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28 o]l S AL 43 folgn & F gl Aot
A2 Qlojslo| A& 7] X (signifier)?} 7]¢] (signified), F1 (languel} I-E (parole),
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T o] el A 1A oR Qlsle] Wl <dejgle] 7R wely} 9 214
ZHA Aok dsl igke AR sha sivke 2l 3 Qo] Wbt #9lgl
| tis} Aol vheS gl T o]Felthe ofujojtt. & ol st
H2AM9 Epe Wk il glom, plo] upaglel Wele ERA
AJ(otherness)o]t}. HlEglo] whaEd <loje] Zﬁ_ 2 oln] el oy, o3t
oo ZEAR] sty A& At e Floly A58 FWAg] o
2E, A T =R 2 A% d9] glo] Agdn). uetA ol gt
o Y=E w2UlE BAT & e AFo] o, oo WAE e s
A4, 2 1 e Qo7 ThE Al qloje) & <lo] <lofl uiAlg A%} 1f
W, weiale] g ol 2 Al Bol Es o8 e AAlgke o
mlolt) i ofgAHE AR dolE T F glom, Wshe oju] B3l
B R ofn] FopAl AREIR G4 Bl oAl Tk Aot

[}

AT Sl el Sz, 0 95 59 BE QA S
A, H8A Tt U2 £03 o]\dz ﬂz}oﬂ o|271714], & Al3lA <17k

RE Wi} 9l YR UE SUE Be A9sden, 0 31 &
£ WAdoE te ARl Reltn 934 gt 99 Qolsg
qobd 5 Qo @ 5 9

It might be said, on the basis of our argument so far, that in the makeup
of almost every utterance spoken by a social person—from a brief response
in a casual dialogue to major verbal ideological works (literary, scholarly
and others)—a significant number of words can be identified that are
implicitly or explicitly admitted as someone else's, and that are transmitted
by a variety of different means. (The Dialogic Imagination 354)

1) “As a living, socio-ideological concrete thing, as heteroglot opinion, language,
for the individual consciousness, lies on the borderline between oneself and
the other. The word in language is half someone else's” (The Dialogic
Imagination 293).
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HAEE Wsle] dFor] ddojo] 7EAQl tisd A4S widd it
flom, gAE7t Widete tisky 4, 1 e Q&
g EAe] o] Hr).

HEs R e doje] AlEjglolgtat B5 4 Sle EE, AU Aol 44
7 YA, Rn-ZFEAlolmonoglossia)é} FEH| 22 E A oK heteroglossia)e} 7
MdES Lo dol9] tishd s dsleln =itk deje] 4140l
g AL SellM s QA dedle FUA o], £ 4l HE, g%
#AE dojoln, Adojef Aol T3t =ufA <lolE 7%-0}1 Aofe] o
Fd, = 2 Uskd A4S fAske tsk dojoltt msRe ofeg tishA

= A% S TR Zgkon], 58] mARdx
2718 e ok 19 AAEL ol T d4, = 1 dskds 7t
% Srebl Ee dl2ale] e mag] BAelt whsA] ey, waE
Aol AR 90EE THR e, 1o A5 Sk ABEe
BE A B AU M0z Ale] Fxgel hid Al o
ot A ARl AR dshe dEeldh SR g olBe] we
A7jell | F2EAT, 1 Be Al ofd Ehele) e vh 1 A% A
Ale) WAl AR A w29 EUAS vHe BAAL 4 AR A2

o] 8171 ”(A character's discourse is created by the author, but created in such a
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way that it can develop to the full its inner logic and independence as someone
else's discourse, the word of the character himself. Problems of Dostoevsky's
Poetics 65) ujolck, Th| bR EAEd|EAT)e] o] SARE 2013
2o 28 wamdEay)e) BolAu TR B Al AFE 223 of
94 Agew 49 ga A49e Edekn gtk <na Ble) 4L
A% gl Ble] Rolek THEk TAE AT HHAQ ol B3
ZEAY e G, T ole Pl G4, e dofs A 57
AQ) 2429 4 §7] Bl

W e A JEAEAS AT Sisdek e} 29 gz

=



122 HH

B AR FTEAEARS ol ga miEAe] B E‘MEE}E & §lem, 1
& ouloA] 1w ofn] ATEAEA A 8 o]0zt 1 S o83
Hg7keka & 4 qloh AR A2t A ME@% nlsme] A4 o]2S
= o A=A BAslehs AdA ST e F27} ofd Aot
E7lejo} #4l9] s API7IQL A2t 1960d) 4k shelof] w3}
3 vl RS A Al A afsle dAe] =EEE EHRsIA AsgiE
e fAeHer oRglth 1969dd] iEe “gx~EQ] 737 (The Bounded
Text)"ollA] g2l shpe] BlAE7} ofu] EAlsta e HhRTE 4
s WA tia #AS 7o, Axbe ARl SRS P on e g
EE Azl Aol ofe} o] EAstL Y HAESRTE ARle] gAES
HHehe Aoleka 38k & 22 & @Egh “dol, digl, Ad(Word,
Dialogue, Novel)’ oAl A3El ~EA]o] oln] nlafe AHEAA] o= AL
WA NS AABHIALD o1& & o W WA o Helslo] Thaat 2ol

AT ~EA NdE Aot

a8 e A E(FA-Eske] fd)E FAA SEREMEg )] o
AslAA Zizke] Pof(HlRE)e AHojw sht oie] thE Wol(HAE)E
A2 F Y T(F2E) mapolehe Fa8 Aol Tt vl
el AR s ot tEteh Beolgta REE o] F Fo| W
THEA eka glok v gede] £508 Hole 17lo] ARME HE
BHlo] £} o]&d| ALoR EUG TRk & oH HAEER 8]
majolaz PgEe] glom, ofll HBAES T2 HaEl] Fpolx) MY
olghe Aol HuElaed] e Faradel e dAsk, Al
A dole HA4d o)FHoR YRk

2) "What allows a dynamic dimension to structuralism is conception of the
literary word' as an intersection of textual surfaces rather than a point (a fixed
meaning), as a dialogue among several writings: that of the writer, the
addressee (or the character) and the contemporary or earlier cultural context"
(Kristeva 36).
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Hence horizontal axis (subject-addressee) and vertical axis (text-context)
coincide, bringing to light an important fact: each word (text) is an
intersection of word (texts) where at least one other word (text) can be
read. In Bakhtin's work, these two axes, which he calls dialogue and
ambivalence, are not clearly distinguished. Yet, what appears as a lack of
rigour is in fact an insight first introduced into literary theory by Bakhtin:
any text is constructed as a mosaic of quotations; any text is the absorption
and transformation of another. The notion of intertextuality replaces that of
intersubjectivity, and poetic language is read as at least double. (37)

