder both 

shirtandskirt! 

... MW, by thestodtsndhoriauofaiykin, 

lb strike him dead, I h l d  it  not a sin. 

. . . [Aside] I w i l l  withdrarir; h t  thls intntsian sliall, 

mw s- maet, c m m t  to bitt'mst gai. ( 6 5 )  

As the secondary tact imoergbes alterations in dialogue ( in its original 

accarpt), th primary tart interrially adapts to the sem&cy, both to its 

lerieal structure and to its cantext: 

aEmANcE: That's it, 

you me, 1 can ' t return until-That ' s it . . . 
my Queéns bave me with a fearful task: 

1 must find ait my true identity, 

and tbn di- Who the au- be. (30)  
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As t h  primary and texts interact and eadmqe, a new role 

inside the play arises: Canstanm the absent ëùol of the seoondary 

texts within both the blended and overall texts . Constance, a t  once the Fool 

and the Autbr, embodies the s t ip i l a t ims  of -d's play as she 

persmifies the internally adapted texts, as she -tes the dialogue and 

exchange betnieen separate texts: 

CONSPANCE: 1 merely must àetennine autbrship. But have 1 permanently 

changeci the text?.. . Or did tb Author kmu that  I 'd  be 

cuning here, and leave a part for me to play? Hm am 1 cast? 

A s  cast-away to start, kit vhat's my role? 1 entered, Qus 

ex machina, and DesdemoM w i l l  not die, because 1 dropped i n  

fmn the sky.. . . Does that make this a And does it 

provemy thesis m e ?  In that case, I'vepreénipted the W i s e  

ml! He must be bre mwwbm-I'l1 track him dawn and 

reinstate him in the text, and timn 1'11 kKIW WtlO wmte this 

travesty , since wery setiolar mrth her salt a m ,  the 

Fbol is the mouthpiece of the Author! (33) 

As the tacts theaiselves retain their separateness-pemmmt in text yet 

interdmgeable in cmtext-it is rather the parmutation of the characters 

thanselves that undergo alteratians. Beeause of the inclusion of the "once 

absent Fool," the m t s  and circimstances change to iner>rporate a new 

character. Lines of the eumrpts resain intact while the recipient ard tha 

speaker W. Constance becrimes the recipient of both Tybalt 's and Romeo's 

"unchanged" excerpt lines: 

TYBALTt: Gre& boy! lm I bear thee can a f f d  

no bette term than this: t h  art a villain. 



CXNSiWX: T k e  mst be sama mistake. T l r e r a f m  farewell. 

[CONSTAN(a tries to exit] 

TYBRLT: iby, this shall mt excase the ïnjrnfa 

that t fwi  hast done me; therefore turn and draw. 

m: No please! 1 haven' t dooie anything! 

TYBAGT : I am far yw!... 

[TYBALT 1-. CONSPANClE yeïps w i t h  faar end fends him off 

cllmslly. nhter ROMDO in kiraen's clothing] 

m: mld mt! G#id Constantine! Rat tp jar mrds! (74-75) 

By transforming the oontexts, the texts actually mutate. In swapping the 

dialogue of its chatacters, the primary or 58condary is able to include its 

amterpart text, and the blendsd text is able to serge. Hmwr, what 

emerges is a repetitim of the same events of the seamdary text and of the 

original play, althougfi with new characters (or characterizations), a new 

contact and a new genre. T b  original persists as is evfneed by tb 

continuation of Iago ' s plotting and Tybalt ' s hostility . 
In concluding with the Ciiarus' tact (kt 3, The Epilogue), the primarf- 

secondary juxtapsitians and blends are borad, and the stipilationis of th 

werall text are vienied and pmcessed. Similarly, Constame's (a Chorus-like 

character in the blended text) wnceit of her role within the "Manuscript," 

within her own text of fndividuation, signals the inevitable oonclusion of the 

play. The end of wming signification processing the separatecl and nuyg#l 

primaxy and se- tacts is attained. The overall text is caplete: 

CC8MWCE: Thn 1 was right about ywr plays. They were eomedies after 

all, mt tragedies. 1 was wrong abmt one thing, ümgh: 1 

ttiaight only a Wise Fm1 cuild turn trac into W. 



QmT: Ha-ha-bn-ha-ha ! 

CûlWMMZ: Yoriek. 

m: Na-a-ay. You're it. 

O(iNSPANCE: I'm it?. . . I'm it. I'm tiie ml! 

CaDST: A lass. 

CCMTARE: A lass! 

C;tDST: A beardless bard. 

m: " T b  Fbol and the Author are one and the same"... 

@ml': Ha-ha-ha-ha-ha! 

m: That's me. I'm the Autbr! (87) 

The g b t  denies its relation to Hamiet's Yorick, which is th obsession or 

reliance on externa1 -1- obscuring Constance's realizatian of both her 

role and the play. The overall text irrcludes al1 the information needed to 

its m m t s  or actians, and refutes refereru=es (which inhibit its 

mergence) outside the excerpt or th original SWeqeare plays. The 

kmledgeable viewer reclognizes this teference ta Iknmfet. The ImCktlele 

reader remgnhes Constance as a Hamlet figure: 

MaeD6naldJ cabines the plots of three of Shakespeare's masterpieces 

into one-üthello, ibm and Jlrliet, and Met- al1 of them 

into the metamorphosis of Constance Ledbelly. In tbe case of the first 

tw, Constance enters the wrl& of Shakespeare's plays Rit . .  . changes 
the action ta suit b r  pirposes.. . . Thare are [alsol oeeasicml 

wtatians fran Hainlet thm@mt GUocaight.. . . The oontemparary play 
oIso incorporates altared quotes fm Hachth ("1 've sharpmed my nib ta 

a killing point, " Constance says to N i g h t  . . . [25 1 ) and even Somet 116 

("the rnarriage of true minds" [14]), Wtbg tkm al1 toge- in a surt 
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of Shakespearean st ew.... This detective w k  on the pnrt of the 

audience is perhaps Madbdd's ultimate point. A s  me join Cons- in 

har quest , ibntifying with her and hacraiinrr detectives arselves,  we 

can experience a t  least to a limited extent our awn amersion, b c m h g  

our am authors. It is a transfonmtion "most to be àesired," an alcIrany 

of the highs t  order, since fmm the outset, authorship and the 

authenticity of experience, fernale as well as male, has ken the issue. 

(Porter 371-74) 

But w i t h  regards t o  the werall text, to the focus on the primary, 

secondary and blended, and their resulting f u t  d c  turnabart, the 

reader's recognition of thse submrming Shakespearean texts is mt vi ta l  to 

the meaning of the play. The M e t ,  Macbeth or "Sonmt 116" qwtes are 

al lui id to or ref- hut are not given a focus. Sîmilarly, the fact that 

the resulting amic turriabait is fashioned after TheIfth Nfght (with the 

gender-amfusion and misammications too easily corrected: Viola, dressed as 

a boy, falls in love with the Duke who is in lave with Olivia wtio in turn 

falls in love with Viola, wfrim she thinks is a boy) is not presented with a 

specif ic, clearly def ined focus. These references (as t h y  cannot be 

consi- secoridary texts sinee they do not assume the W ' s  focus) are 

mt incl- in the textual oscillations of the play. They ~wnetheless provide 

a point of reagnition (or amfimation) for the b l e d g e a b l e  reader of tim 

actions, ex- or  meanings developing in the modulation or play within th 

play. KWet tiierefm txmmt be cmsiàereù with t h 3  other ttm 

seaondary texts or the primary te& as it is mt given any focus or 

ae)airmlecigmmt by either primary or semr&ry. Hainlet (a l th& Cons- may 

be interpreted as the absent f w l  i n  IhuZet) is as nuch a r e f m  as 
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Macbeth, "Sosinet 116" or Zîw.îftn N i g h t .  Nane of these externa1 are 

.foaised: mm of ttiese eaternal refemmes assimes the reader's focus in tiie 

play as mm are clearly and distinctly ckmrcateà by a separate or "focuseci" 

textual frammrk w i t h i n  the overall t e .  Thay remain mnic diversions or 

supecfluouç allusions to MacDonald's creation of a "Shakespearean stew." 

The not-seiwwledgeable reader obviously dœs not perceive these 

referenees or allusion, hut instead focuses on the canic wrd-play and 

misccmminication. Both readers therefore pick up the himwnis erxchange (Rit 

may laugh with varying gusto) . One, howwer, might be tmpted to search for 

outside meaning by "entering" the referred-to text (thmlet or &*th, for 

example), kit is quickiy stopped as the foars reEnains superficial, on the 

iannour developing on stage. The g b s t  signals to the viewer that a i r  "foais" 

is to reniain in and cm the text: outside the text is outside both the meaning 

and pattern of the m a l 1  text. Constance's rereading of the Namcript 

inscription mphasizes her final recognition and acceptanee of ttia overail 

text . Constance f inally acknr~~ledges her initial inability to grasp fully the 

overall text because of her externaï search and fous :  

ENSMEE: I t  says ... 
"Ebr those wtro have eyes to see: 

Take car-for what you se8 , just might be W. " 

[She fodrs at  DESDBîW and JüLIETl 

W h a r e t w D p l u s o r s e a d d s u p t o ~ ,  notthree." 

Gooânight Desdenwffui. Good morning Juliet . (88) 

By iriC:ludinq th "m#klling fm1" (Cmstarioe ïadbelly) in th seamhry 

text , !kcïbmïd is able to transform, f irst of all, ïhsckmm and Juliet , 

"doaDed and helpless victims," into tragic b i n e s ;  and seamdîy, tram 
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into thtaugh the use of Shakespearean techniques (gemhr disguise, 

peripeteia and canfusion, as well as the m#iriiing fml). Madbnald mploys the 

use of fiction to inidsrmine fiction: her primary-ta character, Constance 

bcibelly, is pl& into the f ictitias Gustav Manuscript, -ch are 

suggested to be the original cunic plays Shakespeare rewrote into trageâies. 

In order to undermine the Shakespearean "originals, " m g l i t  (m 
M m h g  Juliet) utilizes the refurbished "characterizatims of Desdenr#ia and 

Juliet [as] egtrapolations of possibilities in Shakespeare's texts : 

Desdamna ' s fascination with ûthello' s acanmts of his exploits, Juliet 's 

ability to throw herself into love" (Ebrtier ' 50-51). Beyond pamûy, that 

a mtley of the mighty, and profanes the sacred" ( i b id  48), Ann-Ehrie 

MacRmaidt s nmrldng of Shakespeare's texts provides the circwjtance w i t h  

which to criticize the nacessary victimization of fernale Shakespeareen 

characters . m, the parodie disguise of &mhight l b d a m a  eaplays 

Shakespearean d c  techni- to mask and simul-ly to mphsize the 

satiric play inherent ta this example of internai adaptation. 

Withwt th primary t e ,  the "mwthpiece of the author" oaild m t  be 

vocalized. Withwt the primary text , ümre wuld be no means by which to 

introduca and acoess the seaudary texts and thus to r e m k  those tarts into a 

IW (blended) text. In introcking a new character into the s w  t e ,  

new events arise a l e  "original" character tendencies persist, for example as 

Romeo declares his love for Constance via the adaptation of hfs am dialogue: 

O Constantine, O m r  of my heart! 

I t  is niy sex that is thine enmry. 

Call me kit lm, and I'11 be newly -. (61) 
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Thus in entering the semr&ry t e ,  th primary text is pravided with a nsw 

role as those texts welcuœ a truc-wits-original-format/text character: 

Constance unkmwhgly beams the mx~absent fool (the nrmthpiece of the 

author) in the blended text. &mare of her role within the blended tert, 

Constarace is unable to dismer the author and fool of the overall text. 

Constance is unable to perceive her role within the meral1 text, mt merely 

in her a ~ n  (prbary) text: 

CONSrANCE: Where's the Fbol? Where's tk clam ml?! 

Hm cane 1 erid up doing al1 this wrk? 

1 simuld have waited in the w i n g s  

for him to leap on stage and stop the fight, 

andthenIwuldhavepinnedhimcbm 

and for& him to r e v d  the Author's name! 

The Author-wb must )mrw my txue iàentity. 

The Author! wb-1 have to pee.. . 
Therennistbeaanwentaroundheresamewhere. (53) 

Che text is riot subjugated by the other (one &es rlot provide aceess to 

a Mgfier or deeper plane beyond that of the overall text) but rathm both 

interaiingle, swapping lm, characters and events within the plam of 

Macïbnaid' s play. Just as Constance assunes part of Romeo' s dialogue as -11 

as his original predicament ["Thare must h saœ mistake. 27mz~8ore f-1 

( 74) 1, the primaxy text is blenàed with and by th sewxxky. Ebr this very 

reason, interrial adaptation wes beyond intertextuality as it implies the 

eqtml footing given to both priinary and se- texts (as both are equally 

mqukd for the mmrgmœ and raison d'êtm of the -al1 text)-not th6 

subjugation of or allusion to the s e x m h q  within the primary. t b  
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primary text is fonised on the seeondary tact a t  play ( i ,e .  the entire exœrpt 

or quote) and &es mt allude to infannation or events external ta the 

citations, the viewer is kept within the play of th textual oscillations in 

order to perceive (realize or grasp) MacDonald's play. Follcwing tiia patterns 

of the play (not following the secandary text beyond its reprinted scanes and 

into the amplete original text ) , the oscillation betvmm primary and 

seamdary is expoaed as significant, maningful and germane to the eniergeikce 

of the blended t e  and the matrix of the overail t e .  The bl- text in 

fact anerges as an explmation of the overall tact, as a reduction of the 

overall text i k o  its am inner workings. MatSomid's play becanes inscribed 

as a textual amrpanent of itself through its altemate version or explanation, 

the b l m  te7Kt. 

Al- there are allusions and refer81~~~8 w i t h i n  M g h t  hsûmma 

to other Shakespearean \n)rks, they only provide a trivial recognition for the 

viewer unable to discarci his or her baggage (krunrledga not pmduceù within the 

overall text ) . Riaferences to Hamlet and 0 t h  original idiosyncrasies not 

circmscribed into the letter of the overall text (mt within the reader 's 

focus) provide rio information or rmaning ta th ambinations of teats at play. 

They will, a t  best, provide only a chwkle or giggle for the kitmledge- 

enermibered vi- or, a t  worst, be overlooked entirely. Information beyond the 

reprinted excerpts that aoaistitute the seconQry text my a t  best enrich th 

reading or viewing of Madbnald's play, kit w i l l  m t  provide neu manhg or 

added signification to this intertextual wrk, to the textuaï oscillations 

frarmà by the pattern of the overall text. 

The meaning of the overall text arises ftçm the teatual jiataposftions 

or narrative oscillations emmpsed by the letter of the text . The interna1 
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adaptation, tha ard segreeation of primary ard sexmdary tert 

narratives, is m t  m l y  fend within the struetm of tb play but is the 

definition of th amal1 play. In joining two Shakespearean tragedies w i t h  

the "niAdistor" of the primary text, in unifying or blending tm, aeisting, 

albeit fragœnted, texts with a "fictive" other, a new genre with this 

new text : GmtWght aasdsmriula (Gbod Ebnrllig Juifet) is a canedy of 

Shakespearean proportions, rooted in Shakeîpearean t a  and fashioned by 

Shakespearean ccmic techniques. In this new (blenàed) text , Desdernona is 

exposed as more innately fearsaœ than ûthello; Juliet becanes the epitane of 

youth's fickleness; anà Constance achieves her individuation or stroPlger sense 

of self: 

In the end Constance herself becums a kind of hem of Shakespearean 

raaantic cam(iy in that she  gai^ s t a t u  in  in% am estimation, while 

Shakespeare's mm, aittraiiqh tby Q m t  transfarm their tragedies, are 

at  least pennitted to gain a kmwlm of self like that which Mhello, 

for a m p l e  is ailow6d by ShaJmmm to gain. And Constance b m e l f ,  

thmugh her enoaiaiters with DesQaaoM and Juliet, is able to see finally 

that she has been manipilateci by the man she "loves." (Heilgen 102) 

Thmugh the fictive O- thcit is the Gustav Manuscript, a creation of the 

prim;uv text anâ the motivation of ~ ~ ' s  inàividriation, the priPiary i s  

merQed with both the text and oantext of Otliello and and Jtiliet. The 

primary anci sewdary terts baeame the merged trinity that is W g h t  

aeSdemaM (l;ood &unhg Jtrliet). 



m amaint of s € m e u y  t e  ln Rabett Lem's film, Le Qonf~ssfcnilal, 

is minimal, the blended test (in which the sepamte texts intaract and 

dialogue) almDst ia ide te le .  T b  pnrilose of this sewmbry text , eaœrpts 

fm Mtehoock's I M e s s ,  1s that of a memory trigger or link betiiieen 

tefises. In fact, the process of blending texts is anal- to the 

oongl~~~fate "past" text in which two separate story-lines of the put inifold. 

The blended text, the ccmmunicatian and interaction of bath priinary and 

seaDndary texts, aperges quite rarely. Ra*, the pattern of the film focuses 

on the juxtuposition or oscillatian betwmn mmhgly mmunmmicative terts. 

f t  is this non-cemmarnication in the stniehue of Lepnge's f i lm that is the 

thmm, the matrix and the pattern of the overail te or film. As the present 

canriot aceess fully the m t s  of the past, the viciii~ier is placed in a slmilar 

position or role: the vi- oust deciphet on his or her awn (with minimal 

reliance on the interamunicatian of the blended text) tbe mngruity 

underlyùig the juxtapositians and mtrasting of t a ,  fom ancl struetlp~s. 

T b  secrindary tert in Le aonfesslonrral, whieh lasts mt more than bm mirnites 

in total, is rrsed ratbr to join or aàvame the action of the priaiarvy text. 

I n e l u d i n g ~ ~ f r a n I a v r f ~ ~ ~ ~ t t r e v i ~ t o t h e ~ ~ t g l t t 4 8  

being as tragic and suspenseful as I Cbnfs,  as being amther versian of I 

Cbnfess. 

