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Abstract 

In this paper, I analyze and compare the novel The Sun Is Also a Star by Nicola Yoon with 

the filmscript by Tracy Oliver for the 2019 movie adaptation. First, I demonstrate how the 

narrative in The Sun Is Also a Star deals with the literary ideas of fate and destiny and how 

scholars have defined the concepts. Secondly, I argue that the filmscript is a literary text that 

can be equated to the novel in a literary analysis of their narrative features. I claim that the 

narrative features of the novel and the filmscript embody fate and destiny in different ways 

because of the differences in their narrative situations and thought representations. I argue 

that the narrative situation of the novel, with its authorial narrator and narrative levels, 

embodies a relationship between fate and destiny as different perspectives are put into focus 

in the narration. However, the filmscript embodies these concepts as distinct because the 

narrative situation of the heterodiegetic narrator does not represent the same connectedness. I 

then maintain this argument as the filmscript in its thought representation and replacement of 

it with images and speech representation continues to portray the concepts as separate. In 

contrast, the thought representation of the novel embodies the relationship between the 

concepts because the thoughts represent connectedness and cause and effect. In my 

concluding remarks, I look at possible areas of future research.   



  Furmanski 

 

Table of Contents 

Abstract ....................................................................................................................................... i 

1. Introduction ............................................................................................................................ 1 

2. Fate and Destiny in The Sun Is Also a Star ............................................................................ 3 

3. The Screenplay in the Literary Tradition ............................................................................... 9 

3.1. The Screenplay as a Literary Text .................................................................................. 9 

3.2. The Screenplay and the Terminology of Narration ...................................................... 14 

3. The Sun Is Also a Star: Fate and Destiny in the Narrative Situation ................................... 18 

4. The Sun Is Also a Star: Fate and Destiny in the Thought and Speech Representation ........ 26 

6. Conclusion ........................................................................................................................... 33 

Works Cited ............................................................................................................................. 36 

Primary Sources ................................................................................................................... 36 

Secondary Sources ............................................................................................................... 36 

 



  Furmanski 

 

1 

1. Introduction 

Although many comparative studies of novels and movie adaptations have been 

conducted in the research field of narratology and adaptation studies, not many studies have 

had a focus on the filmscript as a separate entity as it has been viewed as a mere blueprint 

that is absorbed into its movie. In “Screenplays,” Ted Nannicelli argues for the screenplay as 

a literary work against opponents such as film theorist Osip Brik who claims that “the script 

is not an independent literary work” and Hugo Münsterberg who claims that although the 

stage play is a literary work, the screenplay is not because it “becomes a complete work of art 

only through the action of the producer” (qtd. in Nannicelli 127). However, recently this view 

of the filmscript has changed, and researchers have started to argue that the filmscript can and 

should be viewed as a text that stands on its own. Kevin Alexander Boon argues in “The 

Screenplay, Imagism, and Modern Aesthetics” that filmscripts “are just as amenable to 

literary critique as poems, novels, and stage plays” and can be examined independently of 

their performances (259-260). Regardless, filmscripts have only recently started to carve out 

their own space in academic research.  

In this paper, I analyze and compare the teenage romance novel The Sun Is Also a 

Star written by Nicola Yoon with the filmscript written by Tracy Oliver for the 2019 movie 

adaptation. The Sun Is Also a Star deals with the ancient themes of fate and destiny, and the 

two texts add a new perspective to the debate about the distinction between fate and destiny 

and their embodiment in the narrative features of literary texts. In the novel, the role of fate 

and destiny is especially seen through its use of multiple narrators: two first-person 

protagonist-narrators, Natasha and Daniel, two additional first-person narrators, and an 

unnamed third-person narrator. In the novel, the unnamed third-person narrator shows how 

fate creates connections between a network of people and events that would otherwise seem 

unconnected. In the filmscript, this third-person narrator virtually disappears.  
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The novel explores the complex relationship between fate and destiny through its 

authorial narrator, whereas the filmscript treats fate and destiny as entirely separate 

phenomena. The reason for this is that the filmscript does not have the same recourse to an 

authorial narrator. In the narrative situation of the two texts, it becomes clear that the lack of 

the authorial narrator in the filmscript makes it harder for it to represent the connectedness 

between time, space, and the characters in the narrative. Furthermore, different strategies of 

thought and speech representation in the novel and the filmscript have a definite impact on 

how fate and destiny are embodied in their narration: the filmscript compensates for its lack 

of thought representation through images, additional characters, and voice-over narration. 

This contributes to the claim that the representation of fate and destiny in The Sun Is Also a 

Star relies on the narrative features of the texts.  

In this paper, I first demonstrate how fate and destiny are represented in the narrative 

of The Sun Is Also a Star, how the narrative places itself in the literary history of these 

concepts, and how I connect the definitions of the concepts to the texts. Secondly, I argue that 

the filmscript is a literary text with narrative features comparable to the novel. An analysis of 

the narrative features of the novel and the filmscript The Sun Is Also a Star reveals that the 

literary ideas of fate and destiny are embodied in the narrative situations and thought 

representations of the two literary texts. I argue that because of the authorial narrator, the 

novel expresses a relationship between fate and destiny as different perspectives are put into 

focus in the narration. However, because of its external focalization, the filmscript represents 

the concepts as distinct. I then maintain this argument as the novel embodies the relationship 

between the concepts in how choices are represented in the thought representation. In 

contrast, the filmscript in its replacement of thought representation with visual images and 

speech representation continues to portray the concepts as separate in the narration.   
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2. Fate and Destiny in The Sun Is Also a Star 

The Sun Is Also a Star is about Natasha and Daniel and their day together in New 

York City as Natasha tries to stop her family’s upcoming deportation, and Daniel prepares for 

a life-changing college interview for Yale. Natasha’s parents are immigrants from Jamaica, 

whereas Daniel’s parents are immigrants from Korea: through flashbacks and flashforwards, 

the narrative reveals how the cultural identities of the characters play a significant role in the 

way the narrative unfolds. During their day together, Natasha and Daniel fall in love and 

encounter numerous people that are all connected to each other and Natasha and Daniel in 

various ways. There is Attorney Jeremy Fitzgerald, who can stop Natasha’s deportation, his 

paralegal Hannah Winter, the security guard Irene whose actions cause Natasha to meet 

Fitzgerald and Daniel, and the train conductor who influences Daniel to see the text on 

Natasha’s jacket as a sign from a higher power. All of these encounters and events connect 

either through chance or through decisions made, and that is how the theme of fate and 

destiny comes into the narrative of the novel and the filmscript.  

Although there are many differences in how the theme of fate and destiny presents 

itself in the novel and the filmscript, there are also many similarities in their representations 

of the theme. Both the novel and the filmscript connect metaphors about stars and love to the 

theme of fate, seen in the narration of the two texts and in how media describes them. In the 

novel, Daniel narrates that he believes love is more complicated than a scientific experiment 

because he is confident the “moon and the stars are involved” (Yoon 80). Likewise, in the 

filmscript, the love between Natasha and Daniel is narrated to be “in the stars” (Oliver 111). 

