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The following essay is from the Preface to my play, The Die is Cast.  My play is based on the event that happened in Montreal, Dec. 6 1989. I wrote this play while I was attending as a M.A. student at Laval University. I also produced it at Laval on Dec 6, 1996. 

Gilbert McInnis

Port Williams, Nova Scotia, Canada.

January 18, 2006


The Die is Cast is a dramatization of the physical violence or “assassination” of 13 Montreal female students in 1989 by Mark Lepine.  Besides exploring the physical violence in the play, I also investigate some reasons for the psychological violence that motivated that physical violence.  Psychological violence is noticeable between my main character and his inner demons or the “spirit” of left-wing feminism.  This feminism, and its push for affirmative action policies in government, created a force powerful enough to “agonize” him so that he would murder the female students.  


From this political environment my plot developed.
After extensive research that consisted of reading every article I could find on Lepine, I transformed this raw information to create a dynamic and youthful principle character. He is a young man who is faced with traditional problems in the area of love, sex, success and power. He is an explosive person and at times a monster. This is revealed by the conflict in the play in differing ways. However, this young man’s dilemma begins when he realizes he is no longer living in a world dominated by males and therefore he is frustrated because he can not solve his problems in traditional ways.  Moreover, he attempts to purge his frustration through a violent act, but what ensues, ironically, is a “memorialization” of this violent act, similar to the “White Ribbon” event that is repeated every year on the anniversary date of the Montreal students’ deaths.  Thus, a violent act or “sacrifice” is ritualized and my play explores how a myth of Male violence ensues from “his story”.


In Violence and the Sacred, René Girard claims that violence may resemble “sacrifice”.  If we agree with Girard’s belief, than  both the killing of the young students and Lepine’s suicide are sacrificial in nature. But, Girard clarifies that “If sacrifice resembles criminal violence, we may say that there is…hardly any form of violence that cannot be described in terms of sacrifice” (Girard 1). It is for this reason that the climax of The Die is Cast ends with a sacrifice and a “white ribbon” ceremony.  Interestingly, my “ritual” ceremony was based on that historical event in Montreal in December of 1989.  Perhaps, I could arrange my scenario as such because, as Girard argues, criminal violence is sacrificial in nature.



In writing my play, I set out to deconstruct, or at least separate, a cultural event from its mythic content, and my first step toward this was to examine the ritual so that I could understand the myth behind that ritual. My drama in itself is a “ritualizing” of a political conflict between males and females.  However, my ritual grew from those reasons for having a “white ribbon” memorial, a ceremony that was to bring about “cultural conformity”, and to convince everyone that Males are more violence than females.  However, as René Girard says, “Ritualized conflict is the greatest secret of cultural conformity. Participation in our political conflicts generates the illusion of an outside that is really inside, and this illusion is the hardest one to dissipate precisely because it is ritualized” (Golson 147), and that “the covert appropriation by sacrifice of certain properties of violence—particularly the ability of violence to move from one object to another—is hidden from sight by the awesome machinery of ritual” (Girard 19).  My play explores how a myth of an “outside” male “physical” violence is really a “mask” that hides an “inside” psychological violence.  Ironically, the White Ribbon ritual in itself creates psychological violence, because it forces on the public an explanation that declares males more violent than females. Hence, in the White Ribbon celebration (because that’s what it is), psychological violence moves “from one object to another” when the above assumption is accepted as truth by the general public, and Mark Lepine was proof of that assumption! 


Like many myths and rituals (if not all of them) a scapegoat is vital to its continuation, and scapegoats are usually marginalized people and sometimes “monsters”.  Out of the “spirit of our times” surfaced the idea of creating a “marginalized” monster to blame our current economic “plagues”.  The “monster” I portray in the play is based on a young man who was the son of an Arabic immigrant.  As far as I know, he spoke, Arabic, French, English, and perhaps read Latin.  His father was a Moslem, and his mother, a French Canadian Catholic who converted to the Protestant “evangelic” church after her divorce.  As one can imagine, growing up in a “purlaine” French Canadian culture, such individuals would be marginalized.  In fact, once Lepine committed his “monstrous” deed, one can only imagine that his family was marginalized ven further by everyone’s “agony”.  It is true that Lepine had committed a monstrous act, but does it prove that he is a monster?  If anything, he is their “chosen” scapegoat, because as Girard says, “The scapegoat is vilified for having introduced the original contagion of violence into the community, and this violence is labeled ‘bad’ or ‘impure’ violence…and is shunted outside the group with the death [suicide?] or expulsion of the scapegoat” (Golson 37). It was my attempt to deconstruct that image to understand “spirit” behind it, perhaps even to smash it and recreate a more balanced one.  Essentially, it was my desire to make him human again.  I did not do this to demean the pain of those who suffered by his “burden”, but to deconstruct the whole dehumanizing force behind the “image” of the White Ribbon campaign. 