While hsdmma marges the pr- text with the -texte 

m t s  and chractars of th sécordary text (as the blended text assipaa the 

majority of the play's focus), Le ûmf'iaiinal d y  provides kief dialoguing 
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bebmm primary and t e .  Rie dhhgubg or interacting b e m m  

stories and two sets of charaeters rat- takes places within oare text, within 

the past of the primary text. The "seamhry" characters are not actually 

present within the exœr~ts, within the secmhy text, ht Qnly surmised to 

be present behind the "~8e0rôed event" (mch like th characters of the 

priiaary t e ' s  past are surmised to be "behirdtt or preeeding the present 1989 

time frame of the primarvy tact). The foci or stories of this "past test" 

revolve arcumd hm separate sets of characters: the characters of th past 

priinary text , the Iamantagne family; and ttu>se of tiie f ilming of the smmdary 

text (of the Hitchaxk f ibn). Within this analgam tert or mifiecl focus, tm 

stories irnfold: the events of the -ta- family and the filming of I 

Confess. Within the pst, bm sets of eharacters, noxmally segregated or 

unrelateci, interact and dialogue. The I miss exœrpts are used by the 

viewer to 1Mr the primary text (the wmts of tb Lamon- family, past and 

present) with the events, albeit fictive creatians of the anrent author, and 

characters "hhhâ the sœrms" of the f ilming of the secmhq text. Both past 

t m  (surnnading the ïaunntagne f amily and the f ilming of I Oanf8ss) are 

expanded fran the cbcmented, stories imrented behind the reoording. The 

wents of the Lamwitagne family in 1952 are fmœà by th portraits ard 

pbtographs presesrt in 1989, M as the a m t s  tb filming are framed 

by the -1s (and excerpts) of I m e s s .  Thme past or hiclch events fmm an 

allegprical blenâed text, th caglamarated past. Within aia narrative 

franmmrk, tw seemingly unrelateâ stories job: the past primary t e  (the 

family narrative of 1952) and the f ilmfng events link the viewer's present of 

theIChnf~~~exœrptstothec~n~laaeratepast. RielWtbetriiieenIaMfess 

and Le Cbnfessicurnal is -ore eateaded beyad a mmrking of the Hitchcock 
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film by Lepage. T h  cnterlap or ccirngruity betwwn tw separate stories and 

tacts ocmm within the m a t s  of past, one family, one foars. 'Ine past is 

tiisrefore a blendad foeus W c h  mt cmly pmvides a shanjd aontext and saposes 

a relationship behreen the prfmary and the fiïmic mcerpts, Mt also 

relates to the v i m  ü m  intrinsic nature the paçt plays w i t h i n  Le 

~ ~ s s i i M n a l .  In arrvl~sing these mtrmised past events of the sewn&ty text 

(the filming), the fiho enters the past m t s  of the prim;Uy t-. In o t k r  

wr&, Le ~ e s s f c y u ~ a l  uti l izes  tb replayeû scenes of I aznfess and its 

"hidden" characters to create the primary tact, bth pest and ment. 

In Le Canfessiannal the past and the seawdary tmtt are unifying 

elements of the segregated or fragnmted primary text , which itself LPidergoes 

a sort of merging or dialogufng. Wbreas the seumhry text and p r h a q  teXt 

in w g h t  D e s t h m ~  merge ard d l i c t  to result in a riew text w i t h  a new 

genre, the seamhry  text and primary tact in te QcbnfssiaiPial Q mt dialogue 

in a blended foeus or text: the teartmerges, b l e  or overlaps with 

the primary more as a transitional link betwen scenes rather thtui in a 

narrative focus where the texts interact, dialogue or mrge. The vieirsiar is 

pmvided with the "full story, " w i t h  the wents of the Lamontagne family in 

1952 and w i t h  the story-lfne of I Cbnfess, in the anglamefate past. The 

seoondary text, the scenic excerpts of 1 aanfess, is p i d e d  to the vi- in 

the framnnrrk of the present pr- teat (except for the opening and closfng 

excerpts whieh are mteartualized in th p s t ,  as both sets of past charaeters 

watch the Hiteheoek premfere). The viewer rather retreats into the past to 

cauprehend the jiirtaposftions of his or k m t ,  of primary and seeosdary 

t e .  The vi- enters the past w n t i v e  to "inderstand wfiere he's going 

to," to meaning fm the jiirtaposed exearpts and actions of the 
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primary text, both past and present. This use of the secondary text as a 

memory trigger in fact parallels the meaning signif icatian of the Lepage's 

film: the &cunented, recorded and constant physical emrirormient aroiind and 

thmugfi which f luid and temporazy hunan or natural existe- flcrws. 

The structure of L e  W~ssicuml can be redueed to Riffaterre's 

sixtement: "Incanpatibility vanishes once the text is read the way tats are 

built to be read, as a referénce to its cksn moQ1, to wor& ftrther back down 

the line" (Ssmiotics of Rmtry 85 ) . As in the case of the obviausly (or 

supe~f icial) intertextual work, the viewer does mt mquhe m e  lmowledge of 

the literary or filmic entity other than what is provi&d i n  the seamiary 

text and explained by th past. Al1 that is required of the secondary text is 

presented in its entirety to the viewer as the snapshots or fragœnts of the 

dialogue and action of Hftchcoek's I M e s s  juxtaposeà with the actions of 

the primary te, past and present . As with information absent f rom the 

excerpts but needed to eamprehend the wmts or actim in M g b t  aesdsmana, 

the primary text relates important el~ments abait the "other" u m k  but ahsent 

f rm the excerpts. This collage of information provicies a continuity or 

overlap between the jintaposed t e .  Similarly, events pertaining to the 

signification of msaning, absent fran the snapé;iiots of f Canfess, axe 

"debriefed" by iiitchcock's assistant in the actions of the past primary text, 

in the amposite past of 1952. Al1 meaning is extracted fran (and eneanpassed 

within) the patterns of the overall text or film, which is a juxtaposition of 

the secondary text (Hitchcock's I QMfess) and tk primary text (the events of 

the ramintagne family) . Within the past wents of the LaiPmitagne family, the 

past events of the tmmmhry text (the filming) are integrated both to situate 

the secondary-text amrpts i n  Le aDnfessionnal (in the overall text) and to 
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parailel the developœnts of the prlmary with the seoondary text. It is the 

process of inte.mil adaptation of both texts that enables the unifylng overall 

t e  (a miscamminicati~n and sub6equent understanding or cmflict and union 

generationaï characters) to anerge. 

In both the opening scene of R h r t  Lepage's Le QMfessiaPuial (a shot of 

Pierre Lamontagne ' s family b) and the final scene (Pierre and Marc ' s son 

rJalkinq almg the bridge off of which Marc's mother , Rachel, junpeà; the 

camara pans mtil there is anly a view of the bridge), Pierre (the namator ) 

voices-over with the repetition: "dans la ville ui je suis né, le passe porte 

le mt came un enfant sur ses &aules."' In case the viemr does not 

grasp the initial matrix of the film, this final repetition of the opening 

voioe-over reiterates the film's ideologsme: the pemmnce of physical 

history versus the "teinporality" of individual or personal history. The 

priniary text fonis is cartied "on the shwlders" of the seaordary text, on 

which the past primary is based. This layering of fictions, of histories (both 

receirded and surmiseci), is Robert bpage's film. Le C&&ssfannal expoipes the 

hidden tact or m t s  behind th f ilrmng of Hitcbwck's I Lhnfess nuch as 

M g h t  L;iesdemwia lt~yxlvers the passible hidden nature of tm of 

Shakespeare's tragic (heroic) victims through the mingling and marldling of 

seamùary terts the primary text in the bletided t e .  

Pierre's m i m e r  continues as the eamara remains focuseci an the 

family b: 
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P I m m  (MICEaER) 

Au printsmps 1952 am parents installèrent dans la maison voisine 

de ma tante Jearum d'Arc. 

MMENI an the bal- and on the sidewalk, are dressed in 1950's 

style as a car of the sam period drives by. 

Cette -18 trois évémmts importants mzquèmnt la vie 

Québec : l'aparition du premier t61éviseurI la réélection de 

Maurice Duplessis arrime Preniar ministre de la province, et la 

présence d'Alfred Hit- qui avait choisi l a  v i l l e  runirip toile 

de fond pour toutrserunruuveau suspense. 

As the narrator mentions this thirü event, t h  scens enters the Hitchebek 

premiere; Pierre l i te ra i ly  guicies the vieillier into the pst. Alfred Hitchcock 

ha& the craJd into the ciiisPa and up the stairs. A full-screen shot of the I 

Confess exœrpt follows: 'Wariier Brothers Pictures Presents" ; a front shot of 

the Château Frontenac is super- by the title, "1 Cbnfess." Ttie anmm 

then backs up t o  include the audience (in colaut). The Mtrator then situates 

his "family narrative" (the pest primary) fn the time-frame of the secondary 

text : his aunt, his mümr ami himself ("dans son vcmtre" ) watch the premiere. 

The longest I Ccwif&ss bltcerpt of Lepaga's film ensues: 

SUI of the Château Fronttmc with a statue in front. 

CVP lü a man (Hitchcock's eameo) walking a t  tiie top of a flight of 

CUtQor stairs . 
Theamra tbenc loses  inonanopenwindcMbywhich it enters the-. 

A boety is lying on the floor as the beachi curtains across the Qomy 

mDve. 



86 

CW lü a man waUhg the middle of a cobb18stone street, looking 

overhisskmlder. Hethendiscardshiscoat. 

The camera mes to include the mother and aunt ( i n  colour) watching 

(and hearing) th Hitchcodt film (black and white). 

The scene then returns to the original shot of the family b. Pierre's 

voice-over r-: "A 1'6th 1989 je suis revenu h la v i l l e  où ma famille a 

toujauts vécu.. . . E t  l1év&mmt qui me ramenait était l'enterrement de mon 

père. " Pierre ' s voice-over m a t  ion not only sets the t-f rame of the 

scenes but intraiuœs the viewer to the s~conàary text (the I Cbnf~ss 

excerpts ) , its surmiseci or invented wntext (which ineludes the f i h h g  and 

the characters behind the excerpts, h h h d  the film), as well as the past 

primary text (the family narrative in 1952). 

The opening of the H i t e  f i l m  parailels the opening of both Lepage's 

film and the present primary text . in Pierre ' s opening voiee-over , the viemr 

is guided (by the present ) into the past . Ekcm the outset of Pierre's 

narration the link betwen I Canfess and the primary text is established: both 

stories of the past (boa sets of characters and wents "behind" the present 

primary and sewndary tacts) inifold s i m u l ~ l y  in the same c i ty  in 1952. 

1 t is then revealed that the filming of 1 aonf- w i l l  take place in the 

family 's church. Thus w i t h i n  the opening miriutes of Le Q a n f e s s i ~  both the 

structure and theme are masmeci: three stories are played out in two tenses, 

in me maltering physical envirormient. The past primary and seamdary texts 

(which & eventually overlap ami merge) are set in 1952 in the church, the 

Château Fronte~c and the family hase. The preseint pr- Which ramins 

outside the nnialgam p s t  is also set in the c m ,  the Château and the b, 

but in 1989. The only mars by wtrich this present can access its past is 



8 7 

thraigh the doermiented, the recorded, tb permansnt. The physical perrm~reaiey 

of the church, th Château, the family Mme, the pbbgmpb, and the 

fran I Cbz€ess are used not anly as linking devices kit Blso as  thmatic 

structures: they are the "containars" (pemamnt recordings or stnictures of 

the past accessible in and by the present) around and thtougfi whi& al1 tha 

texts or stories revolve. 

The I Chnf8ss secondary text links the action of the present primary. 

For -le, as Pierre begins painting the back wall (to tarer the photograph 

outlines) red, the television plays in the backgraad 1 Canfess. T h  visual 

then joins the verbal: a full-screen shot of the I M e s s  excerpt is siwmn 

("Have yw got Keller?" "iie just ran into th Château Fmsrtenac, sir."). A 

sbt  of Pierre lwking into the camra at  the television resimes tb focus 

ont0 the primary. The scene then moves to the Château: a $hot of the Château 

with a statue in front (the shot as in the I a3nfass excerpt kit in 

colour) switch the location (ht riot the text or tense) of tb viewer's 

fonis. In fact, the excerpt predicts the actions tinfolding in the pr-, 

both past and present. The semmky test is thus a transitioaial lirik b e t w a  

the actions, bth past and present , of the primary tetxt and the vienmrl s 

canpreimsion or understanding the juxtaposed tacts and tenses. Rie viasir i s  

-de aware, mit discretely, that the excerpt and its surmised past (the I 

Confess scénes and the characters behind the Hitchaxk film) provide cl- 

fxm a rearded framensiork to solve the mystery and suspense of th primary 

text, to understand the cause behind these tragedies. The vienfer is provided 

with the first clue that the primary and the secondary texts, which siwe one 

tirne-frame and orme location, are in fact dif ferent versions of th sam story. 
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This sbreü cantext or blmbd past occurs when the past pnimary and 

characters "interact." A bleaded or sheved fows fs urmeiled as the 

cbaracters of the past primary (Pierre's family) iml the (srrrmlsed) sewahy 

CQSttext (Hitchaick, his assistant) becorne part of one "text," tb past. Tiie 

f irst  enawnter w i t h  this simultaneity occurs in the tit le scene of Le  

Messionnal: Pierre and André are sitting in an empty durch for Paul- 

hile's (Pierre's fa- 's) mai; the - pans Qwn tiie aisle and alang 

the m. The -tic music changes to a 1950's style as the pews 

f illed with people in 1950's dress . The r;iniera blds an ifitcheock's assistant 

sitting in a -and 1- ammi the church. The carœra then continus 

until last mw and focuses in on the confessional box, -ch is 

superimposa3 by the title "k Ccrnfessiaruial" (with a razor blaâe thraugh the 

"O"). Hitchcock's assistant, a "secmàary" character, i s  present in the pst 

primary fran the begiMing of Lepage's film. This se- character is in 

direct contact with the past primary-text m e r s ,  within the same location 

as the primary text. It is mt mrly the tirne-ftame (1952) that unites tb 

stories and characters but also the location, the durch w i t h i n  which the 

events of the past primary unrave1 as the events of the fi- of I MBSS 

are Qaaiented. 

As the excerpts fnm I Qonf~ss shift the viemr's focus in Le 

CEibnf~ssiOluial, these "SMpShots" also focus the viewr to the changes in 

society. The oscillation betvmen taks  and tenses is &fimd by the 

inclusion of another film, kit is joined or overlapped by th social and 

political stronghold of the Catholic durch in 1950 ' s Quebec: 

1 Cbnféss signifies a inririilnt betwem Qrrebec's past ami its ~#esent, the 

point at which it began to s l i p  way fmni the oppressive mrality of th 
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ChUrch, mt to mazitlan the autliipritarian inflexibility of its 

mliticians. In Le CImfessiaMai, ïapage wea I Cbnf~ss as a fulcnm 

betweenthmanürrnr.Mre~~~~,  thmghhischmctmandstory 

structure, he implies that modern Queha society is haunted by ghosts 

fran the past as it wanders t b u g h  a present existeme of rootless 

amrrrality. (Mioff 13) 

This struggle of Quebec society in the Quiet Remlution of the 50's and 60's 

to break away fran the domination of the d u c h  (on al1 levels : individual, 

familial,  societal, p o l i t i d )  is parallelled in the TiaMnnen Square 

footage. The television excerpts of 1989 are jinttaposed with tim action of the 

present or Past primary (much as the I Mess to cbcuwmt, to focus 

the vi- on, the Qiinsse people's struggle for inman rights against the 

oppressive oamnniist govarnmrent. These mtiraied themes and actions ktt 

jiixtaposed texts and tenses are the thematics of Lepage's film: diifarent 

versions of the same event or similar stniggle in a Seémingly iaiehanging 

envitornient . 
Both the opening armd closing sbts focus on a physical stnrture: the 

p e n m m q  of physical history acts (because of its tangibility) as a mpniarv 

container for personaî/familial history. The jintapositian of the primary t e  

(the events of the I;innntagne family past and present) with the "amtainers" 

of the secondary ta& (kief exeerpts fmm I m e s s )  exgnses the matrix of 

the film: only thmugh generational recycling or re jwe~tion can and Qes 

personal history beeame "constant, " as Pierre's axasin States, Vous, les 

Lamontagne, avez toujours été bMmïens. " It is the f luidity of huaan/~tural 

motion that permanent, guaranteed, inevitable. A new (prfmary) text 

unfolds as a recreation of an established text (Wfragmnted Hit- 
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secosdarytext): thepriiaarytextatomearisesfmnthesewn&ryand 

justifies the permansnee or  oonstancy of the seam&ry text, while it 

"recycles" that seamday text into the context of the primary text (just as 

the past is rejwenated-or rat- , repeated-by and in the present ) . 
A i l  texts within Le aanfassicannal can i n  fact be vieweû as one extended, 

wntinuous version with ciifferent characters and contexts kit with one 

unifying plot and thane. The interaction and internai aciaptation of the 

textual eomponsnts are kit an extasicm of this recycling, and the meaning 

"kehind" Lepage's film. This aspect of meaning discovery a the unveiling of 

the overall text or film is explaind by Riffaterre: 

L1interpr6tation est facile, mais il faut la faire. Chaque 6pisode est 

une énigne, plisque &aqw tableau ne peut se l i r e  qu'en fonction des 

tableaux voisins et Qit être transposé, apr& un va-et-vient 

m a t i f ,  dans un discours analogique. L'obscurité réside nioins &ns 

la difficulté que dans l a  nécessitb de traduire : l e  texte ne cache que 

pour révbler, mis il faut en passer par le r i tuel  d'un lever da voile. 

(ïa prodlictim ùu texte 113) 

Siini la .  to  MacDonald' s use of the fra~nenteâ Smkespwm original$ as 

the secandary text in m i g h t  ibsdemona, Lepage emiploys excerpU fran the 

Hitchccck original, I Canfess, as the seoondary text to  access the "hidden" 

past. The divided prim;W tact holds ~ m t  only the events of the past 

generation of the Lamontagnes hut also the history behind the Hitchcock film, 

of *ch the wents of the past and present prFPiary text are ktt amther 

version. This fom of "adaptation1' occurs within the stnicture of the overail 

text or film as a contact and a continuation of thmm to unify the jwchpxed 

tacts under a single focus. Contiraiity betiiiew these separate texts is 
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pxwided by the "fluidity" of its characters: for example, Hitchcock (a 

"secondary" character) is inc1uded i n  the actions of the past primary (which 

in fact Bnables the events surrounding the filming of the Hitchcock seaxdary 

text t o  be created, surmised or invented), a l e  the yumg priest/Monsieur 

Massicotte is inscribed into the past and the m e n t  of the primary tact. The 

viewer also has the overlap character of Hitchcock's assistant to perceive the 

link betwen the actions i n  the primary text as a refurbishad version of the 

semnàary tart. Therefote it is thraigh the te3tts' characters that dialogue 

and ex- are implenanted. 

Hitchcock's I Cbnfws is used to situate the viewer in 1952, to situate 

the familial past which has signlficant bearing on the primary text. Ekeerpts 

fm I Confess provide a t r a n s i t i d  l ink  to the primary text. These exmpts 

of an existing film are the amplete contents of the mcaxhry text in Le 

CanfessiMnal: m externa1 infomtion is required of this "foreign" film in 

order to  process the evats of ths primary text. Information v i ta l  to the 

understanding of the primary text (and the emargance of the pattern and 

meaning of the overall text) kit absent fraa the excapts are proviâeâ by the 

overlap t o  the primary text, Hitchcock's assistant (a "seeondary" character i n  

the amalgam past); much as Monsieur Massicotte, the overlap chracter betwwn 

the past and present of the primry text, finally divulges the amtents of the 

past ta the present (contents of the confessional made and s d e d  in the 

past). Sceriss fran the Hitchmck film are justaposed with the primary text's 

past anci present actions, with both Paul-hile's and Pierre's narratives. 

