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Abstract

The idea for this thesis first came to light while teaching my first year students the
novel The Boy in the Striped Pyjamas. | was asked why they had to read the novel when a
film had already been made. In today’s fast-paced society, many people rely on films rather
than the written word yet, for the purposes of the Irish State Examinations, students need to
have a deep insight of the written text at hand. Throughout this thesis, | will argue the
importance of utilizing filmic adaptations within the classroom while at the same time
highlighting the importance of the limitations of this medium. Adaptations are not mirror
images of the source text. Directors, scriptwriters, producers and actors all put their own
indelible mark on a film and therefore can often change the meaning, story or characters. To
rely solely on this medium would drastically effect a student’s understanding and learning of
a particular text. | intend to use four primary texts and their filmic counterparts; To Kill a
Mockingbird, The Boy in the Striped Pyjamas, Romeo and Juliet and Hamlet. 1 will also
discuss a range of novels, plays and films to emphasise the importance of seeing the process
of adaptation as a genre and recognising the filmic adaptation as a new text. I will look at the
intricate nature of adaptation and explore the reasons for inclusions and omissions whilst

adapting a literary work.

In the Introduction, I will look at the current situation of adaptations and how a
literary work is adapted. In Chapter One, | will focus predominately on The Boy in the
Striped Pyjamas and its filmic counterpart directed by Mark Herman. Chapter Two will
explore To Kill a Mockingbird and the filmic adaptation directed by Robert Mulligan.
Chapter Three will look at William Shakespeare’s play Hamlet and filmic adaptations by
Franco Zeffirelli and Kenneth Branagh. Chapter Four will explore Romeo and Juliet and

filmic adaptations by Baz Luhrmann and Franco Zeffirelli. 1 will then present my findings
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and conclude my thesis, weaving together my reasoning for seeing the process of adaptation

as a genre in itself and the filmic adaptation as a new text.
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Introduction

If one walks into any book shop, one will be met by a wide range and variety of
books. On closer inspection, one will often see the words ‘Now a Major Motion Picture’
appear on the title page. As a teacher of English in a male single-sex secondary school, | am
often met with resistance when | encourage my students to read. Many complain that soon
enough the book will be made into a film and ask whether it is not enough just to watch that.
It was in my classroom one day that the idea for this thesis was first born. | was introducing
the novel The Boy in the Striped Pyjamas when one student asked why we had to read the
book when we could just watch the film. The ensuing discussion made me contemplate the
area of adaptation. What is the process of adapting a literary text to the filmic one? Why do
screenwriters alter or even omit certain scenes and characters to adapt a novel into a film? Is
the film really as good as the book? Is the meaning of the plot lost in the glitz and glamour of
Hollywood? Thinking of my pupils and their reliance on the visual as opposed to the verbal, |
wonder whether if a student relies predominantly on the film version of a piece of literature,
they will ultimately get a condensed account of the story? However with the waned interest in
reading, film appears to be an enlightening medium. Denise Faithfull believes that cinema
relies ‘on the actions of an audience’, whereas ‘reading is a solitary act which demands
uninterrupted quiet and where public dreaming is not desired’, hence film is not just a source

of entertainment but also a social medium (Faithfull 2007, p.17).

The main argument of this thesis is three-fold. Firstly, 1 aim to convey the
complexities of the process of adaptation. | will do so by looking at the various factors;
actors, productions, scriptwriters, lighting and so on, which effect the process of adaptation

from written word to filmic adaptation. Secondly, I aim to look at the filmic adaptation’s
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relationship with the source text. It is my contention that this relationship is so complex as to
constitute a new genre in itself. Finally, I aim to convey that the filmic adaptation is not

merely a copy or reproduction of the source text but a new text.

In recent years, there has been a renewed interest in adapting literature. J.K.
Rowling’s series of books about a young boy who discovers that he is a wizard, have sold
more than 300 million copies and been translated into 63 languages (BBC 2005). To date,
there have been 6 Harry Potter films, with another 2 in preproduction. The Harry Potter
series has been hugely successful both on paper and on screen; however, even with this
popular franchise there is still debate as to why certain scenes were changed or why specific
characters were chosen to play the roles. The same can be said of J.R.R Tolkien’s Lord of the
Rings trilogy. Hunter believes that ‘science fiction extravaganzas, comic book adaptations,
and epic series like Star Wars (1977-2005), Harry Potter (2001 ongoing), The Chronicles of
Narnia (2005 ongoing) and The Lord of the Rings trilogy (2001-2003), appeal internationally
to the crucial teenage demographic’ (Hunter 2007, p.154), and ultimately it is teenagers who
are the largest film audience according to statistics gathered in 2007 from the British Cinema
Exhibitor’s Association Limited (Cinema Exhibitor’s Association 2010) (appendix i). As we
can see from the statistics, 28% of 7-14 year olds and 42% of 15-24 year olds visited the
cinema at least once a month in 2007. If we compare this to the 45-54 year old category we
can see that this is dramatically reduced with only 10% stating that they visit the cinema at
least once a month. It is therefore evident that teenagers tend to be the largest film audience
and as a result, a wide variety of films must appeal to them. It is also interesting to note that
many of these adaptations have been coined as ‘sagas’ (Hutcheon 2006, p.149). There is an
appeal for the story to continue over a longer period of time as identification with characters,
the story and fantasy entices one to watch and stay transfixed. The story in many ways

becomes part of their lives. When the Harry Potter series was first adapted to film, many
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children immediately became transfixed. Ten years later the saga is still ongoing and those

children have now grown up into adults. The series or saga became a huge part of their lives.

Throughout this thesis, I will be using a variety of texts and films to highlight the
importance of seeing adaptation as a genre. | will be drawing from Denise Faithfull and Brian
Hannant’s book Adaptations: A Guide to Adapting Literature to Film, Brian’s McFarlane’s
Novel to Film: An Introduction to the Theory of Adaptation, Linda Hutcheon’s A Theory of
Adaptation and Denise Cartmell and Imelda Whelehan’s The Cambridge Companion to
Literature on Screen as well as a variety of novels plays and films. The process of adaptation
is not as straightforward as one may think as it is rare that a film will be able to stick rigidly
to the original text. I intend to look at a range of texts which are being used in the Junior and
Leaving Certificate English curriculum and their film counterparts and outline the differences
and similarities between the two mediums. | will survey my students as they learn to see from
which medium they comprehend and retain the most information, and I will explore their
attitudes on the process of adaptation. Questions will probe whether they like the original text
or the film more, they will look at major differences between the text and film, and | will ask
them to outline key moments which they remember from either media. | will also ask them to
consider what changes they would make were they to be involved in an adaptation from book
to film and if they were to direct an adaptation of the text, or what would they do differently

to that which has been done before.

The core of my argument is that the concept of adaptation should be seen as a process,
and that this process is so intricate and complex that it should be seen as a genre in itself and
that students will inevitably be effected by changes from an original text in an adaptation
therefore the novel or play should be seen as separate entities from their film counterparts.
Perhaps the core connection and difference between the literary and filmic texts is the story

or narrative. It is the sequence of events, and the characters who enact this sequence and who
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are created and constituted by this sequence that is the connective tissue between the book
and its filmic adaptation. However, a central aspect of the adaptation is a change in the telling
of that story or in the portrayal of that narrative. For my students, the grasping of the whole
story seemed easier when watching the film than when reading the book. However, very
often, elements of sequencing, plot, representation and character were altered in the film
which meant that the students now had a problematic relationship with the original narrative
and some asked whether the film was actually a different text to the book. This dilemma is at
the core of my own research question: is adaptation a separate genre? What is the

relationship between the literary text and its filmic adaptation?

The word ‘adaptation’ can be looked at in many ways. To ‘adapt’ means to become
familiar with, ‘make suitable’ or get used to something. It can also mean ‘to change’ or
‘adjust” (Onions 1966, p.11). So, when we talk of adaption in a literary sense, what do we
mean? If we take the first explanation | have outlined, it could be argued that the multiple
adaptations of a classic play such as Romeo and Juliet are so that the audience can familiarise
themselves with the story. The story in many ways is timeless and can be shared across
cultures and years: ‘adapting a classic can be a way of sharing an important text with an
audience that would never otherwise encounter that story’ (Faithfull 2007, p.58). When 1 first
introduced Shakespeare’s Romeo and Juliet to my students, | was met with looks of boredom
and frustration; however when 1 introduced the concept of film, there was a much more
positive reaction from the students. Many people today will not read Shakespearian literature
but when it is made into a filmic blockbuster such as Luhrmann’s adaptation in 1996,
audiences flock to the cinema, often to see their favourite actor or actress, but they will
inevitably leave knowing the full story of the play. Interestingly, this can also be seen as cross
curricular. In history class, a lesson on the Titanic can be made more appealing through the

use of cinematography. While the filmic adaptation Titanic made in 1997 may not be wholly
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based on fact, in terms of the main characters, the historic facts are predominantly true. Film,
used carefully within the classroom, can often enhance the teaching and learning of students.
The film provides a holistic account of the plot which can be used to give the students an

overall sense of the core narrative issues of the text.

If we take the second explanation of adaptation, to change or adjust to something, we
can look at the concept of adaptation in a completely different way. It could be taken to mean
that we should change our understanding of the core text or even change the story itself. It
could also mean that we must adjust our views of the story to accommaodate a cultural context
or the setting in which the story occurs. Linda Hutcheon believes that ‘the context of
reception is just as important as the context of creation’ meaning that successful adaptations
must consider their target audience in terms of what they are expecting as well as considering
the nature of the process of creating the adaptation itself (Hutcheon 2006, p.149). An
adaptation will not succeed unless there is an audience to watch and appreciate it therefore
when adapting any literary work, one must consider for whom the work is intended to reach. |
think that a discussion on the concept of adaptation needs to first establish what is meant by
the term ‘adaptation’. Brian McFarlane sees it as ‘a process of convergence between art
forms’ (Braudy and Cohen 2009, p.274). In his book Novel to Film, McFarlane says ‘a novel
and film can share the same story, the same raw materials but are distinguished by means of
different plot strategies which alter sequence, highlight different emphases, which — in a word
— defamiliarize the story’ ultimately meaning that the story has been changed thereby creating
a new text and altering the understanding and meaning (McFarlane 1996, p.23). Denise
Faithfull refers to the work of adaptation as ‘a balancing act between detailed attention to the
existing work and a forward looking readiness to ruthlessly discard and revise’ (Faithfull
2007, p.vii). My personal understanding of adaptation is an amalgamation of these

definitions. | see adaptations as both highlighting the story so that it can reach a wider
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audience, while at the same time changing the story enough to make it fresh and appealing; in

other words, making a new story.

Adapting children’s literature has a long and rich history, in part due to the enormous
volume of children’s books available. Due to the popularity of some children’s novels, there
are often multiple adaptations of well-known classics. Willy Wonka and the Chocolate
Factory (1971) and Charlie and the Chocolate Factory (2005) both originated with Roald
Dahl’s 1964 novel. Alice in Wonderland, written in 1865 by Charles Lutwidge Dodgson,
commonly known under the pseudonym Lewis Carroll, has inspired numerous adaptations
since 1903 in the era of silent film right up to Tim Burton’s 2010 adaptation. Similarly Peter
Pan began as a character created by J.M Barrie. This character first appeared in a novel for
adults in 1902, and was later developed into a novel in 1911. Numerous plays, radio
broadcasts and film adaptations have all been made from this children’s classic which is yet
another prominent example of children’s adaptations. Children’s literature which is adapted
into film can be classified into three groups. These groups are based on the type of text:
classic, obscure and popular (Cartmell and Whelehan 2007, p.169). Classic children’s books
tend to be adapted multiple times. Looking at recent cinema releases, Alice in Wonderland is
a prime example of this. Adaptations of children’s novels tend to be popular because, simply
put, children often have favourite stories that they will read over and over again. Various
directors and film production companies tend to put their own stamp on the story hence
changes between the novel and films. Disney’s influence has been monumental since its
establishment in 1923 producing hundreds of film adaptations since the 1930’s to the present

day.

It is also interesting to look at the adaptation of films into stage musicals such as The
Lion King in 1997, The Producers in 2001 and Mary Poppins in 2004. Adaptations tend to

occur across many mediums. Television series have been adapted into film including
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Maverick in 1994, The Flintstones, also in 1994, Mission Impossible in 1996 and Starsky and
Hutch in 2004. Skits have also been extended and turned into film such as Saturday Night
Live which was adapted and turned into the film Wayne’s World in 1992 (Hutcheon 2006,

p.45). This conveys the vast array of adaptations that are on offer.

The struggle between the written word and its filmic adaptation is becoming more and
more prevalent in today’s culture. In a world where Shakespeare, Austen and Bronté must
compete with Xboxes and Wii consoles, students need to avail of other resources to make
learning come alive and film is a relevant option. Brooker argues that ‘when a film is based
on the book, story or play...then the author’s name tends also to recede along with their text
even such a one as Helen Fielding, J.R.R Tolkien, Jane Austen or Shakespeare’ (Brooker
2007 p.107). It is clear that students today identify more with the stars of a film than the
author of a book. On studying Shakespeare’s Hamlet for their Leaving Certificate, my fifth
year students were more interested in the fact that Mel Gibson once played the role than in
the characters or plot of Shakespeare’s most famous play. When discussing films, most
people will generally associate the film with the actors and actresses starring in it. Just as
when my fifth year students identified Hamlet with Mel Gibson, many identify films with the
person in the starring role. Few will automatically associate the author Helen Fielding with
Bridget Jones’ Diary but instead, with its star Renée Zellweger. However, this commonplace
notion hides a point of great importance which is that every actor/actress, and every
production company, will put their own perspective on a role or film therefore a film can
never remain 100% authentic to the original text. The adaptation is not just the work of the
adaptor or the director, but also the actor in terms of what they do with the roles in question.
There is a strong level of intertextuality at work here. Marlon Brando made himself a
household name with his portrayal of Stanley Kowalski in A Streetcar Named Desire. Few

can identify the director or the original author of the text, but his image of the southern
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brutish figure immediately springs to mind when faced with the title of the film. Would the
film have worked as well if Kowalski was played by a different actor? The Shawshank
Redemption made the names of Tim Robbins and Morgan Freeman world renowned yet
many may not be aware that this film originated as a novella by Stephen King. It is
interesting to look at the question of authorship when looking at adaptation. There is always
the question of authorship when discussing adaptations due to the intricate nature of the work
and with film and television it is always more complicated to state who is actually the adapter
and author. Is it the director or the screenwriter? Similarly, music, costumes and set design
are all integral to the adaptation and therefore people in these roles can also claim authorship
(Hutcheon 2006, p.81). These issues are all integral to the understanding of the theory of
adaptation. Hence this shows the complexity of the adaptation process which I will speak

about in more detail later.

Since looking at the area of adaptation, | have come to see it as a genre within itself.
The intricate process of adapting a literary work can often result in a completely changed
plot, time-frame, perspective and indeed character portrayal. The issue of multiple
adaptations can also confuse the intended meaning or even change it completely. Jane
Austen’s Emma is a perfect example of this. Emma has always been a long-time favourite of
mine since studying the novel during my own Leaving Certificate. Linda Troost put it best
when she said that ‘the nineteenth century novel has been a staple of twentieth-century
entertainment’ (Troost 2007, p.75). There have been multiple adaptations of works by
Austen, Bronté and Dickens throughout the decades, due predominantly to their popularity
and recognition. Through my research, | have discovered four separate recognised film
adaptations of Jane Austen’s classic novel: the 1972 BBC television adaptation starring
Doran Godwin and John Carson which is often referred to as the adaptation which has come

closest to the novel in terms of characters and scenes (DiPaolo 2007), the 1996 Miramax
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adaptation starring Gwyneth Paltrow and Jeremy Northam, the 1996/1997 ITV version
starring Kate Beckinsale and Mark Strong and most recently the 2009 BBC production
starring Romola Garai and Jonny Lee Miller. While these four film adaptations have been
quite popular in their own right, there have been a number of smaller, less well known
adaptations dating back to 1948 when Judy Campbell’s screenplay focused on Emma’s
frivolous personality. Another adaptation of this popular classic is Amy Heckerling’s
Clueless starring Alicia Silverstone and Paul Rudd which modernises the story (Hoberg
1999). There have been numerous adaptations in the areas of radio and theatre, and currently
there are plans to create a Bollywood version (BBC 2010). With so many adaptations of the
same story, it is clear that certain scenes, characters and themes may have altered in the
variety of productions and this is one of my key research questions within my thesis.
Throughout a variety of adaptations, the various scenes and characters often change. As a
result, the meaning of the story can change, resulting in an altered meaning for the viewer.
Therefore, students in this situation should learn to rely on the literary text as the primary
source of information. A second important point to note is that film can be a hugely valuable
medium for students when it comes to getting them to understand a text. There is a range of
issues and variables to be considered within the process of adaptation namely: timing, visual
effects and narration. Thomas Leitch, in his work Adaptation Studies at a Crossroads
recognises the complexities of examining adaptations as merely offshoots of literary works
and refers to literature on screen as ‘something more capacious and defining than citation: the
possibility that literary adaptations are at once cinema and literature’ which in turn means a
new genre has been created (Leitch 2008, p.63). It is not necessarily a question of asking
which medium is better. It is however a question of recognising a filmic adaptation as a

separate and individual piece of work from its source text.
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In Brian McFarlane’s chapter ‘Reading Film and Literature’ in the Cambridge
Companion to Literature on Screen, he states that in ‘modern set versions’ of Emma, the
directors ‘had more on their minds than careful adaptation of Jane Austen’. Their interest
seemed to lie ‘primarily in how far works of earlier centuries might be made to seem relevant
to later generations in settings and times far removed from those in which they had their
origins’ (McFarlane 2007, p.28). This shows us that adaptations do not necessarily remain
true to the original text but rather they give the audience what they want or expect. It is
fascinating to look at novels and plays that have been adapted on numerous occasions. How
is it that one story can be retold and recreated in so many different ways and still hold an
appeal for the viewer? In the same way that nursery rhymes bring comfort repeatedly to
children, so too do adaptations of favourite stories such as Pride and Prejudice and Emma
(Hutcheon 2006, p.114). While the narrative remains largely the same in each adaptation, the
context can change making it highly adaptable. Referring again to Hutcheon, the reception of

the adaptation is just as important as the creation (Hutcheon 2007, p.149).

In the Irish Leaving Certificate, within the Comparative Section, a wide range of
texts are prescribed for the examination. These texts include films, plays and novels. Taking
the prescribed texts for the comparative study in 2011, there is a significant amount of
variety. There is also a significant amount of literary works that have been adapted to film
(Department of Education and Science 2010). In my experience, students become more
engrossed in the visual media than the verbal, therefore the inclusion of film in the Leaving

Certificate sparks some interest for them.

Within the body of this thesis, | intend to analyse four literary texts and their film
counterparts. One of these texts is prescribed for the Leaving Certificate comparative study in
2011 namely William Shakespeare’s Hamlet (appendix ii), while another is suggested for the

2012 Junior Certificate Romeo and Juliet (appendix iii). | feel that it is important to include

18|Page Sarah Theresa Gleeson



Shakespearian texts due to the emphasis on them in the syllabus itself but also due to the
setting and the range of themes which they cover: love and death, conflict and mortality. The
other texts I chose are John Boyne’s The Boy in the Striped Pyjamas and Harper Lee’s To
Kill A Mockingbird. My reasoning behind the selection of these particular texts is varied. The
Boy in the Striped Pyjamas was chosen by the head of our English department as a novel for
first year students therefore enabling me to teach and survey them as they interacted with this
text. This is a wonderful text which focuses on a time when prejudice and power are key
elements in society. To Kill A Mockingbird is an optional novel to read within the Junior
Certificate as outlined by the Department of Education and Science (Department of
Education and Science 2010). Set in the 1930’s, I feel that it teaches many lessons about the
cultural context of Alabama in the height of racial prejudice. There is a great movement in
opinions and beliefs expressed and felt by the people then compared to people in today’s
society and many lessons for students to learn. The variety of messages and morals to be
learned makes it a perfect example of the importance of adaptation as verbal messages can be

made visual.

