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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, 1 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of essays, virtually all previously unpublished, covering a wide spectrum of sub-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, entitied A Companion to Literature and Film
(also co-edited with Alessandra Raengo), complements the first two volumes by



xii

Preface

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again previously unpublished, concerning such issues as: (1) the narratology of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 Holtywood 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 awareneds 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 contextuai-
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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