These encerpts in fact provida rw, informaticm abaut either the Hit- film 

or the actions in  the primary teat spart fmm the title of "1 Confessu agêinst 

a blaek--te shot of the Château E'rontemac which situates a geographic 
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and translationaï relationship b e w  the secondary and the overall t e .  

Rather than clarifying or stressing the a c t b  of the pr- t a ,  these 

excerpts are a link for the viwer to primry text's past &ring wfiich tima 

the filming of the Hitchcock film ocans. In the focus of the past, 

infonnatian absent fran the excerpts but important in iniderstanding (or rather 

solving) the wents of the primary is proviûed to the vi&ier. Hitch#ick7s 

assistant, a surmiseci seUardary character, explains the story of I m e s s  (as 

the ycnmg miest provides a simultaneaus translation) to both the past primary 

text and the v i m :  

RACHEL enters the vestry with a tray of tea; she then nrwes to the back 

man. HITCHCOCR'S ASSISWWT, the YWNà PRiEST and the HGAD PRIEST 

beginning a m e r s i n g .  The YIXIK; PRIESf translates the assistant 's 

dialogue for the HEAD PMBT and his mqmse to the ASSISTANT. 

AS SI^ 

It 's the story of a priest to wtrai a man canfesses a a ime .  The 

crime is mur*. But the priest is being acaised of the mrder. 

And he ean't say e i n g  beeause of the seal of the canfessional. 

His integrity leads him to suffer the sclme injustice and 

tribulations as Jesus Christ. . . . Ib is also being blacianailed 
because of a frienàship he had with a wmm before king ordained 

as a priest. He is a man tom betmen the carnal and the 

spiritual. 

YaiK;PRIEsr/HEADPRIEST 

We believe it is preeisely on this point that the archdioses has 

reservations. Yau will agree that Mr Hiteheoek is irot kirrwn for 

his religim art. 
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ASSIsl!Am 

1 can assure you that Mr Hitchmck's intentions are oompletely 

-le. Try to unàerstanà that the seal of the confessional is 

clifficuit to deal with both by Hollywwd, wtiich is mainly run by 

Jews, and by the Pmerican audi-, which are mainly Protestant. 

But Mr Hitchock believes the story is universal. That 's why he 

wants to shoot the film in  Quebec City rather than in Boston or 

New York. Besides, yaur -ch is so photogenic. 

CüI Tü RACHEL cleaning the windcks. The church assistant touches her 

béhind. She yells and fa l l s  . 
As Rachel enters the vestry, the "unity" of the past is focused for the 

viwer: both past primary and secondary "stories" (events surmrniding the 

Lamontagne family and the f ilming, respectively ) unfold rPder a aminn mof . 
îbmer ,  it is t b  primary which borads the action: the sœne begins with 

Rachel's serving tea and ends with Rachel's f a i l .  Similarly, the v i m  ard 

the present p..- text enter and exit the past through their ##uiectiwi to 

1952, through the events of the past priniary. Before the vestry scem Pierre 

tm&es the oval ai t l ine  where Rachel's portrait used to be. Rie verbal 

werlaps: "ça f a i t  ambiens d'années vuus êtes mariés?" The scem tbn fol- 

the verbal into Pierre's mther , Rangoise, ( in 1952 1 giving dess ion .  After 

the vestry scene, the focus f o l l m  Rachel hcme: Rachel stands in t b  bathmcm 

in front of the mirror, opens the cabinet and picks up th razor blade. A 

full-screen shot follows of anly the bathroau sink; the naniing wuter turns 

rd. The camera backs up to skw a paintbrush with red paint king r h s d  by 

Pierre. This vestry scene extends the church as a link (and container) between 

the past picimaivp and the sewndary to the family hane as a link b e w  the 
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past and the present within the PI- narrative. It is within these 

permnent "containers" that the taxts and stories unfold, blenâ, remain 

separate (althaigti always remain in foeus to the viewer but never to the 

primyy text itself 1. These phmical and parmanent structures are peopled by 

the present and haunteci by the pst. 

Excexpts fram the Hitchwck film, the seeondary text, are juxtaposecl 

with the primary text to advance actian, anticipate wents, or fulfill  viewer 

retroactive expectation in the overall text or film, which =ges fran these 

cunbinations and oscillations. By juxtaposing one form against mther, one 

film against mther, one plot, amtext or thtacter against an established 

other, a continuity or eongruity energes. The opening excerpt of a body in the 

church vestry anticipates a continuation in the primary text past or present. 

The plot in I Ccurfess (as explairiied in the past by Hitchcock's assistant) is 

to find out the murclerer, as the plot in the present primary taxt is to find 

out the father of Rachel's baby (only lamm in the past primary text). 

Disaovering the "culprit," kmfn t o  a priest Ixiund by the seal of the 

confessional, is the parallelled plot and -tic continuity present a t  the 

beginning of Le aMfessionnal. 

This unity in thme and wntrast in form/text contirnies thmugîmt the 

film, def ines the oscillation between prlmary and secondary texts . For 

example, af ter Rack1 nais almg the bridge ( to ber -th) and More Marc 

slashes his wrists, during the f ilming of the seambry Hit- yells, "an i  

cut! Before Pierre learns of his brother's suici&, on the television (itself  

a mediun by which to a#xss pemmnt remrdings of tbe past) is &rd, 

"There's been emgh bloodskci already," an wdio exmrpt fran I W e s s  

diegetic to the present prîmry. Pierre's scream tlm merges with the 
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m g r o r n a d e d s e a x a u y  t a .  In these tm -les, the jipttaposebseamwy 

text in fact mites the precedhg and scenes, mites the actions in 

the primary text. In the f-, the seoondary text links the past and present 

of tiie primary text; the excerpt exposes a contirniity (once hidden fmm both 

the present of the primary and the viewer of the film) betwe%n generations. In 

the la t ter  example, the excerpt imiwiiately predicts the action of the present 

primary. 

Similarly, before the conelusion of Lepage film, the end of the prdere 

of I M e s s  is presented to  both audierices : to  the amalgam past 's audience 

(bth sets of past characters) and to the kpage f ilm's audience. The vieiiiiier 

thus anticipates the conclusion or finaï of action within both th 

primary text and the overall t e .  Since th opening of Lepage's film begins 

with the "opening" of Hitchcock's, Le Canf8ssftmu.Z is therefore "contained" 

by the Hitchcock excerpt. A11 seexrndary texts "contrasting" the primrvy 

operate in this manner anci for this papose: wbn the young priest reads fran 

the bible, "And it was said that a man had tm sons," before the discovery 

scene of Rachel's pregnancy, is used not only as a transitional and 

anticipatory link kit also as an ovarlap. The continuation of content frcm the 

secondary to  the primary (enbodied by the wdio werlap of the quote with the 

visual of its "m" recipient, Paul-miile) a t  once links scenes anci al ters  

the meaning of the w t e d  taxt as it "superimposes" a different character, 

providing new information corieerning that eharacter. 

The shared fr-rk of the past provides tiie information missing frao 

the priniary text, kit required by both the vieirier and the present primary to 

solve the mystery. Althugh it is suggested in earlier s d c  overlape or 

blended texts , the disunmy of Marc's father/Ftachell s aifair is only 
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emplicitly confinmd in the taxi B. It is only in the final scene of the 

amalgam past, in which both sets of ebaraetetrs àiabgw or interact, that the 

father is finally disoovered (by both the viewer and the m e n t  primary). AS 

the taxi scene unravels, the seaï of the confessional is simultanecrusly brokan 

by Ebnsieur Massicotte (oiaee the acaised yaaig priest): 

After the premier0 of I m e s s  emh, HIMY#CR gets into PAUGÉMILE1s 

taxi. 

PAUL-rnLE 

ûne day my father, who was syndicalist, asked him, "Monsieur 

Duplessis, b u  cm? a man w i t h  swh good taste like yw always 

wears an old, broken hat on his head?" And he turns to my fa* 

and say , this is wht the French Canadian wants to be 

[points to the suit 1 and this is tb Rem Canadian [points to 

the hat] . " 
HI- 

Did it mrk? 

PAUL-PMILE 

Il canprend. Well, he's just been re-elected for the third tirna. 

HITacoat 

Brilliant . 
PAUL-ÉMILE 

In fact, 1 think 1 wuid have a good supense story for p. 

The scene f l ips  to a shot of bhssiwtte a t  the top of the Chateau Frontenac (a 

shot which parallels the Hitchuxkîan shot in th I Qwiféss m m ) .  Inside 

his suite Pierre is there with his n q i m  mths after Marc's suicide. Trnliiards 
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the end of Pierre's (oonfmtational) v i s i t ,  Massicotte gives him a cheque for 

the boy's car& A s  Pierre leaves, Massieotte waras: 

Prends bien soin de cet enfant-lA. Le alaiate peut être terrible. 

Bien sûr au debut qa ne pravoque que le vertige. Mais quand c'est 

mal soigner, ça peut aussi randre aveugle. Marc n'a jamais vailu 

subir les tests et  paurtant le  diabite est une maladie taujours 

héréditaire. 

PïERFE approaches the suite door in shack and realizatian, 

The scene f lips back to the taxi: 

rn of PAUL-nifut s eyes in the rami* mirror . 
PAUtd3fLE 

It's the story of a couple. The wiie is very unhappy because she 

doesn't have any children and so doesn't feel like a real wuutm. 

She asks her ycnmger sister to corne and live w i t h  them. 

FW3NT SWX of PAüL-ÉMILE driving the taxi. 

The wife, she is aïways sick ami depressad. But the yuunger 

sister, she is very beautiful and full of life. So th man tries 

to resist ber kit he can't. So they fa11 in love. Eut the probl~m 

is that saun af ter she becums pregnant. They 're desperate bacause 

they cbn't want to hurt th wife. RLey try to disguise the 

situation and amice it look like am- man is the father. 

S K l I  of PWfFLMILE ' s eyes in the rearviem mirror. 

When the child is born, the ycnmger sister, she canriot bar the 

guilt and she k i l l s  kse l f .  

HIMIXXn 

Ardwhathagpenstotheman? 



RMHT SHlf of PAUGÉMILE. 

PAuL-aJaLE 

And -11, he just can't king himself to love this child. So vhen 

he sees al1 the suffering he has causai, he plucks his eryes mt. 

SUI of PAUL-ÉMILE'S eyes in the reanriw mirror. He blWrs slowly. 

HITCHCOCI[ 

That's not a suspense story. It's a Greek tragedy! 

Before this final confirmation of guilt and inrrocénee, cl- are given 

throughout the film which point to the father of Rachel's baby in the priniary 

text and the false accusation of the priest in both the primary and seeDndary 

texts . The I Confess excerpts are j w e d  with the priniary text to renind 

the vi- of the accused priest "to whemi a crime has been confesse&" In 

fact , as the past prhary text unfolds, the vieuer perceives it as amthar 

versian of the I MBSS original. For example, a s  the audition of Jeanne 

d'Arc's daughter is read, the visual fonis is placed on the falsely acwiused 

and the guilty party in the past priutary tert. This scene fran the amalgam 

past is in fact an I Confess excerpt, a seeondary text. This scene 1s a 

blended text, riot merely a merged foeus of the amglunerate past. The exœrpt 

is merged with the past characters (both of the past primary and of tb 

filming). The exœrpt, read by both sets of past characters,  super^ the 

actions and ctiaracters of the past primary text within -ch the solution 

lies: 

The script is read in m ' s  office in the Château E'rontenac; 

HITCHCWi( reads the inspecter, his ASSISTANT reads the girl's friend and 

the GIRt reads her part. 



HITCHCWt 

Now my l ittle ones, tell m everything. Y w r  mother called us 

saying that you passed the Villette lnuse that night. 

AsSISmUr 

That's right. 

HIMWrXX 

What was the time? 

AsSISmUr 

Eleven o'clock. 

GIRL 

No, it was after eleven. 

HI- 

So what did you see? 

ASSIs!cAm 

A man. 

ImcmxK 

ml1 wbat was he like? 

GIRL 

He was a priest. 

CW 'ïü the YDUNG PREST looking up tbe stairwell. The YôüNG PRïES.C says 

good-bye to RACHEL, that he's leaving the priesthood because of the 

rumurs about his fathering her baby. The llOUNG PRIEST ap~roaches the 

stairs . 
HI'mmcK 

HeMtallwasb? 
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The camera moves cùwn the stairs and stops (and holds) on PWGLMIïa 

stanàing at the bottun. 

ASSIsTAur 

L W  him. 

CüT lü Hitchmdc's office. 

HIMI#]CR 

Was he fat or thin? 

GIRL 

Not fat, not thin. 

HImKxxx 
But yuu're absolutely sure he was a priest? 

GIRL 

Y e s .  

HIMEOCEt 

You're mt to say anything to anyme abut this. 

The GIRL exits. A K ) t b r  girl enters the ruan, takes the script and sits 

âown. She begins reuding the news of Tianarmien SQuare. Rie scene cuts to 

a television shot of a news anchor speaking kit duMd by the (semmi) 

girl. 

A s  the visual focuses on Paul-Qiile while the verbal werlap contirnies, the 

viewer perceives this structural or linking deviœ to extend beyond its 

editing fiaiction. Because the visuaï of Paul--le is jipttaposed with the reaà 

excerpt "like him," the viewer perceives tbat the (jtntaposed) awrlap betmen 

teats in  fact loealizes the meaning fa be extracteci: Jearme d'Arc's &@ter 

reads fran the I aMfass script, "he was a priest," as the visual of the yanig 

priest in the primary is shrmn. The link btwen th false acarsaticm of tb 
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priest  in both I Clmf~ss and in the past pr* of Le QanfessiaMal is 

reUanfinaed. The next g i r l  at the audition in Hitcixaock's office ceads the 

news of 1989, as an older version of her apgears as a naws anefrir shown on the 

television in  the stripper Maam's mtel roan. The 1Mt between the past and 

the present of the primary text is again reeonfixmeà in th oscillating 

structure suifushg L e  aanfessionnal. These surrorniding jintaposition of 

content/fam and continuous meaningltheme reconfinns the viamr's realization 

that Paul-Wle is "him." 

The secondary text (the I aanfess excerpts 1 and the amalgamateci past 

(the wents behinà the excerpts or  film incorporated into the past of the 

Lamontagne family) in  fact  predict the events and actions unfolding in the 

primary text. They not only link the scenes kit also predict thé f inal  

confession to the viewer. The seauidary text predicts the final solving of the 

mystery in the primary text . The text and context of the sewmhry narrative 

focus are joined as the suicides in the past and present of the prini;W text 

are depicted. The seaudary text points the viemr to the 

dismery of the father and the cause of the suicides. This sœne is in fact 

as close to  a blended text ( in which oriee separate texts interact or marge) 

v i t b i t  actually being a blend: al1 terts (past , present , primary and 

secundary) are linked, overlapped and sinultaneaas, w i t h a r t  ever 

"cumnmicating." Al- the I QPnfass excerpt &es mt canie into contact 

with the primary text, past or  present, its "bh5ncl the soeri~s" wntext is 

regulated by the primry. That is, the f i lmhg only takes place orne th 

primary has ended, an=e Marc stops crying during his baptisn. 

The scene begins with Marc and Massicotte in Japan. The scwe cuts to 

Marc's baptisa in tfie past primary a t  the church. The scene then mwes to the 
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filmhg of I Cbnfw in the church as  t b  film crew waits. Hitcheoek then 

States, "1 think the child has stopped aying. Roll camra. And action." Rie 

film turns to black and white. S b t  fran behind, the priest-actor rJalks daJn 

the aisle blding a candle as the music from I M e s s  plays. The I M e s s  

excerpt assimies full-screen: the priest (Montgemery Clift) walks imlding a 

candle cbwn the aisle and towarâs the camera to aâ&ess a man sitting in a 

pew: "Keller, why are you hem this time of night?" "1 want to make a 

confession. " The scene then f l ips  back to Marc's baptian, still in black and 

white and w i t h  the thematic music fran the accerpt. Jeanne d'Arc takes a 

photograph. The scene shif ts to Pierre (in colour) sitting in the hallway at  

the family hane opening Marc's family alkmi. This rapid shif ting in tenses and 

texts focuses the viewer on the amtiniunis or repeated actions thraigtiait a i l  

texts or stories. The scene begins i n  the present primary, moves into the past 

primry with Elarc as the overlap. Under one shared focus, iader one amnnn 

roof, the blended anerges: both the characters of the past primary and of the 

fiïming "ackmwledge" each O*. As tbe -a faases  on the fi- 

f r-rk, the secondary asames the viewer 's focus. The f ilming of the 

exœrpt links the A g a m  past to the full-screen atœrpt. The excerpt 

stresses to  the vienrer the impending confession (or discovery) of the pcimary 

t e ' s  "Keller" (the fathet). The scem then mwes back lm the (past primary) 

baptisn, again with Marc as the overlap. lbmer, it is sbt in black and 

white and the music fran the ~ e c ~ n i l ; y y  text wntirnras. A l t h &  tha primary 

assunes the form of th ~xeerpt, the "blended tm" is d y  ev ih t  to tlm 

vieuer. The characters themselves & m t  as- the "form" of th secrindary 

(as is the case in the blerided text of GDodnight &s&ms). Both sets of 

characters are mnetheless aware of each o t k  (as they bave been thrargfiait 
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the film) and obviously affectecl by each other in the SM-, 

e~n~laœrate past. T b  v i m  anticipates the final oonclusioai of the primary 

as Rit am* version of I Ctmfass. The scene then r e t u .  to th present 

primaty with the photograph/alkmi and Ehre as the overlap. 

Tbe seeoridary tact is both the viewer ' s aceess to th Paul-hile (past ) 

primary tertt and Pierre (present) primary text, as wll as the present primyy 

t a ' s  awn access to its past. In other wrds, the past primary tact (of Paul- 

hile)  and th semndary text of 1 Qanfw are &th used as "other" texts 

juxtaposed with the present priniary, al- kath "past" tatts are ane 

extendad varsion while the present is its continuation or expansion. The qwst 

of the present primary text is to unccmr its past, as the quest of the reaQr 

or v i m  "is to discover" (Iser 17). The Hitchcockian excerpts p i d e  to 

the present primary an accessible, recoràed, doarnented past arcnmd wfiich i t s  

c m  past revolves and of which kath its eiwn past and present are ht reiwritten 

versions. Juxtapasing both present and past primary texts w i t h  scenes fraa 

Hitchcock's film anphsizes this permanent and accessible past, as -11 as 

exposes established patterns of the past reiterateâ i n  the present . This 

collage technigue enables the patterns of the werall text or film to be 

exposed as meaning is IOYX)VBT~~ within. 

