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common practice is to place a famous face from the movie on the cover of a reis-
sued novel to sell thousands of additional books. A case in point is Richard
Russo’s novel Nobody's Fool (1994). The original paperback edition carried oniits
cover the photograph of a man dressed in bib overalls sitting on the porch of a
house typical of those in a small upstate New York town, which was the setting
of the novel. But after screemwriter and director Robert Benton adapted the
novel into a film, the publisher placed a photograph of Paul Newman as the
lead character, Donald Sullivan, on the cover. Once the film left the movie the-
aters, the original photograph was reinstated.

“The use of the film to sell the novel is an example of the “tievin"—a market-
ing strategy that links book and film and other commodities in a circle of prof-
itability. In today’s era of multimedia corporations, executives think beyond the
adaptation to a host of other ways of exploiting the literary story. The starting
point may be the book and then the adaptation released domestically and
worldwide, but soon the marketing moves to the videocassette and DVD, to TV
and cable rights, to an audiocassette tape and CD of the film’s soundirack, to
computer and video games, to the Internet, and to other marketable commodi-
ties, anything from T-shirts to toys. Al of these forms lead away from the book,
but they also lead some people back to it.

Filmmakers have been adapting novels for over a century, but how have they
‘been able to transpose stories to the extent that audiences recognize the novel on
the screen and reviewers find it imperative to compare the novel to the lm? What
techniques have filmmakers used o refashion the novel into cinematic terms?

Some Fundamentals of Novel Adaptation

Length to Length

Let's begin with some basic math. Novels tend to be long. Contemporary nov-
els average 300 to 400 pages; nineleenth-century novels run even longer. Her-
man Melville's Moby-Dick, for example, was first published in England in three
volumes and runs to more than 800 pages in some modern editions.

‘A major concern of the adaper of a novel running from 150 to 1,000 pages
is that feature films last about two hours. One page of a screenplay takes about
a minute to show on the screen, so the average script consists of 120 to 125
pages. How does a filmmaker transfer a novel into a screenplay when the
screenplay is roughly twothirds shorter in length?

Cutting

Clearly, the adapter has to cut elements from the story. This lesson was leaned
carly i the film business when Erich Von Stroheim seemed determined to film vir-
tually every sentence of Frank Norris's approximately 300-page novel MeTengue.
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The result was a nine-hour film adaptation called Greed (1924). Executives at
Metro-Goldwyn-Mayer concluded that no film exhibiter would show a film
that long and no audience would sit through it. MGM had the film cut down to
just a quarter of its original length, with a running time of approximately 2
hours and 15 minutes. The making of Greed is a cautionary tale for all adaplers
of ovels: Not every sentence can be filmed; there is no siich thing as a one-to-
one correspondence between a novel and a film; and, therefore, dropping some
narrative elements is esseatial.

In an interview, Joel Engel asked screenwriter Nicholas Meyer how he
wrote a screenplay for Miguel Cervantes’ 1000-page novel Do Quixote:

JE: It must have been a long screenplay.

NM: Actually, it was about 130 pages, normal size. What | did—this is the way |
adapt novels ... —1 got a notebook and reread the book, putting down a sentence
for every page. | turned a 1000-page novel into a 100-page outline, with a page
number next to each sentence. That way, you lear the book real well. Then you
can read the book in outline form and say, “That I like, this | don'tlike, this Ineed,
that 1 don't need.” (98)

Meyer's method was to reduce each page of this 1000-page novel to a sentence
and then from the sentence outline to make further cuts. But even in a less
extreme case, significant cutting and condensing are necessary. The cutting
and condensing can begin with elements the novel carries at length and in
abundance: exposition, settings, characters, scenes, dialogue, and subplots.

Visualizing, Double-Tasking, and Voicing Exposition

Most traditional novels begin with exposition, in which the seting i described,
background is given, characters are introduced, and the initial conflict is sug-
gested. Film is good at visualizing exposition. According to Robert Giddings,
“Moving pictures take you there, to the very place, and show you who is who
and what is what" (xiv). Marshall McLuhan explains that

film has the powwer to store and convey a great deal of information. Inan instant it
presents a scene of landscape with figures that would require several pages of
prose to describe. In the next instant it repeats, and can go on repeating, this
detailed information. The writer, on the other hand, has no means of holding a
mass of detail beare his reader in so large a bloc or gestal..... (Giddings xiv)

The traditional novel's opening description of place can be conveyed througha
visualization of the locale, and long descriptions of character can be communi-
cated almost instantly through the film actor’s body and movements, face and
facial expressions, voice and speech patterns.
‘Another way of compressing the novels initial exposition is to make the
opening film sequence serve a double purpose: The scene visualizes the exposi-
tion while the screen credits are displayed. For example, Gods and Monsters (1998),
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directed by Bill Condon and adapted from Christopher Bram's novel Father of
Frankensicin, begins with credits superimposed or “litied over” the opening
film footage. The film tells the story of the last days of James Whale, the direc-
tor of Frankensicin and other horror movies, who, retired, lonely, and in ill
health develops a relationship with Clay Boone, a young gardener. The opening
credits are superimposed over scenes showing the muscular Clay waking up in
a baltered trailer. Clay is characterized by his belongings—cigarettes, a lighter
ith a Marine insignia, a beer bottle, work boots, and a muscle shirt. He gets
into his pickup filled with garden tools and drives along a highway showing
ocean, palm trees and 19505 vintage cars to a wealthy landscaped residence.
Some three minutes into the film, the credits end just after revealing Whale
inside the house looking out at the new yardman, an aging homosexual shown
separated from the object of his attention by glass, curtain, and drape. These
particular scenes with superimposed screen credits are an economical use of
film time. They replicate the work of the novel’s exposition by visualizing the
time, place, characters, and initial situation, while also identifying the film title,
director, major actors, screenwriter, and 5o on.

“The voiceover, a film technique commonly used to establish point of view,
is also used to convey exposition economically. Some interesting uses of the
woiceover 1o convey exposition can be found in Pip's opening remarks in Great
Expectations (1946); in Nick Carraway's voiceover during the first sixteen min-
utes of The Grent Gatsby (1974); in Scout’s voiceover in both young and old
voices in To Kill 1 Mockinglird (1962); and in the voiceovers of Henry Hill and
his wife, Karen, in Goodelins (1990)

Using Versions of Intertitle Cards

Anather substitution for the novel’s exposition is the use of infertil
(o viewers of silent films. The thumbnail sketch provided

this device, L1
Fareawell to Arms, i
tion. The 1932 version»
its fronts.

itle cards are used 1o express
dentifies the war and two of

Zvery nation on the record of the first
two names are inscribed—The Marme and.