As I learned, the people who came to see the play already knew, or at least had a vague “image” of, who Lepine was and what he had done.  Hence, the mythmaking process had already taken hold of them and for some of them the “myth” formulated in their minds a clear-cut image of a “monster”, and this of course is due in large part to left-wing feminist sympathizers in the mass media.  For my part, I made it clear in the program that my character, Hamel, was based on Mark Lepine (his Arabic name was Gamel).  However, before I gave them their “monster”, I wanted them to experience my “human” first.  I showed them a young student, full of ambition, willing to work hard, intelligent, and at times, absurd too.  He had a desire for sex, a desire to be successful, and most of all a desire to be accepted.  In fact, Hamel’s “flaw” was his obsession with being accepted, not only by the opposite sex, but also by an institution that represented success for him, the university.  But, his acceptance to university represented more than success for his career, it represented his acceptance into society’s most prestigious institutions, and therefore, if he was rejected, society (and more importantly the opposite sex in that society) must therefore reject him as only a “marginal” person.  Hence, his “will” to be accepted embodied a more particular “will” to be united with the opposite sex.  The university was the means to that end. But, once he is rejected (ironically), he uses his “end”, i.e. the females, to revenge himself against his “means” i.e. the university, in an “orgasm of violence”.
That is why I believe he commits a violent act against females on a university campus.


As anyone can understand by now, the play is a revenge story, nothing new of course for drama.  But, once the plot unfolds, the political policy of affirmative action is presented as his motivation for taking revenge.  Hence, my play is about an individual’s struggle against government and its institutions.  A revenge plot emerged in my mind because I concluded that once a government takes away equal opportunity and replaces it by “affirmative action”, and rationalize their “choice” by what had happened to women in the past, a vicious cycle would ensue.  Men would turn against women and the later generation of women would revenge themselves against the men of their period.  Moreover, it was only a matter of time before both sexes would “clash” in a violent historical moment in time (my play climaxes in this actual moment too). For the feminists, they blamed that violent event on Mark Lepine and memorialized this blame in a white ribbon “celebration”.  Hence, I was trying to warn my audience that when we celebrate the white ribbon ritual we are not only celebrating violence, but also contributing to its vicious cycle or recurring “war” between the sexes.

Another aspect that I want to discuss is my liking of avant-garde ideas.  Today, this term is abused as much as its sister-notion, anarchy.  However, if anybody would take some time to read about the history of the avant-garde movement, they will learn that the anti establishment “ideals” of avant-garde drama back then is quite similar to my position taken against the “established” political institutions of my day.  Moreover, the avant-garde movement consisted of a small amount of artist in its embryonic state, and most often represented themselves as being alienated from the established artistic order.  They were alienated because they challenged the norms and values held by that established order (Innes 2).  Hence, if a “right” avant-garde theatre existed today, it would reject (at least some of) the norms and values held by the established order of today.  But who exactly represents such an establishment?  I think it is those in power, or even those who agree with the “values and norms” of that established power.  Also, the issues they promote are characteristic of who they are, whether those issues are promoted by the government of the day, the bureaucracy or even the people, including theatre artists, so understanding the motivations behind their favoured issues help us determine their personally held values.  What are the political issues of our time that are “established” or defended by the establishment?  Some of them are usually rights orientated such as, abortion, and of course “Supra-rights” like affirmative action policies, especially for feminists.  All of these issues, believe it or not, are not only “garded” by the establishment, but are “defended” by the “norm” of tolerance. Their armies, whether it is the bureaucracy, the public media and to an extent the private media, and even the artists, have reinforced their established positions, apparently for the well being of our society.  Hence, to be a “right” “avant-gardist”, one has to be intolerant to their established issues and even the laws passed by them in our legislature. 