Thus the I CImf8ss excerpts, a permanent past accessible in the present, 

replayed in  the preseut, expose the pattern of the m g e  film as they 

m i z e  the permanence of the physical past in the present envirorment and 

the! ability to replay past actions in th present, a l e  the present primary 

text is but a replayed (mit retailored with different charaders) accarait 

of the merged anci simultamms past stories. Le QMfessiaMal places into 

secondary-text position both the seeondary text of I QMfess and the "hidden" 
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(yet partially Wt of its priisary. FC#IAiwe kath its past and the 

Hitdmck ~ x e e ~ p t s  am employed as j- texts (similar to tha seoandary- 

tegt furilction of swcimposing or commtrating nieanfng), the present primary 

text resurfaees to th vieww (reiterating ttre pattern of th film) as hut a 

cmrtimiatian of tbese pasts. Within one text , hiro are W i e d ,  internally 

adapted, yet retain their iniiqueness. W i t h i n  one prbmry text , two tençes are 

iniiteà kit retain their "inùividuality, " their  characters and arntexts . A 

cantinuous plot and eongnwws thePe expose the unity of a heterogerunis primary 

text, much as an acterPded oontext and penmitable characters betilfeen the past 

primary and the secoradary are internaïly adaptai to precipitate the m e n t  

primary. The uiternally adapted, contirnrws "other" text, that is the 

canposite pst,  allaws for L3lrmmmrcation betiiieen tanses, belmen past and 

present characters, and inevitably between primary and secondary teats. 

The linking scane before and after the surreaï motel scem reaffirms 

this polarity betIreén fluidity and stagnation: the s b t  of the motel and the 

train passing by above is constant or perpetuaï, while the time of day changes 

(àarlmsss progresses into light ; night , into dam) and the direction reverses. 

As Marc is t h  focus of both the previous and follclwing scenes (the surreal 

motel scene and the train sbt), the subject of the stiot is translprted "onto 

his shoulders. " EIare represents the constant movement of the train, -ch 

appeats to be in motion in contrast to the motel yet is UIlchanging against the 

pragressian of time. In retrospect to Pierre's openhg narration, "le pas& 

porte le présent crmmn un enfant sur ses 6paules," the v i m  surmises the 

train to be Marc "on th shoulàers" of the motel, his mther: the motel is the 

statue, the time frame of the past-the faundation of th m e n t ,  while the 

train is the lit halo, SBeminQ1y in motion kit essential stagnant (or rathar, 
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sesningly stagnant but neeessarily in mtion) . aI ly  after Marc's suicide, mily 

once Marc has cunpleted the cycle, do the outlines of family portraits an the 

wall âhppear: once the cycle unifying past and present is "dead," only then 

there fs "bpe" (or rather , a new cycle) b y c d  heredity for tim future 

(Marc's son). The u ~ a v e l l i n g  suspense of the secanQry text I M e s s  is 

transposed to the loaning àevelopnent of the "Greek tragedy," as Hitchack 

States to Paul-hile, that is the (wspenseiul) primary text and its intemal 

union where past and present amverse. 

This transitory link betwwn texts or tenses extends beyond an editing 

technique or deviœ: it embodies the contiriued thsmes and ovetlapping 

characters. A s  past and present characters mingle uMware of each other \adet 

one roof (inder a shared focus), as Pierre sits in the hallway and his mther 

walks out with baby Marc into that hallway, the viekier's fctcus is "amtained" 

w i t h i n  a physical (permanent or amtinued) structure, tb family or 

generational hm, -le the focus shifts betwen tenses and texts or stories. 

This oscillating struetme of tertual f m u  framed in and by one envirorraent 

is the thene of te Cbnf8ssianoaf: these permanent wnstnietions are inherited, 

are part of and present in a l1  three narratives. It is this 1Wr to the past, 

this contirnation of the past in the present that is the inherited patterns of 

the p s t ,  the hareditary disease, the repeated miction-action, that is ttie 

remade version of I aMfass. This overlap of two texts in une focus is evinced 

in the scene where tba yaaig priest reads biblic exc%rpt of Cain and Abel, 

"And it was said he had two sons," as the visual foeuses on Paul-hile. This 

biblic reference is mt only a continued link to the I MBSS ereerpt ("a nian 

tom betiiiieen the carnal and the spirituaï") but in fact a reflection on mhm 



106 

Qmbc ( " W s t e " )  society semhing for the spirituàl. As Rotmt U g e  

explains in an interview: 

La remtre  cies deux frères correspond à la rermntre des Qanr idées, 

celle de la spiritualité et de la chair. C'est l'histoire d'un honma 

déchiré entre le spirituel et le charnel, un des grands thémes & 

Hitchcock. Voilà les deux frères. L'un d'eux représente le chamel, 

c'est un prostitué. Il n'a de cannaissance, de &mire, que la chair. Il 

veut connaxtre son lien de sang, son lien de chair, et il va la 

recherche de son père. L'autre, qui peut paraître ambigu, fait une 

d(bnarche plus spirituelle. Il cherche plutet ses racines spirituelles. 

Il revient dans sa ville d'origine et il enquête. [Il cherche] la 

spiritualite. Dans les r~xnrelles genérations il n'est pas rare de 

rencontrer cles gens qui font des cWmches spirituelles, qui partent am 

Indes. Je le sens. Auparavant, on n' avait pas a Mtir ou A transmettre 

œtts morale. Les valeurs mrales &aient -. C 'Btait trés clair. 

Aujowà'hui, ces valeurs, ces certitudes irius mrqumt. Le film fait 

voir un passe extrêmement moral alors qm la m i e  contemporaine est 

sans aucune moralit4. On voit des gens dans les saurias, devoilant une 

semalit8 ambiguë. Les valeurs morales sont extremenen * t relatives alors 

que, Qns la cellule familiale de 1952, il ne fait pas de dmte que œ 

qui arrive à la jeum fille est catastrophique. (Coulanbe 22) 

This binary trieme shifting betwen the carnal and the spiritual, betwen 

Quebec now and then, is reiterated in the scene in -ch Massicotte is 

revealed as the ywng priest. msieotte in fact embocües this theme as his 

character in the past is the spiritual a l e  in tbe gresent , th carrial. These 

W i e d  witions are entbodied in the "jeu d ' m  et paf : vous mangez m 
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pi- piis ensuite wxis la kntez;" the game which combines the =finement of 

Asian culture and hedanisn of (()uebec) occidental society. As Mmsicotte 

&wribes the stages of the gaw, the vieiirar is also prrnrided with the thene 

of the present lwnted by the past: "Au moment que vws cmyez être 

parfaitement en conMle da la situation, un mowement que vous avez fait  

precedemnent revient tout à coup pour vous hanter. . . . Vcas prenez amscience 

du cul-cbsac dans 1-1 mas êtes lissés e t  l'angoisse mas envahit." After 

Massicotte reveals his past vocation to Pierre (Pierre: "C'est vous qui 

parle." Massicotte: "impossible. La loi  du silence. Le secret de la 

confession. Vocation oblige."), the visual provides a ncw and then 

juxtaposition: Massicotte walks up the stairs a t  the Château Frontenac. The 

canera f o l l m  up to the nsxt level; 'the yanig priest mlks up the sam stairs 

as people line up for the f i lm  audition. The vieriser thus follows Pierre's (the 

present primary 's ) assunption, as Pierre perpetuates the assunptions in both 

the secondary text (the exœrpts) and the past primary. Roth the vi- and 

Pierre assune Massicotte, the priest, to be the culprit; filkifever, the viewer 

has a h &  been prwided w i t h  the ail-lawnJî.ng, falsely acaised character of 

the priest in H i t w ' s  version. 

In  Le Cunfessiarwl, to access a fictive text (the blended and sunaised 

past ) , a docrmenteâ, recordeci, physical-aontainer of the past ( the replayed 

scenes fran Hitchcock's I Cbnfas which is itself fiction) is jinrtaposed 

visually and verbally with the primary text. The seemdary text of I Lbnfess 

separates and unifies the past and present primary tacts. The seamAmy text 

juxtaposes fom and amtent to anticipate tense ami scerra changes but 

nonetheless provides scmie oontiraied or ovarlapping elaœnt: wtrile Pi- 

besins painting the living rom wall red (in or&r to erase the photograph 
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outlines) , dialogua fran I Cbnfess is heard on the television. The stem cuts 

to a full-screen shot of I QDnf8ss: 'Where' s Keller?" "At the Château 

Fbmtenac, sir. A full-screen shot of Pierre looking into th -a, 

presMably at the television, ensues. TIie scene then cuts to a shot of the 

Château Rontenac, where Pierre w i l l  be trained by his cenisin as a man- 

service waiter. When Pierre chases after his bmther Marc, the staimmll shot 

is &ne in typical Hitchmckian style (signalling to the kmwledgeable viwer 

of the carbon-copied film). As the scene returns to the living rom, Pierre 

traces t h  outlines still m t  eraseâ or hi- on the red wall. As he tcruches 

the wall , the voice-over , "ça fait  cunbiens d'années que vaus êtes mariés?" 

mitches the visual to ths past primary of Rachel in the confessional imx with 

the ywng priest ( w b  w i l l ,  like in the original secondary test, be accused of 

a "crime" he did rnt cciomit). This juxtaposition of texts, the seamhy text 

(the I M e s s  acerpt) and the present primiary text, amtirnies (is repeated 

as a pattern of the f i l m )  as the past is jiataposed or ovarlapped w i t h  the 

present in one text, the primary. 

This raerged or blended "other" text that is the d g a m t e d  pst (the 

overlapping and dialoguing characters and wents of the family and the 

f ilming) must inevitably undergo adaptation to the present primary t e ,  must 

inevitably unite with the present primary i f  "-cation" between the 

generations is to occur. The developmnt of action is parallelled as m t s  

coincide and characters fraternize. The n#rged past actually anlightens the 

viewer (as it enables the v i m  to predict the unravelling events and 

upcuning actions in) to the present primary: as the seoondary text revolves 

aroinid a priest accusad of murder, as the past primary r e ~ l v e s  aramà a 

priest accused of "fatherhood," and as both the vieniiar and th present primry 
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m t  solve the mystery, must aeoess the contents sealad by tlie messianal ,  

u t  unite the past with tiie present. After the sympsis of the H i t u  film 

in the past, th I m e s s  exœrpts tri- the viewer to link the i n t e d l y  

adapteci "past" tact with the present primary. 

The seeondary tact (the parmanent, cbcuœnted, recorded element of the 

past ) is "cited" to intrcxime the pst, to rejwenate the past in the present. 

Arcwnd a tangible êommted past, amtk past is accessed anci subsequently 

animateù: like technology facilitating camnmieation betwen characters, the I 

Cbnfess secmdary tact ignites the ceimmniieation betilieen texts , past and 

present , as  its juxtaposition in form readies the viewer to process the 

jinttapasition in texts and tenses (thus in content). The events behind the 

primary and sewndary tacts are in fact already merged (in fu l l  ammunication) 

as their past or hidden characters intenuingle, as their wents unravel 

together and inseparably-as the I m e s s  filming is proviàeù with a mu 

contact elaborated by the past primary, ami as the past primary emerpes to the 

viwer beeaus8 of the time-frame circunscrilmà by the filming. mir 
comrergence to be inaorporated by the present primary text ( i . e. , the 

disjointed primyV tmst hamgnms to both itself-its past-anà the viewr) 

is the suspense suffusing the alreaày blended or merged focus (both the I 

Confess excerpts arrd the past primary text). 

Music is us& in much the same manner as the seconchry text, aïthough it 

is slightly less eviàent for the viewer to decode. Like the I M e s s  

excerpts, music (both thamtic and lyrical) is a structural editing âeviœ. It 

mmtheless provides information or meaning to the scenes it links. In 

ovarlapping the scenes, the omnipresence of music not only provides amtinxiity 

in the progression ami fluidity of scene changes (mueh like the fluid movement 
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betwrm past and present characters in the Iaauntagne h s e ) ,  hut a h  affects 

or defines that overlap aoeording to a nmu text (with or witlmt lyrics). 

the surreal scene, the song "Waiting for th Night to Fall" is non-diegetic, 

that is, wnly apparent to those outside the characters' wrld (muh like 

Pierre' s opening and closing narration, also rwin-diegetic, structures the 

time-frame of the overall text or film, including ttre oscillating texts) . The 
fluidity of the natural is placed in evickmœ king the film's surreal scene: 

because of the ungrammiaticality in form to the preceding shots, this stem 

relies on the secondary text (Depeche Mode's song, 'Waiting for the Night to 

F'all") both for its definition and to provide congniity with the precdhg 

events and scenes. As Moose and Marc begin to tattoo Pierre, lying uncunscious 

on the flocir, the "voice-uver" of the song begins : 

The scene is lit by the motel sign as the Qor is b l m  open, while 

hman action is either slawed or frozen. 

MARC 

WhY are ywi s t o p g m  

M#]SE 

Therets a train cuning. 

CüT lü a block of frozen fish melting in acceleration. 

BACR TO inside the man: M M N  (the stripper) atxi h r  son are asleep mi 

the couch; MX)SE is asleep on the floor. The lyrics begin: 

"I'm waiting for tb night to fall. 1 krrw that it will Save us 

all. Whm evarything's dark, us frpa the stark reality. I'm 

waiting for the night to fall." 

ThecamerahOlâsonEPSEalyinginbduwakenexttoPIHIREwhois 

asleep. 
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"whefl everything is bearable. And there in the still al1 that yai 

feel is tranquillity." 

The scene cuts to the frozen fish rœlting in acœleration. The sœne 

then mwes outside: the train passes over the motel as day breaks kit in 

the opposite direction. 

The secondary text that is Depech m ' s  'Waiting for the Night to E'all" 

reiterates the opposition or contrast (kit  lever d l i c t )  betwwn stasis and 

motion: waiting (mt moving or changlng, hut rsmiaining still) for the end of 

the cycle, reninining passive to the mntinmd extemal mwenient. Despite the 

perpetual niovemant of time, of the cycle, elements aught inside that time or 

cycle (as is suggested by the "tirne warp" of the characters inside the motel 

roan and by the seamdary text of "waiting" for the return to the cycle) 

reinain stagnateci. Yet the action in the primarvr text is accelarated (or rather 

fast-fonarded) to equal or match the length of the song. This conforming of 

the primary to the secondary, the -, forces the viewer to focus on the song 

as a transnitter of meaning in much the same way as the other ( I Cbnf~ss) 

secondary text. This jurtbpositian in fonn bemeen the other scmes can only 

be a result of the superimposition of the âiscrete seeondary text onto the 

actions of the primry . nie wrds of "waiting for the night to fall. . . " 
suggests the anticipated conclusion, the end of the cycle. Since Marc is the 

only character awake (thus the focus of th scene) the musical voiawver 

focuses on Marc's stagnation (in a sense trapped in and by the cycle) ard the 

inevitable tepetition of his mther 's suicide. Aïthaigfi these texts, the 

actions of the primary text and th lyrics and music of the sewndary t e ,  

are mt in annninication with each other (as is the overt case in üm blembd 

text of GodnigIit aeSdemcvta), they are filxtaposed to link a "shared" meaning: 
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the sang provides access or rather verbalizes Marc's hovering state while the 

visual provides new meaning (thnmgh the presentation of a new oantext) to the 

lyrics of the song. Alümgh they are naver in direct amtact w i t h  each other, 

these "textual camponents" result in  the overall f ih, for only within the 

anfines of the film can these separate entities (in a nmre conventional 

portrayai and "realistic" usage) be aisrs#i or superimpo8ed. 

In the s t r ip  club scene the s m g  "Policy of Truth" (previasly used as 

an amipresent or voice-owr narration) is diegetic to the stem, as a part of 

the action of the characters. Music is ttierefore used as either a backdrop or 

a m a t i v e ,  either as  part of the scene or outside of the scene: al- the 

"teirt" is constant, the cantext is altered and thw the significance ta be 

attached is revised. Fbllwing the scene uhm Marc reveals his being a "pute 

de service" for Massiootte, the musical voi-er of Depeeha W ' s  song 

begins. The seene follaws Marc to the family tme.  Insicle Marc and Pierre have 

dinner. The back Wall is mw green (the seeond coat and the second wlour). 

The scene proœeds ( to the next day) to Pierre fixing up the father 's car as 

Marc stands against the garage 1- elsewhere. The lyrics begin: 

'YOU had sanething to hi&. You should have hidden it, shouldn't 

you. Ncrw you're not satisf ied with what yai've been put through. 

I t ' s  just time to pay the p r i a  for not listening to adviœ and 

âeciding in your yaith on the policy of tmth." 

P m  removes the licence plate of amther cat; ElAAC sits an the 

f ather ' s car seeningly distant. 

"It  anùd be so differwt m. It usal to be so civilized. Ym 

will always w m h r  twns it cmid've been had yau ordy lied. It's 
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it's time to face th -; the 

policy of truth . '' 
is  b a c k W  as part of the act. 

"Newer again is wfiat yai slrlore the time before. Never again is 

what yw smre the time before. " 

Because the song follaws Marc's apparent disamtent with h i s  lifestyle as a 

prostitute and because Marc appears m t  imrolved in or focused on the actions 

with Pierre, the vi&lsier assimes the musical "description" to be of Marc (of 

h i s  secret l i f  estyle, his dissat isf action or discontent, his wrongly cbsen 

path, etc.). Alümgh this focus of maning narrates Marc's qmst "to change 

[his] wents , " to discover his blood line, the more discrete (but pertaining 

more to the solution of the mystery) ï s  placed on th f a m .  The begitniing of 

the lyrics , "you had sanething to hide, " superimanna Paul-Wle ' s dilapidateci 

taxi fran the 1950's. This "isolation" of meaning points th v i m  

M i a t e l y  to Paul-Wle as the "culprit." Apart fran parallelling Pierre's 

d i s b n e s t  act of removing a licena? plate, the superimposed lyrics ("It's just 

t h e  to pay the price for m t  listening to adviœ and deciding in ywr yauth 

on the policy of truth") in fact point the vi- to th QOIlOBaled and 

disguised Paul-&uile/Rachel affair . "It 's bu late to change everîts" ftirtner 

wnfirms the Paul-bnile 1Wt; bwever, these lyrics also point the viewer to 

M c ' s  inability to rame himself fm the "fated" cycle, the inevitable 

repetition of his  mother 's suicide. 

Thematic music, henrwer, uuves beyosid tiie Depeche EIoda examples: it is 

used simultanaaisly as an amipresent (mi-) narration and as an 

inherent elamnt reflective of the film's thœ-fram, thus signais ta the 

viewr  wtiich text (past or present , primary or sewndary) is to be 
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anticipated. In the opening c h c h  seene of the past priniary, the camera pans 

along the rows of pews; the -tic music transforms into tkt refleetive of 

tbe 1950's and is met with visual amfinination of tbat t-fraum. Perm 

taken for granted as an apotional stimulant w i t î m t  meaningful bearing on the 

actions and wmts of the s-, the thematic music i s  mw as a 

f ilmic element intrinsic to the transition be- "texts . " Thematic m i c  

signais the change in context kit continuation in thene: it situates both 

action and time within tfie plot developoent of the respective t e ,  and the 

intermingling of both primary and seoondary texts. 