Many review articles also use the phrase “star-crossed” to describe Natasha and Daniel’s 

romance, which further connects the theme of fate to images of stars. This phrase connects 

their narrative to previous literature about fate and love and, in particular, to the story of 

Romeo and Juliet as the phrase was first used by Shakespeare, in the play, in 1597 (“stars, 
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n.1”). Natasha and Daniel are called “star-crossed lovers” in both The Hollywood Reporter 

and Vanity Fair. Moreover, the description of the movie on Warner Bros’ website features 

the question of whether “fate [will] be enough to take these teens from star-crossed to lucky 

in love” (“The Sun Is Also a Star: About”). These examples demonstrate how fate in terms of 

love is connected to images of stars, as seen through the frequent use of “star-crossed” in the 

description of The Sun Is Also a Star and similar metaphors used in the narrative.  

A consequence of the differences between the novel and the filmscript is that different 

facets of fate are represented in the two literary texts, which shows how fate is a 

multidimensional concept. Not every facet of the theme is present in both texts. An example 

is the religious aspect of fate present in the novel, which does not exist in the filmscript. In 

the novel, the train conductor who influences Daniel is an Evangelical Christian who speaks 

of God, the print Daniel notices at the back of Natasha’s jacket is Deus Ex Machina, Latin for 

“god from the machine,” and the record store where Natasha and Daniel first meet is called 

Second Coming. In the filmscript, the train conductor speaks of signs from the universe, the 

print on the jacket is Carpe Diem, and the record store is called Galaxy Records. Thus, in the 

filmscript, the idea of fate is connected to the universe, whereas, in the novel, it is more 

closely connected to God and religion. Furthermore, another difference between the two texts 

in their exploration of fate and destiny is that only the filmscript includes a Korean tradition 

called Doljanchi, where one-year-old Daniel chooses his destiny through a series of objects, 

which shows the connection between choice and destiny.  

In the academic journal, Bulletin of the Center for Children's Books, Karen Coats’ 

review of The Sun Is Also a Star highlights its focus on race, deportation, fate, and destiny. 

She argues that the point of all of the digressions in the narrative “is to emphasize the 

connectedness of what seems random” (103). Furthermore, Coats maintains that as Natasha 

and Daniel “come together, they each absorb from the other what they themselves lack, 
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eventually accepting that even if their destiny together isn’t a forever one, it was certainly 

fated that their meeting would change them as individuals” (103). I agree that “the 

connectedness” is a major focus in the novel. However, while Coats does not explore how 

this connectedness is achieved, I will analyze it as a feature of narration rather than a theme.  

Because my focus is on fate and destiny as a feature of narration, the way the two 

concepts are defined and represented in literature has to be examined. Mogens Brøndsted 

claims in “The Transformations of the Concept of Fate in Literature” that the idea of fate 

exists in the history of both written and oral forms of literature on a similar level of other 

great ideas such as love, nature, and society. Brøndsted argues that fate is “woven into the 

structure of literature” (172). Brøndsted demonstrates how “the literary idea of fate has been 

subject to a series of transformations” throughout time and emphasizes four phases the 

literary idea of fate has gone through: the religious phase, the theological phase, the 

philosophical phase, and the psychological phase (172). In the religious phase, the idea of 

fate is constructed through what is, supposedly, “the basic element in all primitive religion: 

the observation of an external power which decisively controls human life” either through a 

single God or multiple deities (Brøndsted 172). In the theological phase, the literary idea of 

fate shifted as urban society developed, and “a priestly class which dogmatizes the concepts” 

was differentiated. Brøndsted argues that the idea of a fixed destiny may have been 

developed, in this phase, from growing insight into “the regularity of nature,” which was 

“best seen in the regular movements of the stars” (173). However, the idea of fate in the 

philosophical phase is connected to the universe, through pantheism, as the “concept of god 

is merged into an all-comprehensive idea,” which is “superior to man but at the same time 

contains him” (Brøndsted 173). As Brøndsted asserts, this may have combined “the feeling of 

being part of a great universal whole” to the “intellectual need to find one all-pervading 
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principle of existence” (173). In the psychological phase, the literary idea of fate is believed 

to be destiny “found in man’s own breast” as something “inherent in man” (Brøndsted 173).  

Although these shifts in the idea of fate have taken place over time, as it has gone 

from an external power to something found within, a relationship between these distinct 

phases still exists. Brøndsted argues that in literature, “previous stages live on as currents 

under and beside the philosophical and scientific achievements of the time” (173), and these 

literary ideas of fate can be combined. Brøndsted concludes his article with the claim that 

these combinations of various ideas of fate show the metaphysical aspects of the literary 

genres they appear in (177). In my opinion, this shows that there are several dimensions to 

the way fate is a part of the structure of literature, as there are many different literary ideas of 

fate that may work together in a literary work. Thus, these phases are an essential aspect of 

how to differentiate and specify how fate becomes prominent in the narration of The Sun Is 

Also a Star, made apparent by how religion is a part of the novel’s narrative but not the 

filmscript’s and different facets exist in the two texts because of their narration.  

In Archetypes and Motifs in Folklore and Literature, Elizabeth Ernst and Jane Garry 

summarize the history of fate in narratives from different cultures worldwide and assert that 

belief “in fate is founded in the universal apprehension that the world is governed by unseen 

forces and steered by unknowable laws” (323). This mirrors the literary idea of fate first 

established in the religious phase by Brøndsted. Ernst and Garry point out that in world 

folklore, fate has often been personified as a “human figure or figures” (324). However, 

structurally, folktales “concerned with the theme of fate may be divided into two main 

groups, those treating the future as immutable and those in which protagonists are able to 

thwart or defy what fate has in store for them” (Ernst and Garry 325-326). This distinction 

between fate as absolute and fate as alterable in literature is what is examined in the narration 

of The Sun Is Also a Star.  
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Nonetheless, this distinction is not always clear, as shown by the definitions of fate 

and destiny. In the Oxford English Dictionary, fate and destiny are defined in the same way, 

either as that “which is destined or fated to happen” or as the “principle, power, or agency by 

which, according to certain philosophical and popular systems of belief, all events, or some 

events in particular, are unalterably predetermined from eternity” (“fate, n.” and “destiny, 

n.”). Although neither of these definitions includes fate or destiny as being alterable, Richard 

W. Bargdill in “Fate and Destiny: Some Historical Distinctions between the Concepts” 

argues that there are historical distinctions between fate and destiny, which parallels the 

distinction made by Ernst and Garry between fate as absolute and fate as alterable.  

Bargdill argues that the value in the difference in meaning between fate and destiny 

lies in the attitude the individual or culture adopts towards the two concepts as fate is 

associated with a more passive stance towards life, whereas destiny is associated with a more 

active stance (217). Fate “acknowledges there are many aspects to our lives that we do not 

choose and do not control. There are events that happen to us by accident, by chance, and 

without our intention. Our lives are shaped by these events, these givens, and by the people 

who are in charge of our early development” (Bargdill 216). In contrast, “destiny will not be 

achieved without care, effort and deliberate choices” and entails “insight into what one could 

be by envisioning what one already is” (Bargdill 217). Thus, it becomes clear that fate as 

alterable, as defined by Ernst and Garry, is similar to how Bargdill defines destiny. 

Furthermore, the phases of the literary idea of fate defined by Brøndsted also add to the 

distinction between fate as a passive concept and destiny as an active one.  