Az ~Huks A2 FAES A - e A eR HiE
de FHA % Z AR SAEE 98] WAE THhs S $14
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NEE FAZ AT o2l v2E 29 9AE Q7|5 JTHAEA ¢
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A Stk 81, F93 o] Thssths AE weele) vlgeln], Aol 8 se
- h

o) 54 oful7t gleke ohxel AAT o AL Akt @ 5 98

Aol
A J5ElzEde] el olgo] ANE PIS Az TaET
2790l o2/ kbl Aslisieh B8 oleld At LA Jrds
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& AR OE AR FAe] dAES} 207t FAEIeS e W o 1
ofct. e e sE e tig A aue] 7124 A 1A ASHAE
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o WS 719 o2 I A AHs R EelA 31256k eH ,
V] B4 o 83t A V1 whE e R ASEHAEA Ygk AA] Al H]E
E=ES U Ak 28] FUEES &Y ‘g8l 232 (open structuralism)E ¥
el THYZAAE j(Palimpsests)ehs At Asol A 92BN S FTHAE

A(intertextuality), =€l ~E A (paratextuality), WEFElAEA](metatextuality), of
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7l ~EA(architextuality), 2T]1. Sl e AEA (hypertextuality)® G551
=018 Aok, 4oH L5 53] e S o Bolslel o)
o, ool AEAE 2 eAEhypotext)7} SJolE AAI] Sl Fa3 SEre
2 om0 B lypertex)E ol £35S o o F HAE Aol 2
Aeke WS gk vl FE] solselaedolzhe Aol A
ol AEElAEN S TR e A oplA, A W] F9oe

= A9 783 Mdolekn & 4 & Aok

1L
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o2 gl 2

Zt](Culler)= “AA &} A3 el ~EA(Presupposition and Intertextuality)o]a};

£ R9E 204 EAEY AdE ARl DE doleh B WA
0% xS ok B Tk TEAEAS 0|83 Hgel 9% WS =
S A D 9eS deblsde, J5EAERE olgdtel gaE)
Fahg Mo ool ] S 32 A Ut AT oA E A1ush

9] xﬂob 71 vl i HjaRThe Awy 3Agel dAsHl 9
[ed g e EXE 22 Lull(Allen) FA] F5E
EA A8 0184%% FaspA, 5 E B dRisle] G E Bl BA
& e Lol o7, A EAEAe] FAL AARIZE AR} o
HAE AW FEEAEe] ] gl Hert ol diMolehe A
oA ARetert ske S5 AT < gl 2w AvIska Sirt (Allen 59).9
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4) d5 59, g 98 1 e HWAACcRE 3] tfEoltl: “The concept of
intertextuality is thus central to any structuralist or semiotic description of
literary signification, but it proves somewhat difficult to work with.” (Culler
104).

5) BE FollM e ATHAEA] sl ol AEE GRSl
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2499 5 9% itk ol Este A AFAH £HL ols) g
5% AR AN, zEsted dAE} oot gAEs Aeh: 30
onle] %o QI DAL WU SeliAE Bl 724, 2AA B
QR0 Qo) FAPE ke Yame FuA Juist EAAcks 2, 3
P FEA ulg F2 AHT) ol JSEAEg] JUH JlolE 3
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AESfEY AF A 4B A Aol TAE AEdEe) Ad B
£ eaEs] Aol e Jusea As Eold w oz, Ae ey
o) 8% wani 92Ee) a4 A7) Bolsalhe el a2t
Enre] g3 A0l M AE Ay |28 % (Lord Malquist and Mr Moon)
& @y Fge)x1 2, (London Ulysses)gh1. & & 1S HE 2 Zo]~(Joyce)o}e]
AL Adsh, FAlol hL=(Wilde)9h dE]Sl(Eliot)e] kol Fra<latAl £A1
do}. TeAzet=, 9} Fegu A8 25 242 {8l o(Hamlet)¥} TojYAE o],
(The Importance of Being Earnest)®] Z%3} Q158 X843 2kEon  T}E U)ok
g grEEd) 29 AAE Ui itk T FAAVSy (Jumpers) 2 S5 71EA
SR FRo| glol, dHAQ ouA], dFaE, FobA e RHA HEES Mo}
B2 A AL QRS ), AV ARS Hole Mt v (Night and Day)%
A(Waugh)o] "5 (Scoop)ell 71 A 02 oJEetu Yot ® TV T3y vk,
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(dreadia) N 194]7] 29 Aehe w32 7192 o] #(Chaos Theory), 7l
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1o w|HA, shEA FhAle] tiato] Hglet. o]el3h #alo

o AQl AL oA, FUETE HBA Tk 1 AA7) o] Ao
AAREA] & F3t zlolo tig Whgelgta & ¢ I Aotk 'EAad=
g 71 53 3L ol FeAlAgk=, 7} Al Ag]ols) MAES) 3]
B2 2B (Brustein)©] H|F Y Zo[th25). 1ev} HFAE}

S W it TRAAkx 0] ZWH) TYAEALS
| aokstn glck "mAlAR=, 7 RSl ER QS Agetal SV

uf izl Alelazlojele] #L FAH] Aot} Egh 2AlAgk=e} AW et
Fole] A He Ads A9 d9l glol 'nxwE sk s(Waiting for
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o|8} Zt Z=EL 247} “Rosencrantz and Guildenstern Are Deadl|A] Zejvh= tlokel
AdAE”(Tgrjdn]=gn}l; 148 15), “Against Radical Revolutionaries: The
Treatment of Lenin and Tzara in Tom Stoppard's Travesties”("&t)dn]=a}a} 5 17
A 13), P9 §A Fxeh GA old s ("Sesky 58 23 pIA wlmA %%41"43}741
theglom, EAY A1 ATEHAER A 95 Y8E 7, BeeitlS
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A% o] 29 ofx|7} givk. tht gidR o] A+ ozt Hitela] @t 3]
944 Wichs P4 S0E Addstue AR AAE oGl 7t 44
StHKelly 77).

Tz, vgde sl dFEA @5 gk 2Ea o] A%
AFE Hezdlole] e & mgS 4e o] Aotk e TRAlAd
28 "l o] BHAAMN B welle A59] A9 Zo] AgETt oA
TepA TRAAG= 9 TRl Aol ASHAEA WAle ok iAol
ke Aolth "gElidMe e FERA] Rale FHIES 2AAT= 4
Azglo] FQlFo] ¥, Pelo] e8]y FHcler Atk oA T2
dze Tl AR & Agolek @ glom, ofHd Aol AlXkhe
AL HFA geo] Audle o2A ehethe 4 Pt 2 Aolnk ot
TEAARZ, 7L sl AsEsEAY] #AA Faskl] #He FEe
el EA & 4 Slk TqlElio] Alefzvlole] edt Azl Rrte
ofu] IR olop|E AT ALEA, 71= (Kydp] 2508 Y5 9 -
P (Ur-Hamlet)o] AHE A5 neidehd, "qsl A7) dde Ade 4
A ofdrk ey gsle] RS HAsA At 5ol derbd 2
& Hol d=old AE vFE Z2olde #93 A 9588 /s