This overlap or continuity between tenses is further (or firstly) 

evinced in the openhg (pre-title d m t  ) scene as that of time within space, 

multiple temes within one sentence, several t e s  within one actual film. T b  

scene opens with a shot of the family ticme; the same m~ves to the living m m  

and pans along the wail of family sMPshots, portraits of the past. Pierre's 

voice-over reveals the present is 1989 and his father bas died (fram diabetes 

as Pierre reflects: "Je retrowais dans toutes les pièces & la maison les 

traces & la  Mligence de mon père : les plus tragiques étaient soweiit 

celles de son diabète et avec le temps l'avaient rendu avetqle."). Foeused un 

the same wall, only the outlines of the framed pb-phs are left 0x1 the 

wall; a visual of the father's dilapidated car is juxtaposed. The scene then 

moves t o  the chmch wfiere only Pierre, his amsin AntW and th priest are 

present for the f ather ' s funeral. The camm closes in on the vacant pews then 

pans along the aisle. The thematic music transforms into a style 

representative of the 1950's. As the - progresses Qwn the aisle, th 

pevs are filled with people in 1950's dress, iricluding the preseme of the 

"-' cbracter, Hitchcock's assistant (which signais to the viewer that 
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tm stories or evemts ard two sets of eharacters are already urder one mutual 

focus). me r;in#ni antlnlms mtil it maches t h  OOnfessiailal b on WMCh it 

closes in. Tbe title, "Le O m f e s s i ~ , "  appears with an ald-fashimed razor 

blads thraagh th "O". The mxt scem then begins with a mirror s b t  of the 

fa- (preslmiably in 1952) shavfng with sudi a blade. The fluidity of time 

and intedngling charaeters within a fixed, unchanging physical mirormient 

suffuse the film's thamtics arid are the stnictures or pattern fran which the 

v i m x  extracts meaning by piecing together the juxtapositions, as Marc's 

former girlfriend states : "perur savoir où tu vas dans vie il faut savoir d'où 

tu viens." In order to inderstarxi th present prfmary, its past (th 

foundation and the raison d'être of the present) must be eirposed (as the past 

pr- w i l l  inevitably be aQpted by the present p r m ,  as the mystery w i l l  

W i t a b l y  be solved) . Tha intersections or -laps are f ramà within the 

stntctures pemmmt in time, against t h  f luidity of the iriavitable cycle, in 

other woràs, the b e ,  t h  ctnureh, tha motel, the Château Frontenac, the 

bridge, I Confess (as Le Lbnf&ssi~~liaf has now b m m ) .  

As the interaction, or rather intermingling, b e w  past and present is 

framed within, and thus facilitated by, a physical strwture within a given 

time-frame, the participants also require a point of intersection or 

nrnimnality in order to annnniicate, the final extensian of internal 

adaptation intrinsic to Le CbnfessiOnnal. Tkwgtmt this intertextual film a 

physical, permanent, techmlogical structure is required by the characters in 

order to interact, to Irnnanircate: wbther this structure is language (the 

point of intersection being the translater, the yaaig priest/Monsieur 

Massicotte, who also translates the past into the pmsmt primary), or it is 

theelectronicwrcalbaxusedbytheoldipianinthesauna,oritfsthehaise 
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w i t h i n  which past and m e n t  primary characters pass each otber in  the 

haïlway, adaptation nut occur betuwn characters in oràer to crmmaicate (as 

the presmt must adapt the past, incorporate the past, in or* to mierstancl 

''whare i t ' s  go- to"). T b  seal of the amfessional (agpaicent in  the 

se- text and in the final adaptation within the primary text as the 

present assimias the past, while the past reiterates itself in the present) can 

only be bmka via an "adaptation1' of the rules, an intersection bmmen 

words, messages, and actual meaning. This "adaptation" extends b the 

intersection belxeen the reacier and the (patterns and meaning of the) overall 

text: the realization anâ transcendence of the amalgam past, tb patterns of 

the film "imagineà" (or rather, ineorporated and assimilated) by the reader- 

viekfer . 
The seixrndary text or techrrological 1Wc (a sugerimposed inanimate 

deviœ promoting an animated "dialogus" ) enables the intertextdity of tirne, 

space and eharacters ta be perceived as it allegbrizes t h  intersections 

within the pattern of the t e .  Le aDnfessiamd i s  neither the prbwy tm 

of Pierre nor that of Paul--le: it is rat- the permutation betmen 

ccmcurrent tenses (hem th establisheù, recorrled past of the seeondary 

tact and ths "hiddsn" past of bath th ïamtagm faiaily and tti% filming), 

betmen a shared subject (betueen the past and the present of the primry 

text) , and betwwn the subject-abject intarchange (be- the piesent primary 

text and the secondary text) . Le aMfessiannal is neithr the main narrative 

thread of the present primary text, nor an exploration of the past primary 

text: it is the collage of al1 textual ccmposiants (the primary and the 

secondary texts)-haw they are pi- together establishes the -ing 

(physical , permanent, amtiriual) meaning of Lepage's film. W i t h a i t  these 
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separated and ovarlaming tPats, Le Cbnfessicairnal \liarld simply be a rEmake of 

fts origfnal, I aonfas: it W d  remain a text inflwnced by arwrttrer, mt a 

text inscribing others or anriched by the presence of others. As te 

Cbnfassiamd is haunteci bl? its Past (by the of I Cbnfess), as the 

chracters in the present "mingle" with the ghosts of the past uader one roof, 

Quebec C i t y  is also haunted by its past: 

Mais cette présence "étrangère" dans une ville qui, de- une siècle, 

semble vouloir arrêter le  temps e t  aaprisonner l'Histoire Qns ses murs, 

mtre  aussi qu'une cassure est en train de se produire, que la sociét6 

québécoise ne pourra plus se réfugier derrike son passé pr~ur battre le  

présent en retraite. (Lavoie 26) 

The convergence or intersection betueen the present priméuy tact and the 

"other" narration of the past is the final ammunication, the resultant 

dialogue culminating in the blerding of al1 texts. The viwer requires this 

"tectinolagical device" of the Hitchcock s w  text as the intermedi- 

be- past and present, similar to the oonduit of the wastebasket or Gustav 

Manuscript in M g h t  Desdeaiana. The present primary text similarly -ires 

the recordai, parmanent past that is the family p b t o  a3hni, tk 

portraits on the wall, the contents of the confessional that are the aontents 

of the f luid, mtating, evolving, deeaying hum m a a ~ r y  neeàed to iaderstard 

its present, its self, as Pierre responds to Monsiaur Massicotte: "J'ai besoin 

de canprendre!" The aomiainication and ex&mge b e w  texts is indumd by the 

container or embodiment of each taxt and tense: the charaet- w h ,  like the 

f luidity or motion of the natural, of the cyclic, asœnâs beyorid the physieal , 

beybnd the confirm of his or her respective text, to accept , incorporate and 

prwide new information. Through presenting the recmkû, doainented event of 
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th film I Cbnfess, Lepaga oonstrwts Le QanfessiCMlldf; Lepage inmrporates 

the hi- actions and emnts of the pest (of his created "text") into the 

f-rk of an existing (albeit surmised or damrrul) other. Therefore only by 

physically including t b  inspiration for the making of te Cbnf~iannal  ( i . e. , 

Hitcimck's I Chnfass) can Lepam's film recharacterize the Hit- original 

w i t h  the arpancM context (and text) of (am) Quebee (family) in the 1950's 

(and 1980's). 



The pirpose of the seamhq text, apart fram lacalizing plot 

developuent or thematic evolution, is to ~ 1 ~ c m  the viawer's hienswdt, his 

or her stnietures of consciwsness . Even thcugh the viewer ' s focus or 

hbemm1 t may wiàexmà siriee am* temt diverts attention f run the 

primary text and focus, by superimposing or shifting ccnipletely to another 

text the vieilfer's meaning fornration is precisely directeci and atntrolled. The 

higher the concentration of interteatuality, the louer the likelihood of 

reader deviation: the secondary text is the miter' s road signs to direct the 

viewr to a unifying or transcendfng concapt or theae initiataï in and by the 

primary text, and vital to the meaning developaent of the overall text. 

Appearing as a juxtaposition, the tmgmmatieality be- b m  texts (whether 

in form or content) forces the viewer to focus on an action, ümm or dialogue 

which unifies these separate (or ~rigramatical) texts, to proeess the meaning 

behind this intarnal adaptation. Intrinsic to Atan Egyan's film 2Y.m Seet 

Weaf ter, this structure of higkhuity interteoctuality or frequent textual 

oscillation leads the viewer " inside the mmtain" of (the themes, plots and 

meaning of the overall tert that is 1 the film adaptatian of Russell Banks ' 

novel. Egoyan's interpretation of the original -1 is coricretized by the 

inclusion of seconàary texts that are unrelated to the original version, 

unlike MacDonald's and Lepage's inoorporation or juxtaposition of the 

originals ( Otkllo and and Juliet, and I M e s s ,  respectiwly) with the 

''rmakes." By superimposing tm s- taxts mto the primary narrative 

(the events of, during and after the scbool àis acciâent), Egoyan in fact 
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-tes a àifferent overall text, within which different ampomnts interact, 

dialogue, merge and segregate. 

Russell Banks' ml stnietures f a i r  points of view in five chapters. 

The m e 1  begins and ends with Dolores ' chapter or f irst-person narrative. 

W i t h i n  each chapter , within each focus, tkee theirames m s t  : before the 

accident, after ttie accident and Mitchell Stephens' visit. This ternate time 

frame is the narrative or plot structure of Atm Egoyan's film adaptatian. The 

viekier enters each point of view or character perspective as the f i l m  

oscillates be- three tirne-frames. The events or c i r c m s m  beiore (and 

leading up to) the accident are entered thnxigti the time-frame of af ter the 

accident, during Stephens' v i s i t  to the taini. Stephens' visit is entereà 

through th the-frame of the scenes of Stephns in the airplane. The t h e  

ftames of before and after the a c c i h t  thenathe the ammnmity's literal las 

of bmcence, the &th of the town's chilâren. This loss of inrocenee is 

parallelled with Nichole's loss of innocence, ber inwstwu relationship with 

her f ather . 
In the navel, the Qmiriant eharacter perspective is that of Dolores, as 

the conmunity ne& to lay blame in order to h a .  In the f i lm,  the drmirunt 

character perspective is that of Nichole, as the 108s of irirrocenee is focuseà 

fraa a anmirnal standpoint to an indiviàuai one. It is Nichole's voice-ovar 

narration which barnds the actions of the film (whereas it is Dolores ' 

perspective which bouxis the actions of the noval). Nichole's meta-narrative 

cCepicts m t  only this loss of hmœme ( w i t h  the secondary-text 

superimposition of The Pied Piper) lut also tb teeapturing of self, the 

regaining of self-determination (a pmcess descri- by the anasicaï seandary- 

t e  superMrposition of The Tragically Hip ' s "Courage" ) . Nie l e  ' s 
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indiviàuation rrmnwitary shares the sume time-franœ as S t e m '  in the 

airplane ("tw years later" 1. This shared timeframe is only ummmd to the 

viater a t  th end of the film, a t  the end of Nichole's proœss of 

indiviàuat ion. 

Russell Banks' novel focuses on the cammunity's las and its need to lay 

blame in order to heal (or rather acœpt the "sweet hateafter" that is the 

t a ~ n  with a generation lost ) . As Staphens visits the town, he pieces tagether 

the wents leaâing up to the school kis accident. Ke must gather the different 

acoorrnts, different points of view, in oràer to access the events of the 

accident. W i t h i n  the three points of v iw (of Dolores, Billy and N i c h l e ) ,  the 

three personal aceoimtts of the accident, personal loss prior to the accident 

is also accessed (whether it be Nichole's incest relatioaiship or Billy 's 

misplacement of osie of his twins ) . In the chapter of Stephens ' accmnt, his  

own personal trageây (his relationship with his dmg-Wct  daughter) is also 

comeyed to the reader. In Dcrlores' chapters, since they baad the action of 

the mvel, her personal tra- is the camrnity's trageûy. Since shs was the 

driver of the bus, she is b l d  by the œmmity for the loss of its 

children, regaxdless of the crash being an accident. These persorral traq?&es 

within the charaeters' perspective of the events before and after the a c c i h t  

are the suWhmes of this novel; they underlie the aimirnai trageüy of a 

t m ' s  loss of its children. 

Egoyan brings Nichle's (personal) loss to the forefront in the f i lm as 

he backgrounds Billy's and Dolores'. The parailel be- the persanal and the 

cammninal loss of innocence is focused or reinforced by the inclusion of the 

secondary text, the excerpts fraa Robert Bmwning's poen-story 2% Pied Pi- 

of Ic.rrmelin, a poetic version of the fable about a crminmity's loss of al1 its 
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chilâren. In fact, Egoyan portrays the primary t e  of 2% Swwt m t t v  as 

amther version of this fable. Similarly, Egoyan includes The Tragicklly Hip's 

scng "Carrage" as a seamdary text, as amther versicm (or rather, musical 

description) of Nichole's "recovery" or individuation. The lyrics describe 

meta-narratively her regaining control of her self and situation as she ends 

both the incest and th lawsuit. 

The inclusion of these seaondary texts (wfrich both superimpse ani are 

incorporateci into the events of the primaty text ) extexxis the nailti-narrative 

structure of Banks ' novel to a rmilti-narrative and tim-framed film in which 

the matrix of the meral1 text parallels a cmrnimlty's loss of inmwme with 

an individual's loss and subsequent inàivichiation. The inclusion of a Song by 

one of Canada's most popilar bands (The Tragically Hip) not only provides 

amther version or description of Niehole's process of individuation, kit also 

reinforces the Canadian film adaptation of this Amrican novel. The novel is 

set in upstate New York; Niehole is a cheerleader and aspiring beauty queen, 

while Billy is a Vietnam vet. Both characters personify the Pmierican dream and 

an American reality. The film, on tiw 0 t h  hand (or rather, across the 

border) is set in a .nnall British-Colunbian tmn; Niale is apparently 

popilar and an aspiring sin- , while there is no mention of Billy 's 1Mt to 

the war. Egoyan's Canadian film therefore removes any stereotypical Amricm 

characterizations in order to portray a realistic Canadian (or rather, mm- 

Aœrican) setting. 

Just as in both Le Qnfessiaoal and M g h t  aesdeaana, where the 

sewnàary text requires little or no )oiowledse fran the v i m  other than what 

is framed within the patterns of the ovarall text, lBe Sksiet Haraafter does 

m t  require fran the viewer any extended (or external) )crrrwleàge of the 
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secondary texts beyorid the ezcarpts prescribed. The vim's focus framed by 

the secandary text (the exœrpts) are suff icient in providing information on 

oongnvrus thsmes, actions or dialogue with the superiqmsed prhary text . The 
vieiter, working within the stnictural frames of the film, is v e d  to the 

patterns of the overall text and to t h  meanfng "bahind" the textual 

oscillations and jiatapositions. It is, hamer, more likely than not that the 

viewer has kicktleàge of the fable The Pied Pigar. A A à i a n  vieilier will no 

doubt recmgnize iim#diately The Tragically Hip's sang "Coutage;" in which case 

the sscondary test acts simultaneaisly as the viewer's familiarization to a 

"Canadian" cantext and as his or her Lekmel t (structures of wnsciausness) . 
These inter-media extracts are p l a d  before or af ter (ard in fact 

superimpose) the scene or situation the writer-director wants specif ically 

controlled. For example, The Pied Pi= secardaty text is in- only 

after Mitchell Stephens is alretdy strongly established as a Pied Piper figure 

in the primary text. The seamdary text is introdwed or juxtaposed with the 

primary text only once the viewr is familiar with S t e m '  technique of 

altering lyrics to a constant tune as he secures a foll~wing, a clientele: 

smiENsl 

There are no accidents.. . . Samm samwbre ma& a decision to 

cut a -mer in order to save a few pennies .... It is up to nie to 
ensure moral respansibility in society . . . . 1 & kickt what ' s best . 
Believe me.. . . If everyone had done fiis job with integrity, your 

son axild safely be in school -y.. . . 1 will sue for negligence 

until they bleed. 
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M R S m  

I want that person to g~ to jail for the rest of his life. 1 mt 

him to die there. I b ' t  want his money. 

SLPW3S 

It's iinlikely anyone w i l l  go to prison. But he or his cuupany w i l l  

pay in other ways. And ÿ~ ie  u t  make them pay. Not for the money or 

ampemation for the 105s of y w r  boy, that cm' t be &ne. But for 

the protection of other inmcent children. You see, I'm mt just 

here to speak for your anger kit for the future as well. 

The seconchry text of The Pied  P i p e r  is  'introdueed following this theme 

established in the primpary. The prinrary text, bmver, has a "portal" ta allaw 

or facilitate amther t e ' s  entry. The seeondary text is introdueed and 

presented by Nicimle, b t h  the victim and the victimizer of a Pied Piper 

figure since she is the only character to have enterad and exited the 

proverbial rmuntain. The secmdary text is firstly introdrieed w i t h i n  the 

primary text, as Nictiole reads the fable to Jessica and Mason. V i s u a l  and 

verbal exeerpts fran Tlie P i e d  Piper  (still read by Nicble) thsn superimpose 

the following scene of the primary. That is, the saamhry text becoeaes 

Nicble's voice~ver narration. 

A s  the viewer is introduced to the sacmhy tert of The P i e d  Pi- 

througti Nichole's "interpretation, " the vi- is also f i rs t ly  introduced to 

the seamdary text of The Tragically Hip's song "Carrage" through Nichole. The 

f irst verse of "Curage," sung by Nichole, super- the sœne of mimes' 

recollection of her daily m e .  This masical voice-over "narrates" the events 

or scenes of the primary (of the visual which assuœs the vieiiiier's focus). 

Because these secondary texts are presented by a primary-text character, the 
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b l u  text not only ocatrs th- this etiaracter hut in  fact presents tfie 

seconclary text imPediately within amthat foais. The b l m k l  text actually 

takes place in the meta-narration, i n  Nichole's voice-uver, even though a 

simultaneaus or merged focus occurs thowimt tb film as arie (visual) tact 

or scme is suparimameci by another (verbal). In M a h t  D w c h m  ((ad 

Mxn.îng Jlrliet), the blended tairt occurs as the prjmary ami werlap 

and merge inder a single focus: Constance and the Shakespearean characters 

interact, dialogue, swap lines and remme roles. The "blend" is apparent to 

both the characters of once separate texts and foci and to the viewer. The 

blend i n  Rre Seet -ter is apparent to the viwer krt never to the 

characters of the primary text. The bl- text in fact superimposes the 

primary: Nichole's voice-over is tb 'blanded text, a primary-text character 

reads or sings the seamdiwy t-. 