The conclusion I draw from this debate is that the psychological phase is an 

embodiment of destiny as active because the phase focuses on the power within man to 

change his destiny. In contrast, the view that fate comes from an external power in the three 

other phases highlights fate as a passive concept. Therefore, the distinctions made by Bargdill 
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and Ernst and Garry are the basis of my arguments as I analyze to what extent fate is a 

passive concept and destiny an active one and their relationship to each other in the narration 

of the novel and the filmscript The Sun Is Also a Star.  
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3. The Screenplay in the Literary Tradition 

To examine the screenplay of The Sun Is Also a Star as a literary text and to compare 

its narration to that of the novel, the debate about the literariness and the narrativeness of the 

screenplay must be entered. First, I argue that the screenplay is a literary text and, then, I 

establish how the terminology of narration is applied to the screenplay and the novel.  

 

3.1. The Screenplay as a Literary Text 

Kevin Alexander Boon states in “The Screenplay, Imagism, and Modern Aesthetics” 

that imagistic poetry and screenplays share many characteristics that illustrate “their mutual 

relationship to literature” (262). Boon claims both forms are concise, choose their words 

carefully to generate mood, and present concentrated images: the “only rhetorical distinctions 

between the two are context and layout” (Boon 260-262). 

 

 

Fig. 1. Tracy Oliver, “The Sun Is Also a Star,” (Script Slug, 12 Oct. 2017), p. 14.  
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Fig. 1 demonstrates a scene from the screenplay of The Sun Is Also a Star and its structure. 

Boon describes how dialogue in the screenplay is indicated with “the character’s name 

indented and presented in all caps above the lines of dialogue” and the spoken lines are also 

indented instead of inside quotation marks like with modern prose (269). In the screenplay, 

there is a bias toward the simple present, and time is presented by scene markers, also called 

slug lines. These slug lines designate whether the scene takes place inside, INT., or outside, 

EXT., the location, and the time of day of the scene (Boon 269). All of these features are seen 

in the screenplay of The Sun Is Also a Star, as shown by Fig. 1.  

In “Language as Narrative Voice: The Poetics of the Highly Inflected Screenplay,” 

Jeff Rush and Cynthia Baughman specify the differences between the screenplay and the 

shooting script. For Rush and Baughman, today’s scripts are written as screenplays whose 

slug lines define scenes instead of shots, and these slug lines “indicate location and imply 

continuous time, rather than prescribe the relationship between camera and subject” which 

the shooting script does (29). These characteristics match those described by Boon. Because 

the screenplay of The Sun Is Also a Star is not a shooting script and is instead an earlier draft 

without the characteristics of the shooting script as described by Rush and Baughman, The 

Sun Is Also a Star has the same qualities as the published screenplay. 

Miguel Mota, in “Derek Jarman’s Caravaggio: The Screenplay as Book,” also 

distinguishes the published screenplay from the unpublished shooting script, which he views 

to be a mere blueprint. He argues the published screenplay is a literary text that is a “separate 

material and cultural entity, a fluid, hybrid text” that “stands ambivalently but suggestively 

poised between print and film technologies” (217). His argument highlights how the 

screenplay stands between two previously established forms, literature and film, and its 

relationship to both. 



  Furmanski 

 

11 

By contrast, because of this characteristic of the screenplay, it becomes possible to see 

similarities between the screenplay and the stage play. In “The Published Screenplay: A New 

‘Literary’ Genre?” Barbara Korte and Ralf Schneider point out that “the reader of the 

published screenplay … can read the screenplay just like a stage play: to be staged 

imaginatively” (97) and that screenplays are “readable as generally accessible books rather 

than typewritten blueprints” (105). Despite the similarities between the two script forms, 

Korte and Schneider describe how the scene description is more dominant in the screenplay 

and the dialogue text is more dominant in the stage play because of the differences in their 

performances (98). However, regardless of these differences, the similarities make it clear 

how the screenplay and the stage play can be equated. 

As a result, because of the similarities between the screenplay and the stage play, it is 

possible to approach the analysis of the screenplay in the same way as the stage play. 

Manfred Jahn argues in “Narrative Voice and Agency in Drama: Aspects of a Narratology of 

Drama,” on the one hand, how the playscript and the filmscript are separate texts from their 

performances and, on the other hand, to what extent narratological concepts can be applied to 

drama and dramatic texts. Jahn extends the diagram established by Seymour Chatman in 

Coming to Terms, where Chatman classifies different text types. In his extended diagram, see 

Fig. 2, Jahn changes the term “text types” into “genres” to differentiate between texts and 

performances and uses the terms “written/printed” and “performed” instead of Chatman’s 

“diegetic” and “mimetic” for the same reason (675). The arrow in the diagram emphasizes 

the special relationship that exists between the script forms and their respective performances 

(Jahn 675). However, Jahn argues along the lines of Boon and Mota above that the “dramatic 

text and dramatic performance, though clearly related, are media in their own right” (668).  
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Fig. 2. Taxonomy of Genres, Manfred Jahn, “Narrative Voice and Agency in Drama: Aspects 

of a Narratology of Drama,” (New Literary History, 2001), p. 675.  

 

Although the focus in Jahn’s article is on the playscript and drama, his diagram has 

the same relevance in establishing the filmscript as a distinctive text type worthy of analysis. 

These written narratives are connected to their performances but still stand on their own. In 

the diagram, the novel and the filmscript are seen as almost on the same hierarchal level, 

although not quite. This might be an indicator that academic circles have not considered 

scripts as worthy of the same literary status as other written narrative texts. However, as has 

been established by previous scholars, that difference in hierarchal level is slowly decreasing. 

While the arguments used by Jahn are foremost for dramatic texts and dramatic 

performances, because of the diagram established and their similarities, it can be assumed 

that the same narratological concepts can be applied to the filmscript. 

Jahn makes a strong case that narratological concepts can be applied to playscripts, 

which is of importance here because the same approach can be applied to the filmscript of 

The Sun Is Also a Star. Jahn argues that even though playscripts are often seen as instructions 
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to actors and directors of the performances, imaginative reading always “comes first because 

it is a precondition for understanding” (666) and as such the script “must be read and 

understood as a piece of narrative fiction” (672). In the same vein, Ted Nannicelli in 

“Screenplays” argues against the view that the screenplay is an ingredient of the film but also 

claims that, even if it were, that does not dispute its literary status (130). Nannicelli makes it 

clear that while the screenplay can be a writerly text open to being rewritten, it just means 

that screenplays “like many other texts, are often co-authored and go through various drafts” 

(133). Furthermore, he argues that when various definitions of literature are studied, it 

becomes clear that some filmscripts are literature (134). Both Jahn and Nannicelli thus 

dispute the argument that playscripts and filmscripts are mere recipes or instructions for their 

performances and argue for the literariness of scripts. Because of the arguments made in this 

discussion, I argue that the filmscript of The Sun Is Also a Star is a literary text. 
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3.2. The Screenplay and the Terminology of Narration 

Although the discussion in the previous section has made it clear that the filmscript is 

a literary text, because of its unique features, it must be established how the terminology of 

narration can be used in the analysis of it. Nannicelli claims that in order to produce a film, 

the filmscript must first be read “within the same framework of conventions that governs the 

institution of literature,” which means an analysis of a filmscript can explore how its 

“structure suggests a purpose or point, how its narration focalizes the story and, perhaps, 

encourages the adoption of a particular point of view” (135). Similarly, Jahn claims that 

dramatic texts “need not in principle inherit the absent-voice quality that may be constitutive 

of the performance” (668). With this, Jahn emphasizes how a lack of narrating voice in 

dramatic performances does not have to apply to their dramatic texts as well. In support of 

this, Korte and Schneider argue that scene descriptions in screenplays approximate the 

function “of an explicit narratorial voice in prose fiction” (98). Jahn uses the example of how 

the stage direction “Hernani removes his coat” is a narrative statement and not a descriptive 

one, articulated by a narrator in the playscript (668). This is the same type of description seen 

in the filmscript The Sun Is Also a Star.  