Adaptations of literature are often criticised for not remaining faithful to the original
text. Changes or omissions often occur due to timing, fluidity of story or relevance of
characters. One prominent example of this can be seen in the film adaptation of Harper Lee’s
To Kill A Mockingbird. In the film version, the scene where the children, Jem and Scout, go
to church with Calpurnia has been omitted. This is arguably a crucial scene within the novel,
as it outlines the unease between the black and white communities and symbolises the care
and love that Calpurnia has for the children. However this scene was omitted in the film
version due to time constraints that are evidently part of the film process but not necessarily
part of that of literature. This example is only one of many which will be illustrated

throughout this thesis. Literature can often be difficult to adapt for a number of reasons. Time
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is a huge constraint within a film, whereas this issue does not necessarily arise when reading
a book. A book is for personal enjoyment whereas cinema is usually public. In a novel,
‘setting, time and characters are all vital’...whereas ‘in film, a reliance on the dialogue
between actors is weighed upon more heavily’ (Faithfull 2007, p.45).Therefore it can be said
that the new adapted filmic text needs to be judged both as an individual piece of work and as
an adaptation of its predecessor. Adaptation creates a new text as it organises the material
from the original text in a new way creating a new story and therefore a new meaning. The

original text and the adapted text can then be compared, contrasted and discussed.

According to Faithfull, adaptations can be divided into four separate types namely
‘Faithful’, ‘Variation’, ‘Appropriation’ and ‘Intersection’ (Faithfull 2007, p.73), which I will
discuss briefly and will arise throughout the body of my thesis. Faithful adaptations are
possibly the most difficult to achieve because the primary purpose is to match the literary text
with the film version. This is difficult because of timing and as a result there are few good
examples. Variation adaptations retain the basic premise of the text but often add, change or
even omit specific scenes. The Boy in the Striped Pyjamas fits into this description.
Appropriation adaptations retain some of the fundamental features of the text, such as theme
and setting but often deviate when it comes to the structure, tone, atmosphere and even title.
Modern examples of this include the 1999 production 10 Things | Hate About You based on
William Shakespeare’s The Taming of the Shrew, the 2005 production of Bride and Prejudice
adapted from Jane Austen’s Pride and Prejudice and the 1995 film Clueless which originated
from Jane Austen’s Emma. The final type of adaption she discusses is ‘Intersections’. This
type of adaptation, coined by the film theorist J. Dudley Andrew, relies on absorbing the
original text into the cinema version so that the two texts match, while enhancing the filmic

version through specific attention to the visual (Faithfull 2007, p.74). Franco Zeffirelli’s
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Hamlet with Mel Gibson is an example of this type of adaptation. He pays particular attention

to creating a very dark vision of Elsinore.

Each type of adaptation is faced with its own conflicts which arise when adapting a
literary text to film. Throughout this thesis, I will also look at the implications of relying on a
film version as opposed to the ‘mother text’, especially for students in a Leaving Certificate
setting. Taking the four texts listed earlier, I will investigate their filmic adaptations and,
using surveys within a classroom setting, I will examine the effect of the visual versus the
verbal. 1 will establish that the process of adaptation can actually be seen as a genre in itself
due to the variety of stages that must occur to change a text into a film, from scriptwriting to
the final screen version. Chapter One will focus on the novel The Boy in the Striped Pyjamas
and its filmic counterpart. Chapter Two will address To Kill a Mockingbird and the 1962
filmic adaptation starring Gregory Peck. Chapter Three will examine the play Hamlet and
look at a variety of adaptations including films by Franco Zeffirelli, Kenneth Branagh and
Laurence Olivier. Chapter Four will focus on Romeo and Juliet including an examination of
Baz Luhrmann’s 1996 blockbuster film and Franco Zeffirelli’s 1968 adaptation. I will then
highlight my findings with particular reference to the surveys from students who will have
been exposed to the source texts and filmic adaptations. Using these surveys, | will establish
whether students are affected more by the visual than the verbal or vice versa and outline any
confusion which may occur in relying solely on the filmic adaptations for their examinations.
I will use a variety of resources to accentuate my theory including the layout of the Junior
and Leaving Certificate English papers from the Department of Education and Science,
classroom tests, historical background to the texts, PowerPoint presentations and websites. |
will emphasise the importance of seeing the filmic adaptation as a new text as opposed to a

copy of the source text and outline the complicated process of adapting a literary work. It is
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my belief that this process is so complex that it warrants its own genre. | will then conclude

my work by reiterating and summarising the main points of this thesis.
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Chapter 1 The Boy in the Striped Pyjamas

| have always believed in the importance of books. When | became a teacher, | hoped
that my students would also develop the same enthusiasm but with the advent of video
games, computers and film, for many, books have become an outdated medium. If the old
adage is true that we retain 10% of what we read, 20% of what we hear, 30% of what we see,
50% of what we hear and see, 70% of what we say and 90% of what we say and do, then it is
no wonder that many have shied away from the written word and turned their attention to the
silver screen. It is for this reason, | am writing this thesis. When | look at the variety of titles
in the bookshops, it is clear that many of them have been adapted to film. It has been an
ongoing dispute among many as to whether the book is better than the film or vice versa.
However the process of adaptation means that many decisions and changes must occur to
bring the written word to the big screen. These changes can often alter the meaning of the
plot, can result in the modification of characters or key scenes or even result in the reworking
of the ending. Therefore | intend to analyse four literary works and their film counterparts
which have all been either suggested or assigned reading in secondary schools by the

Examinations Board of the Department of Education and Science.

Throughout the body of this thesis, | will explore the process of adaptation and will
seek to identify it as a genre in itself due to the variety of changes which must occur to
transform the written text to the screen. In this chapter, | will focus on the novel The Boy in
the Striped Pyjamas and by conducting surveys with my students after reading the novel and
watching the filmic adaptation, | hope to show the comparisons and contrasts between the

two media and the impact which the visual form has on the students compared to the verbal. |

23|Page Sarah Theresa Gleeson



also hope to show that based on the process of adaptation, the meaning of a text can change

for the reader when adapted to film and also how and why these changes occur.

There has been much written in the theory of adaptation on the media of adaptation
throughout the decades, specifically on the movement from ‘print to performance media’ as
adapting a piece of literature requires a change in medium and a ‘move from imagination to
actual ocular perception’ (Hutcheon 2006, p.40). With this in mind, I was immediately aware
of the fact that the different medium would appeal to a different way of learning among my
students. Based on the filmic adaptation, they would be shown how certain characters looked
and dressed. They would be able to see the settings and the surroundings. These are all
aspects which are added to the filmic adaptation which make it separate and different to the

source text.

The first novel | selected for this thesis was The Boy in the Striped Pyjamas. | chose
this for a number of reasons; firstly, the English coordinator within my school chose it to be
on the suggested reading list for first year students. Secondly, it is a recent novel which has
been adapted to film and I believed that a number of students would have either already seen
the film or read the book. Finally, I thought it would be an apt selection as crossovers could

be made with the History department of my school.

When 1 first introduced the novel to my first year English group, |1 was met with a
mixed audience. As | had previously thought, a number of them had already read the book
and/or watched the film. I assured them however that the way in which we would study both

forms would be very different to anything they had done before.

| began by giving them a little background information about the setting, first finding
out what they already knew about the book and film and then building on from that. For

example they knew that it was set during World War 11, many knew it started in Germany but
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fewer knew that the main setting was actually in Poland. Many believed that the book was a
Holocaust book, which John Boyne the author would vehemently deny. The book is much
more than that. Predominately it is about relationships, particularly the friendship which
develops between the main characters Bruno and Shmuel. We discussed the setting of the
novel during the Second World War and what was happening at the time. The History
department was able to further the students’ knowledge of this setting and, with their
assistance, the students were able to understand the reasons behind the war, the invasions and
the actions of the various parties concerned. We discussed the diverse beliefs of the Nazi
party under the authority of Adolf Hitler and while many students had heard stories of his
actions, we were able to research information using the school’s computer lab based on his
life (appendix 1.1). Looking at this information, one is able to understand a chronological
account of Hitler’s actions during World War II, identify when he joined the Nazi Party,
established the Third Reich and met Eva Braun. Facts like these proved to be quite useful in
the classroom as it grounded the students’ understanding of the setting and context. Many

were shocked by the actions of the Nazi party and what they did to the Jewish people.

| was able to explore testimonials from a number of Holocaust survivors which |
shared with the class (appendix 1.2). These were particularly poignant for the students as they
made the situation very real and current for the students as opposed to merely a story they
were reading. To read the survivors’ testimonials was a chilling experience for many of the
children, especially as many of them lost their entire families and eventually found their way
to Ireland on the Kindertransports. Whilst reading the testimonials aloud, there was a
palpable stillness and quiet in the room, the same stillness and quiet that overcame the
students whilst watching the film as Bruno and Shmuel were gassed to death. This was an
important lesson for the students as many of the testimonials were written based on the

experiences of what happened to the survivors when they were children. This is
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predominately a novel based on the innocence of children and | wanted the students to try to
comprehend how people must have felt at that time. The testimonials show us the power of
the written word. While I was careful with the content that I used due to my students’ ages, I
was impressed that many asked their parents for assistance with extra research on the internet
and in the library. Some had heard of dramatic stories of torture and medical experiments
done on Jewish victims such as sewing twins together to make them conjoined or the removal
of bone fragments without anaesthesia. Many were perplexed as to how one man could be so
influential over so many but others in the class argued that, as they had learned in History,
this has happened repeatedly throughout the years as kings, presidents and leaders take
control of a country. We discussed issues of equality and justice as the students had recently
studied the Universal Declaration of Human Rights in Religion classes with a number of
students focusing on article five: ‘No one shall be subjected to torture or to cruel, inhuman or

degrading treatment or punishment’ (United Nations 2010).

Knowing that there would be many German phrases and some terminology that the
students would not understand, | prepared a list of words which I knew they would encounter
in their study of the novel. This list included the meanings of terms such as ‘Holocaust’, ‘The
Final Solution’, ‘Flhrer’, ‘Auschwitz’, ‘Death Camps’, ‘Concentration Camps’, ‘Genocide’,
‘Warsaw Ghetto’, ‘Hitler Youth’, ‘Anti-Semitism’, ‘Nuremberg Laws’, ‘Swastika’, ‘Gestapo’
and ‘Death Trains’ (appendix 1.3). | felt that it was important for students to become
accustomed to these words and have an understanding of them for the purposes of the novel. |
wanted the students to have as much information as possible on the setting and context of the
novel before they read it as a greater insight leads to a greater appreciation of the text. Many
of the students presumed they knew what a concentration camp was but few realised that
there was a distinction between concentration camps and death camps. Over a two week

period, we read the novel in class. For homework, the students were asked to finish off
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reading the chapter and write a short summary of what we had covered. By the end of the two
weeks, they had completely summarised the book. Any questions directly related to the book
were answered in class or researched online. Examples of these included ‘what was the
difference between a death camp and a concentration camp’, ‘where did the symbol for the
swastika first originate’ and ‘did the characters of Mother, Maria and ‘the blonde woman’
understand what was really happening at Auschwitz’. While reading the book, I had them
create character analyses so that they could have a greater understanding of each person in
the novel. | also asked them to write down any questions they might have about the
Holocaust, the extermination and concentration camps and the war in general. These
questions were addressed in a question and answer type session at the end of the two weeks.
Most of the questions centred around the treatment of prisoners in the camps, particularly in

Auschwitz as that was the camp where Shmuel was held.

We spent one class discussing a number of the major themes and issues including
Racism, Relationships, Hierarchy of Power and the Innocence of Children. They were able to
give concrete examples of each of these themes by referring to various chapters in the novel.
They then created a book review based on The Boy in the Striped Pyjamas in which | asked
them to mention themes, characters, style and a personal response. Many commented that
certain scenes within the book impacted on them greatly with many citing when Bruno and
Shmuel walk into the gas chamber and hold hands while the room goes dark: ‘It was really
dramatic the way they were all screaming and crying and then everything went quiet and |
knew they were all dead’. Others wrote that they would have liked the character of Maria to
be developed further as it appeared that she silently questioned what Father was doing.
‘Maria could have been used a lot more in the story because she was always wondering how

he could be so nice to her family but then so mean to other people’.
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After reading the book, | distributed a number of questions to each of my students
which covered the novel chapter by chapter (appendix 1.4). In order to answer the questions,
they had to consult the chapter in question. Initial questions were based on general
information about Bruno and the setting of the novel, such as ‘when and where is the book
set’ and ‘where does Bruno live’. As we moved forward through the chapters the questions
became slightly more detailed such as ‘the writer describes the house as ‘hollow’ and says it
‘may collapse around their ears’. What impression does this give of ‘Out-With’ and why do
you think Boyne uses this description?’ I also used questions where I asked students to give a
personal response or to work out the meaning of a particular scene such as ‘how does the
author use clothes as a symbol of status in the book’. Students were encouraged to think
about these things and then give a reason as to why they happened. This was an effective way
of ensuring that they understood the main points and issues which we had previously listed
and discussed in class. | also wanted them to become critical readers, and not to merely
accept everything that they read. | wanted them to ask questions, think independently and
then generate responses which is important to the understanding and appreciation of any form

of work whether it is literary or filmic.

We established eight major themes and issues which, as a group, we felt encompassed
the story. These included Racism, Relationships, the Contrast between the Germans and the
Jews, Politics and Religion, Violence, Patriotism, Hierarchy of Power and the Innocence of
Children. By setting out these themes, | wanted the students to be aware of their inclusion or
exclusion within the film as they are crucial to the understanding of the novel. If the film was
to be a reliable adaptation of the novel, these themes would arise throughout the filmic
adaptation as well. Once these questions were answered in full, it was time to watch the film.
My colleagues were kind enough to give me their class time as well as my own and as a

result the students were able to watch the film straight through with no interruptions. It was

28|Page Sarah Theresa Gleeson



interesting to see the power of the visual media. In the last scene of the film, where Bruno
and Shmuel are locked into the gas chamber, the entire room fell quiet which is challenging
in a room of twenty seven twelve and thirteen year old boys. Some were quite taken aback at
the intensity of the moment when the banging finally stopped on the gas chamber door. One
student commented in his survey ‘I remember when Bruno was being brought in to the gas
chambers and it was raining. Then everyone was screaming and they were so scared. | knew
they were dead when it all went quiet’. This was a perfect example of the strength of film.
88% of students described Bruno specifically as being ‘innocent and naive’ which is
interesting in the sense that they looked primarily at his behaviour, as opposed to his physical
description. They then continued their description of Bruno in terms of his hair colour,
general appearance and personality. ‘He is an eight year old boy in the film and nine in the
book. He is very innocent, small for his age. He has long hair’. I felt that through our study of
the novel, the examination of themes, character analysis, research and group discussion, the
students were able to truly appreciate the value of John Boyne’s work. One student wrote ‘I
preferred the book because in the book the characters friendship proceed at a natural pace but
in the movie, Bruno and Shmuel hardly ever talk. | also preferred the book as in the movie |
missed knowing what Bruno was thinking’. Without a deeper appreciation of the issues and
the context within which the novel was set, | do not feel that the students would have had as

great an appreciation of the novel or the characters as they did.

For homework that night, | asked the students to write down as many differences that
they could identify between the novel and the film. Some commented on obvious differences
such as the ending. In the book, Father does not realise what has happened Bruno for
approximately a year, whereas in the film, he races inside the camp trying to find his son.
Others commented on the fact that Bruno does not have his head shaved in the film when

going into the camp unlike in the novel where he has to have his head shaved due to lice.
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Another major difference noted was the fact that ‘The Fury’ as Bruno pronounced it, does not
feature in the film whereas in the novel, he comes to dinner with his partner. This shows us
that the novel was not replicated into film. A new text was created. ‘Adaptation is repetition,
but repetition without replication’ (Hutcheon 2006, p. 7). The intrinsic storyline stayed the
same but changes had to occur to fit with the new medium. We are led to believe that these
characters are Adolf Hitler and Eva Braun though their names are never mentioned. One
student made reference to the fact that he believed the relationship between Mother and
Bruno in the film appeared to be much closer than in the novel while another believed that
Mother and Lieutenant Kotler were having an affair in the novel, while in the film they were
in very few scenes together; ‘In the book I think Mother and the Lieutenant were having an
affair because they snuck off together on their own but in the film she did not like him. The
only time | remember them together in the film was when he told her that they smell really
bad when they burn and she realised he was talking about the people in the pyjamas’. I found
it interesting to note that only two students made reference to the alleged affair in the novel
and both these students happened to be the eldest in the class. This shows that certain
messages, scenes and morals can be viewed and internalised differently by different
audiences and in terms of adaptation, just like in a novel, poem or play, the meanings can be

read differently.

Having given the students over a weeks’ notice, I tested them both on the novel and
the film (appendix 1.5). While studying, | warned them about the importance of keeping the
two forms of media separate as we had already discussed many differences between them.
While most had few problems explaining certain terms like ‘Holocaust’ and ‘Genocide’,
some found it difficult to remember whether a certain scene occurred during the novel or the
film. When asked to write a character analysis of Shmuel based on the novel, many recalled

the visual image they remembered from the film and commented on aspects like his rotting
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teeth. This is an important factor because it is evident that the visual image is extremely
powerful in their minds, more so than the verbal description. ‘Shmuel was small and pale. He
had rotten teeth and wore pyjamas. He was always hungry and his head was shaved’. In
another character analysis, a different student wrote ‘Shmuel is small. He had no hair because
of lice and all his teeth were black. Sometimes he had a wheelbarrow so that it looked like he
was doing work’. Yet another commented ‘Shmuel was really small for his age and he looked
dirty all the time’. All of these comments were specifically based on his physical appearance

which they seemed to glean from the filmic adaptation.

| distributed a survey to the class once our study was finished (appendix 1.6). Out of
my class of twenty seven, twenty four boys were present on the day. 37.5% had read the book
for the first time in class while 25% had never seen the film before though luckily all agreed
that they had not previously studied either in such detail. 75% said they preferred the book
while the other 25% said they preferred the film. Interestingly though, when | asked the
students to write about one scene they remembered in detail from either the book or the film,
54% recalled when Bruno and Shmuel were led to the gas chamber with 37% of these making
reference to the banging on the door which eventually quietened once everyone inside had
been killed. 29% made reference to the scene where Kotler attacks Pavel for spilling the
wine. These particular scenes seemed to resonate with the students due to their violent nature.
As an interesting aside, it would be fascinating to explore whether the same scenes would
impact similarly on a class of girls. What was most interesting about these descriptions was
that the students relied predominantly on the film for their memories of the scenes,
emphasising the sounds and violence. This emphasises the importance and value of
adaptation due to the power of the visual image. Of the other four answers, only one was
based on a scene from the book describing when Bruno first saw Shmuel in the distance. The

other three mentioned Shmuel’s rotten teeth, Bruno sneaking into the back garden and being
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lectured by his mother and finally when Bruno and Shmuel discuss the fact that they had
never heard of each other’s names before. This acts as a clear indicator of the importance and
command of the visual media. Film theorist Béla Balasz (1884-1949) emphasised the power
of the close up in film describing them as ‘pictures expressing the poetic sensibility of the
direction’ (Braudy and Cohen 2009, p.274). The visual image will always have a powerful
effect on the viewer because it has the ability to three-dimensionalise characters and scenes

on screen.

While many students reported that they preferred the book to the film, the majority
were unable to illustrate a scene from the book instead reporting that they remembered
‘Lieutenant Kotler dragged Pavel into the hallway and beat him up’; however this attack was
only ever implied in the novel and is not described in any form of detail. In the film however,
while the attack is not seen by the children, they are able to hear the attack from the dinner
table. This again reiterates my point that the visual medium of film is extremely powerful.
While literature often relies heavily on the power of the imagination, film has many tools at
its disposal including lighting, camera angles and music which can all add to the intensity of
the image. These are key elements in any adaptation and add to the complexity of the process
of adaptation. ‘A film has to convey its message by images and relatively few words’
therefore the power of the visual aspect through setting, props and costumes is also of the

utmost importance (Hutcheon 2006, p.1).