The character intmâucing the seax&ry texts of The Pied Pipar and 

"Courage" is at  once within t b  action of the scene as ml1 as atside 

observing, both meta-narrative ard within the prheuy tert. Niclmle, like 

Constance in W i g h t  -damna, is the praverbial blendeci or "intertextual" 

character who threads the action and content of the film and w h  controls the 

focus of the "dl-perœiving" viewer. It is in  this character that is located 

the blend betiiiiean primary and secondary terts. Her voiceover also blends the 

t-frames of the primary text. Nichole is nit meraly a primary-text 

character but also (and miore impartantly) the vahicle (or conduit) to 

incorporate and transmit a foreign literary body into the primary; uuh like 

Hitchcock's assistant is Le ûxrf&ssiMal's "seeQndary" character is used as a 

vehicle to transmit information absent fran th excerpu of the seccndary text 

(I M e s s )  kit vital to the raderstandlng of these SCBPLic inclusions. It is 
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this m e r ,  whether it be Niehole, Hitcheoek's assistant or eoastanee, wtro 

directs the facus on the actions of the primary text and in the blend. This 

"blended" character similarly transnits the meaning of t h  overall text to the 

viewer. Through Constance, the feninist and canic renforking of t w t ~  

Shakespearean tragedies is abdieci. Thraigh Hitchcock's assistant, the plot 

"behind*' the I a7llr&ss excerpts is exposed to the viemer as the plot of the 

primary text . Thmugb Nichole, the loss of iiinxwmee (the death of the 

camainity) is r e m  to her personal loss and her "recaptured*' self. Through 

Nichole 's voice-over , through her Chorus-like role and caanentary , The S;iirset 

-ter is exposà as another version of the fable of Rri Pied Pi-; ho 

healing (her recapturing of self) is but an expanded version of The Tragically 

Hip's "Coura~." 

To incorporate th seoondary text within the primary, a point of mtry 

is  created within that primary text, a portal exists within the actions or 

dialogues of the primary to introduce a foreign or separate text. ïmmdiately 

follawing Stephens' recruiting scem with the ôttos, the secosdary text of Ttre 

Pied Piger is introduced into the primerry text as Nichole reads the fable as a 

bedtime story to Bi l ly  Ansel's children, Jessica and Huon. Nichole begins 

reading the fable as the cawra focuses on the illustrateci psges of the îmk. 

The pages are turned as the reading progresses. The scene tbn returns to t h  

primary, ta Nichole and Bi l ly  's children. Nichole continues readhg the 

semdary text : "Wlt , when begins my ditty.  " Mason interjects, "what 's a 

ditty?" The explanatim (or interpretation) of the fable m t  only slows its 

intmduction but foeuses the primary tast ont0 t k  aintents of tiie fable, the 

secxlndary text. By adumledging the secandary text, the primary hmrporates 

it into its actions or events. Nichole cxmtinws reading after ammering 
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~asm's question: "Almost f ive hmdrd yeats aga,// To see the -folk 

suffer so from varmin, was a pity." Ehsoai interjects again: %t's vermin?" 

Nichole's reply or explanation is the follcwing line fmm the seeondary tert : 

"Rats! " She then resunes her reading : "Riey faight the Qgs and killed the 

cats,// And bit the babies in the cradles,// And ate the cheses out of the 

vats ,// And licked the sorrp fran the amks ' own ladies. " The mmra then 

focuses on ttse book's CO- pages. 

k w n ' s  final interjecticm with the seamkry text mt only provides the 

conclusion of this introduetory ~eene but also prwides the vi- with an 

int- interpretation of the manhg for juxtaposing this secandary text 

with the events and content of the pr-: 

EPISON 

Did the Pied Piper take the children away because he was mad the 

tawn didn't pay him? 

N I m u  

That's right. 

msm 

W l l ,  if he knew magic, if he wuid get the kids in the rmuntain, 

why couîdn't he use his magic pipe to maice the people pay him for 

getting rid of th rats? 

N I m L E  

He wanted them to be paiished. 

MASON 

Sohewasmean? 

NICHDLE 

No, riot mean. Just very, vary angry . 
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TiLe interpretation of the secrndary text in association with the primsry 

text is also provided by "the mouthpiece of the autbr." The link is 

established with the preceàing scenes of the primyy t a  (US Mitchell 

Stephéns mts to direct the rage and an- of both the town and his ckin in 

filing a lamit) and is carried over to the proceéding inoest sœne, whi& is 

voiced-over by Nichole's "amtinued reading. " The hest seene begins after 

Niehole leaves Billy 's house. The father , Sam, drives home. He walks to the 

barn behind the buse and Nichole f o l l m  (as she wraps a r d  blanket aroiad 

ber, hinting to the Little Red Riciing Hood fable). Nichole's voice-over or 

reading amtinuas: "There was a nistling that swmâ like a kistling,// Of 

merry crowds justling a t  pitching and hustling,// Smûl feet were pattering, 

wooden shoes clattering,// Little hands clapging and little tangues 

chattering." The camara focuses on Nichole standhg and staring at  her father 

as the voice-over of the secondary text amtirnies: "Cht came the children 

running. // Al1 the little boys and girls, w i t h  rosy cheeks and flaxen airls, // 

And sparkling eyes and teeth like -1s." T h  camm t h  foarses an the 

father staring back, waiting for Niehole to follaw. S e  f o l l m  him into the 

b m ,  as the voiœ-over of the seoondaty tact animates the actions in the 

primary : "Wipping and skipping, ran mertily after// The -ul music with 

shouting and laughter." Once they are both inside the barn, the third ercerpt 

cammces : 'When, 10, as they reached tk m~untain-side,// A wvldrous portal 

opaned wi&, // As i f  a cavern was suddenly liollcniied; // And the Piper admnced 

and ttie children follami,// &xi when al1 w r e  in  to the very last,// !I'h &or 

in the wuntainside shut fast." T b  scene cuts to a full-sereen shot of th 

sewnAyy text: the page illustrating the lame child is in füll focus. Rie 

secondary tact recital (as a Nichole's voi-) amtirPles: 



Did 1 say, all? No! wes lame, 

Aid auld  m t  danoa the *le of the way; 

And, in &ter years, if yw wwld blame 

H i s  sadness, he was used to say, 

"It's àull in our tawn siriee my playmates left! 

I: cm' t forget that 1 'm bereft 

Clfi TO Sam and Nichole kissing in the barn 

Of al1 the pleasant sights they see, 

Which the Piper also pranised ma. 

For he leû us, he said, to a joyous land, 

Joining the tawn and just at hand, 

Where waters gushed and fruit-trees grew 

And f 1-s put forth a faim hue, 

Rid everything was strange and m. " 

This seamdary text superimposition evinces clearly the Pied Piper 

figure in Nichole' s lff e, her apparent willingness to follcm him in hopes of 

reaiizing the dreams that her father had prcmised (and even shared in). 

Instead of Mplenienting her oun anxaentary, ber m observations, Nicble 

recites the seeondary text of !l?m Pied P i p e r  to explain har actions, her 

reactians, her observations. Mter she returns home frau the bspital and 

learns of her parents ' retaining a l m ,  the secondary text v o i w e r  

mtinues: "Fathars, motbers, uncles, anasins, Il Families by the tens and 

dozens, // Brothers, sisters, hubands, wives-Il Follawsd the Piper for their 

lives." T b  scene then nits to Stephens in the airplane wtio places a blanbt 

mer Alison while she is sleeping. Stephens as tb Irmnirnityls Pied Piper 
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f i g u r e i s t h s r e h f o r e e d b y t h e f ~ o f  theprimaryaxxithe-=of 

*seeondary- 

The sewndary text of Z b  P i e d  Pi= is exposed as another version, 

arvlther explanation or definition, of the actions, a ~ ~ n t s  and clonsequences of 

the primary text. The seeondary text of The Tragically Hip's "Curaga" is 

similarly enployed both to describe the actions (th- providing amther 

definition of) in the prbary text and to focus the path of meaning formation 

i n  the overail text or film. Chce again, this secandary text appears diegetic 

and mm-diegetic, within the actions of the primary as ~ l l  as outside the 

characters ' wrld in the form of a voice-over . ' The technique of transmission 

parallels the former se- text: throuqh a primary-text character, the 

seconâary is presented to the viewer, introduced into the overall text. The 

sang is played as a voice~ver to add or emphasize meaning to Nichle's scenea 

(to her behaviaur and actions), and within the actions of the scene to specify 

the characters involveci. Mare important, b e v e r ,  is Nichole ' s incorporation 

or interpretation of the song: the song oscillates betueen the original 

version and her version, eniphasizing the incorporation and subsequent 

assimilation of the secondary text within the primary, transmitted by the 

primaty-text character. Similarly, the secondary ta& of !l?~ P i d  Pi- is m t  

only interpreted by a primry-text character, but is anïy ma& available to 

the primary tatt thmugh Nichle's "recital." 

Nichole is litarally the maithpieee of both the author and internal 

adaptation (as she is the personifid Mealization of merging texts and t b  

resulting overall text ) . "Courage" is introcbwâ, already blended: the f irst 

verse of the song is sung by Nichle as a voice6ver. Follawing blores' 

m t i n g  of her route, the events leading up to the accicknt , to Mitchdl 



13 1 

Stephens, the scene "enters" the e#ents before the accident. HoriiFever, the 

sasrce of meaning is m t  faind within Dolores' ramllection, but rather in 

Nicfiole's expression. The subjective frawwork of the sœne switehes to 

Niciiole' s perspective as shs watches the h s  ride f m  a passangers s 

perspective. Resenting ber version of th srmg signais this change in 

perspective : 

Watch the band thmugh a àmch of daricers 

Quickly, follow the ini)rnnJn with sanething more familiar . 
Quickïy samthing familiar 

Courage, my wrd  it didn't cam it doesntt matter 

The camera exits the interior of the kis to stYW the kis, the road and Billy's 

truck following behind (the seconâ line narrates, corresponds to, the outside 

shot ) . The camera then enters Billy's t e .  Dolores' continued -1lection 

of the events merges into Billy's perspective. The seoondary tatt of "CaurageN 

is employed only twice in the fi lm: the initial recollectian of events thraagh 

Iklores' accornit and M o r e  Niehola gives her &position. Niehole's versicm of 

the song is, hciikiiever, provicieci in full "outside" the film, acampmying the 

credits. Her version or interpretation, Mch begins and ends the primarvy 

text, bounds the action and marlti-narration of the overall tact. 

A s  the secandary texts in Macïbnald's play merge (exehange and dialogue) 

throuqh and because of the primari te*, the seeondary texts in nie Smet 

-ter ( me Pied P i p e r  and "Carrage" ) similarly blend as a result of a 

"physical" anmmality, mt m l y  thmugh a possible gramaticality arising 

frm the juxtaposeci texts. This blend, heniwer, which is introrhiced and 

absorbeci by Nichble, is never fully assimilatecl by the primary text. Ratber, 

the blerded text renains mxiiegetic to th actians of the primary text, kit 
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is rroiretheless inscribeà into the patterns of the uverall teat: anly thmuph 

the superimposition of this blend can the actions of the primary be fully 

portrayecl in the film. The begiiaring of tNs "bloairi#iW scene ensues wben 

Nichole is able to accept and verbalfie tb erid of her (and ber father's) 

dream of stardom. It was this dream that her fa- uses to keep her bmmd to 

their incestiious relationship. As her fatber enters her man, The Tragieally 

Hip's version of "Caaage" begins to play w i t h i n  the actions of the scene, as 

a background narration on Nichle's confrontation: 

SAM 

You sesm, uh 1 Qn't k m ,  distant. Hard to talk to. 

NI(30LE 

Didn't used to have to talk alot, did we dam 

SAM 

Whatdoycnimean? 

NIalDm 

X mean, I'm a wheel-chair girl rwnir and it's hard to pretend that 

I'm a beautiful rock star. Rni#nt#r, daMy, that beautiful stage 

yrxi wre going to krild for me. Ym m gafng to light it with 

nothing krt candles. 

SAM 

Well, okay, 1'11 take yw [to the deposition] abait 9:30 in tlm 

morning if that's dray with you. 

The first tw verses of the song play in the baekqroimd during this dialogue. 

As Nichole amfronts the end of the shared dteam, the lyrics of tM seami 

verse narrate ami -lain the importame and meaninQ su- b r  final 

CQnfrontation: 



SleepJalk, so fast asleep in a motel 

that has the lay of t m e  and piss an al1 of y w r  

backgrand and piss on al1 your siamraidings 

Gavage, my wrord, it didn't cale, it dnnnn't matter 

Courage, your mrd, it didn't came, it doesn't matter 

&mage, my wrd, it diàn't corne, it cbesn't matter 

Courage, it d d n ' t  curie at a worse time 

This seamdaq text is then foregroltrded as it becams a mi- during the 

drive to Nichole's deposition. The third (and final original) verse 

foreshackm the turn of events taking place: 

So there's no simple explanatian 

for anythhg important any of us & 

and yea the tnmian trasedy 

wnsists in the necessity 

of living w i t h  the consequances 

inder pressure, under pressure. 

Courage, my Wrd, it didn't amie, it doesn't matter, 

Courage, your mrd, it didn't corne, it doesn't matter, 

Courage, my wrd, it diàn't cape, it Qesn't matter, 

Courage, it couldn't ante at  a worse time. 

AlthoW the "Courage" secmhry text never superinio?pes the emnts or 

scenes including Billy, its "theme" extands to this o t k  character trying to 

regain (individual and E.rmnrriai) self4terminatian. Rie lyrics of "follw the 

unkrrnrn with saœthing more familiar" and "sleepalk so fast asleep in a -tel 

that has the lay of t x d '  relate directly to BiLly's "daily mute," to his 

driving behind the scbool hus every mrning and b his rendez-vaisas with Resa 
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in the motel. in ending his relatiaaiship with Resa, Billy's " i n d i v i b t i m "  is 

further describeâ by the lyrics, "there's m s-le explmation for  anythîng 

important any of us cb." Billy in fact -tes with Stephens to direct the 

town ' s actions (or lack of ) . Billy amther Pied Piper figure as he 

attempts to convince the tawn mt to plrsue th lawsuit lead by Stephens. The 

viewer is introduced to the Billy-Stepb8ns "amflict scene" in  this previcm 

scene. The v iewr  is given Billy's acceptanee or realization that  the bus 

crash is an accident; that the lawmft W d  be of rr, help to heal the 

cammmity (although Stephens convfnces the town that blam must be assigned). 

In the gas station SM, the vi- is thus f o r c d  to assune Billy 's 

perspective as the t n m  perspective, a l e  St-' perspective as self- 

ssrving and as angry as that of the Pied Piper's: 

STEPHefSs tands infmtof  thescbolkis 

SmE'Hms 

1 can help m. 
BILLY 

Not mess you can raise the W. 

s!mHms 

Yau can help each other. 

BILLY 

You leave us alone, S t e m .  You leave the people of this tawn 

alone. 

Sl'mms 

You're angry, Mr Ansel. Let me direct your rage. 

The final sœne of Mitchell S t q h n s '  v i s i t  (NitAmle's deposition) is 

the final merge betwwn t h  film's "textuaï el~ments:" af ter  the &ive to the 
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amminity oentre, during -ch "Courage" i s  played as the original version and 

as a mica1 voiœ-aver, the lyrics end but the instnaiental continues. 

Niehole ' s reading of the third exœrpt fmm Rie Pied Piper follows the 

originally-sung lyrics. A s  she is being wheeleâ to the table by har fa-, 

her voice-ovar begins: 

ühen, 10, as they reacheâ the manrtain-side, 

A woIldrous portal opemi wide, 

As if  a cavern was suddanly hollaed; 

Anà the Piper aàvanced and the chilàren followed, 

And when al1 wem in to the very last, 

The Qor in the mmtainsick sht  fast. 

Did 1 say all? No! Qie was lame, 

And caild m t  danice the a l e  of t k  way. 

The acclompanying music ends with the ahme recitatian. 00th seoondary texts 

( The Pfed Piper and "Courage1' seciondary text) merge: they warlap as new 

meaning is plaeed on Nichole. Ebllwhg the "Courage" lyrics but still under 

the influence of the music, Nichcile recites an excerpt of The Pied Pi= w i t h  

new emphasis, with an aqamied influence: "No! One was law, And cmld mt 

d a m  the wble of the way" is said w i t h  more strenigth, w i t h  more "amaga," 

with more mis of maaning. 

A t  the depesition, as Nidmle's lVmemr,ry seeiis to be clearing, " stie 

relates her version of the events (wtiether tNe or mt) in order to free 

tierself fran the hdage of her Pied Piper, her f a W .  With the ~nn#ra 

foaised on Niehole's father, the secandary text voic8-over continues: "It 's 

% *  oiiT town S- Pia-Ltès y a i j j  - 9 t  fmt -t i Y a  Mt;,# 

Of all the pleasant siqfits they seet// Which the Piper alço pmmised are." 
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Niehole then begins her testimmiy: "1 was scared.. . . Dolores was üriving tao 

fast [shot of Sam, s b c k d  and opanawthed]. . . . 1 looked, 1 remember clearly 

m. It seemed m tiiiere going too fast Qwn th hi11 and 1 was scared. . . . 72 

miles per m.... The speedometer was large and easy to reaâ fmmwhere 1 

was.... [I rsmember mis] rmw that I'm telling it." NiChole's voicearer 

continues, or rather ap la ins  : "And why 1 lied he only )aiew. But frao my lie 

this did cane true. Those l ips [ c l a e u p  of Sam's slightly gaping mth 1 fm 

which he &w his tune uere frozen as a winter m." 

The apparent continuation in fom of the seoondary text in fact blerxis 

fnto the primary text. Beyoibd Nichole's transaissim of the seûondary tact, 

Nichole presents her text , necessarily primry, in scmmky-text form. 

Nicble, mtaining the lexieal structure of the fable still acconipanied by the 

instnaaental music, verbalizes her m text , ber own -lanation or clef inition 

of har actions: "And why 1 l i e d  he only kisw. But from my lie this did cane 

true. Thse lips fran *ch he drew his tum were frozen as a winter mon." 

This shifting into the primûry text while retaining the structure or illusion 

of the secondary tegt (or conversely, by irieorporating the primary text into 

the secondary) is the blended text. This "union" betwen tm texts exposes the 

intrinsic element of separate yet theiaatically oangnient texts -mane (if not 

vi tal)  to the f i h  or werall text. A i l  that i s  required of both texts to 

process and ampmhmd the actions, events or themes of the f i la  are f d  

w i t h l i l  the film itself. The exœrpts provided by each primary and seax&ry 

text are a t  once th amplete amtents of thm teats ami mir interloping 

meaning. T k  content of each foais prwiâes the viemer with tk actions, 

events and dlalogue to =tract t h  thmm of an înüivlâuaï's and a mmmmîty's 

loss of inriocenee. The ( jmta-)position of both terts in relation to each of 
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thair "scams" enables the affinities or conflicts to manifest th pattern 

andmeaningof theoverall tact. 