Another essential point Jahn makes in his discussion with Chatman and Genette about 

narrators is how in the script the narrator is not the one who speaks, as defined by Genette, 

but is instead “the agent who manages the exposition, who decides what is to be told, how it 

is to be told … and what is to be left out” (670). Jahn compares this to Chatman’s cinematic 

narrator and how Chatman considers “even a maximally covert narrator a presence rather 

than an absence” (qtd. in Jahn 670). However, Jahn also argues that there are overt narrators 

in scripts, such as when they are physically present in scenes (671). These arguments made 
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by Jahn show how narratological concepts can be applied to the analysis of the filmscript The 

Sun Is Also a Star and the comparison of it to the novel.  

However, to conduct an in-depth narratological analysis of both texts, a few basic 

concepts only briefly touched upon until now have to be defined. Gérard Genette in Narrative 

Discourse: An Essay in Method defines narration and focalization through the two questions, 

who speaks and who sees (186), where the latter is replaced by who perceives in his later 

textbook Narrative Discourse Revisited (64). Genette separates narratives into two types, the 

heterodiegetic and the homodiegetic, based on the participation of the narrator. A 

heterodiegetic narrator is “absent from the story he tells” whereas a homodiegetic narrator is 

“a character in the story he tells” either as an observer and witness or as “the hero of his 

narrative,” which Genette calls an autodiegetic narrator (244-245). Genette also claims that a 

narrative can have zero focalization, where the narrator says “more than any of the characters 

knows,” internal focalization where the narrator only says “what a given character knows,” 

and external focalization where the narrator “says less than the character knows” (189). 

Through these classifications of narration and focalization, it becomes possible to define the 

narrators of the novel and the filmscript and express their similarities and differences.  

F. K. Stanzel’s theory is also used in the analysis to classify the unnamed third-person 

narrator of the novel, who has unique features not explained by Genette’s theory. Stanzel 

defines and distinguishes between three narrative situations: the first-person, the authorial, 

and the figural narrative situation (4-5). In this paper, the focus will be on the authorial 

narrative situation. An authorial narrator comments on the narrated events, reports the 

thoughts of characters, and references himself, the past, and the future (Stanzel 189). In the 

figural narrative situation, the narrative is presented through the eyes of a reflector: “a 

character in the novel who thinks, feels and perceives” but does not narrate (Stanzel 5). Thus, 

the narrator is replaced by the reflector, and the audible and visible authorial narrator 
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becomes covert. Stanzel argues that the three narrative situations are not prescriptive, and a 

narrative can transition between them (186).  

Narrative levels are also included in the analysis. Genette distinguishes between 

extradiegetic and intradiegetic narrators, where the former is a narrator on the first level, 

whereas the intradiegetic narrator is on a level below, as the narrator is a character in the first 

level of the narrative (228). Rimmon-Kenan defines Genette’s intradiegetic level of the 

narrative as hypodiegetic and claims hypodiegetic narratives can have actional function, 

explicative function, or thematic function in the narratives they are embedded into (93). The 

actional function is when the hypodiegetic level “maintain or advance the action of the first 

narrative by the sheer fact of being narrated” whereas, the explicative function is when the 

“hypodiegetic level offers an explanation of the diegetic level” and the “story narrated and 

not the act of narration itself” is of primary importance (Rimmon-Kenan 93). Because the 

thematic function is not used in the analysis, it is not explained here. Narrative levels are used 

in my analysis to explore the relationship between the multiple narrators in the two texts.  

Because of the filmscript and its use of voice-overs, voice-over narration also has to 

be defined. According to Sarah Kozloff, in Invisible Storytellers: Voice-Over Narration in 

American Fiction Film, first-person “narration is the more common form of voice-over in 

fiction films” (42). Although third-person voice-over narration also occurs, it is less common, 

and one reason “for this imbalance is that adaptations of novels with heterodiegetic narration 

are less likely to use voice-over” (Kozloff 72). Kozloff emphasizes that voice-over narrators 

can be defined through Genette’s theory on narrative levels as embedded intradiegetic 

narrators (42) and claims that behind the voice-over narrator, the real narrator, the image-

maker, can always be found (45). This is because the “first-person voice-over narrator speaks 

intermittently—and sometimes only minimally—and is not in control of his or her story to 

the same degree, or in the same manner, as a literary narrator” (Kozloff 43). Because the 
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filmscript The Sun Is Also a Star uses voice-over narrators to replace the narrators of the 

novel, Kozloff’s definitions have to be used in the analysis. 

As thought representation is also analyzed in the novel and the filmscript, that too 

must be defined. In Style in Fiction, Geoffrey Leech and Mick Short categorize thoughts with 

the same categories used to analyze speech representation in literary texts. Leech and Short 

specify five types of thought representation: free direct thought, direct thought, free indirect 

thought, indirect thought, and narrative report of a thought act (270-271). Free direct thought 

and direct thought are exact representations of characters’ thoughts, and free indirect thought 

representation uses the tense and pronouns of the narrator to provide access “into the active 

mind of the character” (Leech and Short 277). Although both indirect thought representation 

and a narrative report of a thought act have an introductory reporting clause, the former 

maintains the depth of the thought, whereas the latter summarizes it (Leech and Short 271). 

Because of the differences in thought representation between the novel and the filmscript, 

these five distinct types of thought representation are a necessary tool in the analysis.  
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3. The Sun Is Also a Star: Fate and Destiny in the Narrative Situation 

In the novel The Sun Is Also a Star, Natasha and Daniel are first-person protagonist-

narrators, two other first-person narrators also appear, and an unnamed third-person narrator 

narrates the rest of the narrative with unlimited access into characters’ thoughts. Natasha and 

Daniel narrate most of the narrative, and each narrates to forward their story as they never 

narrate the same event: the beginning of each chapter follows the end of the last. Natasha and 

Daniel, as narrators, are identifiable through how the change of narrator is labeled at the start 

of each chapter in the novel. In the filmscript, there is one predominant third-person narrator 

and then voice-over narration by Natasha and Daniel. I argue that the differences in the 

narration are why the novel, through the authorial narrator, focuses on the relationship 

between fate as fixed and fate as alterable, and the filmscript instead emphasizes how fate 

entailing passivity and destiny entailing activity are distinct.  

An event in the narrative of The Sun Is Also a Star that demonstrates the differences 

in the narrative situations of the novel and the filmscript regarding fate and destiny is when a 

white BMW almost hits Natasha. The event occurs early on, before Natasha and Daniel know 

each other, and is significant in terms of fate and destiny as it impacts the rest of the narrative 

and multiple characters in it. In the novel, the event is first narrated by Daniel, who narrates 

that Natasha’s “not paying enough attention to realize that a guy in a white BMW is about to 

run that red light. But I’m close enough. I yank her backward by her arm” (Yoon 60). Daniel 

is here an autodiegetic narrator with internal focalization, as defined by Genette. 