1, g5lo] “F (Mousetrap)olZt F2e SF0] 499 dEE 3 22
O] 99 A3} AEF=(Gertrude)9be] Ao o]z &AM adiE
AdgoH, ARdor Mgsle FHES e et Slct v
FEfage, e REde AF9) A7t | Asgelth. E234 AES [IE,
oA A7) wiEl, “A-g7HA] nHettE "R = A o] F,
Azoz dolx gtk wSo] AWE(Gibert)e] "2AlAzizsl AWAH
(Rosencrantz and Guildenstern)7}*] Q5o Fa T2Aad= = T{E] jake] #
A BEehe A28 TEAQ AsHsed 902 93 g TPoe
(S AR AT T g e AT
24 gzl diae datd] g deRl 94S 245 Helgn
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ke @ 4 3

‘2AAgz e TAEE Vo g dsEaE =
SR Tt B sRIS. A A SR TR 1
AQl TAE P Y 2 otk AR 1 AV} Ak AL 2Alas
=9} Al AElo] Egjtjn|E (Vlad1m1r)9} of| ~Ea}(Estragon) ¥} nfz7A| 2 &
el slolxe] A4 872 =edle dEolgke Aotk 2oy & 7] 5
8 4e 2AaRAY Aestel 59 158 SAPD dEd, 35 e <

59 9v) QA 129 gle] A8 ek Aotk T2l aRe
o] wAn Aol olge] FARAG Fojold A W o] 2

200 YA WL & Q= ANE AT B 5 Yok e} A
Hoz ughe o TeAlaska, o) s TunE e e AZs 2rae
2 dad. fuxg slduie] AAE Aol Ag BAgel g, elu] g
A% 9o, A4S detee Folze oAz AdE A &%e A
otk 1P} FRAlERR oA So AHZHE v Asjshu Fojn)g Zu
S Bolglol weln, o8 Boplale wAlAwae sady Bye
Al $7e B BRlap] Alad Gl el YAt g A
o] FA} vk AL Felshn, Aale] Feln)g £ ofE 4 glo] wolSo]
£ A9 ¢7do] Zeolol 2 Azt dsle T1wE Ade,e ge A
2ol AIIAE 9IS+ G vz 278 wtdleln @ 5 9.
ETERESES FERERE R R P ERET PR e
1 Eeolo] o] Aelo] HolA EEFplay of idea) 24| WEfSfrlz 1
S 1 b AT Y TZE 2w glor, o] FAlsl FFHoR T2ala
@29 2uA oy} mehje REogkn & 4 3l A4 o HEL e,
o g ~Eshre] Fhowx wAmRRe Adsdo] fakte] Hjdlo]
v} gieke AEEe A0 e, 19, 28, 3ute) A1 243 gE
o AT 1T ol Aole] AL AARE dAEA g4 44 o 4
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= AN Al ol2A At} AESHTE U7(Unicorn)9} mE]of 3
gk o] S5} Azle] THB(IEE ) el FYsiaA] d4) 5o BA

nea JA, 2 AAE BN BEE o o] 3 r Anle] 583} 28
w2 2g90] ANED. & 2AAdkag AUAEE RS &
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Bl SEw 7P ekl FololdAle AAl S50l ohet =
9 7t 7P Fas BAL "ok et Eeololrt wieelS Aok Lﬂ1
ATAQ e 19 A Aske AAA a4t Ha, weA aedA
529 7t S5 BALE Aukgt EAlgtn @ S Atk o5 Ul 3ol B
E9] Blojgin & PR Zzte] 44 A5E YA Fsied), i &
A7} @A afe] BAlolUvkE 1 G AL FoF W v e

Teglzn, o) A e ke WAs AT BAg dEeE
WA AEaEA WS 1) o). oA seze) AEE B
A Aoz 2449 SulNe] Gigo] HARAT, JHAd WA =
Hlle 28 ZAE gokn @ ¢ 9ok ey gz Fedaste; Ao
9] ‘gl ]’ (missing chain)hil g Wk Z}5Fo] T 2(Saunders)] "ThE
de wefE &) =2|g|s(Next Time Il Sing to You)e}i. & 4 Qloh) Hepd
(Brassell)2 o] F ZZ Alolo] “ojHl glAte] F-AMI (a certain similarity of
style, 65)= dolxA FefeHA vlud = Edvt givkal =Heigl=d,
AP AR Afel9] ATEaEd FAE E4 T daFolt.

"ol Ea e Gl AARE g SEA olop]dlA] Gk whe A
e, #ti2ae o olop|E nigeR d=e] &4 wjf-o g St Adslo
w53 AEAA7IE RIER e SAUER sk Yt HEl=gE
Fzetanh TogellEse] AW #AL Fdldl ol WEMeffe} HAE
(Dusty7} o2 3AT AZE dgata ol 2 2e QS Wi Bk 2oy

-

et gl ioR F4.
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Ao B of e A FHPE ope Al d=ela, i 7
TS F= 6919 SA4E5S(Six Characters In Search of an Author)o|X
A 2] T FHE et Sl AFA 6919] AEE| Ttk WS
o AlREA WA Foletar & < Stk B 25 43S 2 oyl (Hermit)
& o] ANtk T o ALE 25 A3 B e, olAL
szl Tz 4 y(Enrico V)9 AR “d3olgta & & gick. 1w
WHEA 0 2 2ol AR FHEC] AAE A od®, Tthedlend 2AA
42,7} AEdAEAoR dudden] ddst AL 91F FHoR s
&) BAE thte 7184 A%, aelm AF S, 58] TRz,
R, AL FASE ololelzt Wshe el

Moheo &=y 0] A4 1 & 24| (Lizzie)7} ——F%H/d Zpxle] o] zjmjel g
A|(Lizzie)2 thalejx d718le] gt 23t} 1 3 o] folxe dHe] thald|
£ A% ] PE 24 clelelLlz) B3] Sl

11',

0

gAl: UE HE He Ade?

H2E: A7) A4 OH A% b4 egoedan afut. il off Hek wolof.

A A 22 FRe| S e 2 doka. Ul ErfiA] wols

H2E: fele <l 72‘019} S 7ok @A el gkl = A
ghat. 9| okl SlemA ob A o ¢ glrka AzRRivke
7] o] Z77h Hele MY, E BE Z97F sk & Aok

Al BT Age] AoE AS A &5 Ads.

CI2E: i}, o7, Bl el Akl w7hA) wEA ¥ 7ok

LIZZIE: What do you take me for?

DUST: Lie there and try to do nothing. I defy you to.

LIZZIE: 1 know your sort. Don't you touch me.

DUST: We're hemmed in, you see. We're in the arena. And if you think
you can stay in it and do nothing you have, as this fellow would
say, another fink coming.

LIZZIE: I'm not staying if it gets unpleasant.