Within the survey, | asked which medium they preferred and why. 75% opted for the
book and one of the main reasons given was because they found the film ‘too depressing’.
Amusingly though 17% of students said that with the book they had to use their imagination a
lot of the time whereas in the film things were spelled out for them a lot more which they
preferred. Certain scenes within the novel are implied such as the violence against Pavel or

what happens to Bruno once inside the camp however in the film it is much clearer. In the
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film we see the prisoners being ushered into the gas chamber, we see the soldier with the gas
mask over his face, we see the pellets being thrown in on top of them; the key word in all this
of course is that we ‘see’. Using a point I made earlier, when students are given the choice
between a book or a film they often choose the film as it does not necessarily require them to
use their imagination or work things out for themselves. In terms of adaptation this can also
mean however that when choosing one medium over the other, the entire meaning or part of
can often be changed as students made reference to in their surveys. 29% of students
commented in their surveys that Bruno is eight years old in the film but nine in the novel.
When | asked students in class as to why this mattered to them, one student commented that a
nine year old is slightly more mature and willing to question things more than an eight year
old would and this change in age altered the way they thought of Bruno and what they
expected of him on screen. 21% of students also indicated that the exclusion of the scene
where ‘The Fury’ comes to dinner was disappointing as it highlighted his importance and
dominance in the book yet was only mentioned in the film. One student commented that if he
were directing the film, he would have ‘preferred to have seen the fury come to the house’
and another student had a similar view when he said ‘I would have put in Hitler and Eva

going to Bruno’s house because that is a big part of the book’.

In terms of the adaptation process many changes need to occur to adapt a novel into a
film. According to Faithfull, literature can be difficult to adapt because a novel, in its basic
form, is words and through words, a novelist can describe the inner thoughts of a character.
Photography is at the heart of cinema and ‘photographs record the concrete not the abstract’
(Faithfull 2007, p.45). Therefore cinema must use other means to describe human emotion,
predominantly through the visual medium. This is where music, camera angles, light and
shadow, costumes and setting all come into play. In film, placement is very important and

images are often fleeting. When the family first drives up to the gate of their new house, the
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camera focuses on the Nazi flags on the car, the soldiers on the gates and the large eagles on
the walls. The barbed wire becomes a recurring leitmotif. In one of the early scenes within
the film, Bruno sits on the staircase and can be seen peering through the banisters of the stairs
as if peering through the bars of a prison cell. This can be contrasted with the scene where
sunlight shines on Bruno as he plays in the tyre swing. The two images of Bruno are in
contrast with one another as one is dark and gloomy foretelling the upset that Bruno is soon
to face and the other shows us the freedom he feels as he experiences his childhood. While
none of the students commented on these specific visual examples, 42% made reference in
their surveys to the scene where Bruno and Shmuel are ushered into the gas chamber
referring specifically to the image of the soldier with the gas mask over his face and the two
boys holding hands as the light goes out. “‘When Bruno was being brought to the gas
chambers in the rain. Then in the gas chambers everyone was scared and screaming’. This
scene was made visually dramatic for film and does not occur in the novel and is yet another
example of how a new text is created through adaptation. The novel and film are not the same
text. They share much of the same storyline but the detail differs creating a separate text

through film-

Within my study of The Boy in the Striped Pyjamas, it is evident that certain scenes
were added or omitted to and from the film in order to capture the inner feelings of the
characters. When Bruno hugs his father after the viewing of the concentration camp film, it is
evident that the screenwriter Mark Herman was trying to capture the complexity of Bruno’s
feelings towards his father. Within the film, I would argue that we get a deeper insight into
Bruno’s complex feelings for his father as the young actor Asa Butterfield looks at him in
wonderment. Bruno, like boys of his age in this time, has been brought up to listen and obey,
not talk back and accept what he is told. His confusion is common for a boy his age due to

the variety of things he has heard about his father from people around him. Maria, the servant
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at one point questions how he could ‘do something like that’ but Bruno does not comprehend.
He knows his father to be a strong man, a soldier, who would fight for his country but he
does not understand who he is fighting or why. Through his innocent eyes, we see a young
boy who merely wants a friend to play with hence he sees nothing wrong with befriending

Shmuel.

Within the novel, any violence which occurs is intimated and then left to our
imagination. In the film version, the violence occurs off-screen. This was so the film could be
aimed at a wider target audience ‘parents, grandparents and children all can go see’
(MovieFreak 2008). When Lieutenant Kotler attacked Pavel it was done off screen yet in
hearing distance of the family at the dinner table. One student recalled ‘I remember that
father was questioning Lieutenant Kotler about his father at dinner and then he asked for
more wine and Pavel spilled it and Kotler took out his frustration at Pavel and may have
killed him’. Another student also referred to the same scene when he said he remembered
‘Pavel spilled the wine and Kaotler took all his anger out on him and he brought him into the
hall and he was killed’. Never do we see the violence but there is a heavy suggestion of it
being present thanks to sound effects something which is naturally not available in a novel.
Having researched a number of interviews completed by John Boyne and Mark Herman, |
learned some of the reasoning behind the omission of the scene when Hitler comes to dinner.
This was one scene which my students felt was sorely lacking from the film and was
mentioned on numerous occasions both in class discussions and later in the survey when |
asked them what they would change if they were the director of the film. One student
commented that if had been directing the film he ‘would give a bit more time for the film as
well as adding the dinner with the Fury and the beautiful blonde woman’. The reason given
was that Herman felt that putting ‘real names into a fictional story’ could be both confusing

and inaccurate (MovieFreak 2008) (appendix 1.7). The interviews prove to be interesting
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reading as they give a great insight into the thoughts of the author and director of both pieces
of work. It is also evident that they worked in conjunction with one another to best create the
film while maintaining some of the key characters and scenes. Boyne at one point said ‘I
wouldn’t have just sold the rights [to the novel] to just anybody. I needed to know they’d do a
proper job. After we met | felt like it would be a good match. | trusted Mark, had the thought
he would be the one to get it right’. This shows us the level of collaboration involved in
creating a new text which inevitably had to undergo changes to fit the new medium

(MovieFreak 2008).

Denise Faithfull continues in her book by saying that at the heart of the literature
versus film debate there is ‘the old fashioned concept that literature is better than film
because films are just mass entertainment. Traditionalists argue that if a film is an adaptation
the integrity of the original text must be preserved even at the expense of the integrity of the
film’ (Faithfull 2007, p.56). Boyne, in his interviews, commented that he was quite happy
with the adaptation of his novel, never feeling that he was ‘losing’ his work and overall
message. ‘I really do feel that the film is every bit as powerful as the book. This has ended up
being a really terrific experience for me, and I hope as many people read or see it as humanly
possible. The movie is something parents, grandparents and children all can go see. There is
no violence depicted in it, and what there is, is all off-screen’ (MovieFreak 2008). The fact
that both novelist and director were able to discuss the adaptation process ensured that the
true meaning of the novel was not lost. Therefore, it is evident that a cohesion or inter-
textualisation was needed between the two creators. It is this inter-textualisation that is also

needed in the study of literature and film within the Irish education system.

The process of adapting The Boy in the Striped Pyjamas was a carefully thought out
and constructed one and therefore, it can also be said, that certain structures, meanings and

directions had to be added and omitted leading to the creation of a second text. The
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relationship between the source text and its filmic adaptation is evidently a complex one so as
to constitute a new genre in itself. It is evident, having surveyed my students, that they
recognised major differences between the novel and film. ‘I remember in detail near the end
of the film. It was when everybody was in the gas chamber, you could hear all the pounding
on the door, the man then dropped in the pellets and then everything was silent’; ‘the ending
is a lot more sudden in the movie than in the book. It takes almost a year for father to find out
what happened to Bruno unlike the book it’s about a day’ and ‘in the book, mother gets on
well with Kotler and in the film they don’t talk’. These are just some of the many differences
that the students recognised between the two mediums. What | attempted to show them
however is that a film must be critiqued as a separate medium. An adaptation is not a
replication of its source text. The differences in the form of media prevent this from
happening. | was careful to remind students that the two mediums must be kept clearly
separate in their minds. One is not better than the other. Returning to the great debate of
which is better, the book or the film, I tried to instil in my students that the answer is neither.
They cannot be fairly compared due to their differences in form. | feel that in many ways this
proves my theory that adaptation needs to be seen as a specific genre due to the intricate
nature of the process of the adaptation itself. The subsequent result in this case was that the

filmic adaptation is clearly quite different from that of John Boyne’s novel.
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Chapter 2 To Kill a Mockingbird

“You never really understand a person until you consider things from his point of
view . . . until you climb into his skin and walk around in it’ (Lee 1960, p.33). On starting this
book with my second year students, | wrote this quotation on the board and asked them for
their opinions. At first hesitant, one student raised his hand and said that ‘we can never truly
understand what is going on in a person’s head’. Another said that in order to understand
someone’s perspective ‘we have to walk around in their shoes for a while’. | told my class
that both these comments were correct and that in many ways, this is the basic premise of the

story To Kill a Mockingbird.

Within this chapter, I aim to look at Harper Lee’s novel and its only filmic adaptation.
I will compare and contrast both forms of media, examining the process of adaptation, the
omission of certain scenes, the altering of characters and the addition of other elements.
Through surveys with my second year students, | will investigate the effect it has on them to
study both forms and how changes or modifications to the story within the film can alter the
meaning, the morals and lessons learned. | believe that when a novel or play is adapted to
film, certain changes must occur in order to fit the new medium. When this happens,
inevitably it alters the story line. This can have a subsequent effect on students studying the
novel as they will often tend to watch the film also. A filmic adaptation often three-
dimensionalises the story for them however due to the time constraints, can often add or omit
important elements. It is for this reason that | feel that the adaptation is not a copy of the
source text, but a new text. It must therefore be viewed as a separate entity from the novel
and critiqued as such. This train of thought will be conveyed through surveys completed with

my students, class discussions and in class tests.
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Published in 1960, To Kill a Mockingbird was to be Harper Lee’s only book yet it has
remained one of the greatest pieces of literature ever written (Time Magazine 2011). Initially,
it was banned in many schools and public libraries for dealing with the taboo issues of rape,
race and segregation. Set in the fictional town of Maycomb Alabama, Lee fuses fact and
fiction in her art. With the Jim Crow Laws established since 1876, black citizens were seen as
inferior to white. These laws ensured that segregation occurred between black and white
people as much as possible. Public facilities, schools and transportation were all divided. The
whole purpose of this segregation was to ensure that the two races, black and white, did not
mix or have any form of sexual intimacy or marriage. One of the principal fears was that of
miscegenation, and all of the legal and social structures were set up in order to avoid this
fusion of the two races. In many ways, there is a suggestion of this in the novel through the
character of Mr. Dolphus Raymond who lives with a black woman and has a number of
mixed race children: ‘he’s got a coloured woman and all sorts of mixed chillun...they don’t
belong anywhere’ (Lee 1960, p.177). This is precisely what segregation hoped to eradicate.
Lee uses this backdrop and the influences of her brother, father and close childhood friend

Truman Capote, to create her characters.

On studying this novel, my students, ranging in ages from 13 — 15, faced a number of
difficulties. Primarily, they were faced with the narration by the adult Scout. Secondly, much
of the novel is centred on the childhood experiences of Scout, her brother Jem and their
friend Dill. At the beginning of the novel, Scout is nearly six and Jem is nearly ten. Students
initially found it difficult to identify with the children and their insatiable curiosity to tempt
Boo Radley out of hiding. Class discussion was primarily spent reminiscing about the
students’ own childhood experiences and the games they played so that they could connect
more readily with Scout. Barton Palmer referred to the reader’s nostalgia for the innocence of

childhood as being a key ingredient when engaging with the story (Barton Palmer 2008, p.8).
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The innocence of childhood is a major theme within the novel as it is later contrasted with the
harshness of the adult world. Within the novel, there are many references made to the child
like thoughts and games that the children played. The very name ‘Boo’ Radley suggests that
this character is some sort of sinister mysterious ghost. Rumours about him include
suggestions that he stabbed his father in the leg with a scissors ‘as Mr. Radley passed by, Boo
drove the scissors into his parent’s leg, pulled them out, wiped them on his pants, and
resumed his activities’ (Lee 1960, p.12), that he is chained up in the basement and that he eats
raw squirrels (Griffith 1997, p.175). While many students argued that the games they played
when young were different to that of the characters in the novel, I reminded them of the
difference in time and setting in contrast to today. The theme of childhood innocence
remained at the forefront of the minds of many students. When | conducted the survey, 20%
said that one scene which stayed with them was that of Atticus shooting the dog with rabies.
‘I remember the scene where the mad dog was walking down the street. I remember
Calpurnia running to the Radley’s. I remember Atticus dropping his glasses and holding the
gun. I remember Scout being shocked and Atticus shooting the dog right between the eyes. |
remember Jem telling Scout not to tell anyone’. This scene was the first time that Jem and
Scout saw their father as more than just an old man. In a sense, they lost a little of their
childhood innocence when they realised that there was more to him than they knew. 30% of
students recalled the scene where Bob Ewell attacked the children on their way home from
the Halloween pageant as being a key moment in their loss of childhood innocence as they
are forced, in a way, to grow up and face the reality that not everybody is inherently a good
person. ‘I remember the scene when Scout and Jem went to the play and Scout was dressed
up as meat and when they were going home Bob Ewell broke Jem’s arm and then Boo

Radley killed Bob Ewell’.
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This discussion of childhood innocence was followed by a short history lesson on the
Scottsboro Boys Trial in Alabama and that of Emmet Till in Mississippi, which | used to
indicate the unease that existed in the run up to the African American Civil Rights
Movement. The Scottsboro Boys Trial occurred in 1931, when nine black teenagers were
accused of rape in Alabama. Emmet Till was only 14 years old when he was murdered for
allegedly flirting with a white woman. His mother was so distraught and outraged by his
death that she insisted on a public funeral with an open casket to rally support against the
senseless violence towards her son. Students were stunned by the intensity of hatred against
black people at this time. Many argue that this was one of the major events which triggered

the Civil Rights Movement (Chura 2000, p.2).

Chura suggests that there are many similarities between Lee’s story and that of
Emmet Till, and | outlined some of these for the students to show them that this novel is a lot
more than just a work of fiction. While Lee did not base her novel on this case alone, she was
aware of it, and was therefore to an extent influenced by it. In the case of Emmet Till, the
men who murdered him, Roy Bryant and J.W. Milam, were found not guilty by an all-male,
all white jury. They took precisely 67 minutes to deliberate (Chura 2000, p.4). The two cases,
that of Emmet Till and Tom Robinson, have many similarities including the concept of black
sexuality verses the innocent and vulnerable white woman, alleged sexual contact between a
black male and white woman, an all-white, all male jury, a brave and independent attorney
and judge in both cases (Chatham and Judge Curtis Swango and Atticus and Judge Taylor),
and finally in both cases, the black victim had some form of physical injury or ailment. Tom
Robinson only had the use of one arm due to an accident with a cotton gin ‘caught it in a
cotton gin...tore all the muscles loose from the bones’ (Lee 1960, p. 205) and Emmet Till had
a speech impediment due to a bout of nonparalytic polio at the age of three’ (Chura 2000, p.

6). When Tom Robinson was killed in the story, he was shot 17 times allegedly trying to
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escape from prison. Mr. Underwood referred to it in the Maycomb Tribune as being like the
‘senseless slaughter of songbirds’ (Lee 1960, p.265). Similarly Emmet Till’s death was
equally senseless. The extent of his mutilation conveyed the violence in the attack itself
which was used as a warning to other black people to stay away from whites and was also
significant in pointing up ‘the seriousness of the alleged transgression and the tenacity with
which existing social codes would be defended by the white power structure’ (Chura 2000,
p.7). Incidentally, it was later alleged that Emmet Till tried to ‘wolf whistle’ at a young
married white woman, however this was something he supposedly did when he had trouble
pronouncing words due to his stammer (Chura 2000, p.6). On discussing this story with the
students, many were horrified that this kind of brutality could occur with a number of
students using words like ‘horrific’, ‘injustice’ and ‘inhumane, worse than you’d treat a dog’
to describe the event. One student said ‘there’s no way this could happen now’ however
another responded ‘in some places, it happens all the time’. During another class discussion,
two students stated that they found it interesting that the author ‘used her own life
experiences so shouldn’t it be seen as a real story?’ I explained that Lee fuses fact and fiction
but that in many places, the story seems so real, that it could have been loosely based on real

events.

The reading of the novel itself took three weeks, both in class as a group and at home
as part of their homework. Some students stumbled over the abbreviations and southern drawl
evident in the novel. At the end of each chapter, students were asked to summarize the main
points and, as they arose in the story, create character analyses. This novel will be used for
their Junior Certificate next year in section three of paper two, which is based on fiction,
hence the importance of their summaries. For their midterm exam, | distributed a test based
on To Kill a Mockingbird which consisted of fifty short questions (appendix 2.1). Students

had thirty minutes to answer these. This test ensured that the students were familiar with the
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various characters and scenes which were central to the novel. The questions | asked were
factual and required brief answers to establish that the students knew the basic plot and
characters. Questions included ‘in what decade was the book first published’, ‘whose house
went on fire in chapter eight’ and ‘list any two objects which the children found in the knot
hole of the oak tree’. I feel that testing the students’ knowledge of what they have read is
important as it emphasises what they have understood and retained from the novel. This is
also important in terms of adaptation as the viewing of the film may obscure their
understanding and retention of the novel or they may question whether a certain scene or

character was present in one but not in the other.

On completion of the initial reading, | allowed the students to watch the film version
starring Gregory Peck. Directed by Robert Mulligan for Universal Pictures, this film was
made in 1962. | made the students mindful that there are differences, some subtle and others
overt, between the novel and film version and asked them to list these as they watched the
DVD. Their initial reactions were interesting to watch as the movie, in keeping with the
novel, is set in the thirties and was made in black and white. Barton Palmer emphasised that
To Kill a Mockingbird is ‘one of the few screen adaptations generally thought to be as
aesthetically pleasing and intellectually challenging as their novel sources. The novel and
film versions of To Kill a Mockingbird, as a result, remain inextricably connected in the
minds of most Americans, with the actors involved particularly Gregory Peck, forever
marked by their participation in such a memorable production’ (Barton Palmer, 2008 p.11).
Personally | feel that this quotation sums up the reason behind the continued popularity of the
film version, and also the reason why there have not been further remakes. In many ways,
Mulligan and Pukula’s film version affirmed Gregory Peck’s status as one of the greatest
American film icons of all time. The film preserves Scout’s point of view in voiceover which

ensures that she learns the same life lessons from Atticus as in the novel (Griffith 1997,
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p.191). Interestingly, 30% of students said that they preferred this film to the book as one can
‘see how the characters look and compare them to what it says in the book’, ‘because it was
more exciting’ and ‘it gives you a visual to what it looked like in Maycomb’. The students
regularly compared and contrasted the book and the film in terms of what was better, or more
effective or memorable in one as opposed to the other, and this simplistic approach was also
taken in the surveys when | formed them as | felt that this tended to be a great debate in
general. None of them had heard of Gregory Peck, but on speaking to their parents, many of
them were able to confirm that their parents were able to name him as having starred in the

film.

The students were also able to better identify with the characters when they saw the
child actors; Mary Badham (Scout), Philip Alford (Jem) and John Megna (Dill) as they
encapsulated what it is to be a child through their innocence and curiosity. The film version
excellently captured this through the inclusion and visualisation of the make-believe games,
the use of the tyre swing and even the slamming of the screen door, elements which made the

novel come to life within the realm of childhood.

Students reflected afterwards that there were a number of differences between the
novel and the film. 1 made a PowerPoint presentation of some of the major issues that
emerged from the novel, and later added the differences between the novel and film that the
students suggested as well as some interesting points from a very useful website,

www.neabigread.org (appendix 2.2). | found this to be an excellent resource as it laid out

suggestions in terms of forming lesson plans starting with creating a biography of Harper Lee
and setting the context of the novel for the students. The PowerPoint was incredibly effective
in focusing the students’ attention visually. I was able to create brainstorms based on the
characters and have the students make suggestions. The PowerPoint also gave them a focus

within class rather than simply a group discussion. Having finished the novel, I felt that it was

44 |Page Sarah Theresa Gleeson


http://www.neabigread.org/

important that their minds remained focused on a specific point so using visuals helped. I also
think that the use of visual aids, lists of major and minor characters, brainstorms and the list
of differences and omissions between the two media, encouraged the students to establish that
they were dealing with two separate texts which were based on the same themes. The
PowerPoint was added to based on class discussion and the students identified some of the
glaring differences between the novel and the film included the omission of Aunt Alexandra
and Uncle Jack from the film, the exclusion of the subplot involving Mrs. Dubose, and the
absence of the scene at Calpurnia’s church which many students remarked was of great
importance when it came to looking at how the black community interacted. One student
aptly made the point that without this latter scene within the film, it is confusing to
understand how the children know Reverend Sykes. The omission of these scenes and
characters is of the utmost significance, as it alters the story and morals learned for the reader.
In terms of my Junior Certificate students, it was essential for me to remind them that the
novel and film differ in many ways and taking some of the Junior Certificate questions within
the Fiction section of the English Paper, it is evident that questions which are based on
characters could be drastically effected if students were to rely on the film alone. A question
on the importance of certain characters in Scout’s life as an example could be greatly affected
by the omission of Aunt Alexandra hence the importance of seeing the novel and film

adaptation as two separate and individual texts.