However, the relevance of this event in terms of fate first becomes apparent through 

the unnamed third-person narrator, who is heterodiegetic with zero focalization. Stanzel’s 

authorial narrative situation can be said to be a combination of Genette’s heterodiegetic 

narration and zero focalization. I define the unnamed narrator of the novel as an authorial 

narrator. Although Genette has criticized Stanzel for not distinguishing between who speaks 
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and who sees in his narrative situations (188), Stanzel’s definition is still useful if the 

distinction is addressed and acknowledged. Because of the characteristics of the authorial 

narrator with its unlimited access into the inner lives of the characters throughout time and 

space, the authorial narrator presents the incident with the white BMW both from the 

perspective of the person who drove the car, a drunk insurance actuary mourning his 

daughter’s death, and from the perspective of Attorney Jeremy Fitzgerald, who is crucial in 

Natasha’s efforts to stop her deportation. Earlier the same morning before the white BMW 

almost hit her, Natasha receives Attorney Jeremy Fitzgerald’s business card from an 

immigration officer who claims Fitzgerald is the only one who can stop her deportation. A 

meeting is set up between the two for later in the day.  

Unbeknownst to Natasha and Daniel, the same white BMW hit Attorney Jeremy 

Fitzgerald. Natasha finds out through his paralegal Hannah Winter that Fitzgerald has been in 

a car accident, and their meeting has to be rescheduled for later during the day. At this 

moment, the connection to the white BMW is not clear to the narratee, and the authorial 

narrator reveals the connection afterward:   

Jeremy Fitzgerald was crossing the street when a drunk and distraught man – an 

insurance actuary – in a white BMW hit him at twenty miles per hour … It was 

enough to make him admit to himself that he was in love with his paralegal, Hannah 

Winter … (Yoon 117) 

Later, the authorial narrator suggests that this accident is the reason Natasha’s deportation is 

not stopped, despite her efforts. Because of this accident, Fitzgerald realizes he loves his 

paralegal, which sets off a series of events. Furthermore, Fitzgerald is not just Natasha’s 

lawyer. He is also Daniel’s interviewer for his Yale interview. During their interview, which 

takes place much later in the narrative when Natasha and Daniel have already fallen in love, 
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Fitzgerald discloses to Daniel that he was not able to stop Natasha’s deportation. However, 

the authorial narrator reveals that 

Jeremy Fitzgerald didn’t tell Daniel the truth. The reason he wasn’t able to stop 

Natasha’s deportation is that he missed the court appointment with the judge who 

could’ve reversed the Voluntary Removal. He missed it because he’s in love with 

Hannah Winter, and instead of going to see the judge, he spent the afternoon at a hotel 

with her. (Yoon 297) 

What the authorial narrator reveals is the connection the car accident has to Natasha’s 

deportation, and that there are factors beyond Natasha’s control. In my opinion, this proves 

that Natasha’s deportation is narrated to be fated, regardless of her active choices. 

Nonetheless, it is the active choices of Fitzgerald that cause the deportation, and this 

problematizes the distinction between fate as passive and fixed and destiny as active and 

alterable. The deportation is fixed from Natasha’s perspective, but the narratee knows 

Fitzgerald could have done more to stop it. Regardless, it can also be argued that the reason 

Fitzgerald does not stop the deportation is actually because of the initial car accident, which 

was a passive event for him as well. However, if the perspective then shifts to the car driver, 

the event again entails active choices. In my opinion, the novel clearly shows that fate as 

passive and destiny as active depends entirely on what perspective is put in focus in the 

narration and is portrayed to the narratee.  

All of the filmscript, the incident with the white BMW included, is narrated by a 

heterodiegetic narrator with external focalization, in contrast to the authorial narrator’s zero 

focalization in the novel. However, as Genette (191) points out, the focalization does not 

have to remain the same throughout a narrative and can shift between forms. In the novel, the 

authorial narrator moves from its zero focalization to internal focalization as parts of the 

narrative is presented through the eyes of specific characters. Despite the shift in focalization, 
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the narrator is still authorial because Stanzel argues an authorial narrator can become covert 

to present the story through the eyes of a reflector (5). An example is the previously 

mentioned passage about Fitzgerald and his car accident. In the filmscript, internal 

focalization occurs in the autodiegetic voice-over narration by Natasha and Daniel and when 

the feelings of a character are revealed in the scene description, such as when the 

heterodiegetic narrator says, “Tasha hesitates, afraid to say the words aloud” (Oliver 15). 

This is an indicator of internal focalization as fear is not always visual, and thus, not always 

external.  

In contrast, the heterodiegetic narrator of the filmscript narrates that “A WHITE 

BMW flies down the avenue. The light turns red again and Natasha STEPS OFF THE 

CURB, not paying attention. SHE’S ABOUT TO GET HIT when Daniel YANKS her 

backwards by her arm” (Oliver 26). In the filmscript, the perspective of the car driver and 

Attorney Jeremy Fitzgerald is not given by the heterodiegetic narrator because of its external 

focalization, which demonstrates the differences in narration between the two texts. The 

distinction in focalization is vital because the authorial narrator expresses multiple characters’ 

thoughts and their past, present, and future, and the heterodiegetic narrator of the filmscript 

only expresses the present with limited access into characters’ thoughts.  

However, there is another aspect of the narration that is more important in 

highlighting the difference between the novel and the filmscript. When Hannah tells Natasha 

that Attorney Fitzgerald has been in a car accident in the filmscript, the heterodiegetic 

narrator narrates that “Hannah continues the story as Tasha listens” (Oliver 39). Natasha then 

narrates through voice-overs that it turns “out that BMW that almost hit me had already done 

its fair share of damage” (Oliver 39) and my “attorney-to-be was crossing the street, and 

without his own personal Daniel to save him” a “drunk and distraught insurance actuary hit 

him” (Oliver 40). At this point in the narrative, Natasha replaces the authorial narrator from 
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the novel and becomes a heterodiegetic narrator. However, in the rest of the filmscript, the 

voice-overs by Natasha are autodiegetic and merely replace the narration and thought 

representation that dominates the novel through Natasha and Daniel’s autodiegetic narration. 

Daniel also only has one instance of heterodiegetic voice-over narration in the filmscript and, 

like Natasha, occasionally takes the role of an autodiegetic voice-over narrator to replace the 

first-person narration of the novel.  

Because there is no authorial narrator in the filmscript and the heterodiegetic voice-

over narration by Natasha is the only instance of it, the connection between Natasha’s 

deportation, Fitzgerald’s accident, and his love for Hannah Winter does not exist in the 

filmscript. Therefore, the narration implies that there is nothing either Fitzgerald or Natasha 

could have done to stop the deportation. I argue that the filmscript focuses on fate as passive, 

both from Natasha’s and Fitzgerald’s perspective, which differs from the focus in the novel 

where the authorial narrator reveals the reason behind the deportation. In the novel, the 

authorial narrator demonstrates the connections between events and characters, which the 

heterodiegetic narrator of the filmscript does not. Furthermore, in the filmscript, characters 

from the novel are often not included, or their roles have been reduced, which makes it hard 

for the script to present connectedness in the same way the novel does.  