DUST: You'll stay until you're written out, my girl. (11)
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ALH tsle So] F9 Ryt tpstal ob: ZAE §lo] HolAuth,
F3g ofelHUE WXt et RS H2EY 2RVt A4 AR TOE A
AlA visksl] Wielth & gaEs A ¢k AE@IHEA B8 &)
$yelA et Qe sk, AT oA el AldE7] Ae] dyikle R
Taha gltke Zloldk ol sl 7ked 2 Mogdllesolehe F2 A3
Aetl, gl el QBB FHET YE F ofd AFEA sl
wjEe, AR o] of FRA o2 &) wjFolt) o9} ZL- ooy} 2
Aag=, 5 dasiy FAHT ofolgyoln, E¥olo|7} 2Alagk=e} Addx

vh} 258 93 39S AP Ao e diske AR 08 A

Al B2 ololUE vz FsleHA HojFa gt
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TR L A Zolla) B AR
Jol: V), A e s o) gisic.
At QA ke Dol
Jol: Hle e,
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GUIL: Well . . . aren't you going to change into your costume?
PLAYER: I never change out of it, sir.
GUIL: Always in character.
PLAYER: That's it.
(Pause.)
GUIL: Aren't you going to - come on?
PLAYER: I am on. (25-26)

Elolole A4 AAE A53t g AR BN 2o 183 ¢
Ak oujofx] 2 AA) "RAARZ e A A o] ERA] FAL
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HiRo R o] Folin). oA A Zeolofs} ol Alole] sl 2fnle] o
ZA-lo] AAUA Hrt.

o
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"Edlesol B Y Ul RS A5 &9 A8 FA o YA

Al el weh 718 @ < fle A7 "ok ol BT WA sfRlelA] =

7}

B AAAEA NS Ack oluil, 14& Feka. AE o

=

APl B detial e ok, ARIAAl Brh 58
Aol tka Wolok wkx] AAte] A& wkx] &= LY ol BEH)
oal = AL 1 EM Wb ekt 134 eof A7 o
27 ge 2 e A ”71” AL dojwE 7 wEolet
27}4\* gk ‘HE% olEth: e e W obr: B4 &
= e 29 @ 7REAA ek Sle elRALYE A4
al ¥ %) o] dofd ¢ girh Urh e AL wolok.
A= 1 AR]e] LR Mﬁ 23 B2 F gle AlAe AdeH
#go] 3l FuuiRtaL. of Aok, AHE 2. e £
[..]ol R} ...

MA

=

A57F A%

CAE: H3R)? w2 78do.

DUST: The natural reaction. Relax, my dear fellow—ryou feel that you

don't quite fit into the world, that there's something special about
you; you think you feel a friction, as though the world is a badly
fitting jacket. But it's not true, I assure you—it's all those nasty
tensions that make you feel out of place. Get rid of them; think of
beautiful things—think of a nightingale singing in the middle of a
wood in the middle of the night with no one to hear it—how
perfect a machine it is, that such a thing can happen. You too are
part of this machine—an exquisitely balanced cog in a clock that
can never go wrong. Relax, my dear fellow—relax. [. . .] He's . . .

MEFF: Cured.
DUST: There, you see? [. . .] (55-56)

i
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YrEs} sk z9e) aAE alFe] AE dTRA TR wolElde
A, O A )] el Pele] B4R Aolth auld] ‘e
=04 2AARRe 2HsE0] SEoloB AL WS u ol Rojx|k Thew)
28 ke 9o A8F FEI v S W .

(e Wy 9 22 AE%e 9

2 a9y A Sele s

ZYolo}: 4L 31, 1S HolE Ao Q. AES 134 g 9
A o] 2g ggel el detia Aot =

2 Ty fele e o] dofueAs B, off dof e
HET Wolol. 2] ogA| FEfoF ¥x] mEL.

Zeolof: AAXFA P L. Aol of7] gIE olfE oM Y7te.
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PLAYER: Uncertainty is the normal state. You're nobody special.
(He makes to leave again. GUIL loses his cool.)

GUIL: But for God's sake what are we supposed to do!

PLAYER: Relax. Respond. That's what people do. You can't go through life
questioning your situation at every turn.

GUIL: But we don't know what's going on, or what to do with ourselves.
We don't know how to act.

PLAYER: Act natural. You know why you're here at least. (48-49)

2A2ekx e} 2HARE SjuA

—1

faideh
re
aly
ap
=2
x
m
rlo
a8
ok
o
o,
2
ol
med)
>
hu

I S07) wEedl, Eeolo)7t sk 2] dAddl Mol S
Z

—
r
I
A

o,

\u]
T
F[F
g
fF
r
e,
_O‘L
>
52
rlo
1o
=)
hu
)
offl
_O‘L



HEEERT sEshe] A2 137

o] 4 Age] FRAAR=, HAE T FHololel 2Alagtz Ada
=7 ofleiye] aAlgtn & & gled, 22 T=Aad
Zu 0 BN dids] seke] FEth e e Hlng FA &
w2 o[ ZEA ofolE s} FAl Eelolole] FAAl tHaM7IAl 2
] T"}Oﬂ =y E/_B]—ZJ_Q]— Tr/}*“oﬂ'—g]-/] A}iE11/\E7<4 .‘/}74]‘— 61]/\1
Aolgfa & < Sltk. &uloAl 295 F= d2EE Yed 1 W7t o
ok 271 Hlo] @3 (RudgepllAl A tl2EE ASA widela 248 o,
H2E7} “Os U AAE 71 glol. f 384 Lol? dvkeld v 119 3
ZEolaL At ARle] FxEE ANE F e AL FEEdA des Al
g ¢ & A apR ok "(He can't get rid of me. Do you know why?
Because I'm his creation and a creator can no more get rid of his creation than
the creation can get rid of the character. 50)2tal E¥g=dlA] &7}, o
rEE 1) 6918 EUNTEAY 52 GiE bl Eaohe 5 dTold.
aeln Felelols H2 ol AR el %I, FalololE Solel 4
Hadle] A} 938 4 gl AL ARel Bdolo] 2x2 weFe] 1
Qo] FAH: & 5Y % ¢ S5 g TR T2 3E o)
o7} BA Role ARk o] 2gTo] ehelie] RAFu opleh 242
925} Ausdle] $RAAE o HelFthe Aolch Itk 1t gl
z5%9) TeAaRa, o] B2 AAE 99 dk QBeN 939 AeHaEde
shleleha & % 9ith
TR ARz, HgdA e Al ARWA da ok 2R FEAL
2 TRAagz, o dd=ge] @AV AAcr =evA] 7] WEolch 18
U d=e "S5710(De Profundis)l A TRSliclMe] 2AIAR =} AW 2E
o] mefrle] AALE FEolA] H]ﬂf“ T fl= AEE g BAMIT AL Al
Jzdjol g AspA, o] i QlEd "tk €k ofd o 1 Pt HE 4 3