A s  the first introduction of the "Courage" seconQry text is alreacîy 

"adaptai," as it is presented firstly as Nichole's version, the amrpts of 

Rie P i e d  Piper are also presented alreaëy dited to the viewer. The first 

introduction of The P i e d  Piper seaondary text are the first two stanzas of the 

original poan by Rabért Eimmhg. Nichole reads these stanzas to Jessica and 

Mason: 

Hamelin 'mn 's in Brunswick, 

By famus IJariover city; 

The river Weser, deep and wi&, 

Washes its wall on the southern side; 

A pleasanter spot you never spied; 

h t ,  wfien begins my ditty, 

Almost f ive hundreà years ago , 

TO Sm the tcknisf0l.k ~ u f f a  30 

FYan vermin, was a pity. 

Rats ! 

They fought the dogs and killed the cats, 

And bit the babies in the cradles, 

Ami ate the cheeses out of the vats, 

Anà licked the soup fmm tb cooks ' cm ladles, 

Split open the kegs of salted sprats, 

Ma& nests insi& men's Sunday hats, 

And even spoilai the m m ' s  chats 
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With shrieking anci squeaking 

In f i f t y  different sharps anci flats. 

These f irst two stanzas are tIm follcrwed by stanza 12: "There was a 

rustling . . . . " The end of this stanza is imnaiiiately follcrwed by the 

fran stanza 13 : 'When, 10, as they reached the mwntain-side. . . . " The last 

line of the exœrpt fran stanza 13 is already aiterd in text. The original 

line reads, "And everything was bright and mu," wfiereas the excerpt in th 

film reads , "And everything was strange and m. " This adaptation of or 

alteration in the original excerpt or seandary text parallels the already- 

adapted verse of "Courage," as sung or interpreted by Nichole. More the 

excerpt (either the song or the -fable) is included into the film, it is 

already "adapted" ta f i t  the circio~stances of the overall text , "modified to 

f i t  the screen." In taking the excerpts art of thsir amtext and text, 

changing the or&r of presentation or continuation, the f ih edits the 

excerpts mrding  to (adjusting to) the primry text (what it is to define). 

That is ,  the exwrpts, which in fact define the actions of the primary, aaist 

canform to the meaning of the overall tat. Similarly, the order of 2 7 ~  Pied 

Piper exœrpts is aïtered fran that of the original version. The -t to 

follaw stmza 13 is stanza 7: %thers, mthers, uncles, ausins,//. . .// 
Families by the tens ami cbzens, / /  Brottuars, sisters, husbamh, wives-// 

Followeù the Piper  for tbeir lives. " This stanza is already alterai, for tb 

line "Cacking tai ls  and priclung whiskers" is excluded frrm the exœrpt. T b  

stanza 13 excerpt is t b n  repeated. The last excerpt of The Pied P i p r  is the 

last three 1- of the stanza 13 exœrpt and the end of Nichle's voi- 

narration (which in turn is the conclusion of the film): 'Whare waters gushed 
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was strange and m;// Strange and m." Tiie ordar or wrding of the original 

(and amplete) version of The Pfed Pi- is m t  "requireb reading" by the 

v i m  . The exœrpt is presented in the film , in this specific order to 

emphasize or define the actions in the primary text . The "plot" or the 

continuation of üm seaxdary text is riot required to understand its 

juxtaposition (or mrperhposition) with the primaty. Enough "information" 

about the story of the Pied Piper is ineluded in thse (rearranged and edited) 

excerpt stanzas. Enough of a pmrallel is drawn from the excerpts to include 

the concept of the "Pied Piper" (-y transposed to Stephens' character) and 

the "lame" child left behind (Nichole) in the prhry text. Therefore the 

viewer's added JLTYnJleâge of the poeipstory Zïse P i e ù  P iper  of tkPme1ir.1 by Robert 

Browning in fact a& rio more meaning than what is provided or frameà within 

the focus of t k  secondary t e ,  than what i s  transcribed in the oscillating 

patterns of the overall text or film. 

Althwgh aimnct wery intertextual wwk (as with al1 literary works) can 

be defined or explained by the integration of an autside source, that external 

reference (Plato's allegxy of the cave1 in Rri Smwt -ter) is mt vital 

concept of un ivara i l  t o n :  t h e  l i p h t  f r a  outmide the cave eimtm t h e  mhiQum of pimming popla 

and t h e i r  klongingm on th@ w i l l s  inmi&; thou uào hiva i l w i y s  b..n inmida the  Civa, chi ined 
primonare unmble t o  -va t h e i r  haids ,  navar h i v i q  ..in tk a c t u a l  objactm, can only dofina tk 
objecta  by t h e  mhidowm thay cirt. tvaryona inmide t h  Cive w i l l  hava i differmnt perspect ive of 

t h e  shidoum, minci mach prisonar  i m  l o c i t a d  i n  d i f f a n n t  ua8 i n  th Cave, and thus  w i l l  

provida i d i f f a r a n t  description-d.fiaition. Thie a1.por-y "br inp i  t o  l i g h t "  t h e  tancept  of 

mubjoctivity and p e r c a p t i o n - p a r m p ~ t i v r :  110 tw N b j ~ t m  hi- th. m u i  perspctivm of ana o b j e t  
i n  t n i t  no tw mubject8 i r a  t h e  m m œ .  The o b j e t  (th t r a n ~ ~ e n d m t i l  o r  universal)  1s aot put  
i n t o  q u i t i o n ,  only th@ d a f i n i t i o n s  of t h i t  o b j e t  in; t o  âmfina an o b j e t ,  th@ m u b j u t  h i 8  to 

perceive t h i t  o b j r c t  m d  perception c m  only ti*i placo within a i c h  ( intmrant ly d i f f a n n t )  

subjut. 
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to the mbrstanding of the film, sinee it is not inscribed intrinsically to 

the strwture or content of either the film or its systsmic features (the 

primary and secondary t e ) .  The path of the film, the letter of the overall 

text, is controlled by the paths of its a m t i t u w t  texts: entering or exiting 

one text (either the primary or seeondary) is mntrolled by entering or 

d t i n g  amther. If an external referenœ proved vital  to the inderstanding 

and definition of an intertatual work, then it wcuïd be inscribed mt merely 

as obtuse meaning but as  a feature of the film. I t  U d  then be redumd fran 

allusion or influence aiid enter the kbemwe1t that amposes the multiple 

narrative foci of the film. 

The final scene of both the primary text and the oveta11 text ends with 

"refarenee" to this allegbry: after kissing Jessiea and Mason gxxhight, 

Nichole walks tmmls the large window at  the mü of the hallway; light frun 

an approaching car sp i l l s  into the hall, casting a shadow of Niehole onto the 

floor. This final scene suggests Nichole's exit fran the proverbial cave or 

minitainside, as she is firially able to perœive both the abjects and the 

shadows they cast. Althngh the film ends, her version of "Courage" 

accanpanies the creâits of the film. Her interpretation, her accainit, is 

firially projected onto the vieiiifer. The final voi- narration (which links 

the three tirne-frames i n  the primary tact) leading up to the borading of the 

Cave allusion -es the vienrer to  the blending of the texts. Her narration, 

in secondary-tertt pasition (a voi-er super-ing another "tert" or 

focus), links the three t b f t a m e s .  After Nichole's deposition, the scene 

cuts t o  the end of the "airplane tirne-frame," during which time Stephens sees 

Dolores as a b t e l  s h u t t l e h  driver. Niehole's voice-uvar , to which the 

viewer has ben subjected t k m g h u t  tb film as th m o d u y  text, begins: 
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NICEIDLE (WICDCIVLa) 

As yau see k r  tÿN yetars later, 1 winder if yai realize sanething. 

1 wmder if yai understand that al1 of us, Dolores, me, the 

chilàren w b  suntived, the chilàren w b  didn't , 

Clfi TD BILLY watching the scfwxil Dus blng hauled away 

that we're al1 citizens of a different tawn m. A place with its 

own special rule and its own special h m .  A tckni of people living 

in the swet -ter. 

CVT lü a lit Ferris wh&l at night; the canera slwly pans daJn to rest 

on Nichole's face. 

Where waters gushed and f a t  trees grew and fl-s pit forth a 

fair hue and everythirig was strange and m. 

NImm sniles. 

Everything ms strangia and m. 

The scene then returns to Niehole and Billy's children. She closes the fable 

and kisses the children godnight. She tiien waiks tckwrds the hall windcm when 

the lights of an appruaching car glare in. This final stem which units al1 

three tirne-frmaes sinul-ly "mites" the prfiaary and secmiary texts. Her 

final voic~-over is in fact the primary text kit disguised as a secu&uy 

text , since it assupes th position used by the seeondary text throughait the 

film (that is, the v o i m  position). This dination of "teacts" under om 

shared foeus is the b l e u  text, which ineorpomtes th structure, content 

and foeus of both prim;iry and seoondary . In the previsus scene, Nichle's 

deposition, th portal for this bleriding i s  intmdumà as she presents k 

interpretation, hm explariatiaa, her ckni narrative, as a awitirnration (in 

positioning, lexical stnictum ancl explaMtmy mion) of the seemdary text 
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of The Pied Pi-. It is 

textasboththepriDpary 

the fable) are presented 
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this last Sœm, hrmever, that is the fully b l a  

(her awn narrative) and the seeondary (the accerpt of 

on the same 1-1 and as one t m  or recital. T h  

seeondary tact is no longer used as an alternative acplanation or dafinition 

of th primary text: it is plad imiwiiately into the contact of the 

primary t e ,  Nichole's am voice-over narration. A place "where waters gushed 

and fruit treei grew" is the seet hereafter, the filmwhich is mre than one 

text, one explanation, one tiaeframe. This "tawn" is literally peapled by its 

texts . 
The eidas of following the Pied Piper bit0 the m ~ ~ t a i n ,  following the 

"iai)mrrwn with sanething more familiar," is presented in the title-shot scene 

with a more traditional (more poetically Riffaterrean) or ambigucrus usage of 

the "intertext" (-ch is attained only by th laurwle&able viewr, with 

information egternal to the film). Tha sfiadems cast on a wooden wail by 

nrnring, f lickering lights allu to Plato' s allwry of t h  Cave, which is 

confinned as a matrix of the overall througti the sugmrimposititm of Tlie 

Pied Piper fable on the events of the primary text in Z b  Swwt hzasfter. 

Like the portraya1 of Constame as a Hamlet in M g h t  ZWdemaM and the 

Hitcheockian stairuell in Le QanfessiMnal, the ref- extenial to the 

film, outside the viewer ' s focus, provide th -1-le viewer with 

confirmation of the meaning founà withfn (extracted fmn) the patterns of the 

overall t e .  Thse allusions or referemes do rmt provide an exterrial path 

for the viewar, kit they will, at best, provide a minute detour or a seenic 

c u l 4 s a c  that do rnt exit the vi- fran ttie letter (or oscillating 

patterns) of the overall text . Niale, the only "ch- prisorier" to have 

exited the nrnmtain (into Wch she was led by her father, k personal or 
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familial Pied Piper),  is the sole victinmiîmss in the lawmLit led by 

Mitchell Stephens. She i s  ths  the sole perceiver of the "universal" of the 

accident ( m t  the s h a h ,  m t s  or versians of the accident, differing in 

shape fmm one pris- to tk mxt trapged inside the nuuntainside, "a 

different town with its uwn special rules and its own special laws; a town of 

people living i n  the sweet hereafter"). 

It is the muritain, the -1 hus accident, that tram the axmmmity 

and d which the tirne-frames r m l v e ,  inside of which the nucleus of the 

crrmnniity's pain is lccated. The allegxy of tb Cave is explored 

"internally, " within the confines of the film's texts, as that of the 

proverbial muritain or crrve within wfiich ane retreats when Mxinded to  heal 

thmugh seclusion or  isolated security. &hm=, since the nucleus of pain is 

laeated inside this nuuntain, characters remaining inside amstantly relive 

(ccinstantly re-experienee) this pain. b&eù inside, unable to eseape, the 

motmtain (before the accident and t h  accident i t se l f )  is a t  onee the locatian 

of pain and the site of healing as it contains the mepory of these children 

and their point of "cleparture" fran the amunity. The title-shot of the 

family nucleus sleeping on the bed miterates (or rather introdueas) this 

sense of security and cause of emnmus pain, as  is expressed in S t e m '  

( w b  was "divided in tw parts: one part was daddy, singing a lullaby to his 

little girl;  the other part was surgeon, reiarty to cut into her little throat") 

relationship w i t h  his dmg-addicted daughter. St- himself mst retreat 

into cave-like seclusion (the airplane's bathroao) i n  order to achiit and 

release this ail- insffable pain and in order to regenerate M o r e  

r e m  to the outside, t a  the cumunity. It is this smmd, captured 

rmment that is the past's parmanency in the m e n t :  like Iklores ' s~ylpsbts 



144 

of "ber ici&" on the wall framing "her lffe before;" like Dolores' husbard, 

trapped insida a body debilitated and mrizxled by a s-; like Marc t r a m  

inside the -le and like th ingrainai, unfading amiines of w t i a n s  past 

-ch are left inqrinteà on th present, photograph outlines on the Wls of 

the riamntagtm home in Le Chnfassiannal. 

The "nuuntain" ia the -t, physicêl erivironœnt (the sehool hus: 

before, during and after) to which is attaciied the emotive wrld of its 

inhabitants, the  living i n  th swet -ter. It is the mnduit 

to access the ment and predccident me~neir ies  trappeû insi&, wtiich trags its 

"inhabitants." This "container" further mites t k  timeframs and 

perspectives regarding the accident. in order to remter the mountain of the 

accident, enr=ased by th physical sdml tus, amther Pied Piper figure is 

requireâ: Stephens assumes tMs recycled role (initially asmmed by Dolores, 

the bus driver) in order to "speak for [the tawn's] an- [and] for the future 

as -11," to "direct [their] rage." 

The matrix of a a m m i t y ' s  Pied Piper  is rehced, parallelling the 

congmity be- individual and cumumity, to the nucleus of security: the 

family. I t  is within this cummity or family where the location of strength 

and kiieainiess, pain and healing, bonQge and fmeckm, is fornd. The pain of the 

Mitchell-Zoe relationship is further expmded upon with tb ixest 

relationship with Nichole and ber father. Rie accident in fact liberates 

Nichole fran her ineest relationship: her physical confinement gives her a 

reason to break free fmn her Pied Piper, her father. This is evinced (or 

rather suggested) in the combination of semmhxy texts: oaaage is required 

to anancipate herself frai the bondage of her persoaial Pieü Piper. A s  she does 
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so, she necessarily frees lmr crminniity fmm entering deepar into the 

muritain, fran follawing the lawmrit impl-ted by Stepbns. 

The Pied Piper matrix attends beywd the characters inside the film: it 

nscessarily exwupasses Atan Egoyan's role as writer-adapter-director. To leaà 

the viewer through h i s  interpretation of the noval, the adapter anits , 

emphasizes, and ad& or creates passages fran the original text in order to 

propagate h i s  "tum." To focus on the characters' need to lay blame, their 

need to "direct their rage," as Stephens tiares the mlady, the f i f t h  section 

of the me1 (Dolores' second personal accainit, confitming to the reacbr the 

suffusing theme of the characters' inability to forgive versus the need fcx 

forgiveness that binds a cammmiity) is mt included in the film adaptation. 

Therefore, as the seeondary t e s  are "eâited" before their inclusion into the 

werall text or film, the primary text, the Russell Banks' me1 on which the 

screenplay is based, is similarly a h d y  acqui6sœnt to the meaning and 

patterns of the overall text, to Egoyan's interpretations of the original 

m e 1  . 
The use of the secondary text as an explanatian or  alternative 

definition of the primary text (excarpts fran ZBe Pied Pipar  or "Courage" to 

specify the action and motivations in the primary) is in fact exploiteci within 

the primary. The inevitable union between the primary and seeondary (the 

emergence of the blended t e )  in Nichole's mi- thmuqhait the film is 

f oreshadrnJed by the p r m  tert 's cm voice-aver usage. Dolores ' recaniting 

of the wents leading up to the accident (kr ammrsation with StephePis) 

provides both the film's and the primary t e ' s  en- into amther t- 

frame. Dolores ' descriptions becuœ the mi- (the descriptive narration 

or explanation) of these past events. As Dolores begins ta talk to Stepheris of 



146 

her daily =te, of the children she cleared fraa the nuuntainside, the 

cuts fraa her living roao to the hs. Dolores' rumiipntary assimies tb voice- 

over position. The visual focuses on Nichole and Rear watching the ri& as the 

voioeover (or verbal) enters into Nichle's perspective, as her version of 

the "Caurage" secondary text is played. The scen8 than expands to an outside 

shDt to include the road and Billy 's truck fol lwing the kis. Meanwhile, the 

lyrics of the secmlary text match the visuals: "Watch the band thmugh a 

kaieh of daneers" namates Nichle and Bear watching Dolores' route, -le 

"quickïy, follow the inilcrown with sanething more familiar; quickïy suœthing 

familiar" narrates Billy's daily route of following the school kis and waving 

LW 111s dillrlrwi. Rié! fucus Uwrl witers hitu B l l l y  's uU as Dulorts' volcx- 

mer acocmipanies t o  explain Billy's inclusion into her route, har mutine. The 

scene then returns to Dolores ' amversaticm with Stephens, ta then enter 

Billy's truck. In order to provide perspective, i n  order to enter Billy 's 

perspective, the verbal inclubs his actions ard dialogue (his telepime 

conversation with Resa) . This dense or freguent oscillation between two t h e  

framés rrit only situates Steptisns' v i s i t  to the tekin bit mm bpmantly 

enables the film to aceess for longar periods of time the events (at cms 

visually and m b a l l y )  leading up to the accident. iblores' voi- (which 

is the dialogue of a different t-fram than that of th visual) stnLetures 

the film t o  ineorporate th seam%q texts. That is, the inclusion (or 

juxtapsit ion) of a "foreign" voice-mer is m l y  a continuation or 

pragressian of th i s  scene's structure. 

SMilarly, S t e m  ' awn retreat into his past provides an explanatiosi 

of the actions and behaviour surrmniding the relatianship with his dauqtiter 

during the tineframe of his v i s i t  to the tcksn. H i s  narration (which i3elangs 
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to the thneframe of tm years after the acciàent, inside the airplane) is t b  

voiceoveu to explah the inamdiate viSual of th i s  padt event. Talking to 

Alison in the airplane, Stephens readlects: "Al1 these times 1 go to save Zoe 

I remember the time trie almDSt lost M." The scarie thn nits to a mther, 

father and child sleeping in one bed (the opening shot of the film). As the 

scene switches between the airplane and the family bed, Stephens m a t e s  the 

events of Zoe being bitten by baby black widow spiders. His narration bncrmi_c 

the voice-over as the visual retreats into the past. Houever, an overlap or 

union between two foci, two t-frames, is introduced in this scene. As 

Stephens narrates: "1 vas divided in two parts: one part was daddy singing a 

lullaby to  his little girl;  the other part was surgeon ready to cut into her 

little throat.. .. I didn't have to  go as far as 1 was prepared to go. But 1 

was prepared to  go al1  the way," the scene fl ips belmen the airplane and a 

child's face with a scalpel next to it. As the child stares into th camera 

and as Stephens' voiceover contirPues, a man singing is backgmm&d. Mter 

Stephens' micemer ends, the visual of the child and scalpel remains almg 

(presimably) Stephens' singing. This scene introdireas th VI- to a metrging 

of "texts," of averlapping tirne-frames, and is the strwture by which the 

blending of the primary and s e a d a r y  tacts is implemented in this film. 