Another difference in emphasis on fate and destiny is how the authorial narrator 

dedicates an entire portion of the novel to the concept of fate, its history, and the characters’ 

beliefs in it. In the novel, the narrator illustrates the connection between fixed events and 

choices made, where Natasha and Daniel are the focus but also just a tool for the authorial 

narrator to present a network of events that exist outside of their story. In this sense, I argue 

that the story of Natasha and Daniel is embedded in the one presented by the authorial 

narrator. Natasha and Daniel become intradiegetic narrators, whereas the authorial narrator is 

extradiegetic. In the filmscript, the heterodiegetic narrator is also extradiegetic, whereas the 
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voice-over narration is intradiegetic. However, in the filmscript, the intradiegetic voice-over 

narrators are not in control of their story, as detailed by Kozloff.  Because of this, I argue that 

the functions of the embedded narrators are different because of how different their diegetic 

levels are. In the novel, the embedded narration is explicative, as Natasha and Daniel are a 

part of a network of characters and events connected to the depiction of fate and destiny. As 

is the case with the explicative function, the story narrated, the one of Natasha and Daniel, is 

the most important and dominant level in the novel. However, in the filmscript, the embedded 

narration is actional as the function of the voice-over narration is to “advance the action of 

the first narrative” (Rimmon-Kenan 93). This further shows how the two texts embody fate 

and destiny in different ways. In my opinion, the filmscript, unlike the novel, does not discuss 

how the distinction between fate and destiny depends on the perspective presented in an 

event as what is fated for one character can be a choice for another. 

Naturally, there are other instances in the two texts that also highlight the novel and 

the filmscript’s different approach to the representation of fate and destiny in their narration. 

In the novel, the authorial narrator produces insight into how choices made by Natasha and 

Daniel affect people in their surroundings and how other people impact Natasha and Daniel’s 

lives through their choices. Because of this, the relationship between fate and destiny is 

exposed. Aspects of this already explored is of how Natasha, Daniel, Attorney Jeremy 

Fitzgerald, and Hannah Winter are connected. However, there is also the connection between 

Natasha, Daniel, their fathers, the train conductor, the driver of the white BMW, the security 

guard Irene at USCIS, and more. An example from the epilogue that highlights this 

connection is when the authorial narrator narrates that 

Irene’s never forgotten the moment—or the girl— that saved her life. [Lester Barnes] 

told her that a girl left a message on his voice mail for her. [Natasha] had said thank 
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you. Irene never knew what she was being thanked for, but the thank-you came just in 

time. Because at the end of the day, Irene had planned to commit suicide. (Yoon 341) 

However, because of the external focalization of the filmscript, the insight into these 

characters, and their connection to Natasha and Daniel does not exist. Instead, it is up to the 

narratee to see the connections between the events, and the role of fate and destiny is moved 

from the narration to the thought and speech representation.  

Although the authorial narrator of the novel presents the connection between events 

and characters, the heterodiegetic narrator of the filmscript instead introduces fate as alterable 

and destiny as active through the inclusion of the Korean tradition Doljanchi. During the 

Doljanchi, one-year-old Daniel chooses his destiny by grabbing a pen instead of a 

stethoscope, which mirrors the choice teenage Daniel makes later on. At the end of the novel 

and the filmscript, Daniel chooses to defy the fate his parents have chosen, becoming a doctor 

at Yale, and instead pursues his passion for poetry. Because of this, the heterodiegetic 

narrator illustrates the connection between events and a cause and effect that is otherwise 

missing because of the loss of the authorial narrator. Because of this scene, the emphasis on 

fate as alterable and destiny as active becomes stronger in the narration. 

In conclusion, through the analysis, it becomes clear that although there are many 

similarities in the way fate and destiny are embodied in the narration of the two texts, there 

are many more differences. In both texts, Daniel chooses his destiny to become a poet. 

However, through the inclusion of the Doljanchi in the filmscript, the focus on destiny as 

active becomes stronger in it. In the novel, these same decisions are uncertain until the end. 

As has been discussed, the biggest difference between the novel and the filmscript is the loss 

of the authorial narrator. In the novel, the authorial narrator moves from zero focalization to 

internal focalization and back, comments on the narrative, and adds dimensions to the events 

in it through the representation of fate and destiny as concepts working inside a network of 
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people and events that depend on each other throughout time and space. In the filmscript, 

because of its heterodiegetic narrator with external focalization and extremely limited internal 

focalization, the same connections, the cause and effect, and the network of characters and 

events throughout time and space are not illustrated. In comparison to the novel, the presence 

of the narrator of the filmscript is reduced. However, the filmscript could have, especially 

because it already relies heavily on voice-over narration, introduced the authorial narrator in 

the filmscript through third-person voice-over narration. Nonetheless, due to there being no 

authorial narrator in the filmscript, the embodiment of fate and destiny in the narration is 

moved to the thought and speech representation, as explored in the next chapter.  

As established, the novel represents a multifaceted relationship between fate as 

absolute and fate as alterable, i.e., destiny as active. It portrays how their distinction lies in 

what perspective is put in focus in the narration and how it is presented to the narratee. In 

contrast, the filmscript represents the concepts as distinct. Because of the function of the 

hypodiegetic level in the novel, the relationship between fate and destiny is made clear to the 

narratee in the diegetic level. In the filmscript, this same relationship between the narrative 

levels does not exist, which makes fate appear fixed to the narratee and separates the two 

concepts. Bargdill claims that fate “reveals that there are truly many factors that are beyond 

human control and human choice” and destiny “reveals that despite the significant limitations 

of the past and the limitation brought on by the current situation, at all times there is a 

minimum freedom” (218). These claims connect fate and destiny to free will. For Natasha 

and Daniel, there are both choices that can be made and situations where the limitations of 

their free will make their fate fixed instead of alterable. In the end, there is a complex 

relationship between fate and destiny that is explored in the novel because of its authorial 

narrator, and that relationship does not exist in the filmscript.  
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4. The Sun Is Also a Star: Fate and Destiny in the Thought and Speech 

Representation 

Another way fate and destiny are dealt with in the narration of The Sun Is Also a Star 

is through thought and speech representation, both in the thoughts themselves and through 

the way they are represented. Because destiny implies active choices, thought and speech 

representation is a vital tool in the analysis of how these decisions are made. In the novel, 

thoughts are most prominently represented through the use of free direct and free indirect 

thought, the former by Natasha and Daniel, and the two other homodiegetic narrators, and the 

latter by the authorial narrator, who represents the thoughts of numerous characters, including 

Natasha and Daniel. However, thoughts are also represented through indirect thought and 

narrative reports of thoughts, as defined by Leech and Short. In the filmscript, the thought 

representation is different because the only way to represent thought is either through voice-

over narration, which mimics direct thought, or through narrative reports of thoughts. I argue 

that because of the choices made in the filmscript, it replaces thought representation with 

speech representation and visual images to establish the role fate and destiny have in the text. 

Because of these differences, it is again established that the filmscript differentiates between 

fate and destiny, whereas the novel explores the relationship between the concepts.  

