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In memory of Edward Said



Preface

Literature Through Film: Realism, Magic, and the Art of Adaptation is part of
a three-volume series devoted to literature and film, and, more specifically, to
the history, theory, and practice of the filmic adaptations of novels. This first
volume approaches the subject from the specific angle of the history of the novel.
Arranged according to the chronology of the literary source texts rather than
that of their filmic adaptations, Literature Through Film highlights key moments
and trends in the history of the novel from Don Quixote and Robinson Crusoe
to Nabokov’s Lolita and Carpentier’s Concierto barroco. All the novels are treated
in their own terms, as novels, but also as seen through their various filmic adap-
tations. In each case, I stress the historical importance of the novel, its central
narrative and aesthetic strategies, and its verbal texture, before moving to the
“re-readings” of these same novels as “‘performed” by film. In sum, I provide
an historicized overview of privileged moments in the development of the novel,
but as refracted and “rewritten” in the form of cinematic adaptations.

The second volume, Literature and Film: A Guide to the Theory and Practice
of Film Adaptation (co-edited with Alessandra Raengo), consists of a wide range
of essays, virtually all previously unpublished, covering a wide spectrum of sub-
jects and problematics. My introductory essay on “The Theory and Practice of
Adaptation” is followed by a wide variety of essays concerning single novels/
adaptations, essays that both illustrate and problematize the methodologies.

The third book in the series, entitled A Companion to Literature and Film
(also co-edited with Alessandra Raengo), complements the first two volumes by
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exploring the broader question of the interface between the literary and the filmic.
More specifically, the Companion features theoretical and analytical essays,
again previously unpublished, concerning such issues as: (1) the narratology of
adaptation; (2) adaptation in the oeuvre of single directors (for example, Alfred
Hitchcock); (3) hidden intertextualities (for example, the unacknowledged pre-
sence of Les Liaisons dangereuses in the work of Eric Rohmer; and (4) thematic/
generic essays on such topics as apocalyptic fiction/film, cross-cultural adapta-
tion, the Hollywood novel/film, noir novels and films, the Bible as cultural object
in popular cinema. The Companion moves the discussion beyond adaptation per
se into broader questions of transtextuality and intermediality.

Although the essays in the two edited collections do not conform to any a
priori theory or model, they all share a reflexive awareness of key orienting
questions or “problematics.” In diverse ways, they mingle the methods of
literary theory, semiotics, narratology, cultural studies, and media theory. The
totality of the essays will move adaptation discourse forward, through a tour de
force of sophisticatedly literate (and cine-literate) readings, performed so as to
reconfigure the field of literature/film studies. Cumulatively, the work is highly
international, covering novels/films from England, the United States, France,
Italy, Germany, Spain, Ireland, Russia, China, India, Egypt, Senegal, Cuba, Brazil,
Argentina, Mexico, and Venezuela. The work represented in all three volumes
points the way, it is hoped, toward a richly theorized and complexly contextual-
ized and transformalist approach to adaptation. While paying homage to the
classics of world literature, the work will also highlight the contemporary rele-
vance of adaptation studies in the age of the Internet.
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Literature Through Film: Realism, Magic, and the Art of Adaptation is primarily
composed of newly minted material. The book does, however, at times revisit
issues that I have previously considered, although they are now seen in a dif-
ferent light. Most notably, some of the material on Don Quixote, Tom Jones,
Contempt, and Last Year at Marienbad was first “essayed” in my book
Reflexivity in Film and Literature: From Don Quixote to Jean-Luc Godard
(New York: Columbia University Press, 1989). Yet my optic there was
completely different, since that book focused on the issue of reflexivity, while
Literature Through Film focuses on the issue of adaptation. In my past writing,
I have also repeatedly returned to the subject of Méario de Andrade’s 1928 novel
Macunaima and the 1969 film adaptation based on that book; it appears in
Reflexivity in Film and Literature, in Subversive Pleasures: Bakhtin, Cultural
Criticism, and Film (Baltimore, MD: The Johns Hopkins University Press, 1989),
and in Tropical Multiculturalism: A Comparative History of Race in Brazilian
Cinema and Culture (Durham, NC: Duke University Press, 1997). Each time,
I have changed the discussion in the light of the larger topic; here it forms part
of a larger discussion of adaptation and “magic realism.” (Perhaps I return so
obsessively to Macunaima in the hope that renewed interest will lead to a new
translation of that brilliant novel and a new distribution of the equally brilliant
adaptation.)