8) “PLAYER: [. . .] Do you know what happens to old actors?/ ROS: What?/
PLAYER: Nothing. They are still acting. Surprised, then?” (84-85)
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Zk2- #157(the little cups that can hold so much and no more, 1053)°]2}ar
2, A B, ~EReL gl A% du 9US Roln
g & 3l galMde “apale] vj=S sk 3 (the spectator of
his own tragedy, 1053)c]gtm sliet), o] F&S B (Eajel agolo %
2}1(The Picture of Dorian Gray)2] Aol Yo “dgo] A4 BAleE A&
4¥o] o} Ao th (It is the spectator, and not life, that art really mirrors.
17ehs duted Ate Jels 7o & 2oy Aer Helth ady
2AAF29} Axelo] Ao (Elsinore)d] Z=ABHAM FEU§-29) AEFE
£ thi 3 dde) wopdvle vES wa ¢ § 2AlAgEe ARlo] u
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2o} (I feel like a spectator —
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oA WA vl 2l 7

an appaling prospect. 31)1. 23t o
A B S dke wFo] 2hade 23
Jolof’(Keep back — we're spectators. 58)2}1 b AHE Ut oq] gl
= e Fold wHE gla, = RIS s Fyoloe] 5555 F9
nle] o ‘o Hel® Ae Gl AYdthe 2l dH AR o]
opfa “zpale] WlFE A AR AP, 150 sk vl 1
Hl=o] fRAI™Z ka4 gk e GaEgge] dACA old T
22 A7) Zolth A gege] Bl TRAaRR, ) Aol @
T UT 2EREY] 4T 24 MEF2E A naH BiE A = 9 d
Rk o] A A TEHUS W, Ml RS WA Kol 1
QoA HRANME ol WIAE, L=, dEjdl T3t B FSYAEA ¥
1 3le 9Ee vEddoln} 10 TI-h| o] AAelA =] Y 7}
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0) ARSI R oleh o] Wel% RSl ldoR e A w2
ARn, 0] F9 GAE AToRs 28 24 TRRAE 2 vl Bl
A BAlARz, AU Aol gt QlEo] Al FE ARE PATCR
FRITH(114).

10) o] AAle] weliAdd Sdo digide “dafdt <7kl 24 Tom Stoppard?]
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ZEL 9] Aol At Bohe AoA, deke 9 dS FA0R gAH ],
&) AN S B Zdolols} ofF FAelh il MmEleh 1
ole] 249 ZEIRke AEHE HHS FHOE FxH S Q& Yol
18 olnh o E Y 99 B8 v 7R dolSolAul, 248
3} o] a9l e B shiblthe HolA] e de’d fAA
Al e AdBolth ded Ao Ax yAE 94F e oHd =g
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2370} 7)o WA AIET Aol A whe Al Algel whzlt) ey
AP mEokate] Abdel whgloga] 1 Fh VRNt HYH Algto] @ilo
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‘Dorina, Dorian,' she cried, 'before I knew you, acting was the one reality
of my life. It was only in the theatre that I lived. I thought that it was
all true. . . . I knew nothing but shadows, and I thought them real. You
came — oh, my beautuful love! — and you freed my soul from prison.
You taught me what reality really is. To-night, for the first time in my
life, I saw through the hollowness, the sham, the silliness of the empty
pageant in which I had always played. . . . You had brought me
something higher, something of which all art is but a reflection. (71)

Al Zho g2 digkel 2lago)l e 5 T folM 52
A7)GGA]. 2E F2ol A A & 2WE "Ela 7F Aok 1
1 5% v ARG o9 A7

Poor Sibyl! What a romance it had all been! She had often mimicked
death on the stage. Then Death himself had touched her, and taken her
with him. How had she played that dreadful last scene? (83)

ERIR o7 A sl el TAE AAlY set Sl 79l EAR
AAele] ANk slt. el of BAPE FRAASz A P A &
AU ofv] Ak uhek et ojsh o] W% gpelmg} FRAARZ, Aolo]
FE=ER WAV HAR R mefuhe Al opeka BT, =T} 2R
shee] AvkQl G 713tk A, aela seiek awole] 2] fRAlAst
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=7F sk Aol e o] BAE T e gk & dsd slolxel gt
gh A 3lotxe] drgrtel des ARFA ol & ¢ Sle 2ol

o] A&t vlawsks WS g s glok 2 oln] Al o] St
T3k AR Ak e Fslelel R AHgs F 2 Ajlol A=
7l 2Esth=e] Qo] FMA Ysle A 7l d: Lol obd <+ gltk At
A 2Eder) AU ARAos gt ods A B, op| 54 <l
£ P& AABHA A degd I sk deA sk #AE TE
ehill22E]) 2, 9] 243t J?irfflo}oi ?—5%1340 EA aigE e 23] TEE}Hﬂ*FJ

R WE ek 2AY RE ololellE A4 BN, e i
AR 4% SN AR B4 o, Aol "Erhl ARz o A
AR FolE Ak 8] eberl, 2 olfre W I ARl vt
oJu|E 7] wfEo|t} ”(Stoppard keeps all his ironies moving, as though he were

juggling ideas. He never lets them rest in the indicative mood, never, at least in

Travesties, lets them point at what they mean, for his meaning is in the act of

fuggling itself, 1312k ol Rayner)e] F4¢ 1 @ d2n & 4 9Ie} . o]

28 Ao w2 ~Edse ot Ok 2428 AAE oln

T Al s Gab Abdel SHIES FE R sk et Al FaL
A, e TERAEZE 9 G2l St Bk

A 7Fed itk 'EdhaElz o Sets Ak QERES O

& dlaey 25 i 9B dZsiM AbdA R HAR R 9l A

ofx[gk, 2Evt=e] Aafo whetl AekEo] vk Aol AbdA ol R

esjer) olafohe meose] Bdolt. B4 Aes) due] A5 Aol U

b A Hg AN :—4 UL Bl £48 L
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o] ‘Tbele fol9t AdH FSEAEH |}

P Ao 0] 20 4G B9 A4S AAHE Tpla
ololtt. a8 ¥ T Ak vhbele BE 349 dhep] ke sthal, aelA
] ghol& “apdubEol} ofn|r} %{%”(wnhout any meaning as Nature is, 38)
dofoltt. 23y “of, t(da, da)ehe B2 @y} yrokNadya)e] 1 hs} &

[}

Roly WEACE A 54U BAe 28] Ho] g 21 T o] A
& Wk, AR Cecily)7} o] ek ‘yes'sh no7bA] T g

ol e uf wEL TP (dayt BAlool R ‘yesd] efvigie A @A Aot
epefe o Yol Ei A} WARE BEe m Eolad A2 g
g} ot o] AR IS gEe W3] Sl RUo|&?(Tristan Tzara. Dada
Dada Dada. Did he have a stutter? 12)2}1. 23 uf, 3]=40] AHE wA 5
1, ‘ofEl ofol9] ofw] gle s ehe B AuE ot 3]Este AAY Hol
1% gk e dobrt 7P ARsln ZeEeR AME ASe At o
ERolA ol uf, 2dEC] T@W SollA ot}