Griffith in many ways defends the omissions within the film stating that they do not
lessen the morals learnt within the story. Calpurnia’s role in the film is significantly reduced,
however, through the use of voiceover: ‘her place in the family and in Scout’s education
nevertheless remains essentially intact’ (Griffith 2007, p.175). Similarly the role of Mrs.
Dubose was drastically diminished however the scene in which Atticus praises her garden

leads to Atticus’ lesson on tolerance therefore the lesson is still learned in a similar fashion as

45|Page Sarah Theresa Gleeson



to the novel. This shows that although an adaptation can sometimes alter characters and even

key moments, it can sometimes lead us to the same outcome or moral lesson.

When the students were finished with the novel, film and PowerPoint, | distributed a
survey (appendix 2.3). Out of 27 students, 2 students decided not to complete the survey, and
5 were absent on the day. 70% said that they preferred the book to the film giving reasons
such as there was more detail in the book and because the film omitted certain scenes which
they deemed important. 45% of students said that they were able to recall a key scene in
detail from the book, 35% said that they could recall a key scene from the film and the other
20% said that they remembered the key scenes clearly from both forms of media. 65%
recalled a detailed description of Scout more clearly from the book than the film, but
commented that this was partially because Scout narrates the story; ‘Scout was a tom-boy,
she was brave, would always fight anyone who questioned her or her families pride’. When
asked about major differences between the novel and the film, 50% of students mentioned
that Aunt Alexandra was not in the film, despite being a major character in the novel; ‘I
would have had Alexandra in the film because she’s an important character’ and another
student mentioned ‘Aunt Alexandra is left out of the film despite being a key character’. Aunt
Alexandra initially comes to stay with the family to help care for the children while Atticus is
busy with the court case. It is evident that she does not approve of the way Atticus raises the
children particularly Scout whom she tries to mould into a lady. Alexandra believes that
using good manners and dressing well identifies her as a lady, however her behaviour would
indicate otherwise. Her treatment of Calpurnia as a servant as opposed to a part of the family,
as Atticus sees it, is indicative of this. Also, her concern about the squalid living conditions of
the Mrunas in Africa makes her appear to be a concerned citizen yet she thinks nothing of the
conditions and treatment which the black community in Maycomb must endure. The

omission of this character could have been due to time constraints or the fact that the film
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‘concentrates on the story’s two main strands, Boo Radley and Tom Robinson, and weaves
them into a tighter narrative’ leaving secondary characters like Alexandra unnecessary to the

main plot (NCTE 1997, p.9).

35% referred to the reduction in Miss Maudie’s character, and the events which
involve her such as her house burning down and the lessons she teaches and shares with the
children; ‘I would have put in the scene of Ms. Maudie’s house burning down in the film’. In
chapter 10 of the book, she reaffirms the lesson about killing mockingbirds which Atticus had
taught the children earlier. ‘They don’t eat up people’s gardens, don’t nest in corncribs, they
don’t do one thing but sing their hearts out for us. That’s why it’s a sin to kill a mockingbird’
(Lee 1960, p.100). Miss Maudie is a friend and confidante to the children. She treats them as
equals instead of talking down to them as many adults do. The reduction of her character was
most probably due to the fact that the director wanted to focus more on the court case, and
issues surrounding that and less on the secondary characters. 40% of students also referred to
Mrs. Dubose’s minimized role and 65% conveyed their disappointment that the scene at
Calpurnia’s church was omitted. This greatly affects the film as an adaptation because it is no
longer faithful to the original text. This in turn affects the viewer when watching the filmic
adaptation and it alters the meaning which they receive from the story; hence my argument
that a filmic adaptation is a separate text from its source counterpart. In order for this new
text (film) to be created, it must undergo a process often referred to as its production. In other
words, the new text being created has a new author, arguably the director or the scriptwriter.
It must also utilize all the facets of the filmic industry; lighting, props and costumes. As a
result of this separate text, the reader of the novel and the viewer of the film can have two
very different interpretations of the story therefore it is not as simple as saying that they are

the same text. ‘A bestselling book may reach a million readers, a successful Broadway play

47|Page Sarah Theresa Gleeson



will be seen by 1 to 8 million people, but a movie or television adaptation will find an

audience of many million more’ (Seger 1992, p.5).

In the survey, | asked students if they were directing the film what would they have
added or omitted from the film. One student commented ‘I would have put in the scene where
Jem and Scout were at Cal’s church’. Another said ‘I would have added the stuff that was
taken out of the film and in the book. Too many differences just confuse you’. Other
comments included ‘I would have added the Christmas in the Finches Landing’, ‘the scene of
Ms Maudie’s house burning down’ and ‘Dolphus Raymond because he was an important
character’. These comments show that students felt that the film lacked significant scenes and
characters. It also altered how they looked at the morals of the story and what they saw as

important.

Taking the scene at Calpurnia’s church as an example, this is arguably a very
significant scene to omit from the film. Within the novel (chapter 12), it stands as a reply
from some of the black community about their treatment by the white people. Lula, one of the
parishioners, confronts Calpurnia on her reasoning for bringing ‘white chillun to nigger
church’ (Lee 1960, p.131). This scene could have been used within the film as a moment of
great intensity, and as a response from the black community however it was not included due
to time constraints. This scene also indicates a change in Calpurnia. As Scout recognised ‘she
was talking like the rest of them” whereas in her day to day dealings with Scout she spoke in
the same way she did (Lee 1960, p.131). This is important because it shows that in many
ways Calpurnia has had to adapt to white society in order to operate in it. Most likely this
scene was omitted due to time constraints and also because the filmic adaptation centres
primarily on the court case. One student commented in class that he found it interesting that
Lula referred to her church as a ‘nigger’ church. If a white person today refers to a black

person in these terms, it is seen as an insult however within the novel, black people refer to
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themselves in this way. Students found this quite significant in terms of the way people speak

today in society.

While discussing the differences between the novel and film, one student mentioned
that in the film, Bob Ewell spits in Atticus’ face in front of Jem, while in the novel he is not a
witness to this. It is Dill who rushes to tell the children what he has heard. Directors are able
to use dramatic effects to add tension to a scene and on screen this scene would not have been
as tense if the drama had not unfolded before our eyes. This is of the utmost importance
because it means that directors are able to not only tell the story visually but they can bring
the viewer into the action in a way that sometimes words can fall short particularly in an age
where the visual element is so dominant. The camera cuts to a shot of Jem’s face looking
horrified at the action and this acts as both a reminder of the intensity of what has just
happened and as an indication of how it must have felt for a child to witness his father being

disrespected in such a way.

The process of adaptation from a successful and popular novel like To Kill a
Mockingbird could not have been an easy task. It is interesting both personally and
professionally to look at the reasoning why the directors Mulligan and Pakula included
certain scenes and characters and excluded others. Like many directors, they were faced with
a time constraint. The novel itself is 309 pages long and to constrain this into a 129 minute
film was challenging. Secondly, like any filmic adaptation, the question needs to be asked as
to what is and is not visually pleasing. What is it that enhances or distracts a viewer? The role
of Aunt Alexandra was created to care for the children while Atticus was busy with the trial
and also to give moral guidance to the children and female attention to Scout. Within the
film, this character is omitted yet arguably Calpurnia and Miss Maudie usurp this role.
Thirdly, it could also be argued that within the novel, Scout’s lessons on morality and human

goodness are the major focal point. The trial itself is secondary. In the film, it can be argued
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that more emphasis is put on the trial as the main focus and that the children learn their
lessons as a result of this. From these changes, additions and omissions it is clearly evident
that the adaptation creates a completely new text from the source. The process of adaptation
is too complex and diverse to even attempt to merely copy or duplicate the novel into film.
When a filmic adaptation is created it inevitably changes certain aspects to fit the new
medium. Therefore it is evident that a new text is created. In order to create this film or new
text initially, a process of creation must occur. | would argue that it is not as simple as
recreating the initial story as not everything can be copied from one medium to another

therefore a new text is born.

Film has the advantages of many different elements to create a visual picture that the
written word does not. The actors and their acting ability, camera work, lighting, set design,
editing, script and sound all effect the filmic adaptation. It is interesting to note that Lee
worked as a ‘consultant on the filmic adaption of the novel and screenplay with Horton
Foote’, the screenwriter (NCTE 1997, p.6). This shows us that she oversaw the adaptation
and approved of the changes which were necessary to adapt the novel. With the number of
characters and scenes omitted, it is obvious that this filmic adaptation is not merely a
reproduction of her writing. It is a new text. It is the process of producing this new text which

| argue creates a separate genre to be looked at; the genre of adaptation.

The film ends with Scout looking at her surroundings from Boo Radley’s porch
having walked him home after the attack on the children and Bob Ewell’s subsequent death.
This scene is quite poignant, as it symbolises Scout’s maturity, and the fact that she is now
able to see things from someone else’s perspective in other words, she has climbed into
someone else’s skin and walked around in it. It is visually quite powerful as she takes in the
scene of her street, the houses and the people inside them. She is internally processing what

has happened over the course of a few months. The voiceover tells us that Atticus is by Jem’s
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bedside and he will most probably be there until morning. In the novel, the last scene is of
Atticus reading by Jem’s bedside while Scout falls asleep in his lap. He is reading a book
called ‘The Grey Ghost’ by Seckatary Hawkins which re-emphasises one of the morals of the
story; don’t judge a book by its cover. Scout, though practically asleep, insists that she was

listening the whole time and summarises the story which imitates that of Boo Radley.

While the film is an adaptation of the novel To Kill a Mockingbird, it arguably needs
to be viewed as a piece of work in its own right. Harper Lee once said that a film ‘can have a
life of its own as a work of art’ and within this adaptation, this statement is true (NCTE 1997,
p.10). Within my classroom, it was helpful to show the students the visual which enhanced
the verbal but it is important to note that the emphasis within the novel is different to the
emphasis in the film. Students responded well to both forms of media but the omissions of
certain characters and scenes confused them at times hence, while it is useful for comparisons
and contrasts to be made, students need to be mindful of the differences in media and the
importance of seeing the adaptation as a separate piece of work, not merely as a set of
comparisons to the source text. As one student commented in his survey ‘too many
differences just confuse you’. It is for this reason that students and indeed the wider audience
need to be made aware that the novel and film are two separate texts. The film is inspired by
the novel yet arguably has a different focal point, a selective range of characters and a
different medium available. The filmic adaptation is not a replication of the novel. When
Harper Lee assisted Horton Foote she understood that he was creating a new text. ‘Adapting
is a process of appropriation — taking possession of another’s story and filtering it in a sense
through one’s own sensibility, interests and talents. Therefore, adapters are first interpreters
and then creators’ (Hutcheon 2006, p.18). Another ‘author’ could never produce the exact
same piece of work and therefore it must be critiqued individually within the context in

which it was created.
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Chapter 3 Hamlet

‘To be, or not to be, that is the question, whether ‘tis nobler in the mind to suffer the
slings and arrows of outrageous fortune, or to take arms against a sea of troubles, and by
opposing, end them’ (Shakespeare 1986, p.94). It is now eleven years since I first studied
Hamlet for my own Leaving Certificate and yet I can still quote from Shakespeare’s famous
play. I recall reading through the play and seeing the live performance with great clarity. The
passion and intensity of the play has stayed with me through the years. Within this chapter, |
aim to look at the variety of Hamlet adaptations through the years highlighting the successful
and less than successful films. I will also look at the process of adapting a Shakespearian text,
the reasons behinds omissions and additions and the effect that these can have on a student

studying this Shakespearian play.

Hamlet is thought to have been written sometime between 1599 and 1601 making it
over 400 years old. That said, the interest and curiosity surrounding the play and the
characters has not ceased in that time. There have been more than half a dozen filmic
adaptations of Hamlet dating back to 1900 including a number of silent films. Laurence
Olivier’s 1948 version focused on the Oedipus complex between Hamlet and his mother
Gertrude, while Franco Zeffirelli’s 1990 version utilized the popularity of leading Hollywood
stars such as Mel Gibson and Glenn Close. Kenneth Branagh’s 1996 adaptation contains
every word of the original play and therefore is identified as a faithful adaptation in many
ways however he also used flashbacks to highlight past events and the thought progression of
the characters. Without the flashbacks, the play would arguably not have adapted well to
screen. The multitude of adaptations proves how popular the story itself has been and

continues to be, but with such a volume of adaptations, which one is best suited to retell the
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story of Hamlet? Why, if they are all based on the same play are they so vastly different and
finally why were so many changes made to the Bard’s work? Adaptation of a novel can be
quite difficult as | have outlined in previous chapters but to adapt a historic legend is more
than merely challenging. Throughout the past few decades there has been a growing interest
in the adaptation of Shakespearean work which has grown from a profound respect for his

plays (Cartelli and Rowe 2007, p.7)

One of the major difficulties facing teachers when teaching a Shakespearian play is
that Shakespeare wrote his plays to be watched and performed not read directly from a book.
Therefore the film versions of Shakespearian plays are of the utmost importance in any
classroom setting. Ideally speaking, students should watch a live performance of a play as
‘performances tell us something about the time they were conceived, about social beliefs and
conventions’ (Kliman 1988, p.17). In order for students to truly understand the complexities
of Hamlet however, one must teach the play ‘carefully and patiently scene by scene’ which is

by no means an easy feat (Ornstein 1964, p. 503).

The play Hamlet and the film adaptations of Hamlet are two very separate concepts.
Each filmic adaptation, due to its individual directors, screenwriters, producers, editors and
actors, is different to that of Shakespeare’s original play. When reading the play, we can
clearly see Shakespeare’s stage directions. Within the filmic adaptations, and indeed any live
performance, these are included or omitted by the actors. Taking one filmic adaptation as an
example by Kenneth Branagh, while it claims to be a faithful adaptation, the setting is
somewhat modernised to the 19" century. It could therefore be argued that the adaptation,
while faithful in terms of words, is not faithful in terms of context. A student relying
predominantly on this adaptation and not on the play itself could form a very different
interpretation of the play. Douglas Lanier in his chapter ‘William Shakespeare, filmmaker’

suggests that Branagh’s work ‘gave Shakespeare back to the people’ and that ‘Shakespeare
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plays have life in performance not on the page’ (Cartmell and Whelehan 2007, p.68). While I
agree with this statement, it must be established that the written play and the filmic adaptation
(and indeed even a live performance) are separate texts. They are created by different authors

and in turn need to be viewed as individual entities.

Teaching Hamlet to a group of 5™ year students can be challenging yet at the same
time, because of their age and past experience of Shakespeare at Junior Certificate level, they
are also slightly more accustomed to Shakespearian language, themes and characters. The
teaching and study of Hamlet fascinates me as there have been numerous adaptations and
parodies to date though Laurence Olivier’s adaptation is still at the fore. Olivier attempted to
capture the atmosphere of the stage within his film through setting, acting, lighting and
interpretation of plot and characters (Kliman 1988, p.23). He blended the stage techniques
with film concepts thereby creating a film which is an expansion of theatre. From the very
beginning of the film, there are many theatrical motifs used. The sound of the orchestra at the
very beginning denotes the opening of a play rather than a film. While film tends to use
music, orchestral music specifically has often been linked to plays as opposed to film. The
start of a play is often signalled with the introduction of music whereas a film often pans in
directly on a character or a specific scene. The use of large, empty scenes such as the
Nunnery scene conveys the use and vastness of space. In a theatrical play, in order to move
from one scene to another, a director will often use blackouts or music to link the scenes.
This is precisely what Olivier does in his film. His use of spotlights on close up images of the
characters is also a common technique used in stage directions which again captures the look
of the theatre. Olivier’s adaptation was not completely faithful to the Shakespearian text
however. He cut out the characters of Rosencrantz, Guildenstern and Fortinbras, arguing that
these characters were not necessary in capturing the anguish of the young prince. ‘There just

had to be one whacking great cut if the film were not to run the impracticable length of three
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hours or more’ (Fallon 1948, p.499). To cut out Fortinbras from Hamlet ‘amputates an
important political element as it is on the character of Fortinbras that the politics of Hamlet
hinge’ (Guntner in Jackson 2007, p.121). It was decided as a faculty that the students would
not view the Olivier adaptation as it was seen by some as dated. They instead opted for the
modern adaptation by Branagh. While | understand the reasoning behind this decision, | was

apprehensive about showing Kenneth Branagh’s filmic adaptation primarily due to its length.

In order to ensure that students gained a full understanding of Hamlet and gained an
insight from multiple forms of media, 5™ year students studying the play for their Leaving
Certificate were brought to a live performance. Many commented that the live performance
was not completely faithful to the original play as many of the scenes were cut short. Having
read through the play, and having watched a film adaptation starring Kenneth Branagh and
then seen the live performance, | distributed a survey to the students (appendix 3.1). 19 pupils
were surveyed in total. 89% of students reported that they enjoyed the play in general
however in terms of which performance they remembered most vividly only 10% of students
cited the reading of the play itself. 21% said that they recalled the live performance most
clearly while 68% said that they recalled the film with the most clarity. ‘The film was better,
easier to remember scenes’ and ‘in the film, many scenes were longer and had different
dialogue and had added dialogue’. This is evidence of the importance of the visual image and
highlights the impact that special effects, lighting, camera angles and direction can have.
Even within a live performance, it can be argued that the same level of special effects would

not be possible.

Differences which were noted between the text of the original play and Kenneth
Branagh’s adaptation included the fact that many lines of the play were omitted in the film,
that ‘flashbacks of Ophelia and Hamlet’ could be seen in the film whereas in the play there is

a lack of background information given about their relationship, ‘the film was a lot more
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modern’ even in terms of ‘costumes and furniture’ and the ‘emotion in the film’ seemed to be
a lot more intense than in the original play. Ophelia’s descent into madness was mentioned as
being particularly graphic. One student commented that certain scenes in the film seemed
longer and that how they pictured a scene based on the text, differed when they saw it on film
due to longer sets and general direction used. The sets and locations seemed to sit more
vividly in their minds from the film than in the play which they read through and 21% of
students commented on this in their surveys. This again reiterates the power of the visual as
opposed to the verbal. Another student said that they were able to remember the characters
more clearly from the film because they could picture them and therefore associate them with
the actors. ‘The movie showed/explained that Hamlet is more emotional. It doesn’t seem like
he’s that emotional in the written version’ and ‘the characters seemed a little different than in

the book e.g. Ophelia is a lot wackier in the film than she seems in the book’.

It is interesting in terms of adaptation to note that despite being based on the same
text, each director puts his or her own slant on their film. In Franco Zeffirelli’s film, Elsinore
is portrayed as a dark and gloomy place. The film opens with the death of the King and
depicts Gertrude as the grieving wife. The darkness of the crypt in which he is being buried
imitates the darkness of Prince Hamlet’s mood. Zeffirelli does not remain faithful to the
original text. Instead, he varies certain scenes by cutting certain speeches short or mixing
scenes. Act 1 Scene 2 for example is performed after scene 3 therefore he has altered the
sequencing of the original work. Olivier also altered the placement of certain soliloquies
changing the order of the scenes (Felter 1993, p.61) as did Branagh, though to a lesser extent.
Zeffirelli also changes who recites certain lines. During ‘The Mousetrap’, Ophelia turns to
Hamlet who is reciting some of the play and says ‘you are as good as a chorus my lord’
however in this adaptation, this line is given to Claudius (Shakespeare 1986, p.107). He plays

up the Oedipus complex which is thought to have existed between Gertrude and Hamlet by
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including scenes where they kiss on the lips or overtly sexualised scenes like Ophelia’s
behaviour towards the soldier after her father’s death. Therefore it is evident that due to the
concentration on certain scenes and even on themes that are not necessarily present in the
play, a new text has been created by the filmmaker. French literary theorist Gérard Genette
said that an adaptation ‘is a text in the second degree and is created and then received in
relation to a prior text’ (Hutcheon 2006, p.6). While this is largely true, it must be argued that
a new text is created through the process of adaptation and while it is understandable that the
adapted text is received in relation or comparison to a prior text, it must primarily be viewed

as a separate entity.