As many of the same thoughts are represented in the texts, it becomes possible to 

compare their representation. In the novel, Natasha narrates her thoughts through free direct 

thought: 

Of all the people to run into, today of all days. Why isn’t he in school? He knows this 

is my place. He doesn’t even like music. My mom’s voice rings in my head. Things 

happen for a reason, Tasha. (Yoon 52) 

In the filmscript, this thought is represented through a voice-over made by Natasha. Because 

of how voice-overs are written in scripts, it becomes a direct thought instead of a free direct 
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thought as the name of the speaker is presented above the speech and thought act. Thus, in 

the filmscript, the corresponding thought representation is “NATASHA (V.O.). Ugh. Of all 

the people to run into, on today of all days, why did I have to run into my ex? Why isn’t he in 

school? This is my place!” (Oliver 22). Filmscripts are written for movies and thought 

representation in movies usually portrays the mental states of characters through non-verbal 

clues, such as “facial expressions, actions, and the world that surrounds them” and indicate 

thoughts through a “shot of the character’s eyes and glance direction, followed by a shot of 

the object that has caught” their attention (Grodal 601). Because of this, there is not much 

thought representation in the filmscript The Sun Is Also a Star, except for in the voice-over 

narration. An exception is when, in the filmscript, the heterodiegetic narrator says that 

Natasha “glances at [Daniel], feeling a surprising connection” (Oliver 34), which is a 

narrative thought report.  

In the novel, there are several instances of thought representation that are vital to 

show whether and how Natasha, Daniel, and the other characters think about the concepts of 

fate and destiny and the choices that may determine their destiny. As the story begins, Daniel 

presents his thoughts through free direct thought in the style of a newspaper headline: “Local 

Teen Accepts Destiny, Agrees to Become Doctor, Stereotype” (Yoon 2). Daniel is preparing 

himself for a college admission interview later that day for Yale. His view that becoming a 

doctor is his destiny, as determined by his parents, is seen throughout the novel. He thinks of 

how later “this afternoon [his] life will hop on a train headed for Doctor Daniel Jae Ho Bae 

station” (Yoon 33) and calls the interview his “Date with Destiny” (Yoon 253). This connects 

to Bargdill’s claim that a contemporary way fate and destiny have a role in our lives is 

through how parents “often make the most influential prophecies” and how the expectations 

from these prophecies affect the child throughout their life (217). In both texts, Daniel 

eventually decides his destiny as separate from his parents’ prophecies and societal 
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expectations when he pursues poetry. However, only in the novel is the entire thought 

process of this decision narrated, seen by the following free direct thought representation. 

Maybe [Natasha] was right. I’m just looking for someone to save me. I’m looking for 

someone to take me off the track my life is on, because I don’t know how to do it 

myself. I’m looking to get overwhelmed by love and meant-to-be and destiny so that 

the decisions about my future will be out of my hands. It won’t be me defying my 

parents. It will be Fate. (Yoon 235) 

In the novel, it becomes clear that only through this thought process and the events that 

transpire throughout the day, Daniel chooses to pursue poetry. Because of their day spent 

together and their conflicting beliefs, where Natasha believes you create your own destiny 

and Daniel believes in God and fate, they have both influenced each other to approach fate 

and destiny in new ways at the end of the narrative. As the authorial narrator says, Natasha 

“believes in determinism—cause and effect … Your actions determine your fate” (Yoon 201) 

but, later on, Natasha narrates that 

Daniel’s almost got me believing in meant-to-be. This entire chain of events was 

started by the security guard who delayed me this morning. If it weren’t for her 

fondling my stuff, then I wouldn’t have been late. There’d have been no Lester 

Barnes, no Attorney Fitzgerald. No Daniel. (Yoon 262) 

This free direct thought is one of many that show how fate and destiny become a vital part of 

the narrative through how it is dealt with in the thought representation of the novel. However, 

it should also be noted that thoughts on fate and destiny do not have to impact the effects of 

fate outside the thoughts. However, as has been established by the definitions of the two 

concepts, destiny can be altered by choices made. Thus, in the analysis of destiny, thoughts 

can have an impact on the events of the narrative as characters actively decide what to do.  
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Because I argue that the thoughts and beliefs of the characters are moved from the 

thought representation to both the speech representation and objects in the filmscript, I must 

establish how that is done. In the filmscript, the character Omar is added to the narrative as 

Daniel’s best friend, and through their dialogue, Daniel’s thoughts on fate and destiny and his 

thought process during decision making become more prominent in the script. In a scene after 

Daniel and Natasha have had a fight, gone their separate ways, and have no way of 

contacting each other, dialogue between Daniel and Omar is added to portray the connection 

between destiny and thoughts. To Daniel, Omar says, “So? If it’s in the stars, nothing can 

stop it. Even your clumsy, no-game-having ass, can’t fuck this good thing if it really was sent 

down from Zeus” and then asks whether Daniel knows “where she might be headed?” (Oliver 

79). First, Daniel replies to Omar, and then the heterodiegetic narrator narrates, “Daniel 

thinks. Then jumps up from the booth and runs out” (Oliver 79). In this scene, two different 

ways to represent thoughts are seen. However, the speech representation dominates as it 

demonstrates Daniel’s thought process before he makes a decision, which shows how he 

alters his and Natasha’s destinies.  

 Another instance in the filmscript that supports the argument is the scene after Daniel 

and Omar take the same train with the conductor who makes an announcement about the 

universe, which sparks their conversation. In the novel, this part is just Daniel looking for a 

sign on the streets of New York, deep in his thoughts before he spots Natasha. However, in 

the script, he says to Omar, referring to a giant mural of the universe on the Grand Central 

Station ceiling, “Yeah, but have you ever seen it? It’s like the conductor said on the train, 

maybe the universe is trying to tell me something” (Oliver 20). Their dialogue continues until 

Daniel spots Natasha, and they part ways. Here it becomes evident that speech representation 

has replaced thought representation in the filmscript to make the role of fate clearer in the 

narrative. Furthermore, because of the multiple scenes Daniel has with Omar, I argue that 
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Omar, as a character, has only been added to the filmscript to allow Daniel to discuss his 

thoughts about Natasha, the universe, and fate out loud with his best friend since there is no 

access to his thoughts in the filmscript. 

However, this scene with the mural also shows how the thought representation has 

moved to objects that embody the characteristics of fate. The heterodiegetic narrator 

describes how Daniel’s “gaze catches the gigantic mural of the Universe painted on the 

ceiling of the terminal,” where several “constellations are recognizable” (Oliver 19). At this 

moment, Daniel and Omar start to discuss how this is a sign from the universe. Another 

example in the filmscript where the universe becomes an object that embodies fate is when 

Daniel says to Natasha that the “odds were that we’d never meet in the first place, you know. 

But we did,” and then the heterodiegetic narrator narrates how “Daniel looks to the sky. 

Cracks a smile” (Oliver 39). Because the literary idea of fate from the philosophical phase 

has to do with how fate is connected to the universe, a connection between fate as fixed and 

the two visuals of the mural and the sky can be seen. In the novel, no images of the universe 

represent the external power fate originates from. I believe this further proves the conclusions 

drawn in the previous chapter that although destiny is a part of the filmscript, because there is 

no authorial narrator to illustrate connections, the focus is more on how fate is fixed.  