A2k TeE) o A Rl ste, 929
29l A9 gloje, o2l

TZARA: But have you ever come across Dada, darling?
GWEN: Never, da-da-darling! (37)

o gpele dole] ofulg dd $E “yes, ves” 2T AL A
AQl ofgel EA"(endearment)ebil AAIGE F, “ofd] Aol FEAE A
AT, 2 B} B4 ek SdA o2 2 e, 19 7
olg] 7[Ae] eng Fd = ok A4 FAE A]ske Aolt)” (While
we may wince at such facility, Stoppard sneaks in a serious point: that an

utterance gains meaning only within context, and can, therefore, explode into

several meanings. 528-529)2}1. 4%t} TEh| ~E|= o4 Tt} Bl dho
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o) eju} Zukse AL Al o @G o] olefol tirjol ~Eg
2 o] dold] “AVg 7uAle] T “KEA Gl “Zel gk =
o] 18 1 YATHTzara 4), T A BT 27} e SAA e}
P ZzolEe] 47 EE- (fortda) S AIT 75 %S Aol Ao B
o] sl SAje AelSl(Elione] “FFA]"(The Waste Land)|q w</%} 315o]
She @ T E A 4 oS ol A5 B Tk Tl SRRk
2048 2 339 dolz B9l g A Lk

FE S Folth aeh} Fa% A TEelaE 2 o4 Tebeks of ol

| ok oulEs o4feka AgleT, 2lSIE(Richter)w “of ZFeskA Wk
He oh o 5 ad i el auRAe fyes, yes'Het ]9 o)t
NEA A& Ao 72474 o 24 FHste AL gitl"(Nothing could better
express our optimism, our sensation of newly-won freedom, than this
powerfully reiterated 'da, da'—'yes, yes' to life. Hayman 126)1] ‘t}t} 7} zt=
o5 299 PAA <z 58 A4 A0 oldfelEr. M AE 2 0
Yrlop} eie] Al BEA T TPl dele AL Aded @ & o 4
AGTRe Ao oI5 Adle] A AZ Wl AoAT, Bl 2
yes, yes'' TEGMAEZ 9 R Qs Zolxe wdld] ek
‘yes’ 9o} SAAH T}

derkz B tigh ¢ite] Weadd 58 F3A7)7] SJ8l <3 Alold]
EAskz vpiAteltt. ExoldlM Fg=ae] Wge oj2r7k 19 FHld)E
AEH ez Belgle] el ASH L & Stk A79] ofd eujei ¢l
o, e, AAjele Fwe] AFdARe, 1, AAele B A gl it
9 FFARE, DAL e dopd A ¢l EAlske Aeld. A7t
7h AdzeA] sk Ezole] AL AF of¥A HAAErE? WA Au
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A % Aol .. Jeh) U HEe orlelE AT 1 $Ege
M2 B Relch e, 4 ok dnk B9 FFe AN Ag ¥ )
WA FaL s Sl gl

fru

An artist is the magician put among men to gratify — capriciously —

their urge for immortality. The temples are built and brought down around
him, continuously and contiguously, from Troy to the fields of Flanders. If
there is any meaning in any of it, it is in what survives as art, yes even in
the celebration of tyrants, yes even in the celebration of nonentities. What
now of the Troyan War if it had been passed over by the artist's touch?
Dust. .. And yet [ with my Dublin Odyssey will double that immorality,
yes by God there's a corpse that will dance for some time yet and leaves
the world precisely as it finds it — . . . (41-42)

A s ohod e A7) AheAl sk A e “yes”
£ dAlsta glom, aen 2R TEeAlz o] rAE oA mE A% 7%
1 gshe ET(Molly)] “yes"s} F=A o= gt (Joyce 933). 53] Zo]
o] A3t Eeje] Hlela] Gtk “yese I EF0] o} AR xo|x]
delo] Eele] Bulg oA Ao widstm ghgo] HHsith 18R ARdE
b debeke golg 7T Yele Wle 9 Aol ®ol7) ohn, A%
stesh FER e 2 oA TRl AN AAEAY, doje] RIS B®
2 ek olAd Al S BAle Kol 13 BYd w)E B
A £0E Aolth. o] BN “EpAEIZ o dada’d] Sfulis 1 W]

1 PN BE AeE BTHEEAY] WE S P %
I,

ofy

it

b e |

=
Ao, A OB “yes”® BZF STk glom, AL Fo| 9] d

A @9 2A] wolsols Hpd A7

e RolETE AAFOR A%E ndnke Ay sEdee o1
Apsa) PR et el AT A o] AaRe e
QA0z OE e AT & 4 U Ash s AR
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= A A7} BT AR HY PR, of AR ddst e
A 7E]—'1?_‘ FIE TAE g dThaES ‘Jr71” oA 1YL Slk
Ab SJolA 2, & ARG Ak 2183 o 7t
7L 3R] hssh 1 A Al dlg od A7} ske BAIE
FiL 3k o] 7 7R EAle MR EEHA e 7] wzell, of el 270
E7Fssithe A8ol oieid, shie 7hedta, e shle E7bssite 48
<+ B9 s ok 28 7 Eadxe =209 HE o) Al &
Aelg g, "y 0] FwA AR A Alo] Thssithe AYS W
slat gk 23 offl A FAZF EATE Yele Ao "ErpiaE 2,
o] A5} nRIAIR Tl sjAef slox e dlqlARl Ao st
PRy = FA710) 3013 82 (Henry)7} vi$-0]2} ool AR (Charlotte)w}
golA] 1, Al w92 ofui(Annie) 9} A& T, ThA] §171E A HAE 19
715 2 58 AR A Fople Wees FAE] ok ey 2 9
AL v ofE] 9] AgEol AR widehd A Sle nRAY ekl S5
FSEAEA BAS Folo] APt o] I AL FelM A WA AL
g7} 2 “7lze] A (House of Cards)o|ehe Z:LO]E} o] FHEFL WA
(Max)7} opff AH#(Charlootte)©] 85 #<lela A3 Qo] 9)7]5 vlolgt 4
How o glrt adde] #AL A27ge] 5 ApK ok A1l S50l
1w, A2 A7 de)7t ARRe] FN7E ot o, Mgt o)
ek 2E WA Eok ARME 53] Aok AR #AVE S50l
“Fhze] Rrelae] wagh ARt #AY FALHA 2= 7R dddo] &
TE Wtk Aol HM, Sl dEjo AERe] AE Age] dikelA| et
Abdol AlHE @ dlEst ofue A7l wWl§AlE Solwr dHE Altele

PAR, & o4

_ﬂ

#Ale] Eefdeh Aol Wt ool $5g DA ek oA A
Bt @aoA ohfel $3S skl He, Fhme FrelAe] wae b

S AAelxe] Wze] B #d] thactk hse] A wae e
2 SEUA o, WAl dojg BdehE rPdekerl, @M e s