Disaster as well as victory is W
World War, but high on the rolls
The Piave.

‘The 1957 version, dit by CharlesVidor, of

of one of the wildest theaters of Work

Alpine pesi€ and muddy plains of northern ltaly.
"Herebetween 1915 and 1918 the ltaians stood against the Germar?and

Grian invaders. No people ever fought more valiantly, no nation ever rose more

Gallantly out of defeat to victory.

more extensive exposition.

We tlla sto  I—the snow-capped
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Batour tory i not of war alone. 11  ajealso of  love betwveen an Ameriesn
oy ant i Englis gir e bode thi rage farwel 1o arms whilethe cannen
roared.

tertitie cards are rarely used in modern movies, and when they are, they are
ghly abbreviated, usually toa line of text on the screen indicating the time and
place of the action: Venice, New Year's Day, 2006. This modern use orients the
B i telegraphic form, combining narrativ function with film economy:

Skipping the Exposition

Sometimes novels begin with dozens of pages describing the sett
e e the initia situation. In contrast to this lengthy exposition, sonicy
porary fims often start with an intense conflict. Ths s beerise filmmakers feel
fhey have only a dozen minutes of so to capture the audience, As a conse-
quence, adapters may read for the first important dramatie conflict in a novel
O eiet with that, skipping introductory materia and adding any necessary
Background or backstory at strategic points late n the film.
This technique is described by Stuart lan Burns:

1A good beginning might not present ftself i some time o the novel. In
e ecrons e, the wiiter begins with over 40 pages of background informa:
fion before there s a suitable beginning for the screenplay. .-

I this adaptation, the novel's exposition i skipped so that the film adaptation
st with a compelling dramatic situation. Of course,that dramatic i
G it serves to ntroduce the story's time and place and (0 set the 1ohe,

‘Moby Dick (1956), directed by John Huston, dispenses wilh Herman Melville's
preatory material on the whale and eliminates most of the firs chapter, which
Do lshmaclslengthy musings on why he s going tosea. In thlr place the
O vwtor Ray Bradbury invents  scene with background music showing
Ishmael heading downhill toward water ‘while his voiceover describes a few of
v fo oing tosea. The ilm quickly moves to Melvill’s Chapler 2 the
B tramatic seene of the novel, where Ishmacl encounters the fnhabitants of
the Spouter Inn.

e recnt example of skipping opening narcative material occurs i
Jane Campion's 1996 adaptation of Henry James's Tl Porlrai, of a Lady. In
e novel Tsabel Archer, a high-spirited American girl, is courted by a nuth
Bt and eventualy sgrees to maty one of them. The novel begles
e e & an estate north of London where Lord Warburton is first made
e ot the newly arrived Isabel, but it is not untl the novel's twelfth chap-
it Warburion proposes to her. The film, however, starts with Warbur-
\on's martiage proposal, an elision of nearly 100 pages. Most film
adaptations of novels find their beginnings not on page one but somewhere
in the body of the novel.

VR
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scenc by starting it at the last minute: “It begins 1 eSS
and the bell FIREimgleading to another scene’ (BeTE). Likewise, a courtroom
scene need ot be dramizsdc ut can be skelched with a few quick
/s sentence, the pounding of a gavel,
s another economical

Fice used for relaining narrative elements.

Dialogue

Good dialogue accomplishes a number of things at once. It advances the story
by communicating information from one character to another; it reveals the
haracters’ values or traits; and it reveals or suggests their inward and outward
feelings and thoughts. Howwever, the time limitations of the feature film dictate
that, in most cases, the novel's dialogue must be pruned or cut. In carrying
scene over from the book, the screensriter often simply rewrites the essential
Gilogue into the fewest number of words while advancing the plot and the
audience’s knowledge of the characters.

Sercenwriter Scott Frank explains that another alternative is to make the
camera take the place of dialogue whenever possible.

‘Some of my favorite novels are told mostly through dialogue. Screenplays are also
told a lot through the dialogue, but key things that can be done visually are donc.
Ina book, two people just saying things, and saying them in an interesting way,
and thinking about interesting things can be good reading, You can't do thatin 3
‘movie. (Engel 280)

Aou can't do that in a movie” because film is primarily a visual medium that
{ells its story using pictures. Sereenwriter Nicholas Meyer explains:

I many ways 1 think it helps o be lterate as a sceenvite. The bestof them
{hink n pictures,not words. What makes Steven Spiclberg great is that h thinks in
pictures. That's not peforatve. For me, coming from a verbal and playnvriing back-
Sround, 1 have to go through adouble process. First | think in dramaic lems
Ebout what's going on, and §wind up thinking about words and dialogue and so
forth, Then 1 have to think of ways o get rid of words and dialogue and make it
into pctures. When sound frt came o Hollywood, hey brought out il these play-
wrights, because they noeded help with the talk. They ell this one guy 1o wite his
one scene of a marriage breaking up. He did—ten pages; brilliant dialogue. They
gave it o Billy Wilder, who alegedly Solved the problem with one scene, o words:
Man and his wife get info an clovator, the man is wearing his hat. The clevator
Stops at anther loor an atractve young tootse getsin. Cut 1o the lobby: clevator
‘doors open, man has removed his hat. End of marriage. No words. (Engel 98-99)

The Wilder example demonstrates how a screenwiter can visualize a situation
2 way that makes dialogue unnecessary i t

[0
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However, there is o good way for the camera to show Fleming's anxicty visu-
ally because he is trying to hide his fear from the other soldiers marching beside
him. Huston's answer to this problem is to use a disembodied voiceover—li
the voice of God—to directly inform viewers of Henry’s inner feelings.

Or identifies a second problem—the lack of flexibility in handling multiple
points of view: “[Tlhe camera usually works from a series of fixed viewpoints.
Though this can be changed with rapid cutting or tracking, nonetheless the
fluid interchangeability of the point of view which s a feature of the classic
novel up to Henry James is less easy” (2).

‘A third probiem with adaptation also involves point of view. In film, itis
difficult to convey a distinctive narrative voice. According to McFarlane,

The narrative in a novel is conveyed through two kinds of voices: those attributed to
various characters in direct speech and tha o the author s narration. .. In the film
adaptation, actors can be given the words of characters, either directfrom the novel,
orin some modified form it is considerably more challenging for the filmmalker to
render that other voice, that of authorial narration, which, in the novel, will be our
guide as to what we make of the words spoken by the characters. (Words 15)

In the novel, there is always a distance between the teller and the tale. The teller
of the tale mainly uses word choices to show the attitude of the narrator toward
the characters or the action. However, in narrative film, the camera tells the tale
almost as an objective viewer—it shows us events unfolding before our eyes.
How is the camera able to convey the precise judgments of the novel’s author-
ial voice?