The question of Hamlet’s madness has long been a puzzle for scholars however
Zeffirelli’s filmic adaptation suggests that it is most definitely feigned and for the purposes of
confusing the new King. When we first see evidence of Hamlet’s madness in the film, he
presents himself to Ophelia half-dressed and unkempt looking. Later we see him without one
of his boots. Zeffirelli used costumes, props and mannerisms to convey his descent into
madness. The characters of Rosencrantz and Guildenstern are not used as wholly as
Shakespeare used them. Instead they are merely the Kings props instead of Hamlet’s good

friends.

Zeffirelli uses clever camera angles within his adaptation to capture facial
expressions. When Ophelia is in the depths of madness he uses a slow upward shot of her
which lingers at her face so that we can see the extent of her insanity and grief. He fixes on
her eyes which are wide and scared looking. His use of long panning shots of Elsinore and
the surrounds indicate an expanse and vastness of land fitting for royalty. The final scene
where Hamlet finally kills the King ends with a long shot of the dead bodies in the Great Hall

and the crowds taking in the terrible scene before them. Careful attention is paid to colouring
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also. Costumes are usually red, blue or black while Ophelia is cast in white, the poor innocent

virgin who has been caught in this web of deceit and tragedy.

Students made various comments in their surveys based on the impact of certain
scenes in the filmic adaptation they saw namely Kenneth Branagh’s Hamlet. The film ‘felt
more realistic as it recreated the scenes from the play. The surroundings e.g. the castle and
the visual effects made the play more easier to remember’. Another student said ‘they were
able to show it better in the movie. They had more resources available to them to portray it
better’. While the students did not view Zeffirelli’s adaptation, they were able to identify key
differences between the play and Branagh’s adaptation. One student commented ‘the play
contained a large number of differences. | found the movie used its modern day production
quality to obtain a more positive feedback from film audiences than play audiences such as
the soundtrack, the directing in general, larger sets compared to a stage and additional scenes
(seeing Ophelia’s corpse in the pond). Other additions include Gertrude not being very
attractive compared to previous versions let viewers believe and Claudius really always did
love Gertrude’. Within the survey, this particular student was able to identify key differences
he found between the play he read, the live performance he attended and the film he viewed.
It is interesting see that he referred to the film using ‘modern day production quality’,
something which obviously was not available to Shakespeare at the time of writing.

Therefore it is evident that a new text has been created through the filmic adaptation.

Douglas Lanier suggested that a Shakespearian adaptation is either script centred or
film centred in the sense that the director either follows the original text as in a faithful
adaptation or uses the convention of film to alter and enhance the story (Cartmell and
Whelehan 2007, p.65). Using Zeffirelli’s adaptation, I would argue that his work is both

script-centred and film-centred. While he did not stick rigidly to a faithful adaptation of
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Shakespeare’s work, he did not veer very far from it. He used many filmic conventions;

setting, costumes, lighting, editing and props but within the boundaries of the script itself.

Branagh’s adaptation is set in the 19" century, a fact which many students
commented on within their surveys. ‘It was interesting to see the play set in modern times’,
‘there was more modern furniture and clothing used in the film’ and ‘the play was also set in
modern times which showed that it could be adapted to modern times’ were all comments
made by the students in their surveys. | think is an important aspect of their understanding of
the play as the setting alone changed the context in which they viewed the play. Had they not
first studied the play, their perception of the original work may have been skewed. While it is
therefore useful to show students the filmic adaptation it must be done so cautiously as we are
subjecting them to a different text. Another student commented ‘the sets and locations were
more vivid in the movie. It’s hard to imagine from the reading and many of the theatre sets in
the show looked and were the same. The movie also made it more realistic with things like
crowds in the halls or trees in the forest’. This modernised setting provides more opulent
surroundings and furnishings within the film from the gold gilded gates to the mirrored great
hall. The Ghost first appears as a large, ominous figure in full battle armour signifying the
importance of the political and historical background of the play which Zeffirelli chose to
omit. Hamlet is dressed in black symbolising the mourning of his father while all around him
family and friends are lush with colour in celebration of the wedding between Gertrude and
Claudius. Music is used to create suspense throughout the film which is a technique shared

with Olivier and Zeffirelli also.

Branagh’s use of flashback allows us to gain insight into past events such as the
background to Hamlet’s relationship with Ophelia and Gertrude’s relationship with her late
husband. Flashbacks are also used to explain the political situation in Norway and to

introduce us to Fortinbras. His use of close-up framed shots bring the viewer into the film and
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intensifies the scene such as the close up of the mouth of the Ghost as he speaks to Hamlet
and also of his and Hamlet’s eyes which are said to be the windows to the soul. Within the
film, Branagh also makes use of other forms of media such as newspapers to relay the
impending invasion and two way mirrors so that Polonius and Claudius can spy on Hamlet
and Ophelia. Branagh commented in an interview with Paul Meier that ‘the swiftness of
thought’ is also an effective dramatic device he used within his production; ‘I encourage
actors to understand that Shakespearean characters think more quickly than we do and
probably speak more quickly, and that, well done, is an unusual and rather effective dramatic
device. It is exciting when swiftness of thought is conveyed in the theatre with utter clarity’
(Meier and Branagh 1997, p.82). This device in itself is very effective in theatre as the action
of the play must be fluid and consistent. It may however, affect the learning and appreciation
of the play as the action is often too quick for the audience to grasp or similarly if it is over

dramatised, the audience may feel that they are being forced to notice a particular scene.

Branagh’s adaptation, though referred to as faithful, was not overly popular with my
students primarily due to the length. At nearly four hours long, it was extremely difficult to
hold their attention and though they watched the DVD over a period of a few classes, their
interest waned. This is a major issue faced by directors and script writers. While they wish to
remain as faithful as possible to the original script or text, they must take into consideration
their target audience and therefore the screen time. While Branagh’s adaptation is viewed as
faithful, one must question the inherent faithfulness of it. While it does include all the written
words of the original play, the setting, costumes, props, stage directions and overall direction
is very different arguably making it a new text. It cannot be said that this is merely a copy of
the play. If it were, it would match the written play in every way possible which, due to

filmic qualities and additions is not possible.
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On speaking with a number of the students after conducting the survey, | asked them
specific questions about certain scenes. As Kate Winslet is quite a popular actress, many
recognised her immediately as Ophelia. Some thought the scene with her in the strait-jacket
and later in the padded cell was quite powerful and mentioned that they felt sorry for her.
This was followed by another student referring to the scene where she is hosed down with
water and informing the class that in the 19" century, if you were thought to have been mad,
they used all kinds of treatments including electric shock therapy and lobotomies. One
student commented in his survey that Ophelia appeared ‘wackier’ in the film than in the play
and that he had not fully comprehended that she went mad whilst reading the play. Another
student also noted that because there was a question of her death being a suicide, it would
have been very controversial to bury her on consecrated soil which was what Laertes and the
Priest were arguing about in Act Five Scene One: ‘no more be done! We should profane the
service of the dead to sing sage requiem and such rest her as to peace-parted souls’
(Shakespeare 1986, p. 165).The inclusion or emphasis of certain scenes can clearly change
the meaning received by the audience and therefore it is evident that a new text has been
created through the process of adaptation. In order to adapt this play, Branagh, in this specific
adaptation, chose to alter certain scenes. He created a different text. The decisions that he
made whilst adapting the play created what was, in effect, a different text, and therefore this

adaptation should be viewed in terms of a new genre.

When reading through the play, | found that many students glossed over certain areas
such as the political situation with Fortinbras, the significance of the play within the play and
the complexity of Claudius’ deception as he manipulates Laertes into killing Hamlet. As the
play is so detailed, | felt that to see it on screen would be greatly beneficial for the students. If
Branagh’s version had not been a faithful adaptation, it could be argued that these issues and

characters would still not have been addressed. Within Zeffirelli’s filmic adaptation as an
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example, he greatly lessens the characters of Rosencrantz and Guildenstern and completely
omits the political aspect of the play. Branagh’s adaptation ends with Fortinbras taking the
throne, Horatio mourning the loss of his friend and the statue of King Hamlet being torn
down and smashed to pieces signifying the end of his reign. When one looks at Laurence
Olivier’s adaptation we can also see the omission of Fortinbras, Rosencrantz and
Guildenstern. These characters were cut primarily due to an issue of timing and the ‘problem
of cutting a three and a half hour theatre text to fit a two hour film script’ (Fallon 1948,

p.495).

When looking at the process of adaptation, it is interesting to look at a variety of films
which are all based on the same text as no two adaptations are the same. Indeed some are
vastly different. Directors are faced with many decisions during this process and his or her
interpretation of the text can completely alter the meaning and therefore the viewing of the
film. This is why it is imperative for students to identify the original text and filmic
adaptation as two very separate and distinct pieces of work rather than one as an extension of
the other. Actors too put their mark on a film by emphasising certain lines and playing down
others. Zeffirelli’s version stresses the Oedipus complex between mother and son, Branagh’s
adaptation looks at the complexities of the political situation which exists between Norway
and Denmark and Olivier’s interpretation suggests Hamlet’s potential for suicide. Olivier
practically shouts the words ‘perchance to dream’ within his filmic adaptation and with it, the
music swells so as to be overdramatic (Felter 1993, p.62). This shows that the emphasis
which the actors put on certain words can also impact how the viewer receives the message.
These changes shape the way in which the audience perceives the messages within the
performance itself onscreen or onstage. Shakespeare was very precise with his stage
directions; however producers, screenwriters, actors and set designers all put their own

indelible mark on a production or adaptation. Zeffirelli, Branagh and Olivier stressed certain
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aspects and lessened the impact of others therefore their adaptations cannot be perceived as
imitating or copying the source text. As Hutcheon said in terms of adaptation ‘the form
changes, the content persists’ (Hutcheon 2006, p.10). The story may inherently stay the same

but the context is different.

It is clearly evident that time is a primary concern during the process of adapting a
text, whether play or novel, to film. Interpretation is another key issue. On studying the ‘to be
or not to be’ soliloquy, many students were divided as to whether or not Hamlet was truly
suicidal. Had they watched Olivier’s adaptation, it is evident that he believed Hamlet to feel
so inclined. Interestingly this was not mentioned in terms of Branagh’s adaptation. It appears
that this solilogquy did not come to the forefront of their minds whilst watching this film.
None of the students commented on this infamous scene in their surveys. For my part, | feel
that there was no major emphasis placed on these lines, at least no more than any other line of
the script. Again, this is down to both the director in terms of his interpretation and the actors
in how they deliver their lines. It is apparent however that this can have a major influence on
the viewers’ interpretation and therefore re-emphasises the importance of relying on the
original text for the true meaning of the work and to appreciate the filmic adaptation as an

individual piece of work and not merely as a comparison to the primary text.
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Chapter 4 Romeo and Juliet

As an English teacher, 1 would argue that Shakespearian plays prove to be among the
most challenging areas of the syllabus to teach. The first obvious problem faced is
Shakespearian language itself being so vastly different from today’s modern spoken
language. The second problem is identification with the story and characters themselves. On
outlining the basic premise of Romeo and Juliet to my second year students, | was asked the
innocent question as to why the star-struck lovers did not just wait a few years and run away
together rather than kill themselves. | was also met with shock and dismay when they realised
that the characters were in fact fourteen years old, no older than my students themselves. And
so, | was left with the question as to how | was going to not only teach the class the beauty of

Romeo and Juliet, but also how | was going to get the students to identify with the play itself.

Within this chapter, I aim to use Shakespeare’s Romeo and Juliet to illustrate that not
only can a text be adapted numerous times, but also that each adaptation can be quite
different based on the director’s individual taste. Students studying Romeo and Juliet can
then be faced with difficulties in deciphering not only the meaning of the text itself but the
messages and morals coming from the story therefore | would argue that each adaptation has

the potential to be viewed as a new text.

Teaching Shakespeare is always difficult. Shakespeare did not write his plays to be
read aloud but to be performed and viewed by an audience. In a single-sex male school with
limited space, getting the boys to re-enact the play would be extremely problematic. Due to
the fact that the students would have to learn quotations for their Junior Certificate, it was
also important that they understood the language and so | began the painstaking process of

reading through the play, and explaining each line in modern terms. In many ways, we had to
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butcher the play in order to make sense of it. In the eyes of each student, | could slowly see

their interest in Shakespeare start to die.

| attempted to make the initial reading of the play as interesting as possible by
allowing the students to read the different parts to the play and by making space at the front
of the classroom to ‘act’ out some of the scenes. Summaries of each scene were assigned for
homework and character analyses were discussed in class with brainstorms created on the
board. Students found many of the words quite difficult to understand and even pronounce.
They also gained great humour in reading phrases like ‘saucy boy’ and ‘a very good whore’
(Shakespeare 2008, p.37 and p.65). In Act One Scene One where Capulet’s kinsman says
‘bite my thumb’ as a rude gesture to the Montagues, the students found this so entertaining
that it became a running joke within the classroom for a number of days (Shakespeare 2008,
p.4). This shows that there has been a significant change throughout the centuries when it
comes to satire. What was probably most appealing to a 16™ and 17" century audience has
changed greatly within contemporary culture; therefore this is seen as strange or humorous
among a modern audience. In today’s society, students understand the use of certain words
and gestures as insulting. To see something so different to what they are used to can be very
amusing, hence when adapting a play or novel, particularly a Shakespearian text, the director
needs to be mindful of today’s culture and mannerisms or at the very least, find a way of
conveying older concepts in a new way so as to reach the audience. It is interesting to note
that despite a very different cultural setting, Shakespeare’s plays are still performed and
enjoyed by many. Arguably one of the main reasons for this interest is his use of universal
themes of love, honour, mortality and grief; themes which are just as prevalent in today’s
society. In Romeo and Juliet, the ‘various actions of the play are designed to illustrate the
theme that uncontrolled passion is a destructive force’, a theme which can still be understood

today (Seward 1973, p.114).
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At the end of Act Three, | set a small test for the students consisting of thirty short
questions which helped them focus on key points within the play (appendix 4.1). | also
provided them with worksheets at the end of each act in the form of ‘fill in the blanks’ to
check their knowledge of what they knew (appendix 4.2). We also created a brainstorm and
mindmap on the board of the key points noted at the end of each act. Students were able to
check this against their summaries to ensure that they had all the major points necessary for a
comprehensive understanding of what they had learned. They then completed a quotations
test which checked their ability to recall direct quotations from the play which will be needed
for the honours level Junior Certificate paper (appendix 4.3).The initial test given (appendix
4.1) was a series of short questions including ‘where is the play set’, ‘what plan does the
Nurse and Romeo put together in Act 2 Scene 4° and ‘Romeo’s kinsman is described as a
peacemaker. What evidence do we have of this’. These questions helped ground the students
in terms of how much information they already had and what they still needed to learn at this
point. If this same test had been given after the viewing of the filmic adaptation, a very
different set of answers may have been given due to the many differences between mediums.
The fill in the blanks test (appendix 4.3) was also another similar way of ascertaining how
much they already knew and what they would need to focus on in the future. | felt that
checking the students’ knowledge of the play to date was a good way of establishing what

they knew directly from the reading of the play itself as opposed to the watching of the film.

The initial reading of the play was time-consuming to say the very least. | found it
extremely difficult to engage the students and keep their attention. My colleagues in the
English faculty were having the same difficulties with their classes. | was hopeful that the

film version would spark their enthusiasm.

My classroom is made up of very different personalities. Out of 27 students, | can

easily identify two students who love to read mostly because | have had to confiscate their
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reading books when they were supposed to be studying the assigned work. There are seven
athletes who can be guaranteed to miss at least one class per week due to a range of sports
from basketball to soccer, and the other 18 students tend to be enamoured with a variety of
media from the internet to film. In other words, the works of William Shakespeare do not

necessarily create passion within them.

Having read Valerie Muller’s article ‘Film as Film,” I came across a very apt
quotation by David Shaw who said that ‘regardless of what we teach in the English classroom
or how fervent our passion for printed texts, students are inherently more interested in
multimedia — film, television, cell phones, music, the Internet — than traditional print texts’
(Muller 2006, p.32). In many ways, this is the dilemma | am faced with in my own classroom
when it comes to my students. If | cannot compete with this variety of media, surely I can put

it to good use.

Following the initial read-through of the play, | showed the students Franco
Zeffirelli’s 1968 version of Romeo and Juliet. | was impressed with the students’ ability to
identify key points within the film that differed from the written play. Students commented
that Mercutio’s death is initially treated as a joke within the film. One student commented
that in the play it seemed to him that the brawls which occurred between the two families
were ‘fights to the death’, whereas within the film, the duels appeared to be more for comedy
value. Other points of note included that in the film, Romeo does not meet the apothecary to
buy the poison, Friar John goes to Mantua, but manages to miss Romeo along the route and
the scene in Act Four Scene Three, where Juliet is hesitant over taking the poison, is also

omitted, which many saw as being very important because it shows her uncertainty.

Within the survey I issued, | asked the students to list three major differences between

the original play and film(s). Interestingly most of the comments, critiques and differences
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between the play and the filmic adaptations were based on Luhrmann’s adaptation as opposed
to Zeffirelli’s. Only 14% of students made specific reference to the 1968 adaptation
commenting that ‘Paris is never killed by Romeo’, ‘the wedding scene is included in the 1968
version’ and ‘Juliet does not hesitate taking the potion in the 1968 version’. The other 86%
grounded their answers in the 1996 adaptation. 57% of these students referred to the fact that
Paris did not enter the tomb at the end or got killed by Romeo. For them, it was a glaring
difference between the play and the filmic adaptation. It is therefore evident that any
questions on characters could be drastically altered if they used this filmic adaptation as their
primary text. It is not the same as the play. It is a separate text. Other differences which the
students identified between the original play and film include the fact that Romeo does not
argue with Balthasar outside the Capulet vault (10% indicated this), that there is no final
explanation from Friar Laurence about the preceding events (14% of students commented on
this), that Lady Montague is not dead (52% of students noticed this) and that the film actually

adds a scene at the end which is the funeral scene of both lovers (5% made reference to this).

| created a PowerPoint presentation detailing character-analyses and themes within
the novel which | showed the students over a two-day period (appendix 4.4). This allowed me
to facilitate a class discussion on Romeo and Juliet with the students. Many still struggled
with a number of issues within the play, including the age of the characters involved, the
desire to marry so young and the strength of the obedience of Juliet to her parents. At this
point, it was my hope that the modernised adaptation by Baz Luhrmann would help them
make sense of it all. Luhrmann’s adaptation is lush with sensuality and sexuality which in
many ways re-emphasises that at the heart of this story is the theme of love. The use of puns
throughout adds a hint of irony to the story, an irony which is often missed in the original
play. Within Act 3 Scene 1, Mercutio, having been stabbed by Tybalt, maintains his comedic

presence through his line ‘ask for me tomorrow, and you shall find me a grave man’
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(Shakespeare 2008, p.88). Shakespeare’s use of irony, puns and conceits was not lost on
Luhrmann while making his modern adaptation. The setting is transformed from Verona Italy
to Verona Beach in Florida. When drawing their weapons, they draw guns designed by the
company ‘Sword’. 33% of students noted this in their surveys. In Zeffirelli’s 1968 version,
the Capulet ball sees many elaborate dances and general excitement. This is highlighted in
Luhrmann’s adaptation through Romeo’s use of Ecstasy which mimics the frenzy of the
dance scene. Luhrmann in many ways took Zeffirelli’s adaptation and expanded the
boundaries to fit a modern era in many ways paying homage to it. There is a suggestion of
incest in Lurhmann’s adaptation when we see Lady Capulet and Tybalt kissing on the dance
floor. Mercutio is conveyed as a black cross dresser with homosexual tendencies which in
many ways is seen as a celebration of ethnic diversity. 10% of students commented on this in
their surveys citing it as a form of comedy within the film. Samuel Crowl however critiques
this inclusion arguing that while it is fine to cast a black actor in a supporting role, the same
acceptance would not be received if it had been one of the two young lovers (Crowl 2003,
p.129). It is evident therefore with all of these differences that a new text was created in the
process of adaptation. Sometimes when remaking a film, directors are paying homage to a
previous film (Hutcheon 2006, p.7) however it is clear that Luhrmann was not necessarily
paying homage to Zeffirelli in this instance or indeed even Shakespeare himself. Instead he
was taking a classic story and modernising it to suit the demand of a specific target audience

thereby creating a new text.