Since this book emerges from three decades of teaching and writing about
film and literature, there is no way I can acknowledge all those who have helped
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ing the many I have left out. While my intellectual debts should be obvious from
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at NYU: Diana Taylor, Mary Louise Pratt, Kamau Brathwaite, Renato Rosaldo,
Andrew Ross, Howard Besser, Ed Guerrero, Anna McCarthy, Zhen Zhang, Toby
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I would also like to thank the research assistants who helped me with the pro-
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long-running “Film/Novel”” course in the Cinema Studies Department at NYU.
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To anyone who has had the privilege of knowing Edward Said, as I have, or
only of reading his work, there is no need whatsoever to explain why this book
would be dedicated to him. As Ana Dopico put it at a memorial commemora-
tion: “Now it is up to the rest of us.”

The author and publisher gratefully acknowledge the permission granted to repro-
duce the copyright material in this book:

Figure 1.1 Kozintsev’s Don Quixote (1957), produced by Lenfilm Studio, dis-
tributed by Artkino Pictures Inc. / Top 1 Video; picture reproduced courtesy of
the British Film Institute.



Figure 1.2 Francisco Reigueira in Orson Welles’s Don Quixote, produced by El
Silencio Producciones, distributed by Jacinto Santos Parras; picture reproduced
courtesy of Juan Amalbert.

Figure 1.3 Welles as Welles in Don Quixote, produced by El Silencio Produc-
ciones, distributed by Jacinto Santos Parras; picture reproduced courtesy of Juan

Amalbert.

Figure 2.1 Crusoe (Costinha) and Friday (Grande Otelo) in As aventuras de
Robinson Crusoe (1978), produced by J. B. Tanko Filmes, distributed by UCB;
picture reproduced courtesy of Cinemateca de S&do Paulo.

Figure 2.2 The biracial idyll: Bufiuel’s Adventures of Robinson Crusoe (1954),
produced by OLMEC / Producciones Tepeyac / Ultramar Films, distributed by
United Artists; picture reproduced courtesy of United Artists.

Figure 2.3 Peter O’Toole and Richard Roundtree in Man Friday (1975), pro-
duced by ABC Entertainment / Incorporated Television Company (UK) / Keep
Films, distributed by AVCO Embassy Pictures; picture reproduced courtesy of
AVCO Embassy.

Figure 2.4 Deschamel’s Crusoe (1989), produced and distributed by Island
Pictures; picture reproduced courtesy of Island Pictures.

Figure 3.1 Sex and food in Richardson’s Tom Jones (1963), produced by Woodfall
Film Productions, distributed by Lopert Pictures Corporation / Samuel Goldwyn
Company / United Artists; picture reproduced courtesy of Photofest: Nation Screen
Service Corporation.

Figure 3.2 Lady Booby (Ann-Margret) and Joseph (Peter Firth) in Joseph Andrews
(1977), produced by Woodfall Film Productions, distributed by Paramount
Pictures / United Artists Corporation Ltd; picture reproduced courtesy of Para-
mount Pictures and Photofest.

Figure 3.3 Magical effects in Posthumous Memoirs of Bras Cubas (2001), pro-
duced by Cinemate Material Cinematografico / Cinematografica Brasileira /
Instituto Portugués da Arte Cinematografica e Audiovisual (IPACA) / Lusa Filmes
/ PIC-TV / Secretaria de Estado da Cultura (SEC) / Superfilmes; picture repro-
duced courtesy of André Klotzel.

Figure 4.1 Valentine Tessier as Emma in Renoir’s Madame Bovary (1934), pro-
duced by Nouvelle Société des Films (NSF), distributed by John S. Tapernoux /
La Compagnie Indépendante de Distribution (CID); picture reproduced courtesy
of Photofest.
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Figure 4.2 Emma as star in Minnelli’s Madame Bovary (1949), produced and
distributed by Metro-Goldwyn-Mayer (MGM); picture reproduced courtesy of
Photofest.

Figure 4.3 Chabrol’s Madame Bovary (1991), produced by CED Productions
/ Club des Investissments / Conseil General de L’Eure / Conseil Regional de Haute-
Normandie / France 3 Cinéma / MK2 Productions, distributed by Samuel
Goldwyn Company; picture reproduced courtesy of the British Film Institute /

Arrow Film.

Figure 4.4 Leonor Silviera as Ema in Manoel de Oliveira’s Vale Abrado
(1997), produced by Gémini Films / Light Night / Madragoa Filmes, distributed
by Artificial Eye; picture reproduced courtesy of Photofest.