First-Person Narration

The most problematic point of view to replicate is first-person narration. As
already discussed in Chapter 2, devices such as the voiceover, narrative frame,
dissolve, and point-of-view shots are commonly used to identify the camera
with the narrators perspective. Perhaps the most commonly used technique in
first-person narrated films s the voiceover, either in the voice of a paricipant in
the story or someone outside the story. The voiceover is often used extensively
at the beginning of the film, returned to intermittently, and then used again at
theend.

‘Another technique for bringing out a literary narrator s inner thoughts is to
have the character talk to him or herself out loud o to another character who is
present but not listening. For example, in Hemingway's novel A Fareuell to
Arms, Frederick Henry, the first-person narrator, expresses directly to the reader
his inner feelings about his dying lover Catherine, but in the 1932 film adapta-
tion of this novel, those inner feelings are externalized by having Frederick tatk
to himself out loud in a busy restaurant and then outside the hospital room
where his beloved Catherine lay dying.
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A third technique for revealing a narrator’s inner thoughts (expressed in
cither the first or third person) is {o rewrite them into dialogue. In The Great
Gatsby, Nick Carraway meditates on the moment when the Dutch sailors first
spied Long Island:

{Glradually I became aware of the old island here that flowered once for Dutch
sailors' eyes—a fresh, green breast of the new world. ... [Flor a transitory
enchanted moment man must have held his breath in the presence of this
continent, .. face to face for the las time in history with something
commensurate to his capacity for wonder. (182)

The film translates this meditation into unlikely dialogue between Nick and
Gatsby.
Nick: Can you imagine what this old island must have looked like to those Dutch
Sailors swhen they first saw it? Fresh green. Like a dream of a new world.
Galsby: They must have held their breath. Afraid it would disoppear before they
could touch it

Whatever technique s used, the novel's first-person point of view is difficult to
transfer. One famous experiment in replicating first-person narration was to
have the camera follow a character who is in every scene and show the viewer
only what this character could see.

“There has been only one major film . . that tried to duplicate the first person nar-
ration so useful o the novel, Robest Montgomery's Lady i the Lake (1947). The
result was a cramped, claustrophobic experience: we sav anly what the hero sav.
In order to show us the hero, Montgomery had to resort 1o.a battery of mirror
tricks. (Monaco 46)

Another film that sceks to approximate first-person narration is Double
Indenmity (1944), dirccted by Bily Wilder. The film begins with the camera
Showing Walter Nelf speeding in his car through the streets of Los Angeles at
dawn, entering his insurance company's building, going to his office, starting 2
Dictaphone, and narrating the events not only of carler that night, but also of
several months before. The office scene dissolves into the past, and the camera
sesociates itself with Neff's point of view. We see Neff in all reported events,
nd, because of his extensive voiceover, we understand them from his point of
View:. Virtually the entire film is scen through his eyes.

"The replication of a texts first-person point of view is difficult in cinema.
One problem is that the voiceover is intrusive and distracting. It tends to divert
the audience’s attention from what is seen to what is said and thus reduce the
immediacy of the il experience. And because viewers identify so closely with
the camera, the audience tends to forget the first-person narrator and thus to
lose the sense that events are filtered through a single consciousness. Rendasiag

the innor-troghts-aad-Leelings-of-eharacters; TOVINE quickly-smeng-multiple
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Both Maclean’s novella and the film are part of what John Cawelti calls
the “[njew western stories [that] mark a revival of the genre in print, film, and
on TV (1). Cawelti explains that the “sense of the end of the heroic West
haunts such major works of the new western fiction as Norman Maclean's
[stories). ... Maclean evokes a lost world of skill with tools and heroic physi-
cal labor and shows how powerful an experience it was to be initiated into
sucha world” (6).

“The loss of American nature and the way a community had of living in har-
mony with it are favorite themes for Redford. Redford remembers horw he first
learned of River:

101981, on a visit to Montana, | had a discussion about Western writers, with my
friend Tom McGuane [the novelist], We debated the authenticity issue: living it
and knowing it versus just loving it Several names were thrown around—Wallace
Stegner, Ivan Do, B. Guthic, Vardis Fisher—before McGuane suggested he could
Seltl the question by having me read 4 Ricer Runs Throigh I, by Norman
Maclean. “This is the real thing,” he said.

1 distrust such proclamations, but when I read the first sentence ... | thought |
might be n for something. When | looked at thelast line, | knew it. And when |
finished reading the novella, | wanted 1o bring it to the screen. (1)

In a 1992 interview with Wes D. Gehring, Redford mentioned that he
“coupled his interest in the personal grace expressed by Maclean with the
“opportunity to say [via beautiful images from rural Montanal that this s the
\why our environment was when we took it for granted, and for the most part,
it's gone.’(The environmental message is a given in all of [Redford's] populist
pictures)” (9).

Redfords addition of community life to the film and his emphasis on the
oss o the pristine nature of the American West broaden Maclean's memoir and
clegy. Unlike some filmmakers who adapt novelas, Redford was not content
with a close adaptation. Although he told Maclean's story virtually in its
entirety, he also decided to add to it as an adapter would with a shortstory. Dut
the literary form of Maclean's novella did not dictate Redford's decision.
Adding was a matter of Redford's artstic choice, not the form’s demands.

Summary

The novel is a prose fiction that in its modern form usually consists of between
300 and 400 pages, though it can run much longer. Some elements of the novel,
Such as satting and character, lend themselves o cinematic display, but others,
Such a5 point of view, are difficult to transpose. Unlike the short story, the
“dapter of the novel is forced to cut, condense, combine, or truncate narrative
elements to accommodate the average running time of a feature film. These
changes result in different narrative emphases in the film. Beyond the issues of

/2
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cutting and transfer, the adapter has to deal with outside determinants that
have nothing to do with the novel but that nevertheless affect its adaptation-
Commercial filmmaking is costly and requires a mass audience. The scrcen-
writer, director, producer, and others may change a novel's beginning or end, or
adjust the story to the taste, morals, and understanding of the general public in
order to address the daunting economics of the film business-

TOPICS FOR DISCUSSION

1. Identify an element of a novel that
critics have labeled uncinematic
(such as first-person narration or
an ironic verbal style) and discuss
how filmmakers address the issue
ina specific adaptation.