In Samuel Crowl’s book, Shakespeare at the Cineplex, he looks at the target audience
being the teenage market, and emphasises the use of an ‘MTV visual style and soundtrack’
(Crowl 2003, p.119) and again if we refer back to cinema statistics observed in 1997
(appendix 1), one can clearly see the impact of the teenage audience on cinema attendance.

This is what draws the modern audience to a classic story. Luhrmann very carefully looked at
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costumes, special effects and camera angles in his film and all of the effects are targeted at a
youthful audience. When DiCaprio is first introduced on screen, he is in a suit. The cigarette
dangling from his hand, and the pained expression on his face as he scrawls declarations of
love into his journal, are all elements which appeal to the teenage market. At the Capulet ball,
Romeo is dressed as a knight and Juliet as an angel symbolic of the knight in shining armour
and the innocent and virtuous angel. One student commented ‘I remember when Romeo
enters the Capulet ball and sees Juliet, she was beautiful’. I think had I surveyed a group of
female students there would have been more comments based on Romeo’s physical
appearance as DiCaprio has often been described as a sex symbol in his own right whereas

Clare Danes’ portrayal of Juliet was seen as virtuous and innocent.

While | expected students to be transfixed on this modern adaptation, | was a little
surprised when one turned to me at the end of class one day and said that he preferred the
1968 version. | asked him why and he told me that he felt that the modernised version veered
too far away from the original play and therefore it bore less resemblance to Shakespeare’s
original work. This is a key issue within the body of my argument because it shows not only
the intricate nature of the process of adaptation but that adaptations should be viewed and
critiqued as individualised pieces of work rather than solely in relation to the source text. ‘I
preferred the first film | saw (1968) because in the play the language was hard to understand
and in the film I didn’t need to understand the language as much’ and ‘I preferred the 1968
version directed by Zeffirelli, it made the play much easier to understand’ were two
comments made by students. Interestingly in total, 48% of students said that the preferred the

1968 filmic adaptation.

Within Shakespeare’s play there are numerous religious references and these are not
lost in the modern adaptation. I highlighted this to the students in class and many were able to

identify that most of the characters wear crosses or religious medallions around their necks.

70|Page Sarah Theresa Gleeson



Religious iconography is everywhere, and stands to act as a reminder of ‘a cultural past in
which religion, duty and family honour mattered’ (Crowl 2003, p.123). In one of the opening
scenes when we see the large skyscrapers bearing the names Montague and Capulet, the
figure of Jesus Christ stands between them. Within the Montagues car, there is a cross
directly behind their seat which is clearly visible. Christ is painted on Tybalt’s vest, the
Madonna is on the handle of his pistol, Friar Laurence has a tattoo of a cross on his back and
there is a shrine to the Virgin Mary in Juliet’s bedroom. When Juliet dies she is laid out on a
raised platform surrounded by neon crosses and candles. In Zeffirelli’s version, she is placed
in a dark crypt in keeping with the original text. Zeffirelli, in many of his Shakespearian
filmic adaptations uses dark imagery to emphasise the heavy mood he wishes to create. By
placing Juliet in a dark crypt, he visualises death to be cold and sombre, no light, no warmth

and therefore no hope.

Crowl also makes reference to the use of colour coding in Luhrmann’s film. Romeo is
often seen in blue (he wears a blue suit when he is getting married), Juliet is usually dressed
in white (as an angel and as a bride), while the Capulets are usually in black and the
Montagues in yellow. The neon crosses are yellow with a blue outline and even the fish in the
aquarium are blue and yellow. Just as Shakespeare was extremely specific about his stage
directions, Luhrmann paid particular attention to these finer details. This shows us however
that Luhrmann’s interpretation of the original text, and his subsequent production on film,
differs greatly to the specifics laid out by Shakespeare ultimately creating a separate text.
These elements were all dealt with in the process of adaptation and culminated in a new text

being formed.

While watching Luhrmann’s adaptation, I had the students create a list of differences
that they could see between the original play and the film. Their list was quite extensive. The

film starts and ends with a newsreader reporting the tragedy at hand, while in the play there is
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a prologue at the beginning and Prince Escalus makes a speech at the end which Zeffirelli
also had in his filmic adaptation. In Luhrmann’s film, the duels and brawls between the two
families are converted into a fight at a gas station. The Montague ‘crew’ appear to be fearful
of the Capulets, the Globe Theatre is used as a pool hall and Lady Capulet appears to be more
of a Hollywood starlet, or Southern belle, than an obedient dutiful wife. This says a lot about
the role of adaptation. What drove Luhrmann to make certain decisions? What made him
decide to modernise certain scenes and characters in the way he did? Filmic adaptation of
characters who pre-exist in ‘a verbal medium’ and are commonly recognized is problematic
because the director must ask himself whether he is doing the character justice (Bullen 1990,
p.48). Many of Luhrmann’s decisions were made on the basis of setting. Taking Verona

Beach, he worked the characters and actions around this.

| distributed a survey (appendix 4.5) to the students, having watched both these filmic
adaptations and read through the original play. Out of 21 people surveyed, 1 had read through
the play previously and another had seen a live performance. For the others, the play and its
film counterpart were new. The popularity of Romeo and Juliet was made clear when |
discovered that 86% of students had previously heard a quotation from the play with 57%
referring specifically to Juliet’s ‘O Romeo, Romeo! — wherefore art thou Romeo?’ in Act 2

Scene 2 (Shakespeare 2008, p.50).

One initial fear I had in showing Zeffirelli’s 1968 adaptation was that the students
would see it as dated. However | was shocked to discover that 48% of students preferred this
version, while only 10% listed Luhrmann’s modern adaptation as being their favourite. 42%
of students said that they still preferred the read through of the original text. Firstly this
shows us the power of the visual medium and secondly, it also shows that many people find
the modern adaptation veers too far from the original text. In terms of differences noted

between the film versions and the original Shakespearian text, 57% of students noted that
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Paris was not killed in either the 1968 version or the 1996 version in keeping with the
original text. Lady Montague never died in either film version according to 52% of students
and 14% noted that Friar Laurence does not explain the actions of the young lovers in either
filmic adaptation. In speaking with the students after the survey was conducted, many argued
that because of the action, the films tended to stick out in their minds more yet the variety of
changes and omissions meant that they had to try to recall and match this with the original
text. Denise Faithfull in her book Adaptations, states that ‘in the cinema, stories are told
mainly through the actions of the characters — not so much through what they say as what
they do’ (Faithfull 2007, p.15). Looking at the comments of my students, many spoke of the
action within the film yet few mentioned specific lines recited by the characters hence the

importance of the visual as opposed to the verbal.

By the end of our study, it was my hope that the students would be able to appreciate
both forms of media in terms of Romeo and Juliet and thankfully, most students could see the
advantages and disadvantages of studying both forms. As indicated at the start of this chapter,
one student couldn’t understand why the young lovers did not just run away together or wait
a few years for approval, and through my study | feel in many ways | have found this answer.
James Seward said that ‘neither Romeo or Juliet commit suicide because there is no
alternative but because they are lead by passion not reason’ (Seward 1973, p.221). I think this
sums up the dramatic reasoning quite well, and perhaps is the reason that many students of a
young age find it difficult to relate to the characters. At 14 years of age, it is difficult to
imagine that many of them have any experience of that kind of passion for someone else
though with the earlier sexualisation of teenagers today, many may fall into the category of
lust as opposed to love. It is passion and not reason which drives the action of the play. If
reason was the ruling aspect of the drama then the ancient feud between the Montagues and

Capulets would not have been so powerful. Romeo was governed on more than one occasion

73|Page Sarah Theresa Gleeson



by passion, first when he rushed into marriage with Juliet, again when he killed Tybalt and
finally when he Kkilled himself. The uncontrolled and destructive passion which he
experiences is his greatest attribute and downfall. In many ways, Luhrmann’s adaptation
looks at a valid point which Seward makes in his book which is that young love is often
confused with sexual desire (Seward 1973, p.125). The high level of sexuality and sensuality

was not lost on the students themselves in both filmic adaptations.

The consummation of the marriage was strongly emphasised in both adaptations, and
sexuality was highlighted particularly in the 1996 version where we see promiscuity on
Verona Beach, Mercutio dressed as a transsexual, infidelity and drug use. It is therefore
evident that there is a distinctive question mark over the distinction between lust and love in
this adaptation. Romeo’s feelings for Rosaline are suggested by Benvolio as being lustful in
Act 1 Scene 1 when he tells Romeo that the only way he can get over Rosaline is by ‘giving
liberty unto thine eyes. Examine other beauties’ (Shakespeare 2008, p.13). His love for Juliet
however is seen to be deeper and more meaningful: ‘The measure done, I’ll watch her place
of stand and touching her, make blessed my rude hand. Did my heart love till now?
Foreswear it, sight! For I ne’er saw true beauty till this night’ (Shakespeare 2008, p.36).
Luhrmann’s adaptation blurs the boundaries of love and lust due to the use of heightened
sexuality. While Shakespeare wished to portray Romeo’s feelings for Rosaline as lustful and
his feelings for Juliet as loving, the seediness of the setting and the lavishness and drunken
opulence of the party and those who are at it makes the viewer question whether there is any
true difference between his feelings for Rosaline and his feelings for Juliet. This is again
evidence of the text being different and a new text having been created through the process of

adaptation.

When looking at the concept of adaptation as a genre, one must look at the process

which occurs during adaptation. It is evident from students’ surveys and comments that there

74|Page Sarah Theresa Gleeson



are many noticeable differences between the original Shakespearian play and the filmic
adaptations. These changes have to occur in order to fit the play into the generic confines of a
film. Genre is a form of categorization and ‘the most immediate way of identifying a genre is
through the visual elements in a film’ (Abrams et al 2001, p. 177). The genre of Romeo and
Juliet is that of tragedy therefore there are many visual elements which Zeffirelli and
Luhrmann use to convey this. One element is that of colour which | discussed earlier.
Another is through sound effects. In Luhrmann’s adaptation, when Mercutio issues his curse,
the wind picks up, the sun is hidden by clouds and claps of thunder and lightning streak the
sky, a classic example of filmic pathetic fallacy. Unfortunately, such a detailed appreciation
of these nuances was not mentioned within the surveys, but a further in-depth examination of

the process of adaptation could highlight these effects.

While students were quick to critique changes to Shakespeare’s original play such as
additional scenes like the wedding scene, the orchard scene changed to a pool scene and the
omission of certain things such as Paris’ death, we must put the directors’ decisions into
context. At the beginning of the play, the Chorus refers to ‘the two hours’ traffic of our stage’
therefore immediately the film directors are working within the confines of a time frame
(Shakespeare 2008, p.vii). Shakespeare’s play was written to be performed on stage.
Filmmakers have the convenience of set changes and location shots. Special effects can be
used to draw attention towards or away from a character, and their nuanced facial
expressions, filmed in close-up, can also be extremely significant as signifiers of meaning,
something which is not available easily to a stage director. Students commented on the
omission or alterations made to certain scenes. In Act 4 Scene 3, Juliet is evidently hesitant in
taking the potion given to her by the Friar. Her insecurity dominates the whole of this scene.
In Zeffirelli’s version, this scene is omitted, and in Luhrmann’s adaptation it is reduced to

two or three lines of uncertainty. This scene, if acted out in full, would most probably retard
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the development of the action on screen, and therefore disrupt the pace of anguish with which
the characters are faced; however the omission itself bears a huge effect on the students
studying the play for the Junior Certificate Examination. Over-reliance on the visual as
opposed to the written would mean that the interpretation of the story is changed as the filmic

adaptation is completely separate to that of the written version.

Adapting a Shakespearian play is not without its difficulties. While trying to maintain
authenticity, the language of film is much different to that of a play or novel. Therefore while
the film is an extension in many ways of the original text, it must also be viewed as an
individual piece of art. Comparisons and contrasts should be welcomed and fostered between
the two forms of media but inevitably seen as individual pieces of work. Adaptation creates
many differences to the text as it is experienced by the recipient. For a long time, discussion
of adaptation was reduced merely to fidelity of the filmic adaptation to the original text
however in truth, adaptation goes much further than this (Rumble 1995, p.83). Zeffirelli’s and
Luhrmann’s adaptations prove that there is more to a filmic adaptation than whether it is
completely faithful to the original text. Does it reach the audience and appeal to them? It can
be fairly argued that Luhrmann’s adaptation of Romeo and Juliet was an attempt at
generating modernised interest in Shakespeare and no-one can deny that it was most
successful in this case. However, 48% of students still preferred Zeffirelli’s adaptation as
they felt the latter veered too far from the original text. For students studying the play for
their Junior Certificate it is imperative that they keep the two mediums separate as even a
faithful adaptation can alter how one sees the play and interprets the story hence it is vital to
study the process of adaptation in relation to that which has been adapted. From examination
of all three texts (the play, Zeffirelli’s adaptation and Luhrmann’s adaptation) it is evident

that they are three separate pieces of work. They incorporate separate styles and nuances
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based on the genre which they are in. It is my argument that the process of creating these new

texts is also a genre as adapting a piece of literary work requires many changes to occur.
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Findings

The purpose of this thesis as stated in the Introduction is based on two main
arguments. The first is to establish that adaptation should be seen as a genre due to the
complexities of the process of adapting a piece of literature and the second is that the adapted
text should be viewed as a new text in its own right. Adaptation is not a new concept. As well
as literature, we can see the process of adaptation in dance, art and music. There have been
multiple adaptations, interpretations and performances of Ballet throughout the decades.
Artists, throughout the centuries, have had apprentices who have learned the trade,
interpreted art and recreated a masterpiece. The same can be said of musicians hence similar
sounding songs, albums and even bands. The concept of adaptation has been evident for
generations though often not identified or investigated. Each adaptation is not blatantly a
copy of the source but an interpretation of it (Leitch 2008, p.73). The same can be said for

adaptations of literature.

If we look at the comic book genre we can see that the process of adaptation is not
solely linked to novels and plays alone. It also has roots in graphics. Film franchises from
comic books such as Superman, Spiderman, X-Men and Batman have all been hugely popular
throughout the years (Burke 2006, p.14). Comics have given rise to graphic novels and in
turn been transformed into film: ‘cinema, through its many adaptations from the comic book
medium has been a constant patron of the comic book art form, providing the mainstream
exposure and hard currency necessary to enable comics to create from which cinema may
then in turn gleam further inspiration’ (Burke 2006, p.16). Essentially, comics and their
genre, give rise to yet another niche for adaptation purposes while at the same time ensuring

that the heart of the story remains dominant. Interestingly, we can also see the process of
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adaptation through the gaming world. Linda Hutcheon wrote about the concept of gaming
adaptation in her book A Theory of Adaptation. She discusses the fact that many films have
been adapted into various games for the PSP, Wii and other gaming consoles. Die Hard films
from 1988, 1990 and 1995 were adapted into games entitled Die Hard Trilogy which was
released in 1996 and Die Hard Trilogy 2 which was released in 2000 (Hutcheon 2006, p.50).
Similarly the Harry Potter franchise based on the books of J.K. Rowling has not only been

adapted to film but also games as well.

When | viewed adaptations of Hamlet, Romeo and Juliet, The Boy in the Striped
Pyjamas and To Kill a Mockingbird with my students, they were surprised by the changes,
omissions and general differences between the original texts and their filmic counterparts.
Their expectation was that the film would mirror the novel or play but this is not possible, not
even in a faithful adaptation. Film and literature are too different. While the two media
complement each other, they are not able to directly reflect each other. While audiences want
to ‘see what the book looks like’, they also need to use their imagination otherwise the magic
of the written word is lost (McFarlane 1996, p.7). This brings me to the relationship between
the source text and the adapted text. One must be very careful when speaking of adaptations
as an adapted text is not a reproduction of the source text. This is the second major argument
within my thesis. While there are many similarities, the individuality of the adapted text and
interpretation by those who have created it, ensure a new text is created. With this new text,
there is a definite possibility that new meanings may be created. Within Thomas Leitch’s
article Adaptation Studies at a Crossroads, he outlines a number of issues which have arisen
regarding the concept of adaption. One such issue which | believe to be of great importance is
the question of adaptation as a ‘transcription or an interpretation of its source’ (Leitch 2008,
p.66). This is at the heart of the relationship between the source text and the adapted text. It is

my view that adaptation is not a transcription of the source text but an interpretation therefore
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the two texts may greatly differ under the same title which in turn has consequences for one

who is studying both texts such as students within a school setting.

Throughout my research | have encountered a lot of criticism written about
adaptations. Terms like ‘infidelity, betrayal, deformation, violation, bastardization,
vulgarization and desecration’ have all been linked to conversations about adaptation (Stam
and Raengo 2005, p.3); however my understanding of adaptation has developed and become
more complex as | researched the topic. I no longer judge and critique the film based solely
on the source. | understand the process which must occur to adapt a literary text and | am in
awe of this progression. I found Leo Tolstoy’s comments on film where he said that ‘film is a
direct attack on the old methods of literary art’ (Stam and Raengo 2005, p.4) interesting. It
would appear that he viewed film and literature as being wrapped in a bitter rivalry with one
another whereas | feel that not only is there room for both media but that they can, at times,

complement each other.

Within the body of this chapter | aim to address a number of key issues in relation to
adaptation, primarily using the four texts previously which have been addressed in this thesis.
Firstly, I will examine the reasoning behind adaptation. Why are novels and plays adapted to
film? What is the driving force behind this? Secondly, I will explore the process of adaptation
which inevitably involves the issue of fidelity and intertextuality. How is a novel or play
adapted? What are the different types of adaptation and what part does intertextuality play in
the adaptation? Thirdly, | will analyse the effect of this process on students studying both text
and film for their examinations. If teaching a group of students about a particular novel or
play, how does one safely use an adaptation in the classroom while ensuring that students

identify the key text and original plot, characters and themes?
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Reasons for Adapting a Text

The initial reason for adaptation is that there exists a demand for a retelling of the
story in a different genre. Novels and film have one major factor in common which is the
propensity and potential for narrative (McFarlane 1996, p.12). Narrative is transferable
between both media and therefore the demand for the story is paramount to the adaptation of
a text. If we look at the recent Twilight phenomenon, we can see the evidence. Since 2005
when Stephanie Meyer published her first book within the series, there was instant demand
for not only sequels, but adaptations too and later for graphic novels. The demand was there
from the start. Meyer’s narrative about a young girl who falls in love with a vampire, with
aspects of forbidden love, danger and suspense, fitted perfectly into the pages of a novel as
well as on to the screen. While as with most adaptations there are scenes omitted, added or
altered, the narrative within the film remains similar to that which was in the novel. This
narrative is core to the text and film. Anthony Burgess, author of A Clockwork Orange, once
said that ‘every bestselling novel has to be turned into a film, the assumption being that the
book itself whets an appetite for the true fulfilment — the verbal shadow turned into light, the
word made flesh’ (McFarlane 1996, p.7). If we are to take this as being true, then it is evident
that the audience is left to create mental images after reading a novel and wants to compare

these to images created by the filmmaker hence the reason behind adaptation.

It is no surprise that even the casting of actors into certain roles is an arduous task
because the actors then have to live up to a certain expectation, be it unrealistic or not, which
has been created in the minds of the reader. These actors become icons and symbols of the
film itself. In the film Clueless, a modernised parody of the classic novel Emma, the quote ‘to
thine own self be true’ is accorded to Hamlet. Cher, the main character in the film, is able to
correctly identify that it is in fact Polonius who utters this famous quote. Cher is not able to

identify this because she knows Shakespeare or indeed the play Hamlet but because she can
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identify the film starring Mel Gibson. Therefore, it is evident that the source text has now
been completely replaced by one of its adaptations. This inevitably can happen due to
popularity, the target audience and modernity of the adaptation. This example also shows
however the loss that can occur for the source text as a result. Students today must be mindful

that this loss can transpire if over-reliance on the adaptation becomes dominant.