Unlike t h  clear v i s u ï  distinctions in Le aanfassianriaf b e w  pest 

and present charactm, and the intermirigled separation of narratives in an 

urachanging envirormant , thare are few cleer distinctions in Z?M Sriieet 

-ter by which to differentiate temporal texts, points-of-view past and 

p-t. For nueh of the film, the sole mumr  to timê-frame sœms 

(jurttaposed mt in form imt in linear oeeurrence) is by pmeessing the verbai 

or dialogue. As in W g h t  L;resdear;rna, d y  by proeessing the dialogue 
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between primary- and secondary-text characters can tha reader diifemntiate 

betiireen the yrimary text surrolnding Constance, the Shakespear~~n seeondary 

texts and the blended text. In 2% Skset lkmafter, it is onïy during the 

-t that the vieiiirier perceives the thme time threads (the day before 

the accident, the àay of the accident, and the tim-line of Mitehell S t e m '  

visit) and realizes that Nichole's voice-over (the voice-over similarly 

employed by Pierre in Le Q r r f ~ f ~ )  is linked to the plane/airprt seenes 

and not to Mitchell Stephens' actual visit. For most of the f i i m  Stephens' 

visit is projected as the present of the plot a l e  the annipresent (or vaioe- 

over) narration is the present of the actuaï film and the viewr. Stephens' 

visit is as much a part of the conglamefated past as the &y before the 

accident. Stephens accesses the &y More and the &y of the acci&nt by 

amalgamating several Ws, subjects, shadems, of one event; much as the 

present primary text in Le Qnfessionnal incorporates the seemdary tm of I 

Qanfm and of the past to solve its on-gbing mystery. Mitchell Stephens 

aabadies Russell Banks' role as "data colleetor" and personifies At- Egoyan's 

role as the transcendental Pied Piper. 

In order to aceess the s6camby texts, to hmrpxate the exeerpts intcr 

the primry narrative, the author must create a "welarming" context: 

MacDonald's m i c a l  Gustav Minuscript and Lepage's renms of Hitchcock's I 

W e s s  are simultaneouçly the points of entrance into tha secordary texts 

(mir aceess to the "historical") as well as into the bl- text. Egoyan's 

The Sksiet Hemtfter, Wike MacDonald's ard kpage's "adaptations," relies on 

a m m  traditional and aunrentional foxm of genre adaptation; that is, t b  

actual mmrking of an existing text into anotbr medim. !fW Skrset -ter 

dDes m t  d l  into play the reproduction of its original, its starting point 
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that i s  the m l ,  within the film version, but rather imports "new" seeondary 

texts which act similarly to those -1- in Wdbnaid's and Lepage's works. 

Both M g h t  aeSrdemrrna and Le ûMf8ssiMnal reproduce their origWs 

(Shakespearean excerpts and Hitchcockian exœrpts, respectively) within the 

overall text as seca&uy texts. iSonetheless, thÊse genre or form adaptations 

function in much the same mariner as Egoyan's amv~ntional adaptation. They 

both reiriiork the original texts to produce variant versions: MacDonald 

recreates a Shakespearean #medy, based on his established techniques, by 

intesnaïly adapting tw trageëies, while Lepage rewrites Hitchcock's I Conf~ss 

for different characters and events. in al1 three intertextuai creations, the 

autbr has no ctioice kit to assime the role of the Pied Piper if his or ter 

adaptation i s  to be perceived, if his or her intentions and interpretations 

are to be incorparated and realizeà by the readerr-vi- who in turn asstmes 

the subjugated role of tb Pied Piper, as Riffaterrre perspicaciaosly notes: 

la tâche de l'auteur came eneodeur du message est plus contraignante 

que celle du locuteur. Un locuteur doit tri- de 1' inertie du 

destinataire, & sa distraction, du cars divergent ou bstile de sa 

pensée; il Qit souligner frequsmPent, et œ surcroît est concenM sur 

les points les plus importants rhr àisccrurs. L'écrivain, lui, bit faire 

plus pour faire passer son message, car il n'a pas sa disposition les 

moyens linguistiques ou extralinguistiques d'expression. . . aiaquels il 
doit substitusr des proe8dés d'insistance (hyperbole, dta~re, ordre 

des mts inhabituel, etc. ) ; en outre, le locuteur peut adapter son 

propos aux beçoins et am réactions du destinataire alors que l'écrivain 

doit prévoir inattention ai désacer,rds potentiels & toutes sortes et 

cbrmr 8 ses procédés une efficacitb mxhale valable pour un Kmbre 
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illimité de destinataires. 11 faut plus tenir aupte de la amiplmité & 

jeu entre La crrmainication prre et les ummtations expressives, 

affectives et eswtiques. . . . La caubinaiscm &s ammations àépenà a 

la fois, évi-t, da la personalité de l'auteur et & ses intentions. 

(Essais & stylistique stMcturale 33-34) 

These intentions of the author are the patterns of the overall text wfiich 

uriderwrite th secoDdary text to be juxtaposai (to be perceivecl by the reader) 

and tbat secondary text's implication in the transcendata1 meaning of the 

werall text (its juxtaposition, oscillation, ex- with the primiry). 

These intentions of the adapter, which are the patterns of the intertaxtual 

wrk, are transposeci onto the reader or viewer via their assimilation (and 

thus propagation) in and by the reader-viewer ' s "imagination. " Withwit the 

char separation or distinction between primary and secandary texts (wfietber 

it be diff erentiating f orm, amtent , or diffusion) , the intertextual can 

onLy be perceived by the reackr or viewer follwing the pattern of textual 

oscillations and cmvergeraees. 

Be- the adaptation of an Amrican novel to a Canadian setting, Egoyan 

hrther a&pts the original m l  by incorparating juxtaposecl seUordary texts. 

The Tragidly Hip's song "Courage" and the Rabert Brawning version of Rie 

Pied Piper of Hmeïin are the secondary tests (which in fact "m" within 

their final amalgam juxtaposition with the primaxy text) tht reify mani.ng or 

signif icance within th -ite work ( the film) . Riey superinpose the 

prbary text; the i~igrampaticality or nondisjuction in form (both visrially ard 

verbally) between the primary and the seam%ry forces tire viewer to reduee 

pherm#nologically t h  universal eidas of the film, ac)cnowledging and 

reproducing (intenializing and propagating) tire patterns of th uveraïl text 
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or film that are the intentions of the "Pi+Pipert' author. Subsequently, 

thebe mcmckay texts are in turr~ adaptations in thmselves since only 

excerpts frcm their original are included into the fi lm and are ordarai 

acaording ta th squence of t h  primary tact. A t m  Egnyen's The Sk9iet 

Haazfter is a traditionaï adaptation of a me1 to a film, within whiich o t tm 

tests are juxtaped and merged, are intemally adaptecl. 



In presenting a sequential anaiysis of three intertactual w r b  , this 

thesis has exposed the "inner workings" of internal aâaptation. By focusing on 

thrm intertextual w r b ,  this Ussis has ackmwledgpà and btougfit to the 

forefront the innwative contemporary fonn of these Canadian creations. Riis 

thesis has also revealed a linking device in Canparative CaMdian Literatm. 

Beyml language and beyond content, there lies a unifying stnicture: the 

eontmrary Canadian creatian as a oemrposite of others, as a mélange of fom 

and genre inside its borders. Therefore, a nent kretical approach should be 

undertaken to caaplement this "clearly M a n ' '  creative developnent. 

In A n n w i e  MacDonald's M g h t  (Gard Eknzfng Jtrliet), the 

prirnary and secondary texts are f irstly m e c i  as separate entities with 

separate foci. As the primary text l'enters" each secoridary focus, as Constance 

enters the worlds of and converses with DesdPninna and Juliet, a blended text 

and focus emerge. The blend is perceived both by the viamr or reader and by 

each textual "player." The structure of these oscillations and 

parallels the content and meaning âmelopnent of the overall text : Constance, 

in pursuit of the elusive aistav Mmmcript, in pirsuit of her elusive 

individuation, eventually merges with DesdemoM and Juliet, irmrporates their 

respective characteristics of emotional, physical and sexuaî assertiveness. 

ünder a nmmn f ramework is the trinity mergad: is Castance transformeû fm 

a "muse" into a strong and passioMte wpman; are the tragic threads fmm 

MheJlo anà and Juliet spin into a W y .  

In Robert Lepage's Le ayrféssiannsl, this blended text is generally 

perceived only by the vi-, as it d y  omus "outsicb" the wrl& of the 
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tacts. Althaiclh the seadary  tact is mrceived by the primary, as the past 

primyy characters watch the prsmiere of Hitchcock's I QQnfess, the texts are 

nwer in dialogue. There is never an (animateci) axchange between pr- and 

seconàary texts. The primary text perceives th secondary, as  Pierre and the 

past members of the Lamontagm family watch the I M e s s  excerpts. 

s~conciary text , however , renains "framd" as the past rmains framed in the 

present. The only fonn of ammumication, of a shared or mutual focus in which 

both "texts" dialogue, is manifest in the past fraummrk of two sets of events 

and characters sunuiseci behind the Qcunented, behind the frames. The 

&tracters "behind" the Lamontagne family and the filming of I CQnfess 

interact as their stories Wold sinuiltaneausly and intrinsically. This 

segregation of texts and tenses parallels the matrix of the overall tart: the 

segregation of generations and the inability of the present to access fully, 

to iinderstand completely the p s t ,  which remains frameù and locked in m e m ~ r y ,  

both physical and hunan. Therefore, even the absence of a blenàed text fin& 

meaning within the overall text. 

In Atan Egoyan's The mt Hateafter, this modulating structure of 

several accounts ard pers-tives of one went (as Mitchell Stephens atteupts 

ta dacunent the accident and -sue a lawsuit) is parallelled in the film's 

intertextual structure of jinctaposing alternative versions of one theme or 

story : the loss of innocence. The twn' s loss of its chilüren and ffichole ' s 

loss of inmcerm (through the ineest relatimship) are both paraïlelled with 

the seeonQry text of Robert Brawning's poem-story of 2% Pied  P i p e r  of 

f&mïin. Similarly, the r- of control (whether by Billy to end the 

lawsuit or by Nichole to end the ineest) is emphasized and defined by the 

çuperimposition of The Tragically Hip' s "Courage. " The blended text, bever,  
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oceurs only to the "viewer: " to b o a  ths filni's viewer and to Nichole, the 

accidant 's vi-. The blending betrireen the ~ ~ Y X K W Y  and the primary texts 

occurs within the voice-over narration of Nichole: texts interact and 

merge in one position and one focus. In the voicemm, the blended text is 

presented to the viaier. 

Similarly, the blended text in Le CbnfawianrW (not the cianglomerate 

frammrk of the past) is pereeived only by tb film's viewer. Both excerpts 

of 1 Canfess and Depeche W ' s  sangs juxtapose or mi- the actions of 

the present primary. The simultaneity of these teats (of the primary, past and 

present , of the secondary, and their overlaps)' occurs to the viewr. The texts 

tknselves remain "mffected" by each other. Although during the opening and 

closing excerpts characters in th past primary tert watch the "-tsttt and 

in the present wtien Pierre watches 1 Cbnfw on television, there is rn 

interaction or rrmnnniication with the seoondary text. !Re level of interaction 

b e w  primary and semndary tacts cccurs in a sense in the "voice-over 

position," the dialogue or amnunication be- these juxtaposed texts is 

parceived only in the position of a Ze Q a m f a s s i ~  vieuer, not by its 

players. The only blended text to be ineorporated into the characters' 

perspectives is the audition scene. The acerpt is presenteà to the viewer, 

superimposes the actions of the past prm text, thrcra9fi the 

" interpretation" of past characters : Hiteheock, his assistant and Jeanne 

d'Arc's daughter read part of the script as th visual focus is plaoed on the 

actions and characters of the primary t m .  

The secondary text is used predomiMntly as a linking or transitional 

device for the primary text. In Le Ctmfessioilriel the 1 M e s s  excerpts 

abmnee actions and mphasize meaning developnent in the primary t e .  In Rie 
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Srewt Hareafter the canera cuts visually and verbally to Rie Pied P f p r  to 

euphasize its presence in the primary text and its role in the meaning 

formation of the overall text or film. Bath Le CMfessioririal and TIie mt 

-ter are structured and unfold UUX~L like Act 1 of e g h t  besdemona: to 

sua@ extent the primary text is aware of the secondary (uhther in content or 

in actual presence), but each text assrmes a separate and distinct focus. ûnly 

briefly does the verbal of I C-onfess werlap and merge with a primary-tact 

scene. W y  briefly cbes "Courage" play within a primary-text s m ,  kard Lry 

its characters, as Nichole and Sam talk before her deposition. Qily briefly 

&es the Depeche Mode's "Policy of Truth" becane part of the act in the strip 

club. uily briefly & the visual and the verbal of The Pied Pi= coincide. 

Unlike the extensive interaction in the blended text of rnnhiight DesderaeMa in 

which al1 three texts dialogue and converse, the blanded text (th visual aid 

verbal overlaps and separations ) in both te Canfessi cronal and TAe Swwt 

Ilrereafter is presented to the vieri~ier of the overall text and rarely perceiveci 

within and by the separate textual caupments at play. 

By introducing the textual elements at play (the primary, mamdary and 

blended texts) within the overall text of AM-Marie MacDonald's play, a char- 

cut distinction htween each of the "texts" is achieved. W g h t  OesdeispM 

(W hrning Juliet) is mt, b m e r ,  a "realistic" creatitm. Its fantastic 

combinations of worlds, of Constance Ledbelly's, Desdeawiats and Julfet 's, 

provides licerice for the blended text to ard be )nmio~1~18ly aceepted by 

the viwer. Its fantastic genre enables the blerded tact to assime the 

majority of the play ' s focus. 1 n both Le Conf8ssf aMal and 2Ym Seet 

-ter, however , this fantastic element is absent since b t h  wrks are mre 

wnventional representatians of the " r d  wrld. " Both Le aanf'iamd and 
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suparimposition or voicenwer to blend the priaiary te r t  and the si- 

t e .  in Chapter 2 and 3, 1 apply th terma of internai adaptatian (initially 

presented with the anklysis of Arm-Matie MaeDanaLd's fantastic recreation) not 

only to a different genre kit also to a different erpcession of the 

intertextual work. Both Le CanfessiaMal and -t -ter are realistic 

f ihic (obiously) intertextual works. In both of thse fi-, the frequency 

of the blended text is by far minimal ( in m i s o n  to the presence of the 

blehded text in W g h t  Lies-), which is perhaps justified by bth films 

being realistic narratives. Nonetheless, al1 three elements are intrinsic to 

al1 three wrks. The redtaction of one elemnt ,  for example the blended text in 

both films, does evidêntly affect not only the mwement of the meral1 text 

kit its resulting meaning. Analyzing a work lacking altogetiier the blended 

text may result in an expansion or even reirrvestigation of this concept: an 

intertextual work without a blended text may require the "mrging" to take 

place within the constniets of the reder/viewer (in turn cmated by 

blueprints of the overail text). 

The oscillation between past and present , between acanmts , perspectives 

or foci,  betwen prMary and sewndary texts, provide the vieiirer or reader 

with the pattern of the overall text , the abviously i n t e r t u  wo*. Fmm 

this modulating structure, the vi- is providsd with a pattern to artract 

meaning and signification. The vieilrer is invitecl to follm the pattern of ttie 

overail text and thus to perceive the "eohesim" as a amtirnied action or 

theme in tuu sexmingly unrelated texts. This disjointed of the 

intertextual work predicates internal adaptation: a "castrating cohsreiiiea" 

(Silverman 203) infiltrates this kind of intertextuaï wxk, as the -der or 
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viwer nust perceive the ait-and-paste texts and foxms in order to perceive 

and amprehand the work's meanirrg. Since t h  (obviously) intertextual work is 

necessarily detenuinad by its multi-facetted structure, an anaïysis of the 

proeess of segregating and merging th textual amponents exposes the wrk' s 

structure or form as ganiiane to the reœption and perception of its meaning. 

Internai adaptation is thus not d i n e c l  only to the literary or cinematic 

realm of intertextuality, tut nay perhaps extend to other artistic creative 

realms . Just as "art" evolves, so can the non-dlscriminant theory of 

intertextuaîity as internal aàaptation: 

The evolutim of art. . . is erptessed in constant f luetuations betïliiieen 

isolation (differentiation) and merging. Every separate art exists and 

develops in milieu of the other arts-both as a particular aspect and as 

a variety of foras. In variws ages this or that art strives to bearne a 

mass art and is inspired by the urge of spcretisn, trying to absorb 

within itself other arts. Dif f erentiation and syncretisation are 

amtant and equally significant processes in the history of the arts, 

and they evolve relatively to each other. (Eikhenbaun 8) 

Internai adaptation, althaigh framed within an existing literazy tfieory, 

extends beyonà the "text." Intenial adaptation, altimg@ moted in 

intertextuality which is neeessarily lit-, can be viewad as an expansion 

of film theory into the arena of the printed mord, or ra* as an aiirialgamated 

theoreticaï approach to an ail-inclusive artfstic form. Whether it be the 

theory of mtage, of suture, of àiaiogism, the thwry of interna adaptation 

involves an incorporation (and subsequent mutation or transfomation) of other 

thwries into a nirilPaic, amglawrated (w)hole. Internai adaptation in the 

a m  of (anglopbne and fmmphm) CaMdian artistic neation, ÿJiiether in 
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film, drama or literatiae, cUmgar& in fact typecast sterecitypes or 

barriers. In annlyzing the stnicture of the intertextual wirk, acaxchg to 

th ascillating and jintaposing textuaï e~mp~~ients ,  tb mtrix or meaning of 

that work transceds its e%clusive "wntent," its irdividml prwcapations 

and larigua~es. lne ''uelccming element" of tb intertextual mrk (whether 

Canadian or of sam othar "mosaic") is in fact this process of interna1 

adaptatirni: hm texts, tw perspectives, two theories, tiio art fom,  oollide 

a r m d e o a l e s c e t o ~ l é i t s ~ a n d m a t h o d t o t r a n s c e n d a n y e t h n o -  

idiosyncrasies. 
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