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Actor, Actant see Character; Narrative
Structure

Adaptation/
Appropriation

JULIE SANDERS

Descriptions of the novel as a form almost
inevitably discuss the use of INTERTEXTUALITY,
allusion, andyguotation as some of its'major
narrative strategies. Canonical examples of
the ninetegnth-centdry novel are frequently
constructed around an architecture of cita-
tions, epigraphs, and cross-references. For
example, we, can look to Charles Dickens’s
invocations of ;William Shakespeare both
as language and as performance in Nicholas
Nickleby (1838-39) and Great Expectations
(1861), or many of George Eliot’s shaping
epigraphs in Middlemarch (1871-72)," de-
rived from her vast reading knowledge.
Postmodern novels, albeit in sometimes
fragmented form, have as their vertebrae
the literature that precedes them (see
MODERNISM). Angela Carter’s self-conscious
bricolage of poetry, novels, and films in her
fiction and short stories provides one obvi-
ous example. Her Nights at the Circus (1984)
derives imaginative energy from Dickensian
style and aesthetics, while Wise Children
(1991) provides an intricate response not
just to Shakespeare’s plays but the complex

an inherently appropriative and adaptive
genre, but when we talk about adaptatior
with reference to the novel, we are usually
describing a more sustained relationshiy
between specific texts. Such a relationshig
serves as a direct invitation to read inter-
textually, with knowledge of at least twc
texts or works simultaneously, allowing fo:
interaction with each. It is for these reason:
that the emergent field of adaptation stu-
dies often invokes parallel fields of schol-
arship, such as reception theory, the study
of reader response, and cognitive poetic:
(see COGNITIVE THEORY).

VOICING THE MARGINALIZED
CHARACTER

Discussions of adaptation and the nove
focug on novels that serve as facilitating
examples of the general conventions o
methods of practice within the field. Twc
touchstone works of this kind are Jear
Rhys’s Wide Sargasso Sea (1966) and J. M
Coetzee’s deeply metafictional Foe (1986).

In its reorienting of Charlotte Bronté’
Jane Eyre (1847), Wide Sargasso Sea prolep-
tically brings into view many of the chie
critical concerns with that novel during
the late twentieth and early twenty-firs
centuries (Su, 392). Rhys’s novel present:
the viewpoint of the marginalized anc



Hall in Jane Eyre (see NARRATIVE PERSPECTIVE).
Rhys responds in combative fashion to
Bertha’s reduction to a rabid, animalized
creature, only briefly visible in the narrdtive,
who bites any intruders to her chamber and
persistently seeks to destroy both herself and
the site of her incarceration through acts of
arson. In Rhys’s novel, Bertha becomes An-
toinette Mason and is ascribed not only
large sections of first-person narrative but
is given a complex and detailed history
prior to her appearance in Bronté’s novel.
Rhys therefore mobilizes a response to the
cultural and racial politics of Jane Eyre—
rewriting, or “writing back,” as postcolonial
theorists have termed it, from an informed
position—and to its perceived proto-
feminist politics, which equate marriage
with slavery and bondage in problematic
metaphors embedded within the text (see
FEMINIST THEORY).

Artist Paula Rego’s 2003 series of illus-
trated responses to Jane Eyre has been
filtered through and influenced in turn
by Rhys’s novel. Rego’s Jane is a dark,
muscular figure who shares elements with
Bertha as described in Jane Eyre. Rego’s
interpretation engages with the sexual and
racial politics of Bronté’s text articulated
by the feminist critics Sandra Gilbert and
Susan Gubar, who describe Bertha as
Jane’s “darkest double” (360). But Rego’s
vision is also shaped by Rhys’s critique of
the original novel because it implicitly
valorizes Jane at Bertha’s expense. This
suggests a rich pattern of influence where-
by adaptations become shaping texts in
themselves (Kaplan, 31-34).

example, in Ahab’s Wife, or The Sta
(1999), Sena Jeter Naslund fashion:
page novel from a few glancing refer
Herman Melville’s oceangoing Mo
(1851) to the wife and child who
Ahab has left behind, onshore in Nai
Naslund appropriates material fro
real life and fictional nineteenth-
narratives of women who escapec
cross-dressed as cabin boys. She us
to create a vivid fictional voice

fictional protagonist, Una Spense
results in a pastiche, not only of
range of factual and fictional texts f
period of her main source-text, but
one of Melville’s prime literary i
The character’s name invokes Un
Book I of Edmund Spenser’s Eliz
epic poem The Faerie Queene (15
and thereby locates Melville’s ov
quest in a far longer literary:traditi
which, incidentally, features Cross-
heroines who demonstrate agency a1
ery in the face of danger. Similarly,
Warner’s Indigo (1992), a reimagi
Shakespeare’s The Tempest (1611) i
form, ascribes central roles to M
Prospero’s daughter in the play

subject to his paternal and political v
Sycorax, dead before the play beg
invoRed and. described through'th
of others.

POSTCOLONIAL
RECONFIGURATIONS

Warner created a novel that is also
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investigation, aesthetic appreciation
entertainment,” and our continuing inter-
est in issues of cLass, gender, and empire,
which the Victorian period (1837=1901)
contains and contests in ways relevant to
our own time (5).

But it is fair to say, in any survey of novel
adaptation, that it is not solely Victorian
fiction or indeed the nineteenth and twen-
tieth centuries that have proven to be pro-
ductive sites of.engagement. Texts from the
medieval and early modern canons have
also served their turn. In Tokyo Cancelled
(2005), Rana Dasgupta transfers the trav-
eling tale-telling of Geoffrey Chaucer’s The
Canterbury Tales to a modern airport. Jane
Smiley’s Ten Days in the Hills (2007) re-
locates Giovanni Boccaccio’s collection of
stories, the Decameron (ca. 1348-53), from
a plague-ridden Tuscany to the Hollywood

hills at the outbreak of the Irag War in.

March 2003. In turn, Smiley is able to play
with resonances between her novel and
Boccaccio’s work, highlighting how she can
“write a far more explicit sex comedy than
he was able to produce in a medieval
context, while also updating the politics to
her own culture and time. This method
reveals another key aspect of the process
of adaptation, which plays on the pleasures
incipient within both similarity and
difference.

THEORETICAL AND CULTURAL
CONTEXTS

Adaptations can be a means of tracking the

novel, A Thousand Acres, thereis a s

‘response to Shakespeare’s tragedy I

(ca. 1605) from a feminist perspec
turing a female narrator based on
from the play. But Smiley’s novel i
act of “proximization” that relocat
to an American Midwest farming
nity and demonstrates the influen
ecological politics and environme:
cerns of Smiley’s own era, along
subject of recovered memory, wi
then in the news.

IDEAS OF AUTHORSHIP

In postmodern fiction, the process
tation has iost frequently playe
contemporary concern with the 1
tion of the role of writing and que

authorial identity and integrity. N

novels have appeared which ad:
lives” or available biographies int:
but it is telling how many of 1
responses to a writer’s life. Henry
examined in both Golm Téibin’s 71
(2004) and David Lodge’s Autho
(2005). Helen Dunmore’s Zeninor
ness (1993) concentrates on D.

rence’s sojourn in Cornwall durir
Caréy’s aferementioned Jack Magg
early Dickens in the shape of Tobia:
characterization that, in its examii
Dickens’s complicated family life a;
liaisons as well as his journalist
appears itself to be informed by -
of novelist Peter Ackroyd, whose lif
Dickens (1990) combined fact wit|
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