2. Take an episode from a novel that
was dropped from its adaptation
and explain why you think the scene
was 1ot shot and the reasons why
you think it should be included.
Describe the scene and explain where
and how you would add it to the
film. How would this addition con-
tribute to the film story or change its
meaning?

3. Choose a long novel that has been
adapted to film and identify the set-
tings, scenes, characters, dialogue,
exposition and other narrative ele-
ments that were cut. What is the
overall effect of these omissions?

4. Nicholas Meyer explains that he
wrote a sereenplay for Miguel Cer-
vantes’ 1000-page novel Don
Quixote by rereading the novel,
putting down a sentence for every
page, and turning a 1000-page
novel into a 100-page outline. He
read the outline and determined
what he liked, needed, and did not
need. From the filmography,
choose a novel, read a chapter,

write down a sentence for each
page, and determine what narra-
tive clements you like and do not
like. Then compare your adapta-
tion outline with the adaptation of
the chapter in the film.

. In Chapter 4, the credit portion of

the opening sequence of The Mal-
s Falcon s analyzed to show how
its content and structural elements
Jforshados,or prefigure, a later devel-
opment in the film. In this chapter,
the credit portion of the opening
sequence of A River Runs Through It
is also analyzed to show ot only
how ts content and structural ele-
ments foreshadow later develop-
ments in the film but also how they
contribute to a new narrative
emphasis. Analyze the credit por-
tion of the opening sequence of a
film adaptation (such as Double
Indennity) to show how its content
and structural elements foreshadow
a later development in the film
and/or contribute to a new narra-
tive emphasis. How does the credit
portion of the film relate to_the
original story?

. Choose a scene from a novella that

is kept in the film adaptation. De-
scribe the scene in some detail and
explain its relationship o the over-
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all text. Why do you think the scene
was included?” What are some
important differences between the
text scene and the film scene? What
do these differences add up to?
State a relationship between the lit-
erary and cinematic scenes.

With the novella, the filmmaker is
not faced with the necessity and
the challenge of cither dropping or
adding substantial elements of nar-
rative lo the novella to fit the run-
ning time of the feature film. Instead,
the adapler can drop, or add, o do
nothing at all. Take a novella with
which you are familiar and deter-
mine whether you would drop

7.
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narrative clements, add them, or
do nothing with them at all, if you
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8. Rabert Redford said of the novella
A River Runs Through If that, “when
I read the first sentence ... | thought
1 might be in for something. When I
looked at the last line, 1 knew it.
And when | finished reading the
novella, T wanted to bring it to the
sereen.” Although Redford's obser-
vation may apply to any literary
work, choose a novella, read the
first and last lines of the text, and
decide if you would Jike to bring
this work [0 the screen.
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‘The previous three chapters discuss how the novel, novella,
short story, and play have been adapted to film. Despite the
differences among the three genres, they all share one impor-
tant element; their stories present imagined rather than actual
events and people. That distinction is the primary difference
between works of fiction and nonfiction. In this chapter, we.
present a brief overview of how to analyze the adaptation of
nonfiction literature in general.

Nonfiction takes many forms, but filmmakers commonly
adapt only a few types: biographies, journalism, and mem-
oirs. Each type presents people, places, and events that,like the
elements of fictional stories, can be adapted into narrative
film. Biographies that have been adapted include the prose
narrative A Beauliful Mind and the play The Miracie Worker.
Journalistic works that have been adapted include Crime on
the Labor Front (O the Waterfront), Fear and Loathing in Las
Vegas, The Great Locomotive Chase it Georgia (The General), In Cold
Blood, and The Perfect Storm. Memoirs that have been adapted
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include Basketball Diarics; Guadalcanal Diary: Girl, Interrupted; 1 Knotw Why the
Caged Bird Sings; Elegy for Iris; This Boy's Life; and True North.

The film produced by the adaptation of a nonfiction literary text is neither
wholly a documentary—a nonfiction film that claims to depict actual people,
places, and events that exist in the world beyond the film—nor wholly a fiction
film, which portrays imagined characters, settings, and actions. Instead, it is a
hybrid of the two. Like a documentary, the film claims to depict actual people,
places, and events. Like a fiction film, it is produced with actors rather than
actual people, with substituted rather than actual places and things, and with
staged events rather than recorded actual events. In addition, imagined charac-
ters, places, things, and events can be inserted into the film. Bordwell and
Thompson call this hybrid form a historical film, and Steve Lipkin calls it &
docudrama.

Lipkin explains the docudrama:

Due to the hybrid nature of its form, docudrama demands a paticular kind of
suspension of disbelief from its audience. ... We are asked to accept that, in this
ease, re-creation is a necessary mode of presentation. If we accept the historical
substance of pre-filmic events, then we are also asked to grant that these might
have happened in much the way we are about 1o see them depicted. (“Quiz
Show"1,4)

In order to link the actual and the re-created in docudramas, filmmakers
persuade the viewer, as Lipkin says, “of [the film’s] connections to actuality
1. .. through] one of several possible links between fthat] actuality and [its]
re-creation” (Real 12). Lipkin explains three strategies by which the film makes
“connections to actuality.” In the model strategy, (1) actors are made to resem-
ble the actual people; (2) places and things are made to resemble actual places
and things; and (3) the staged events are made to resemble the actual historical
events. s
“The second strategy for linking the actual and the re-created is for footage
of events, people, places, and things to be inserted into the film either before or
after footage of actors, substituted places and things, and staged events. Lipkin
calls this the sequence strategy.