The issue here is demand and demand for the visual comes from the audience that is
being targeted. Since the inception of the Academy Awards in 1929 ‘more than three fourths
of the awards have gone to adaptations’ (McFarlane 1996, p.8). Adaptations would not be
made unless the demand was there to begin with and the reputation of the Oscars alone shows
this popularity. The fact of the matter is, is that there are very few ‘top quality screenplays
originally written for film’ and as a result directors must turn to literature to find the best
story to adapt (Engelstad 2006, p.432). By adapting a bestselling novel, a film maker is
guaranteed that even if the adaptation turns out to be a disappointment, it will still be a

financial success because people’s curiosity will ensure that they watch it.

Taking the four core texts which I have used throughout this thesis, it is interesting to
look at why and how they became adaptations. The Boy in the Striped Pyjamas was published
in 2006 but in 2005 it had already been identified as having qualities which could fit the big
screen by an agent for Mark Herman who later became the director and screenwriter. Once
published, Miramax pictures bought the rights to the story and in 2008 the novel was brought
to life in film form. To Kill a Mockingbird interestingly has only ever been adapted once,
despite it being one of the bestselling books in the world, however it could be argued that the
setting is so integral to the telling of the narrative, that to modernise the story would actually
destroy it. Hamlet and Romeo and Juliet are different cases. Both are classic Shakespearian
texts which have been adapted, modernised, added to, changed and satirised throughout the

decades. While the narrative is intrinsically the same throughout the various adaptations, the
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style in which it is performed has changed on a regular basis. Shakespearian texts are
malleable, hence the ease at which they can be adapted. It is due to this malleability that such

different films can be created from the same source.

Taking Romeo and Juliet as the first example we can easily identify two very different
adaptations from Franco Zeffirelli (1968) and Baz Luhrmann (1996). Interestingly though,
both directors had experience in directing adaptations of operas which might account for the
lavish nature of both scenes. Luhrmann’s adaptation is set in the present day world of mass
communication, and in many ways is a visual rewrite of Zeffirelli’s 1968 version. We are
instantly faced with images of big corporations, fast cars, multimedia and the various
trappings of a modern, urban society. The film itself is highly theatrical and while the young
lovers ‘speak the language of Shakespeare’, they project ‘images drawn from popular
culture’. They are part of the MTV generation (Burt and Boose 2003, p.61). This adaptation
plays with contemporary culture and modern ideas about love, power and tragedy by setting
itself in ‘the transversal world of Verona Beach’ (Nestor 1999, p.1). Luhrmann saw the
demand for an updated version of Romeo and Juliet. He recognised that there were many
people in modern day society who knew nothing of Shakespeare or his works. When creating
his adaptation, he recognised the need for something new, while at the same time paying
homage to the Bard’s themes, characters and plot (Burt and Boose 2003, p.70). Luhrmann, in
reaching out to a younger audience, touches on issues of drug abuse, bisexuality and incest
which may seem far removed from a Shakespearian play, but which fit well in fact with the

narrative of his version.

While he used modern conveniences, technology and iconography, he also set up
motifs which intertextually connected with Shakespeare: shops called ‘Rosencrantzky’s’, ‘A
Pound of Flesh’ and the ‘Merchant of Verona Beach’, ‘Shylock’s Bank’ and advertisements

for ‘Prospero Whiskey’ and ‘Out, Out Damn Spot’ Cleaners. These images allowed viewers
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who were familiar with Shakespearean texts to anchor their experiences and identify
reference points to other plays. Many of these images were lost on my students however who
have had little previous contact with Shakespearian texts. Interestingly, as is mentioned in my
chapter based on Romeo and Juliet, some of my students actually preferred the older version
of the play rather than Luhrmann’s modernised adaptation, declaring it to be too far removed
from the original text. Nearly 48% of students claimed to prefer Zeffirelli’s adaptation of the
play. 9.5% favoured Luhrmann’s modernised adaptation and nearly 43% preferred the
original written play. What is interesting to denote from these figures is that the modern
adaptation was not necessarily favoured by them despite being targeted to their age group and
target demographic. For students studying the filmic version, many are expecting a direct
transference from written word to film. Adaptations cannot function in this way. They often
create a new meaning or story therefore for the purposes of the classroom, adaptations need

to be used cautiously which I will discuss in more detail in the final part of this chapter.

Zeffirelli had a different reason for adapting Romeo and Juliet. Originally he was
involved with a stage production of the play where he was asked to bring ‘the feel of Italy
into the production to make it something Mediterranean...new, different and young’ (Hindle
2007, p.170). Having successfully achieved this, he moved on to film, where the three aspects
of his style are evident: close-ups, rapid cutting and panning shots and the preference for
action over dialogue. The close-ups are clearly displayed throughout the adaptation as we
gaze into the Bambi-like eyes of Olivia Hussey. Rapid cutting and pan shots are indicated
through the change from the death scene in the dark tomb to the funeral scene of the two
lovers. Additions and omissions are present here. Finally, his preference for action over
dialogue is displayed throughout the film. Many of the lines are cut short including the final
explanation of events by Friar Laurence. Focus is placed on the fight scene between Mercutio

and Tybalt though it appears more playful than dangerous within this version. Interestingly
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24% of my students cited this scene as one that resonates with them. Zeffirelli once said that
‘with the cinema, you have to make up your mind whether you do a film for a small number
of people who know it all — and it’s not very exciting to work for them — or really to make
some sacrifices and compromises and bring culture to a mass audience’ (Loney 1990, p.244).
This is what adaptations allow for. They allow culture to be brought to the wider public
despite issues of background or status. The reawakening of interest in Shakespeare has helped
to dissolve the borders between high and low culture as was once the norm and paved the

way for communication with a contemporary audience.

Shakespeare’s tragedies generally tend to be appealing for directors to adapt due to
the conflicts and range of emotions experienced throughout. There have been numerous
television and film adaptations of Hamlet made throughout the decades. Within my
classroom setting, students studied Kenneth Branagh’s 1996 adaptation and Franco
Zeffirelli’s 1990 version. Zeffirelli’s vision of Elsinore was dark and gloomy, whereas
Branagh’s Elsinore was lavish and opulent. It is interesting to note the stark contrast between
the two visions. While it is questionable whether there was enough demand by audiences to
adapt the same story more than once only a few years apart, it appears obvious having
watched and studied both adaptations that Zeffirelli’s version was in many ways focused on
Gibson’s status as an action actor. Great attention is paid to the fight scene between Laertes
and Hamlet and in this adaptation, Hamlet is very much the experienced swordsman. During
the 1990’s, Mel Gibson was deemed one of the most popular contemporary actors due to his
portrayal of Martin Riggs in Lethal Weapon. Placing him as the eponymous Hamlet meant
that Zeffirelli was ensuring the popularity of the adaptation, something which is crucial in the

casting of actors which can be iconic for a film.

Branagh’s case was different. Kenneth Branagh is renowned for making

Shakespearian adaptations dating back to 1989, with his adaptation of Henry V. He wanted to
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recreate Shakespeare’s play as faithfully as possible in a 19" century context blending all the
techniques of cinematography. While the adaptation itself followed the written play word for
word, the appeal waned for the audience at having to sit and watch a film which was four
hours in length. Hence it did not do well in cinemas. Very little fault can be found with the
adaptation other than this. Critics hailed it as being one of the greatest Shakespearian
adaptations ever made. The character of Hamlet appears to be manic rather than insane,
which urges the viewer to believe more readily that he is putting on an ‘antic disposition’.
The question of Hamlet’s madness has long been an issue among critics throughout the years
and while the play allows you to question his madness as being real or feigned, this
adaptation spells it out very clearly robbing the mystery from the plot. While the adaptation
was largely viewed as a critical success, it was seen as a disappointment in the box office due
to the lack of money made. Whereas it cost $18 million to make the film it only made $5

million in American movie theatres (IMDb 2011).

The success of any book, film, play or general filmic adaptation hinges on the
popularity of the work after its release. This popularity first starts with demand, is met by
interest and successfully achieved through investment capital. Without these factors,

adaptations will not work.
The Process of Adaptation

This is the heart of my thesis. The concept is straightforward enough. One takes a
book that has been popular with its audience and turns it into a film. The complications arise
when you look at key factors such as time, faithfulness and appeal. What works on paper
does not necessarily work on screen. | have read countless books which have been later
adapted into film and many adaptations left me disappointed. Why was the film not as good

as the book? I recall my disappointment at the changes made to the adaptation of The Horse
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Whisperer. The ending was completely different, and in many ways | felt cheated out of my

expectations.

To adapt a novel, play or short story, the narrative text has to be transformed into a
script. The scriptwriter must find a way of whittling the story into approximately a two to two
and a half hour block. They will usually start with the main plot of the story. That is intrinsic
to the telling of the story. Taking all the factors which create this plot they will then look at
the demands made by the new medium, in this case film. What could be comfortably omitted
so as not to disrupt the plot. Once this has been established the new script is written and the

director takes charge.

With the advent of the internet, the process of adaptation has taken on a new direction
in recent years. Press releases, trailers, production notes and photo stills are all pre-released to
whet the appetites of the intended viewer. The frenzy of interest surrounding the next
instalment of Harry Potter and the Deathly Hollows Part 1l and Twilight: Breaking Dawn
Part | is palpable. The production teams have been very scrupulous in dividing the original
texts into two filmic adaptations in each case, partly to hold the audience’s attention and
therefore generate popularity and revenue and also because to condense either story into one
adaptation would not only do a disservice to the source novel, but it would ultimately lead to

huge omissions due to time constraints and probably a revolt by fans.

When discussing the process of adaptation, a few questions need to be addressed. If
adapting a literary work into film, what techniques are required to transfer the narrative onto
screen and do these techniques differ based on the different type of adaptation being made
(Commins 2000, p.2). Taking Denise Faithfull’s approach to adaptation, as will be outlined in
chapter one of my thesis, she identified four types of adaptation; intersections, variations,

faithful and appropriations (Faithfull 2007, p.73). ‘Intersections’ refer to a type of adaptation
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that tries to absorb the original into cinema so that the two texts match. ‘Variations’ refer to
an adaptation which retains the core of the original text, but which makes additions or
omissions thereby creating a different text. | would argue that adaptations of Romeo and
Juliet, The Boy in the Striped Pyjamas and To Kill a Mockingbird fit into this category.
Branagh’s Hamlet would most likely fit into the next category, that of the ‘faithful’
adaptation. A faithful adaptation is often rare because the primary purpose is actually to
preserve and keep the integrity of the literary text. Branagh’s principal goal was to use
Shakespeare’s play as directly as possible so that the film could be an illustration of the play
itself instead of a film with its own identity. The final type of adaptation is that of
‘appropriations’, where there is a total departure from the source. Some of the most common
features such as characters names, themes and settings may remain the same but the layout of

the story is completely different (Faithfull 2007, p. 74 — 84).

It is in keeping with these forms of adaptation that a scriptwriter must be acutely
aware of what kind of film is being created. One person’s vision is not necessarily another’s,
and therefore any process of adaptation must begin with an in-depth synergy of both the
director and scriptwriter. Cinema academic Geoffrey Wagner argued that the concept of
faithfulness to the source was not necessarily the major issue for adapting a novel. It had
more to do with how the choice of a specific source and how the approach to that source
served the films ideology (McFarlane 1996, p. 10). Wagner referred to three major issues
under the title of intertextuality: transposition meaning a novel is directly put on the screen
with little or no interference; commentary, where the original is either purposely or
inadvertently altered and finally analogy, where the work is changed to make a completely
different work of art. While Faithfull and Wagner’s theories share some similarities, both
maintain two fundamental shared factors which are that firstly, narrative is the key to both

sources of literature and film and secondly, a successful adaptation needs to rely on the
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concept of intertextuality meaning that the adaptation is not simply a film in its own right but
an amalgamation of the original text and the cinematic techniques which are developed on
film. This is actually the main difference between a film and an adaptation. Filmmakers
recognise the importance of this amalgamation while making an adaptation. Luhrmann, in his
adaptation of Romeo and Juliet recognised that while the inherent storyline remained the
same, the setting, including both time and place, could be changed. Leitch made reference to
the differentiation between transcription and interpretation when discussing adaptations
(Leitch 2008, p.66). He also goes on to say that a movie rarely attempts to ‘replicate’ the
book but more often than not, ‘replicates and interprets’ it (Leitch 2008, p.69). In terms of
narrative, there was a time when films based on literature were measured against the literary
work and if they were transposed well the film was seen to be faithful to the novel (Diehl in
Aragay 2005, p.91). A study of adaptation however shows that much more is involved in the

process.

The question of authorship must be addressed in any discussion of the process of
adaptation as it is in this process that the boundaries of authorship become blurred. Who is
the author? Is it the writer of the source text, the scriptwriter who transforms it, the director
who envisions it on screen or the actor who performs? In dealing with adaptations, | believe it
is all of the above. As | am arguing that the process of adaptation is so complex that it should
be seen as a genre in itself, | would propose that when a literary work is adapted, it ceases to
be a direct copy of the source text. Even Kenneth Branagh’s Hamlet, coined as a faithful
adaptation, is in no way a direct copy of Shakespeare’s play. The setting has been changed to
the 19" century and the use of flashbacks is incorporated to explain the back story of the
characters and their lives. As a new filmic text is created, there is therefore a new author,
inspired by the original, but innovative in terms of the new filmic text. While in literature

there is one author, one person who writes the play or novel, in film, there is often more than
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one author. There is a construct of authors comprising of the director, the scriptwriter and the
actors. Richard Dyer, Professor of Film Studies at Kings College in London believes that the
main protagonist of a film is often the actor, primarily due to the control that he or she has
over the material through their actions and expressions (Commins 2000, p.4). This links in
nicely with the power of the visual media because expression and action are often missed
through the verbal. When speaking of adaptations, people often refer to the lead actor has
being the representative or owner of the film; Mel Gibson’s Hamlet or Gregory Peck’s To

Kill a Mockingbird. Few people will recall the director’s name when referring to the film.

It is interesting also to look at the sources of hostility which have been and often
remain in existence towards adaptation. Robert Stam has identified eight major sources of
hostility (Stam and Raengo 2005, p.5). Firstly, he cites the concept of anteriority and
seniority. Critics of adaptation often presume that the older arts are better. While the older
arts such as theatre and reading are most certainly not to be ignored or forgotten, there is
room to share the learning space with film. Secondly, he looked at dichotomous thinking,
which is the presumption that there is a bitter rivalry between literature and film which
interestingly Tolstoy seemed to believe as | mentioned earlier. When a modern invention
challenges the security of that which has already been established, there will always be
consternation. Thirdly, there is the concept of iconophobia, which maintains that visual
imagery actually corrupts the audience and nurtures illusions. One of the greatest pleasures |
get from reading a book is using my imagination to visualise places, characters and settings,
however | never feel that a film robs me of this. If anything | find it refreshing to compare
and contrast the film’s view with my own. I recall a student, while watching To Kill a
Mockingbird, remarking that their image of Dill was completely different from what they saw

on screen. [ asked him was he disappointed by this to which he replied ‘no, just surprised’.
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The next source of hostility he mentions is that of logophilia which looks at the
verbal with a kind of sacredness which must be untainted by the visual. | critique this notion
because a person’s imagination would surely create a visual image after reading a text. The
fifth source of hostility he refers to is anti-corporeality, which means that because literature is
deemed as being a higher class form of entertainment, the concept of film offends people due
to its materiality. The sixth source of hostility is the myth of facility, which gives the notion
that films are easy to make and that it takes little intelligence to watch a film. Having
explored the process of adaptation, |1 would problematise this notion. In an interview with
John Boyne, author of The Boy in the Striped Pyjamas, he referred to the fact that the
shooting of the film alone took 9 weeks to complete (Dublin City Council 2011). As
mentioned previously, the novel was first identified as having the potential to be adapted in
late 2005 and was brought to the box office in 2008. This shows us that there was a 3 year

process in adapting the text.

With regard to the film To Kill a Mockingbird, the screenwriter, Horton Foote said
that ‘imagination and creativity are necessary if the screenwriter is going to be able to create
a film with its own rhythm, its own life’ (Aycock and Schoenecke 1988, p.1). Essentially, any
piece of work: a poem, a novel, a play or a film, all have their own rhythm because they are
all individualised pieces of work. Adaptations are fundamentally no different. The process of
adaptation is so in-depth that I think Foote sums it up best when he said that ‘adapting
another writers work to the screen is the most difficult and painful process imaginable
because the screenwriter is under constant tension not to violate the other writer’s vision’
(Aycock and Schoenecke 1998, p.1). To adapt a literary work is a long and arduous process
which not only involves a keen sense of self, but an unspoken respect for the original text
while at the same time creating something new. Foote wrote the screenplay for William

Faulker’s Barn Burning which was adapted into a film starring Tommy Lee Jones in 1980.
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Speaking of his work on this adaptation, he said ‘I worked and worked upon the last two
paragraphs. What | finally came up with was acceptable, in my opinion but in no way
matched the original ending’ (Aycock and Schoenecke 1998, p.8). This shows that the
process of adaptation is much more than just copying the source material because what works

for one medium will not necessarily work for another.

The next source of hostility that Stam refers to is class prejudice. Some critics, Stam
claims, see adaptations as ‘dumbed down’ versions of their source novels. In many ways this
serves as a reminder of what the class system used to be in Elizabethan times. The theatre
was seen as a place where the highbrow in society could be entertained. They had the best
seats in the house whereas the working class would be forced to stand. The richer in society
often maintained that theatre was above the poor, and that they would neither understand nor
appreciate what it had to offer. Theatre was the main source of entertainment at the time. It
was, in effect, the cinema or television of its day (Nestor 1999, p.4). This source of hostility
is basically saying that literature is a higher source of art. Those who cannot understand or
appreciate it can ‘make do’ with its film counterpart. The final source of hostility he refers to

is that of parasitism which views adaptation as a parasite on literature.

What is fascinating to note however, is that structuralist and poststructuralist
theoretical developments have subverted many of these previous notions about literature as
hierarchically superior to film. In the 1960°s and 1970’s, ‘structuralist semiotics treated all
signifying practices as shared sign-systems which were productive of texts worthy of the
same careful scrutiny as literary texts thus abolishing the hierarchy between novel and film’
(Stam and Raengo 2005, p.8). Derridian deconstruction theory views film adaptation not
merely as an inferior copy of the original text because there is a question mark to be placed
over the term original. Everything finds its origin in something else. The animated film Shrek

is a subversion of the stereotypical fairytale, a fusion of various classic stories from Snow
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White and the Seven Dwarfs to Rapunzel and Cinderella. It was classified as putting a new
spin on the traditional fairytale however it was obviously sourced from the fairytale and
mythical genre and was the first animated film to win an Oscar for Best Animated Feature
Film. From this genre, there have been numerous new age adaptations of the classic fairy tale.
Novels based on romance or tragedy are often influenced by other novels of the same theme
or even past experience. Stephanie Meyer once said that her idea for Twilight came from a
dream. A comparison could be made between Pride and Prejudice by Jane Austen and Little
Women by Louise May Alcott. Both novels are based on the trials and tribulations of a family
of sisters as they grow up, fall in love, marry and deal with tragedy. | am not suggesting that
there is no such thing as an original text, but I do understand Derrida’s theory that everything
is influenced by something else and therefore not only should a filmic adaptation not be seen

as a copy of the source but it should be critiqued as a new entity of work.

While Stam outlined the hostility towards adaptation, Engelstad has proposed theories
in favour of adaptation studies. ‘Narratology’ ‘describes the nature and the elements of a
narrative regardless of its form of expression’ meaning that it does not matter whether the
expression is verbal or visual (Engelstad 2006, p.433). As | outlined earlier, one common trait
between film and literature is the propensity for narrative and this remains key to both forms
of media. The second theory in favour of adaptation studies is that of ‘intertextuality studies’.
Just like in Derridean deconstruction theory, there is always a precursor to a story therefore
the adaptation is not merely a copy but has been inspired by the novel just as the novel was
inspired by something else. Thirdly, there is the theory of ‘interart and intermedia studies’
which I will speak about in more detail when | discuss the effects of the process of adaptation
in the classroom. There is an extensive relationship between the languages of novel and film

which needs to be explored more thoroughly. Finally, Engelstad puts forward ‘reception
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theories’ which means that there is a reader response and a viewer response. Both are equally

valid because the two sources of media are separate entities.