Oiﬂ I
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AFEA] Xk A AR B2 oA Reth ole]g A viA] Al o 24
A5 ol o AdA R Hve A3 sk e 2AY etk ey
W7p WA o9 189 AT dleje] Fdo] B HFHoldlet], of &
FHL gddor 9dF(Othello)$} HAT|E K Desdemona)E 208 &1

& AWA EEAE PRI R B e el Bt A
[e]

A= el ozt A& Adefoltt. 22y o] F Al Aol A
A

ofus} AAAE 7Hthe 7133 BS el A ARshe ARlAE T
& AlolE & < Sivke 29 SAS Abe] S Zka dle)r) AdE @A
8] Apfst e S48 = AeE olgd < gltk ol2E(Amdi)= o] F-E=
Ql-gah, “oj2lo] gle Aite] S FA 1w oyl 4= &8 Eo
1, WS A WAeRA FEAeR ARle A4S ol EAR 4
A7Ee &8 =3t} ’(His 'experimentation with an unconscious partner'
expresses his desire to entirely mute and reify Annie as his sexual object and
to reduce her to a receptacle of his lust. 489)1 #e|E 723 1 d3T}. o]
FETHE FI KSES we o}BES] HlFe] AgiFes gun & ¢ 3tk 1
Ay o] dFics ~EZCH| 2 (Strindberg)e] Fw] 9y (Miss Julie) s 4tz
o Welehn gkt TAL olEEe] AR A4gel Welsh o7k 242t B
Ueanys} %2) 3% RaGrE AR ARy] gl

fu: W7k gle AAE Sl . gEea.

ale]: A A sk,

oy w9k, vkl g, vkl g FshAl Al L. Shopr] el 9 EA L .
ale]: oF 28 ARA.

ofu: A wez SogAe.

ale]: 1t o] HWel glel.
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ANNIE: I'm not here. Promise.

HENRY: You're a bloody nuisance.

ANNIE: Sorry, sorry, sorry. I'll be good. I'll sit and learn my script.
HENRY: No, you won't.

ANNIE: Il go in the other room.

HENRY: This room will do. (38)

A7l ek Ul TE ofd TEe ko] gols, tigdd Sevke
dele) TPk Bwsh ohel $EA0| ¥EAQ Awe A7 At FY)
& AT ofdl AElAEA WE Bels) Welg dhe] Aol Bl
B ARIS (59 28] B4 9 el AL A e e
T2 Q3 gom, AuSel BE Age AT A8 F 9eS ol A
T IR e
ek e oleie] gl AU 5 e 3o %
gzols el o3, olel@ L9 Wiz Aganis Relch.
A o|20E) 14 Folck. delsh o Aol A ix_ﬂ 1 owuﬂ
AV Stk TR e AEE At olsel diEt 4124
s} Apze] vgte] HAR) 7hEolct.

ofy: ¥ld| 82

el 9, & BT

ofu: HTa?

g ~Eg-2 ook

oiL: 1 915 ol g

g2 (fES 7R7Ie) of 1 s,

o] (AEskR) 2EZFSaEh]. 1A oARA 2EZHSadg. oge]o}
ol

Y. z2? (O T 7)ol 5 1, 18T
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ANNIE: Well?

HENRY: Oh—um—Strauss.

ANNIE: What?

HENRY: Not Strauss.

ANNIE: T meant the play.

HENRY: (Indicating the script.) Ah. The play.

ANNIE: (Scornfully) Strauss. How can it be Strauss? It's in Italian.
HENRY: Is it? (He listens.) So it is. (45)

"] A Bol MEAR §78 westi E ThE WAL ugel
1% AAoleh. o] HEbh Bl AR oAl Aelst Il A
elsh Aol olE3h] Al JeoliA o2 Bk 23 A6 E e

9] Ql-goA H‘47} ok g2 B2 Brodie)ths et #d A
l, s B2ort & 243 A2 TVae s wAdeba dz|dA el
o Al mx] 1 TV=e] g Al Y DAf QoA AlAfE e, AR
Fo=0] o1 @4le] Aoty e Billy)ghe #2 A=7F £=(Ford)9]
P27} BAea(‘Tis Pity She's A Whore)ld ofv7} w& oz}
(Annabella) 9] AE 2] 9 ¥R (Giovanni) 9 wsk=t)], ofjellA w35 o]
Zefrugoxe] Yads viXn dHoR Bolor IAE dy 224 3
gk aela ofush Ad=HA viskE Al e 27 otk #4
el %S Berle] dA=S o83k Aotk 2 A A e o
2523} w53 AAS BA Hed), 23 o9 eyl Tre] g e

= WS d8el 7 WSk Wee Adeld

g o, Bale R Aol
) 7|2 el
(729) o) AR o Bal] @A Bk o)A 28 LolAA 9
& L3R}
J: (22 $on) avkls.
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77} B @

dz): ﬂi%

o dHIH e 43

9u): )

ANNIE:O, you are a trim youth!
BILLY: Here!

(His 'reading' has been getting less and less discreet. Now he

stands up and opens his shirt.)
ANNIE: (Giggling) Oh, leave off.

BILLY: Yes, most earnest. You cannot love?

ANNIE: Stop it.
BILLY: My tortured soul

Hath felt affliction in the heat of death.
Oh, Annabella, I am quite undone!

ANNIE: Billy! (59)

61-5 1,

e Al

Wg)/A] 9.
sk, ofu/ofulekes oA
BA7} M) EAT}

AL Tz} Zhdehs 9] A 2leld Aol

g 2d ) ouh]mle)s ofuwlaydjuel A

o] m'zﬂ‘rl

(Zt TUlA 7}“571 4 =)

: (83) e

e 7t Fehds s
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AR Atole]

duEE AE wERT

(e APoR Pl Bk
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BILLY: . . .
Kiss me:—
(He kisses her lightly.)
ANNIE: (Quietly) Billy . . .
(She returns the kiss in earnest.) (67-8)

offlete] Aol HEE e oAl 7t Hol, Lel o Aol whAlA
). Aol Zul(Zeifman)E o] 8 “Al6Fel e oeh eyt =9 <19
B0l Mzl 935 niste A4S Agotal AN 25 diidetst A
SHRZ o SAA AAIE B A 913 Avs A71IT "(In Scene Six,
Annie and Billy are shown rehearsing the scene in which Ford's lovers first
declare their mutual passion; in Scene Eight, they enact the scene in which
Annabella and Giovanni have just consummated their love. 144)1 Z23}A &
23 &, ofd Hom e A=A 4B niE Eevh g ARle] A

2ol el oA thiet

A71elM AlkE sERetaL S A o)Al ofulizioly, cpdziet
offe} oy R vt AiT AHAD” A} P A, A5 @kl
AZ ZA FAAI M2 FREerlaL ok o= Ao] AR

It is Annie, as well as Annabella, who is expressing her love here; Annie,
as well as Annabella, who has become a whore. The 'artificial' and the
'real', theatre and life, have begun to overlap and merge, to bleed into
one another: which is 'the real thing'? (145)
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U} W7l Bar)e] TVEE A gdolth o7]dAw a3t &77) g3ty
=, HdAE oA o ol Aol BRAA 4L & F gk

B v, e BEEUE PPe L ARES

A oloplE A, b FALEA = REANE Ty L

oM ool 1 ook 1 A flnol

W) (A2 FavlE &5 o) =24, .