“The third strategy is for the actual and the re-created to appear simultanc-
ously on the screen, as when an actor is filmed while walking at the actual
place where the events occurred. Lipkin calls this approach the interaction
Strategy. Each strategy represents a closing of the gap between the actual and
the re-created (Real 13).
ese three strategies are used in All the President’s Men (1976), directe
en-adaplation of Carl Bernst s All e

Alan J. Paku
President’s Men (1974). The booK cRFONICies-te-cfe in and Wood-
ward, both then reportors-For i Washinglon Post, to gather information and

write Gries about the Watergate scandal that eventually led to Richard
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orate analyss by the narratr, lengthy descriptions ofseting, and many ymbole
Thus, they are faced with the necessity and the challenge of dropping substantial
ey nartaive from the novel n order to make t it the running time of the
e tare ilm. Even a relatively short novel of 140 pages s just too long a narratiie
e eholly contained within a feature film. Filmmakers have no chofee bt 19
e ine condense, and truncate elements of arative, True, Capote's book s
O ovel but rather a work of nonfiction; hawever,the nonfiction content is
“haped ke a novel, so Brooks had to drop substaial elements of narrative from
Thabestto simplify and shorten it o it he running time of s feature i, That
Ineant dropping Bobby Rupp and Susan Kidwell Brooks considers thers solelyas
o e nooses todrop them, However, Capote considered Rupp and Kid.
e as retual people who played significant roles in Nancy Cluter's e and
i s dropping them seemed to Capote 1o profoundly aller Nancy's life and
ot and his own experience in re-creating that life and death.
‘Capote eventually realized Brooks's situation and came to terms with it

| managed to resalv the quaerl T was having with myseif. Look, an innét vaice
said, you're being unrealistic,unfai. This picture is o hours lon, and that is as
Jong as it can reasonably be. f Brooks included everything Sou would like to have
s o every muanee you're gieving over, it would fas nine hours. S0 S10p wory
ing, Watch it for what it i: judge from that. (103)

Capote watched and judged. He became inundated by the reality por-
raged m the fim. When the film and the emofional experience of watching
o e noticed [a] man stting near me. Who was e, and uhy did he
o s intently, asif expecting me to say something? A Brooks. Finally,
1ok, "By the way, thank you' * (404). Capole’s judgment, t seerts ot posi-
\ive. Despite Brooks's drops and additions, which Capote does not ‘mention in
e i the author of the nonfition novel ultimtely assents o the film-
maker’s adaptation of it

Summary

here are many forms of nonfition, but filmmakers usually adapt oniy 4 few
ypes: iographies,journalism, and memoirs. Each of these three types presents
P s of events, people, and conversations that can be adapted and dra-
matically presented in narative film.

Fhe fim produced by the adaptation of a nonfiction literary lext s neither
wholly a fiction film—which portrays imagined characets, Settings, and
o wholly a nonfiction film, o documentary—which laims 1o depict
Setual people places, things, and events that belong to the world beyond the
e ather a hybrid of the two, or what Steve Lipkin calls 3 docudrama.
B ton film, it 1 produced with actors rather than with actusl people,




image20.jpeg
206 = CHAPTERS

—

and with re-created or staged places, things, and events. Like a documentary,
the film claims to depict actual people, places, things, and events.

Duse to the hybrid nature of it form, docudrama demands a particular kind
of suspension of disbelief from its audience. Viewers are asked to accept that, in
this case, re-creation is a necessary mode of presentation. In order to link the
actual and the re-created in docudrama films, filmmakers use several approaches.
In the model strategy, actors, places, and events are made to resemble closely.
their actual counterparts in the world beyond the film. In the sequence strategy,
footage of actual events, people, and places are inserted into the film. In the
interaction strategy, the actual and the re-created are made to appear simulta-
neously on the screen.

. “The nonfiction literary text is based on an actual prior event about which the
author and others report. Aside from being an adaptation of a text, the docud-
rama is also a report of an actual event. Inevitably, comparisons will be made
among the docudrama, the nonfiction literary text, and other relevant nonfiction
texts in order to discover the contradictions among them. Crucial to such com-
parisons are the narrative elements dropped or addled in the film, especially the

TOPICS FOR DISCUSSION

1. Robert Redford said that in Quiz
Show he used “dramatic license to
make either a moral point or an eth-
ical point and [did] not move too far
out of what could possibly have
happened.” To what extent do you
believe filmmakers are at liberty to
make factual changes in generally
agreed-upon historical accounts of
important national or world events?

2. Truman Capote said of the film In
Cold Blood, “I wanted it played by a
cast of unknowns—that is actors
without public faces.” Consider if

the film had featured a cast of

known actors. Would their “public
faces” have altered the audience’s
reaction to the film, even if their
public faces were made up to resem-
ble the actual faces of the people
dramatized in the film?

fnvented additions or expansions on already existing elements.

3, Select a docudrama from the filmog-
raphy and cxplain whether it uses
Lipkin's (1) model, (2) sequence, or (3)
interaction strategies, or some combi-
nation in linking the film o the liter-
ary text on which it is based and, if
You can determine, to actual events
to which both the iterary textand the
docudrama refer.

4. Describe how a specific docudrama
departs from the adapted text and
from the historical events on which
both text and film are based. Read
newspaper, magazine, and journal
articles and other nonfiction texts to
achieve a grasp of the historical
events. Do you feel the film's changes
are justified by dramatic license, or
do they alter or deform the factual
story to the point of historical mis-

representation?

e
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(Of course, with this point of view, the camera may still act at times as an
ient narrator by offering information outside the view of the main
Most flms tell stories using thousands of shols from different ary
repeatedly shift among the three main points of view to achi
aesthWic effects, The questions to ask are, “What point of view is
this sefigs of shots?” and, when the perspective shifts, “Why Aid the director

 places, or events. For
lly made of cloth, but it

present in a work of
something beyond its lital meaning.

meanings from their use in
association, a crossroads trad

ik of art. For example, through long
eans a decision, a rose represents love,
nd death. But authors and filmmakers can
symbols to create their own by stipulating
place, or event and a gencral idea. For
" makes it stand, atleast initially, for
areuell to Arns associates it with

/and when making statements about them, care must be t3
ting evidence. Some recent critics question whether a work

Film Terms

‘The following terms describe basic elements used in telling a story cinemati-
cally. The terms refer to four main areas of film: (1) mise-en-scéne, (2) camera-
work, (3) editing, and (4) sound.

Mise-en-Scene

Mise-en-scéne refers to all elements placed before the camera. These elements
include sets, costumes, lighting, makeup, props, placement of objects and peo-
ple, and the actors’ gestures and movements.
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Alan Ladd as the e character In Shane
(1953) dressed in buckskins, a costume
suggesling the time and place of action
a5 the American West of the nineteenth

century.

Sets are real or artificially constructed places used as background for
actions. They are the physical space shown by the camera in which the actors
move, For example, the detective office in The Maltese Falcon (1941) was artifi.
cially constructed on a sound stage at Warner Bros. Studios; however, the Big
Blackfoot River, portrayed in A River Runs Through It (1992), was shot on loce:
tion on five different rivers in Montana. Although sels in films often appear nat-
ural or accidental, they are carefully selected and controlled by set designers
who, in conjunction with the director, cinematographer, and others, wish to
achieve certain visual effects in telling a story.