Figure 5.1 Henry Czerny in Walkow’s Notes from Underground (1995), pro-
duced by Renegade Films Inc. / Walkow-Gruber Pictures; picture reproduced
courtesy of Photofest.

Figure 5.2 Sergio and his mirror in Memories of Underdevelopment (1968),
produced by Cuban State Film / Instituto Cubano del Arte e Industrias Cinema-
togréaficos (ICAIC), distributed by Tricontinental; picture reproduced courtesy
of Photofest.

Figure 5.3 Sergio as voyeur in Memories of Underdevelopment (1968), pro-
duced by Cuban State Film / Instituto Cubano del Arte e Industrias Cinema-
tograficos (ICAIC), distributed by Tricontinental; picture reproduced courtesy
of Photofest.

Figure 5.4 Humbert (James Mason) as voyeur in Kubrick’s Lolita (1962), pro-
duced by Anya / Harris-Kubrick Productions / Seven Arts Productions / Trans-
wood, distributed by Metro-Goldwyn-Mayer (MGM); picture reproduced courtesy
of Seven Arts / Photofest.

Figure 5.5 Jeremy Irons and Dominique Swain in Lyne’s Lolita (1997), pro-
duced by Guild / Pathé, distributed by Showtime Networks Inc. / Vidmark
Entertainment; picture reproduced courtesy of the British Film Institute.

Figure 5.6 Macabeia (Marcelia Cartaxo) in Hour of the Star (1984), produced
by Kino International Corp. / Raiz Produgdes Cinematogréficas; picture repro-
duced courtesy of Suzana Amaral.

Figure 6.1 The ghostlike dance in Last Year at Marienbad (1961), produced
by Argos Films / Cineriz / Cinétel / Como / Cormoran Films / Les Films Tamara
/ Precitel / Silver Films / Société Nouvelle des Films / Terra Film, distributed
by Astor Pictures Corporation / Fox Lorber.



Figure 6.2 Polysemy and memory in Hiroshima mon amour (1959), produced
by Argos Films / Como / Daiei Studios / Pathé Entertainment, distributed by
Cocinor / Zenith International.

Figure 6.3 Paul, Prokosch, and Lang in Contempt (1963), produced by
Compagnia Cinematografica Champion / Les Films Concordia / Rome Paris Films,
distributed by Embassy Home Entertainment / Embassy Pictures Corporation /
Strand Releasing; picture reproduced courtesy of the British Film Institute.

Figure 6.4 Camille’s ironic invitation: Bardot and Piccoli in Contempt (1963),
produced by Compagnia Cinematografica Champion / Les Films Concordia / Rome
Paris Films, distributed by Embassy Home Entertainment / Embassy Pictures
Corporation / Strand Releasing; picture reproduced courtesy of the British Film

Institute.

Figure 7.1 Glauber Rocha’s Terra em transe (1967), produced by Mapa Filmes,
distributed by Difilm / Facets Multimedia Distribution / Globo Video / New Yorker
Films; picture reproduced courtesy of Cine World.

Figure 7.2 Nelson Pereira dos Santos’s How Tasty Was My Little Frenchman
(1971), produced by Condor Filmes / L.C. Produes Cinematograficas, distributed
by New Yorker Films.

Figure 7.3 Grande Otelo in Macunaima (1968), produced by Condor Filmes /
Films do Serra / Grupu, distributed by New Line Cinema.

Figure 7.4 The birth of the hero in Macunaima (1968), produced by Condor
Filmes / Films do Serra / Grupu, distributed by New Line Cinema.

Figure 7.5 The about-to-be-transformed Macunaima in Macunaima (1968), pro-
duced by Condor Filmes / Films do Serra / Grupu, distributed by New Line Cinema:

Figure 7.6 Irene Papas as the matriarch in Erendira (1983), produced by Atlas
Saskia Film / Austra / Cinequanon / Films A2 / Les Films de Triangles / Ministére
de la Culture de la Republique Frangaise, distributed by Miramax Films.

Figure 7.7 Musical performance in Paul Leduc’s Barroco (1988), produced by
Instituto Cubano del Arte e Industrias Cinematograficos (ICAIC) / Sociedad Estatal
Quinto Centenario / Opalo Films, distributed by International Film Circuit; pic-
ture reproduced courtesy of the British Film Institute.
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mission for the use of copyright material. The publisher apologizes for any errors
or omissions in the above list and would be grateful if notified of any correc-
tions that should be incorporated in future reprints or editions of this book.
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