Along with politics, the hallmark of the avant-garde drama was an inspiration to transcendence (Innes 3), even to the spiritual in its widest sense. They attempted to enlighten the modern-materialistic mind to a realm “beyond” compulsion. In the Die is Cast, there is a quasi-religious focus on myth and magic. This was done to provide a “meta-naturalistic” element to the drama.  I accomplished this by creating two “spirits” who actually wear masks.  These spirits add an element of magic when they cast spells.  Also, they provide the irony in the play because my characters are oblivious to their presence and to what extent these two determine the characters’ behaviours.  By their magic, they plant the seed of violence in my main character visa via his dreams. My exploration of how these two spirits influence my characters’ dreams allowed me to survey how different “forces” infiltrate our human psyche.  For instance, the demons use, or perhaps “abuse” would be a better word, technology (like magic) to heighten their proposed conflict between my character and the opposite sex.  The computer, film and television, all visual media, are used to communicate their violence. At first glance, technology does not seem to be their “method” at all, but the technology of film and television communicate to him the same content of violence that they convey to him through “dreams”.  Hence, technology, myth, and violence are integrated into his transcendent “self” visa via unseen forces.   

Because visual images inform our culture so much, I incorporated a Shakespearian type of chorus in the form of a T.V. anchorwoman.  Moreover, unlike her Greek counterpart, my female chorus has a definite bias.  But we should understand that she is “politically correct” with her environment and perhaps her profession too.  However, because she is unaware of the “magic” around her, her news broadcasts have ironic implications.  This irony facilitates the mood of deception generated by the “establishment”; that there is no “spiritual” dimension to our societal problems. 

For the purpose of comic “relief”, I decided to add a sex scene.  However, my intention was also to parody contemporary theatre’s reliance on Hollywood tactics to amuse clients.  Explicit sex scenes have become part of the formula in drama, and perhaps this is done so to “yank” more males into the theatre.  But my “explicit” sexual scene happens between two flies, and two young men take part in voyeurism when they stare at the two flies “making out”.  Like Hollywood, the theatre to an extent has forced humans to “make out” in a scene that resembles a “human zoo”.  Spectators glance through the “bars” of the Hollywood screen to stare at what appears to be an animalistic exchange between two individuals trapped and prodded so that the spectators may experience what is transpiring before their eyes.  For my part, I wanted to “reduce” this “formula” to its logical end in hopes of warning the audience where this type of entertainment will end up.  My fly scenario “climaxes” in an “orgasm of violence”.    


Turning to the technical side of the composition, the play is syllogistically constructed. My play’s structure “begins” with a premise and is established with certain antecedents, then it moves forward (refuting that premise) until it reaches a “middle” or minor premise of the drama, then, lastly, these two previous premises bring about an end. I learned this technique while reading the works of W.T. Price, who was the founder of America’s first playwriting school, and I modernized his ideas so they would be more applicable to my contemporary audience. From Price, I learned that a story can be structured “logically” (Price believe algebraically too), so that the story can express “reasonably” on its own.  In essence, it allows the audience to participate more freely in the story process, not just on an emotional level, but on an intellectual one too. I wanted to engage these contemporary minds in a thinking process rather than reduce their experience (and my drama) to a “visual-feeling-ritual”.  With my approach to structure, I did not need to hold up a sign at the end of the play to declare, “You may go home now.”  I did not have to turn the house lights on, nor “plant” someone in the audience to start them clapping, because my structure moves the story to its end by itself.  I did this to re-establish an order desperately needed in contemporary dramatic story telling, an aspect that many post-modernists have taken great pains to destroy.


However, I do not reject all aspects of post-modernist techniques because I enjoy using many of them.  In fact, I only became conscious of them recently, and I must say that while I was writing the play I knew very little about them.  First, my play is a meta-narrative of that historical event at Montreal on December 6, 1989.  Also, other factual events are “contextualized” within my play.  For instance, according to an interview I heard, the mother of Lepine did convert to evangelical Christianity during this period, exactly when, I am not sure.  But this “experience” is included in the play. Also, shortly after the government’s affirmative action policy passed consent, there was a Professor at another Montreal university who did “assassinate” three of his female coworkers, as reported by my T.V. anchorwoman.  The scenario between my main character and a female newspaper journalist actually did take place.  In fact, Lepine’s final letter to her is stated in full (with errors too) near the end of the play, and signed exactly as he had signed it, Alea Jacta Est; hence, the title of my play. 

Author’s note: If you would like to order a copy of the play, please follow the following link to the publisher’s publication web page and scroll down to the appropriate space. 

http://www.samizdat.qc.ca/publications/
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