Costuming is the clothing worn by actors. The clothes can be contempo-
rary or historical, suggest the time and place of the action, indicate a character's
social status, and contribute to the color scheme of the film. For example, Alan
Ladd as the title character in Shane (1953) dresses in a light-colored buckskin
shirtand pants, suggesting the frontier period of the film and his social
tion from the denim-clad farmers he defends.
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Left:Nicole Kidman, a glamorous star, ariving a the Criis' Choice Awards,January 17, 2003, in
Beverty Hil, Calfornia. Righ: Virginia Wooll, the Brish novelis, ctiic and essayist, ca. 1936

Lighting is the illumination of actors and sets in the production of a film. A
cinematographer decides whether the light is natural or artificial, the direction
it should take, and its intensity. Lighting can direct attention toward major
areas of interest such as an actor's face. An example is the light flaring up from
the just-struck maich that illuminates the sinister visage of Perry Smith as
played by Robert Blake in [t Cold Blood (1967).

Lighting also can help create mood and atmosphere through its design. The
major types are high- and low-key lighting. With high-key lighting, a scene is
brightly lit and shadows kept at a minimum. High-key lighting generally creates
a buoyant and joyful mood and is often used in comedies and musicals such as
Souts Pacific (1958), My Fair Lady (1964), and The Sound of Music (1965). With low-
key lighting, a scene is dimly lit and there is a good deal of shadow. Low-key
lighting creates a darker, harsher, and more somber mood and is often used in
mystery, horror, drama, and science fiction films such as The Big Sleep (1946),
Alien (1979), Apocalypse Now (1979), and Blade Runer (1982).

‘Makeup emphasizes the mobile—and thus meaningful and representative—
elements of an actor s face. The cosmetics enhance or change an actor’s natural
appearance in a way appropriate to the role he or she is playing. An example
of a challenging assignment was the use of a prosthetic nose and makeup to
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Nicole Kidman, made up a5 Virginia
Woollin The Hours (2003), lutraes.
how an actor’s natural appearance might
be atered t0 sut the role he or she is
playing.

transform the glamorous Nicole Kidman into the plain-looking character of
author Virginia Woolf in Tie Hours (2002).

Props are any items employed on a set or in a scene. These objects can be a
stationary part of the set such as a table or a chair, or moveable items like a book
or a vase. The selection, placement, and movement of props can reinforce the
realism or authenticity of the setting and add meaning to a film. For example,
the childhood objects placed in the opening montage of To Kill a Mockingbird
(1962) may suggest to viewers that the story will concern childhood experi-
ences and even a child’s point of view.

Camerawork

The shot is the basic unit of film. The shot is a single, continuous run of the
camera that records an uninterrupted action that viewers see on the screen.
Shots are generally divided into four types according to how much of the
human figure is shown: long shot, medium shot, close-up, and extreme close-
up. The three most important shols to be able lo identify are the long shot,
which shows the full human figure of a character or characters within an envi-
ronment; the medium shot, which shows a character or characters from the
knees up within part of the setting; and the elose-up, which shows the full head
and shoulders of a character o an object in detail. For example, in Quiz Show
(1994), a long shot shows the set of the game show Twenty-One with the two
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contestants standing inside their separate, soundproof booths and the game-
show host standing at a podium just below them, thus establishing the configu-
ration of the three principal characters in the scene. Later in the scenc, a
close-up shot of ane of the contestants deciding on an answer (o a question
shows the real (or, a5 revealed even later in the film, pretend) anguish on the
contestant’s face.

Camera angle s the camera's position in relation (o the subject being pho-
tographed. There are three main angles: the high angle, in which the camera
looks down on the subject; the straight-on or eye-level angle, in which the cam-
era looks straight ahead at the subject; and the low angle, in which the camera
looks up at the subject. Within the context of the film, camera angles may add
‘meaning to the subject being filmed. For example, a high-angle shot may dimin-
ish a character and make him or her scem helpless and vulnerable. A low-angle
shot may make a figure scem towering and powerful. A straight-angle shot usu-
ally suggests neutrality toward the subject. In All the President’s Men (1976), a
high-angle shot of Carl Bernstein and Bob Woodward sitting at a desk and
searching through withdrawal sips from the Library of Congress diminishes the
two men within the enormous space of the room and minimizes their signifi-
cance as reporters from the Washington Post who seek answvers to the Watergate.
affair. Later in the film, Woodward and a male friend of his with close contacts
within the Nixon administration, whom Woodward nicknames “Deep Throat,”
meet in a parking garage late at night. The low-angle shots of the two men talk-
ing conspiracy increase their physical stature and enlarge the significance of
their illuminating discussions.

Camera movement refers to any motion of the camera that changes the
camera’s perspective on its subject. Common camera movements include tilt-
ing, panning, tracking, and crane shots. A tilt shot involves the camera moving,
upward or downward, thereby scanning the scene vertically while remaining
fixed on a tripod or mount. For example, a tilt shot may follow a person ascend-
ing or descending a flight of stairs. In Double Iuennity, after Walter Neff has.
killed Mr. Dietrichson, he returns to his apartment by climbing the back stair-
way, 50 as ot to be seen. The camera tilts upward as it follows Neff's surrepti-
tious climb toward apparent freedom. A pan shot moves left or right, scanning
the scene horizontally yet remaining in a fixed position. For example, a pan
shot may follow a person crossing a room or a street. In the credits shot of The
Killers (1946), after the last itle card has been displayed, the two would-be
Killers approach the camera; it pans left to follow their movement to a closed
gas station where their intended victim works, pans right as they move away
from the station and look across the street at a diner, and pans even further to
the right as they walk toward the diner and their planned ambush of their vic-
fim. A tracking shot moves forward, backward, or laterally, moving toward,
away, with, or around the subject, The camera is no in a fixed position but
travels on a track or dolly following a moving subject, such as a person walking
down a sidewalk. At other times, the subject remains fixed, and the camera
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tracks toward, away, or around the subject. In The Swinmer (1968), Ned Merril
races a horse along a pasture fence and holds his own with the animal, much to
his smiling satisfaction. The camera also holds its own as it tracks the two of
them, the sprinting Merrill and the loping horse. A crane shot occurs when the
camera is mounted high on a crane and moves in any direction, often with an
ascending or descending motion. The crane shot offers a bird's-eye view of the
action. The high-angle shot of Bernstein and Woodward in the Library of Con-
gress, mentioned before, begins as a conventional camera placement for a high
angle, but then the camera ascends through a series of dissolves to become a
crane shot from the top of the room's very fall eiling, thus minimizing the two
reporters to mere specks in the vast room.