ZA: (HolAA Eee E‘ﬂi 23], A

ofy: 24, A7 oA e

22 (HolAA Eele ﬁiﬂi) A A A
(zuio] B} We] TV A5T9 lof] 9 7Pile] =l
o7k Lo ek, weh Wl a8 9 Bl wa
Wr 2WE OF dolge AR o] Sofeh gt I8 Aleld
oA )

BILLY: You put me in mind of Mussolini, Mary. People used to say
about Mussolini,
he may be a Fascist, but—

ANNIE: No—that's wrong—that's the old script—

BILLY: (Swears under his breath.) Sorry, Roger . . .

ROGER: (Voice off) Okay, cut the tape.

ANNIE: From the top, Roger?

ROGER: (Voice off) Give me a minute.
(A light change reveals that the setting is a fake, in a TV studio.
ANNIE gets up and moves away. BILLY joins her. They exchange
a few words, and she moves back to her seat, leaving him

estranged, an unhappy feeling between them. . . .) (74)

oA Welgt duie] ol Wle B A Honk T2)n v A11EA
Az ek o7} HEA el sl Ak oA Bals o, A6l A1037
Aol dele] S5 AT =, A oyl A WATE sRdle ] of
Yek 2 AR} E2e diele] Bedth & o] ARELR oo} Ue] Alole] ¢
of AR ASRE A el glom, @awt & Alole] AR yiee] 9}

[}

_11N
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FAME F2 A% Aeta AGH Aotk 2eja s, Tzt e

Atole] ASHIAER HAIE X T AEH o] Hol ¢ Frszict.
T2} e TS o T s R Alge SR A8 A

o] FS97} dhe FAIE Rl glom, e X oNhg) oifwlelr} M o)

3 F1 e Aol A Foletn dAjety, 189 Wie 2R @A
% Agolgkn & 4 glok. 3¢ Alegelae] Wejs) of

Y Alele] gigke "zt Alehsg) v ag AiEaes $AE da o

H2): A e ol B4 §le R 2edla

oy v RO Yo7} Hel.

g 27 AEgl s

ofu: Ve 24 T o7} Hob. ruRtke ¢rkAly KA.

Hef: AFota, VIR Gl Slolde. ARE Ax Ak yo] G
AxL7E Foke .

BILLY: You seem right to me.

ANNIE: I'm older than you.

BILLY: That doesn't matter.

ANNIE: I'm a lot older. I'm going to look more like your mother than
your sister.

BILLY: That's all right, so long as it's incest. Anyway, I like older
women. (57)

Wz o} o] Alelo] wigell e 2Tt ek HAIZE B0l A, AR o]
o) Aol A\ oailsh ofyuzie] ARAR d2iE Whsate A% =
Wi itk AR Wl AeelA] okal B9FPsh] vl ofuieke] Al

SopA] hAE s8o] glom, “Zo] & ARt vk AdsaiA]eta Eajof
= AR U7 98k 2 (How can 1 need someone I spend half my time to
grow up? 76)& ojUe] e o]Ee] Abgo] MR R 7 Zta lSive
w3z,

£
o o
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2 2E ¢ ole 7heol, ezt Tty GAl AR etk A
He g gk AHos 39 A2 opA FTHAERS 289 H|He] o

Fo g o] R vizETn @ 4 oo 2o AEdsEge o

!
30
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3)’(looking-glass adventure)3} Z2- AEIEO] A= A= oy 71 AHEol
nlEE AR EGlo] Wik, deHAaEd $HE B3 Anrt AlE g
© Aol o 414 S0t A4l FHS B FAdrhe Hdd AR
B A5 A dohE A7 oA st

FAlo] ArdsEd, a2, e, Anzep, (2AAdag AEsHe &
Acty, e 2B 2, R,

A& 3
gl A AEH. 0]F0) A, Tug|thy(Jacques Derrida). XS A3AF, 1999.
#o)3], vIAE. AAE o 9. | EeH|F j(Admerican Literary Criticism).
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Intertextuality and the Theatre of Tom Stoppard

Abstract Kim, Tai-woo

Originating in Saussurean linguistics, the idea of intextuality gradually formed
itself amid the development of the literary structuralism which directly inherited
the legacies of Saussurean linguistics on the one hand, and the development of
Bakhtinian dialogism and poststructuralism which were engaged in constructive
criticism of it, on the other. It was Kristeva, a Bulgarian critic and philosopher
who came to Paris in the late 1960s, who newly coined the term, intertextuality,
and tried to give a clear definition of it. According to her, intertextuality
designates the fact that "any text is constructed as a mosaic of quotation; and text
is the absorption and transformation of another." Though the definition seems
clear-cut enough, what actually comprises it is so vast as to be the whole culture,
and it partly explains why it is so difficult to apply the concept to practical literary
criticism. Still, the significance of intertextuality as a critical method and principle
in this postmodern age should not be underestimated, as intertextuality requires us
to change our traditional understanding of the very nature of the text and the roles
of the author and the reader.

The theatre world of Tom Stoppard, one of the representative dramatists in
England, is the world of intertextuality. His various works are models of
intertextuality in that they are sometimes based on borrowed plots and
characters, and are usually packed with quotations and allusions, both explicit
and implicit. On that account, however, his works are enormously complex and
difficult to understand, fostering a whole variety of criticisms upon them.

One of the core questions in interpreting Stoppard's works is whether his

works simply present conflicting ideas and opinions, and thereby fostering
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Barthean explosion of meanings, or they have essential structural and thematic
concerns through which the author expresses his own sympathies and opinions.
The brief critical analysis here of Rosencrantz and Guildenstern Are Dead,
Travesties and The Real Thing in terms of intertextuality, takes the latter
position, interpreting the leading polemics as the paradoxical relationship
between reality and illusion, full agreement to the Joycean vision of art in
opposition to the revolutionary artistic visions characterized by Tzara and
Lenin, and the confirmation of the possibility that the real love can achieved,
respectively. And it also attempted to reveal intertextuality as one of the core
factors which strengthens and drives forward the leading polemic in each work.
However, it must be kept in mind that Stoppard's theatrical world is not a
closed system which offers a neat conclusion for each work. Constructed
around the core polemics, it i3 also a labyrinthine world where meanings are
expanded and exploded indefinitely very much like the way mirrors standing
opposite to one another produce numberless reflections. In a way, it is this
constructive combination of centripetal and centrifugal aspects in his works that

makes Stoppardian theatre uniquely his.

Key Words Intertextuality, Saussure, Bakhtin, Kristeva, Rosencrantz and
Guildenstern Are Dead, Travesties, The Real Thing
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