An additional instance where speech representation has been added to explore fate’s 

connection to the universe is Natasha and Daniel’s visit to the Museum of Natural History. In 

the novel, Natasha goes there by herself with only her thoughts as company. In the filmscript, 

Natasha and Daniel go together and discuss their futures in terms of their careers. In the 

discussion, Daniel says, “I don’t know how it is with your family, but in mine, my parents 

have a lot of power. And they’ve already decided my fate” (Oliver 58). Because this is from 

an early point in the narrative, Daniel views his future as fated. According to both his parents 

and societal expectations, Daniel is supposed to study at Yale, become a doctor, and fulfill 
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the American Dream. However, as discussed earlier, Daniel cannot alter his destiny until he 

actively makes a decision. In the filmscript, this thought process is not portrayed through 

thought representation and, instead, the narrator uses speech representation and voice-over 

narration to illustrate these thoughts. Therefore, because there is not much scene description 

in the filmscript, the voice-over narration and the speech representation as a replacement of 

the thought representation is a tool for the heterodiegetic narrator to further portray the 

complexities of fate and destiny outside the scene description. Furthermore, because the 

filmscript is a hybrid text between literature and film, it focuses on images in the narration 

because of the filmic characteristics of the text.  

Nonetheless, what the speech representation fails to do in its replacement of thought 

representation is to represent the connections between all of the events. As mentioned before, 

the authorial narrator presents all of the events and characters as a network that exists 

throughout time and space. Although not all of these connections are revealed to Natasha and 

Daniel in the novel, they both still realize how certain events had to happen for other events 

to transpire, there is a cause and effect that is identified in the thought representation. In the 

novel, Daniel narrates the following thoughts on the matter through free direct thought: 

If not for that jacket, I wouldn’t have followed her into the record store. 

If not for her thieving ex-boyfriend, I wouldn’t have spoken to her. 

Even the jerk in the BMW deserves some credit. If he hadn’t run that red, I 

wouldn’t have gotten a second chance with her. (Yoon 176) 

Again, this illustrates how the focus of the novel and the filmscript is different. In the novel, 

the distinction between fate as fixed and fate as alterable, where one’s destiny lies in one’s 

own hands, is not of importance in the narration and the thought representation. Instead, the 

focus is on how fate and destiny are two sides of the same coin, where their distinction lies in 

the perspective of the narration as choices in the thought process that determine a destiny for 
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one character may also establish a fixed fate for another. In contrast, the filmscript instead 

adds dialogue between characters that illustrate how their thoughts impact the decisions they 

make in connection to fate and destiny. The filmscript replaces thought representation that 

establishes fate and destiny with objects that are viewed by characters that embody the 

characteristics of fate. Because of this embodiment of fate deriving from the universe, the 

focus becomes on fate as fixed. As the analysis has shown, the filmscript manages to address 

the lack of thought representation through its addition of visual images and dialogue that 

portrays characters’ thought processes and tackles their beliefs in fate and destiny.  
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6. Conclusion 

My analysis of The Sun Is Also a Star establishes that the novel and the filmscript 

incorporate fate and destiny in their narration in very different ways because of the 

differences in their narrative situations and thought representations. In the novel, the authorial 

narrator and the narrative levels are crucial in the portrayal of the relationship between fate 

and destiny. In the filmscript, the heterodiegetic narrator does not represent the same 

connectedness because of its external focalization and the differences in narrative levels. In 

its thought representation, the novel demonstrates that there is a relationship between fate and 

destiny in how cause and effect are illustrated in the thoughts of the characters. In contrast, 

the lack of thought representation in the filmscript, as it substitutes it with speech 

representation and visual images, presents a focus on fate as fixed and the two concepts as 

distinct. Because of its authorial narrator, the novel explores the relationship between fate and 

destiny, whereas the filmscript instead focuses on the two concepts as separate because it has 

no way to represent their connection in its narration. It becomes evident that fate and destiny 

are not just themes in literary texts, as their representation in literature also depends on 

features of narration, as seen in the novel and the filmscript The Sun Is Also a Star. 

As has been detailed in Chapter 2, many scholars have discussed the history of fate 

and destiny and the distinction between the two concepts. Both have an indisputable place in 

past literature and folktales worldwide, and these concepts have never stopped making their 

way into modern art and literature. Because Natasha and Daniel are called star-crossed 

lovers, it connects their narrative to the story of Romeo and Juliet, and it is easy to see their 

similarities. Natasha and Daniel, much like Romeo and Juliet, belong to two different worlds 

filled with societal expectations and are fated to meet and to be separated by outside forces. 

However, as one looks towards the past and how one would never refute the significance 

Romeo and Juliet has in the English literary tradition, looking at the present, it becomes 
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apparent that there are many more published novels and filmscripts that deal with similar 

themes in unique and modern ways. The Sun Is Also a Star is one of many that deal with 

thought-provoking questions concerning fate, destiny, free will, love, and race.  

As Natasha is Jamaican and Daniel Korean-American, the narrative could be 

investigated through the lens of race and identity as both texts deal with past and present 

issues of what it is like to live in the United States as an immigrant and a child of immigrants. 

As the distinction between fate and destiny can be linked to the concept of agency, a future 

area of research could be of how and if immigrants have agency in the bureaucratic systems 

that affect them. In this narrative, this is seen through Attorney Jeremy Fitzgerald, and the 

part he plays in Natasha’s efforts to stop her deportation. Furthermore, the connection 

between different cultural identities, societal expectations, and how characters approach life 

can also be explored further. Although Natasha and Daniel have different cultural identities, 

they were both, for the most part, raised in the United States, whereas their parents were not. 

These differences make for an interesting analysis of how that impacts both the beliefs the 

characters have and how they make decisions. Both inside and outside of my particular focus, 

there are many more ways to analyze the narrative of The Sun Is Also a Star. 

To conclude this paper, I want to go back to the discussion on the role filmscripts 

have in the literary tradition and whether filmscripts can be defined as literary texts. In my 

analysis, I have viewed the novel and the filmscript as equal, where one is an adaptation of 

the other. However, while both can be considered literary texts, the analysis has revealed 

significant differences between the texts and how these differences may limit the comparative 

analysis. Nonetheless, while it can be argued that the conclusions merely depend on the 

differences in their forms, I believe there is more to it than that as the differences between the 

novel and the filmscript are because of the choices made by the writers in the adaptation 

process and what emphases they wanted to have in their version of the narrative.  
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In my research, it became clear the field of studies into filmscripts is limited and that 

while studies like mine have been conducted, they are scarce in comparison to studies of 

novels and their respective films. Because of the noteworthy role the filmscript has in 

contemporary culture, it is more important than ever to continue studying it as a literary text 

worthy of academic investigation. In this paper, the filmscript I analyzed is not a shooting 

script and, as such, does not match the movie that was later on produced. However, it is this 

characteristic of the filmscript that especially makes it a text worthy of study as it is separate 

from both the novel and the movie. The filmscript stands on its own, in the transition between 

novel and movie, and yet is undeniably also connected to both representations. Because of 

this, the three different representations of The Sun Is Also a Star are in discussion with each 

other and with the subject matters that appear in the narrative, where fate and destiny here 

take front and center. From the analysis, it becomes clear that while many questions have 

been answered in this paper, that are many more to be explored in future research.  
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