Editing

Editing refers to the twofold job of choosing the best camera shots taken and.
then joining these shots logether to build a scene, a sequence, and ultimately a
completed movie. These joins, or transitions, can take the form of a fade-in, in
which the beginning of a shot gaes gradually from dark to light, usually
naling the beginning of a scene; a fade-out, in which the end of a shot goes
gradually from light to dark, usually signaling the end of a scene; a dissolve, in
which the end of one shot s for a moment superimposed with the beginning of
the next shot, usually suggesting a close cinematic and /or narrative connec-
tion between two scenes; a wipe, in which the end of one shot appears to be
pushed aside by the beginning of the next shot, also suggesting a close cine-
matic and/or narrative connection between two scenes or two shots within
scenes; a cut, in which the end of one shot s simply spliced to the beginning of
the shot that immediately replaces it on the screen, used either between scenes
or between shots within scenes; and a jump cut, in which one shot is replaced
abruptly with another shot that is mismatched in a way that calls attention to
the cut and jars the viewer.

Within a scene, whatever transition device the film editor uses creates a
relationship of continuity or discontinuity befween two shols in terms of their
photographic elements. If the two shots are similar, then the film editor has cre-
ated a graphic match between the two shots; if the two shots are different, the
film editor has created a graphic variance.

When the matches are assembled in such a way as to relate a story clearly,
concisely, and with unity and cohesion, the film editor in conjunction with the
diector has created continuity within the film. Various strategies of editing con-
tribute to continuity editing. Among these strategies are crosscutting, which
uses alternating shos of at least two strands of action happening in different
places at the same time; establishing shots, which show in long shots and
extreme long shots the characters and the objects in spatial relation to one
another within the setting; eyeline matehes, in which a character in one shot is
shown looking in a direction and in the next shot the space toward which the
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The opening scquence of A River Runs Through It is an example of a mon-
tageN{his series of juxtaposed, dissimilar shots, filmed by Philippe Rousseloyfs
made U fourteen still, black-and-white, mostly archival photograp!
in Montanuring the time period in which the film is set, Each shot
on, runs from detiveen four and eight seconds, tracks forward in
the viewer neareINg observe the detail in the characteristica)
shot photographs, an then dissolves into the next silllif
The first two shotNye of still photographs featysthg, in a formal pose,
Norman and Paul as chifgen by themselves, a
pose, Norman and Paul, adxjn as children,
These two photographs are fol ies of photographs presenting
Montana lfe in the first quarter o tyeftieth century. These are comprised
of a river flowing through a countrys)g, a dirt street running through a town,
another dirt strect, a horse and wagon street running through a set-
tlement, a scttlement located 2€the bottodof a mountain range, a bunch of
loggers posed around a pile’of logs, anothel
camp, a church standi
field, more people
with huge US,
and, lastly, apefher church. Taken together, these contra
est this film is the story of a small family living 3
d religious-minded community whose way of living
d to nature.

a river, people posed in a
hose fagade is covered

place that isa
intimately

‘There are four types of sound heard in films: speech, music, sound effects, and
silence. Speech is dialogue, or character discourse, spoken by the actors
onscreen or spoken by the actors offscreen, as in voiceover narration, Some-
times a character is seen alone an screen but s not speaking, while the voice of
the character is heard on the sound track thinking about something, as in the
black-and-white sequences in Menenfo (2001). Dialogue conveys background
information; expresses the thoughts and feelings of the characters about
actions, the behavior of other characters, or features of the setting; and distin-
guishes each character by language idiom.

Music refers to the score composed to establish structural patterns
throughout a scene, a sequence, or the entire film, and to evoke emotional reac-
tions in the audience. Structural patterns assist in establishing the atmosphere
of asetting; they supply background for an atherwise mundane scene of unex-
citing visual content, or to fulfill an industry strategy of having music in every
scene from Start to finish; they provide continuity; or smooth transitions and
flow, from shot to shot and scene to scene; and they underscore the climax and
conclusion of scenes. The score influences the audience’s emotional reactions to
the action and characters in a particular scene, a sequence, or the entire film. In
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Rashomon (1950), music phrases are linked to major characters in the film for
viewer identification and emotional association.

{ Sound effects are noises made by people and objects situated within the
I scene shown, These consist of ambient sound, or background noises in a scene,
| such as people opening or closing a door, water running in a stream, or auto-
‘mobile horns blaring in city traffic. Ambient sound also consists of noises
‘made by people or objects performing significant actions such as someone cry-
ing or laughing, a gun firing, or a bridge collapsing. Sound effects can be used
il for comic purposes. For example, in The Simpsons’ adaptation of Edgar Allan
I Poe’s “The Raven” (1989), Homer, the speaker of the poem, says:

Back into the chariber turning, all my soul within me burning
Soon again | heard a tapping somiething louder than befre.
Surely,said I, surely that is something at my window lattice

Let me sce,then, what thereat is, and this mystery explore. (31-34)

‘The “tapping something louder than before” is represented in the film as a loud
banging whose force shakes the frame and disturbs the delicate assonance in
the Scholar’s lines.

1 The total absence of sound in a scene is called a dead track. The absence
L breaks the expected sound pattern of dialogue, music, and effects established in
il the film up to that point; surprises the audience; makes the audience concen-
trate on the image; and creates anxiety and anticipation in the audience as it
waits for sound to resume. That resumption may be in the form of an unfore-
seen, startling noise.

In Dracula (1931), directed by Tod Browning, Renfield, who has fainted, is
approached by three of Dracula’s wives in an apartment within Dracula’s cas-
tle. Dracula himself appears in the window, waves them off, and then
approaches Renfield for the first drink of his blood. This brief scene is silent
from the time Renfield feels the room is stufy, goes to the window to open i, is
accosted by a bat (which does squeal for a moment), and faints, until the fade-
out with Dracula bending over Renfield's limp body. The first shot of the next
scene shows a storm-tossed sailing ship with the sound of whistling wind on
the sound track. The sudden absence of sound in the fainting scene interrupts
the pattern established up to then, surprises the viewer, and makes the viewer
concentrate on the bizarrely costumed, emaciated figures of the wives. It also
heightens Dracula’s suddenly hostile behavior toward Renfield, whom up until
now he has treated with businesslike courtesy.

Sound is either diegetic or nondiegetic. Diegetic sound is produced within
a screen space. For example, characters talk, make noise, or play a musical
instrument in a room. Nondiegetic sound does not occur within the screen
space. An offstage voiceover and music score are examples. One way to distin-
guish between diegetic and nondiegetic sound is to ask whether the characters
and the audience are meant to hear the sounds (diegetic) or whether the sounds
are intended solely for the audience (nondiegetic). In the example of camera

2}
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tracking from The Swinner, mentioned earlier, Ned Merril and the horse he is
racing do not hear the music we hear on the sound track, yet the rousing music
expresses an excitement about their race that the man and the horse might actu-
ally be feeling; thus, the nondiegetic music helps the viewer to experience the
emotions of the characters on screen.

Literature and film share many terms. Analysis of both forms involves talk-
ing about character, setting, action, theme, and symbolism. But film requires its
own special vocabulary to describe how images and sounds tell stories. Both
sets of terms will be useful in the following chapters where we explore the
ways filmmakers adapt literature to film.
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THE SHORT STORY

The short story, as its name suggests, s a brief fiction written in
prose. Although the short story is brief, meaning usually
‘between 500 and 15,000 words, it involves the same narrative
clements found in the novel and the novella. However, the typ-
ical plot has fewer scenes and is more compact than either the
novel or the novella. The setting is usually sketched rather
than described at length. And the characters are limited in
number and less developed, their qualities more likely dis-
closed by the central action than by elaborate analysis from the
narrator.

The brevity of the short story poses a unique challenge for
the filmmaker. With the novel, the filmmaker must drop ele-
ments of narrative to shorten the story 1o fit the running time
of the feature film, which is usually 80 to 120 minutes. Even a
relatively short novel of 140 pages isjust too long a narrative to

-/




image3.jpeg
128 = CHAPTER6

be wholly contained within a feature film, However, with the short story, the
filmmaker must add or expand narrative elements to lengthen the story to fit
the running time of the feature film.

Director and screenwriter Christopher Nolan sees in this challenge an
advantage that the short story holds over the novel:

1 think the short story can be a very good jumping off point fora feature. L think.
novels very often are too complex, too dense to begin with, 5o you are aliways
trying to weed things out. Risking losing the things that attract you {0 that
material in the first place. The nice thing about a short story is that a simple scene,
2 simple concep, .. lends itslf quite naturally to.. expansion to feature sze.
(“Christopher Nolan")

Three Strategies for Expanding the Short Story
into a Feature Film

The filmmaker usually accomplishes Nolan's “expansion to feature size” by
using one or more of three different strategies.

1. Concentration strategy. The filmmakers keep most of the elements of
narrative from the short story; concentrate those elements at the begin-
ning, middle, or end of the film; and add invented elements to the rest of
the film

2. Interweaving strategy. The filmmakers keep most of the elements of
narrative from the short story; disperse those elements throughout the
film, although not necessarily in their original order; and interweave
either invented elements or invented expansions to already existing ele-
‘ments.

3. Point-of-departure strategy. The fimmakers drop most of the elements
of narrative from the short story; keep perhaps the plot premise, a char-
‘acter’s name, o just the title; and, using these clements as a point of
departure, add an invented narrative.

We illustrate the three strategies by briefly discussing an example of each.
1f you are asked to read one of the short stories mentioned and to view the
companion film, follow the method for studying an adaptation illustrated in
Chapter 4.

Concent

fom Ermest Hemingway's
short story of the same name:3 5 the concentration strategy. When
employing this stratey akers K  of the narrative elements from
the short st entrate them at the beginni e, or end of the film;
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TOPICS FOR DISCUSSION

1. Choose a short story pairing from
the filmography and identify
whether the adaptation uses the
concentration, interweaving, point-
of-departure strategy, or some com-
bination of the three.

2. Choose a short story that has
been adapted into a film and
define and illustrate the relation-
ship between the two companion
pieces. Give some background on
the literary text and summarize
the plot, characters, point of
view, and themes of the story.
Introduce the film and then dis-
cuss in a systematic way what is
kept, dropped, and especially
what s added. Identify the impor-
tant changes made by the adapter
and explain the likely reasons
behind the changes. Analyze the
changes as a way to define a rela-
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At the first Academy Awards in Hollywood, the screenwriter
Benjamin Glazer received an Oscar for adapting the silent film
‘Seventh Heaven (1927). This early recognition of adaptation as
n Oscar category is not surprising given the many adapta-
tions made early in film history. In fact, a history of adaptation
would startjust a few years afier the invention of cinema itself.
Among the earliest examples is The Deathof Ntcy Sykes (1897),
an episode derived from Charles Dickens’s novel Oliver Twist.
The adaptation of printed texts continues to_this day.
Although estimates vary, several commentators agree that about
‘one-third of all modern commercial films have come from liter-
ary sources. Brian McFarlane cites Morris Beja’s calculation
that since the first Academy Awards, adaptations have won
three-fourths of the Oscars for best picture (Novel 8). In the
2003 Academy Award competition, all five nominations for
Best Picture were adaptations: Gangs of New York, The Lord of the

b
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Peter Jackson
accepting the 2004
Oscar for directing
The Lordof the
Rings: The Retum
ofthe King.

Rings: The Two Towers, The Hours, The Pianist, and Chicago, which won. In the
2004 Academy Awards, four out of five nominations for Best Picture were
adaptations: Mystic River, Seabiscuit, Master and Conmander: The Far Side of the
World, and Lord of the Rings: Return of the King, which won.

Literary texts of all kinds are a great source for films, but it has been the
novel that has provided the bulk of the material. It's been estimated that half of
all film adaptations come from novels. This is not surprising since the novel
and narrative film share so many storytelling elements. Both use settings, char-
acters, plot, actions, themes, and symbols to tell their stories.

There has long existed a symbiotic relationship between the novel and film.
The novel not only offered early filmmakers story material but also provided
them with narrative techniques. Sergei Eisenstein claims that film methods
such as montage, dissolve, close-up, pan, and parallel action (where two stories
unfold at the same time and the camera switches back and forth from one to
another) owe a debt to narrative techniques used by the novelist Charles Dick-
ens. Today the borrowing goes both ways. Alain Robbe-Grillel, for example,
has produced several novels in which the story imitates a series of camera shots
connected by jump cuts and other editing devices.

Classic novels once adapted because they were well known to the public,
such as Dickens's A Clristnias Carol, are now mainly remembered because of
their film adaptations. Where once some novels were intentionally written to
become best sellers, they are now intentionally written to become box office
hits. In some cases, publishers look at the novel they accept as the first draft of
a screenplay, sell the screen rights, and use the movie to market the book. A