For the purposes of this thesis | acquired copies of the screenplays of To Kill a
Mockingbird and Luhrmann’s Romeo and Juliet. When looking at the process of adaptation, |
think it is important to see the transformation from the written to visual. When Horton Foote
was approached to write the screenplay he took two things into consideration, one being that
‘the evil and hypocrisy in this small southern pastoral town’ should be explored and
discovered through the eyes of the children and secondly, that the events of the novel should
be restructured into one single year rather than several (Foote 1989, p.xiii). Keeping these
two issues in mind, he wrote the screenplay. The screenplay itself differs greatly from the
novel. While the narrative intrinsically stayed the same, the detail in terms of visualisation
and setting are much greater. The opening of the screenplay starts with ‘it is just before dawn,
and the half-light cotton farms, pinewoods, the hills surrounding Maycomb and the
Courthouse Square are seen. A young woman’s voice is heard’ (Foote 1989, p.5). At this
point, the voice over of Jean Louise is heard reminiscing about her youth and the events of
1932. The novel, in comparison, begins very differently when a young Jean Louise, or Scout
as she was fondly known, tells us about the time that Jem, her brother, broke his arm when he
was nearly thirteen. To read through to the end of the novel, we find that the beginning is in
fact the ending point because this is what happens at the end of the story. Within the
screenplay, Foote gives quite a lot of detail about the setting: the Finch house is a ‘small
frame house, built high off the ground and with a porch in the manner of Southern cottages of
its day. The yard is a large one, filled with oaks, and it has an air of mystery about it in the
early morning light’ (Foote 1989, p.5), and the Radley house is ‘low and was once white with
a deep front porch and green shutters. But it darkened long ago to the colour of the slate-gray

yard around it. Rain spotted shingles droop over the eaves of the veranda. Oak trees keep the
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sun away. The remains of a picket fence drunkenly guard the front yard’ (Foote 1989, p.11).
This visualisation is actually created by Foote himself, not the director or even Harper Lee,
the novel’s author. Had the film adaptation had a different screenwriter then the visualisation
may have been very different. This shows us the complexity and subjectivity of the process of

adaptation.

Foote also goes into a lot of detail when describing the characters. He describes Dill
as having ‘a solemn, owlish face, a knowledge and imagination too old for his years’ (Foote
1989, p.9). Mulligan and Pakula in their auditions for various actors had to fit someone to this
image and eventually hired John Megna. This process in itself is interesting because rather
than fit the physical description of the actor to the character, it is the character who comes
first and the actor second. Again this is evidence of the intricate nature of the process of
adaptation. Not every actor would evidently fit into the role of Dill or indeed of the other
characters either. In The Boy in the Striped Pyjamas, the director saw ‘hundreds of young
actors for the role of Bruno’ but opted for Asa Butterfield whom he saw as having ‘just the
right blend of innocence and curiosity for the role, and such compelling, watchful eyes’ (CIA
2011).This conveys the importance of matching the right actor to the right character, once

again highlighting and emphasising the delicate process of adaptation.

| looked at the scene in To Kill a Mockingbird where Bob Ewell attacks the children
on their way home from the Halloween pageant in both the original novel by Harper Lee and
the screenplay by Horton Foote and it is interesting to look at the similarities and differences
in each. In the novel, having heard the rustling behind them, Jem encourages Scout to take off
her costume and change into her dress, but she is unable to because of the dark. He reassures
her that they will soon be on to the road and ‘can see the street lights then’ (Lee 1960, p.288).
Quite a lot of detail is spent describing the mysterious person who ‘shuffled and dragged his

feet as if wearing heavy shoes’ because vivid descriptions are needed in literature to create a
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mental picture (Lee 1960, p.288). Within the screenplay, the actions are much quicker than
they appear in the novel: ‘from nearby, she can hear scuffling, kicking sounds, sounds of
shoes and flesh scraping dirt and root. Jem rolls against her and is up like lightning, pulling
Scout with him, but she is so entangled by the costume they can’t get very far’ (Foote 1989,
p.74). However these descriptions are not to be read but enacted by the actors themselves.

The pace or rhythm of this scene is very fast.

As a novel that attempts to ‘represent childhood from an adult point of view’, the
children themselves are at the core of the novel (Barton Palmer 2008, p.14). Within the film,
there is a shift of focus to Atticus and the way in which he handles the court case of Tom
Robinson. This modification ensures that the viewer recalls Gregory Peck with great clarity
but perhaps loses identification with the younger cast members. While many viewers will
remember Gregory Peck as synonymous with the film version, a limited number will identify
with the child actors. | would argue that in describing the novel, it is a story about a young
girl, her brother and their friend who experience the trials and tribulations of life around them
particularly during a bitter racial rape trial. To describe the film however | would argue that it

centres mostly around the trial itself and that it is this which is the focal point at all times.

Barton Palmer raises some interesting problems in the adaptation of To Kill a
Mockingbird. Firstly, instead of one adult protagonist in the novel, we are presented with
three children. This is possibly the reason why the focus of the film was put on Atticus as
opposed to the children alone. Secondly, there is a lack of violence within the novel which on
film translates into action thereby drawing the viewer into the film. Instead, within the novel,
there are lengthy conversations. These would have proved very difficult for the screenwriter
not only to cut and condense but to dramatise on film. Thirdly, as with many narratives, there
is a lack of a leading glamorous female lead, and, particularly in the 1960’s, Hollywood films

regularly had romantic tension throughout the stories (Barton Palmer 2008, p.113). Within

% |Page Sarah Theresa Gleeson



the film version, Maudie Atkinson could be identified as possibly being Atticus’ female
counterpart. Although there is no evident romance between the two characters, she is pictured
at the breakfast table with the family and is the ‘go to’ person when the children are arguing
with their father therefore there is the suggestion of a closeness between the two adults. These

issues would undoubtedly have proven problematic in the process of adaptation.

While Lurhmann’s 1998 adaptation cannot necessarily be as clearly compared and
contrasted to the Shakespearean play due to its modern setting and altered scenes, the
screenplay makes for interesting reading. If anything, this screenplay shows us the dramatic
detail needed to create the script. During the scene where the young lovers first meet, Romeo
sees Juliet from across the room in the play and asks a servingman who she is. In Luhrmann’s
adaptation, Romeo and Juliet see each other through the glass of a fish tank separating the
men’s and women’s bathrooms within the Capulet mansion. ‘INT. BATHROOM. NIGHT.
Romeo leans his face against the glass. The love ballad builds. SLOW TRACK: From
Romeo's profile, in through the water, and... INT. POWDER ROOM. NIGHT. ...out the other
side, to find Juliet in profile, peering into the tank. INT. BATHROOM. NIGHT. Romeo
presses his nose lightly against the glass’ (Pearce and Luhrmann 1996, p.40). A screenplay
evidently needs great detail if it is to transform the written word onto the screen. This detail
must include action, dialogue, movement, gestures and emotion utilizing all the advantages of
cinematography; lighting, music and close-up shots. To read through Pearce and Luhrmann’s
screenplay, it is evident that they utilized every tool at their disposal. Symbolism is overt
throughout the screenplay. Water is a device where clarity can be achieved. This can be seen
during Romeo and Juliet’s first encounter at the Capulet ball and later during their declaration
of love to one another when they fall into the swimming pool ‘CUT TO: UNDERWATER
SHOT: Romeo and Juliet submerged, hair streaming, stare at each other like two beautiful

fish’ (Pearce and Luhrmann 1996, p.56). The use of music is also of great consequence
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throughout and the words of the songs themselves hold great importance in each scene
especially “When Doves Cry’ by Prince; ‘How can you leave me standing alone in a world so
cold, maybe I'm just too demanding, maybe I’'m just like my father, too bold...’(Pearce and
Luhrmann 1996, p.67). Overall, the depth of detail needed within an adaptation shows us that
the process of adapting a literary work; play or novel, is a complicated one requiring great
specificity. As a result, | would strongly argue that due to the detail required during the
process of adaptation, this process should be seen as a genre to be discussed and critiqued

individually and that the creation of an adaptation is in fact the creation of a new text.

The Effect of the Process

As a teacher in a single-sex boys’ secondary school, one of my greatest concerns
when showing a filmic adaptation in my classroom is that a student will retain more from the
visual than what he previously learned from the original text. Recently, in preparation for the
Leaving Certificate, a student approached me and asked for some notes on Hamlet. In order
to ascertain what he already knew and what he would need | asked him some basic questions
on the themes and plot. In his answer, he referred wholly to Zeffirelli’s 1990 adaptation.
Instead of referring to the character of Hamlet, he actually said ‘Mel’ referring to the actor

Mel Gibson.

Due to the power of the visual image, filmic adaptations are often used within the
classroom; however they must be used in conjunction with the original text due to the nature
of the questions asked within the Leaving Certificate. Within Section 1 of the Higher Level
Leaving Certificate Paper, students are asked a question, usually on themes or characters, of a
particular text. There are always five texts on offer (one is always a Shakespearian text) and
students must answer one question based on a text they have studied. In 2011, the prescribed

Shakespearian text was Hamlet and one question was on the themes of the play and the other
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was based on the character of Claudius. If students relied solely on the filmic adaptation, their
answers would have been shaped very differently than if they relied on the original text of the
play. Film however can be used effectively to enhance the learning of the text at hand.
Students, without any previous knowledge of Shakespeare for example might not understand
how certain characters dressed. In Hamlet, when he is described as having descended into
madness, Hamlet appears dishevelled and unkempt. In modern times that might mean dirty or
with ripped clothing however in Shakespearian terms it referred to his shirt not being tucked
in or buttoned correctly. Setting is extremely important in Shakespearian plays and indeed in
other literary works by Austen and Bronté. Opulent gardens and lavish scenery are often
commonplace yet to describe these alone is not enough. Take for example a student who
comes from an urban background. His familiarity with the countryside is extremely limited.
Descriptions are not enough and yet he does not have the experience or capacity to visualise

the setting due to his lack of experience. Here lies the power of film and visual media.

The process of adaptation of course can mean a very different story is created hence
my point that the adapted work should be viewed as a piece of art in its own right. In 1944,
Laurence Olivier adapted Henry V. This film was produced while Britain was entrenched in
WWII. His vision for the adaptation was that the audience would be able to escape into the
film away from the reality of the war. Kenneth Branagh’s 1989 adaptation however was
about realism and his main objective was to make the adaptation as realistic and as faithful to
Shakespeare’s text as possible. Two adaptations based on the same play yet with very
different agendas and results (Salomone and Davis 1997, p.202). Hutcheon coined the
concept of adaptation well when she said ‘an adaptation is not vampiric. It does not draw the
life blood from its source and leave it dying or dead, nor is it paler than the adapted work. It
may, on the contrary, keep that prior work alive, giving it an afterlife it would never have had

otherwise’ (Hutcheon 2006, p.176). This quotation is a very apt way at looking at the concept
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of adaptation. One text is neither better nor worse that the other as they are not the same text.
The two texts, in partnership, yet appreciated individually for their unique strengths, can in

fact complement one another.

The students questioned the lack of multiple adaptations of To Kill a Mockingbird but
our class discussion on this issue led us to think that due to the importance of setting and
time, particularly in light of the laws and politics of that era, the story would not be able to be
adapted in its entirety leading to a new film only loosely based on the original text. While the
filmic adaptation is a separate text from the original novel, without the setting it would bear
little to no similarities to Lee’s narrative. The effect of the decisions made in the adaptation
however impacted greatly on the students. While many argued that the diminished role of
Calpurnia and omission of Aunt Alexandra affected their view of the story, the basic lessons
derived from the film were the same as from the novel, just in slightly less detail. When 1
distributed the survey for To Kill a Mockingbird, | waited for approximately one month after
our studies of this novel had ceased. Many students initially panicked declaring that they
could not remember it clearly enough but as I pointed out they would need to recall it for
their Junior Certificate in a similar fashion. While 70% said that they preferred the novel to
the film only 45% claimed that they could remember a key scene in detail from the novel as
opposed to the film. It is therefore evident that the visual medium plays a very significant role
in the teaching and learning of young people today. The key scenes which resonated with the
students included Atticus shooting the rabid dog (20%), the scene at Calpurnia’s Church
(10%), the courtroom scene (20%) and the attack on Jem and Scout (35%). It is noteworthy
that aside from the scene at Calpurnia’s Church, the other scenes were all depicted carefully

in the film and it is from the film which these scenes were primarily recalled from.

Towards the end of the school year, | asked the students verbally to surmise the story

in their own words. This was the clear evidence of the importance and dominance of the
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visual. Many of the students recalled the loving relationship between Atticus and his children,
the nervousness of Tom Robinson in the courtroom and that ‘Dill looked very funny’. “You
get to visualize all the characters and Maycomb’, ‘I got to see what the character looked like.
I got to see what the building and Scout’s street looked like’. What was evident from their
answers however was how reliant they were on their visual memories. This conveys not only
the importance of filmic adaptations but also the care with which is needed when using them
in the classroom. To rely solely on their memories of this film would omit many important
aspects of the story. When Horton Foote was asked to create the screenplay of To Kill a
Mockingbird by producer Alan Pakula it was suggested that he change the time span to one
year rather than three as it was in the novel (Aycock and Shoenecke 1998, p.7). This change
in itself has consequences for the viewer in any question of time and setting. Only one of my
students commented on the change in the time span as being a major difference between the

novel and the film.

The effect of the process of adaptation of Romeo and Juliet and Hamlet were viewed
similarly. Firstly, with these adaptations there is the issue that we are not merely dealing with
one adaptation but with several. Secondly, each adaptation is influenced and effected by a
number of people; the screenwriter, the director, the producer and the actors, and each of
these people influence the adaptation in a different way. Adaptation is a subjective, creative
act (Commins 2000, p.53). Looking again at the question of authorship within film, 1 am
inclined to lean towards the notion of the auteur as being a construct of all these different

voices.

In Luhrmann’s adaptation of Romeo and Juliet, Juliet wakes just as Romeo takes the
poison. This was an addition to the original text of the play. Many students commented on the
bad luck and misfortune that if Romeo had just looked at her at that particular moment in

time, or if Juliet had not hesitated in letting Romeo know she was alive he would not have
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taken the poison. This scene however was created by the director and not by Shakespeare
himself, proving the effect of the process of adaptation can be quite significant to the viewer
and indeed someone who is studying Shakespearian literature. ‘I remember in the 1996
version when Juliet woke up ... Romeo took the vile of poison’. If a student were to comment
on this in an exam for instance it would completely change their interpretation of the play.
Incidentally, many Shakespeare enthusiasts were outraged by the fact that this film
proclaimed itself to be based on the Shakespearian text due to the degree of separation from
its source. By titling the film ‘William Shakespeare’s Romeo + Juliet’ it was claiming that
the film was based exclusively on the play (Nestor 1999, p.1). Based on a very literal
interpretation of the title they were probably right yet it is also blatantly obvious that no
adaptation could possibly be William Shakespeare’s as the Bard is not present to execute his

own work.

In Branagh’s Hamlet, though very much a faithful adaptation, Branagh’s use of
flashback allows the viewer to understand and appreciate the political backdrop and the
relationship between Hamlet and Ophelia. In terms of second level education, while the
political setting is often mentioned, it is not greatly focused on and therefore it is perhaps
quite effective for students to understand the historical context visually rather than solely
reading about it. This is yet another example of why the filmic adaptation should be viewed
as a separate text. Relying solely on the filmic adaptation omits certain issues and themes
which Shakespeare wished to include. Within my classroom, students tended to be
disinterested in the political setting of the play and more taken with the main characters.
Within their surveys, there was little mention of the political aspect to the play and more
specific thought and reference given to the characters. ‘There are flashbacks of Ophelia and
Hamlet together in the film but there is nothing about that in the play’ and ‘Characters are

easy to visualise afterwards and emotions are shown on the movie’. Through Branagh’s
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adaptation and the inclusion of Fortinbras who was omitted from Zeffirelli’s adaptation,
students can understand the political implications of King Hamlet’s death and Claudius’
usurping of the throne. By relying solely on an adaptation such as Zeffirelli’s version, an
examination of Hamlet’s character would be greatly lacking as Hamlet’s inadequacies are
exacerbated by Fortinbras’ and also Laertas’ ability to act. Similarly, Zeffirelli greatly
diminished the characters of Rosencrantz and Guildenstern in his adaptation yet to rely
exclusively on this adaptation for the purposes of an examination would be catastrophic. In
1996, a Leaving Certificate Ordinary Level question asked about the role of Rosencrantz and
Guildenstern in the play hence the importance of identifying and stressing the key text
needed. This again proves the importance of seeing the filmic adaptation and the

Shakespearean play as two separate texts due to the complexities of the process of adaptation.

| feel that the inclusion of film has an important place in any classroom setting. While
it is a separate entity to literature, | think that used carefully, it can be hugely beneficial to the
learning of a student. In Engelstad’s theories in favour of adaptation studies, he mentioned
the theory of interart and intermedia studies. While film and literature are two separate
constructs they share a similar language. If they did not, then the process of adaptation could
not occur. We are surrounded by media everyday of our lives and | believe, particularly as a
teacher, that it is important to be aware of the media influences around us. Students should
have the ability to critique a film or novel at their leisure. They should be aware of what
works and what does not. They should be able to appreciate the difficult process of adaptation
and not just take it for granted that it came on screen before them miraculously. Students
should be made aware of techniques of cinematography so that they can fully appreciate what

has gone in to making a filmic adaptation thereby seeing it as a genre in itself.
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Conclusion

Adaptation is so complex that it needs to be viewed as a genre. When examining
adaptations, one must look at the source of the adaptation, the structure, the characters, the
dialogues, the type of adaptation itself and the visualisation. James Griffith once said that the
‘main goal of adaptation is to solve the problem of transforming the printed word into
cinematic mise en scéne, into the complex blend of image, sound and drama that is a
cinematograph’ (Faithfull 2007, p.205). Therefore it would be negligent to refer to an
adaptation merely as a copy of another piece of work. It would be an oversimplification of

the amount of work that goes into it.

Often adaptations are criticised as not worthy of being compared to their source text.
The worthiness argument has long existed in terms of whether an adaptation is worthy of
praise or attention. According to Philip Pullman, ‘an entertaining film or stage version might
give students a taste for reading the book on which it is based...adaptations are educationally
important for children’ (Hutcheon 2006, p.118). I have attempted however to outline that it is
not simply a question of comparisons and contrasts being made between the two mediums or
even a question of worthiness, but that an individual critique of the new text must be made
and that in order to achieve this new text, a complex process must occur which is so diverse it

should be viewed as a genre.

There are many benefits of using filmic adaptations within the classroom however
they must be used within reason as there is no media section within the Leaving Certificate
and the Junior Certificate is restricted to advertising alone. Within the Comparative Section
of the Leaving Certificate, students are allowed and encouraged to use a film from the

prescribed list along with two other texts. An understanding of the process of adaptation
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could greatly encourage the learning and understanding of a student. Students need to
understand that a filmic adaptation is not merely a copy of the source text. It is an individual
piece of work and while comparisons and contrasts can be made, the filmic adaptation cannot
mirror or duplicate the text due to various constraints such as time, drama and cinematic
techniques used. As many of my students have discovered when questioned in their Leaving
Certificate, it is not enough to utilize the filmic adaptation. This is not what is being tested. It
is the knowledge of the source text that is in question. The filmic adaptation is a tool for them

to develop their understanding of the text as opposed to limiting it.

Using Hamlet, To Kill a Mockingbird, Romeo and Juliet and The Boy in the Striped
Pyjamas | examined the process of adaptation and was witness to the complexities that arose.
Within my classroom | have seen the effects of this process. Film can provide a vital and
influential medium to students from which to learn from. It can create for them a visual
picture of the words in front of them, it can three-dimensionalise characters and it can
physically dramatise events. It can make the words come to life. The process of adaptation is
a long and arduous one however. While great skill is accredited to an accomplished and
successful writer and often to a director for his or her vision, acclaim must also be attributed
to the scriptwriter for creating the transformation from text to screen. DeWitt Bodeen,
screenwriter of Cat People said that ‘adapting literary works to film is, without a doubt, a
creative undertaking but the task requires a kind of selective interpretation along with the

ability to recreate and sustain an established mood’ (McFarlane 1996, p.7).

When my students studied The Boy in the Striped Pyjamas, they understood that
because this text is so new there is only one adaptation to date. Within their surveys however
many recalled scenes from the film as opposed to the text, which not only indicates the power
of the visual media but makes me as their teacher question how much of the novel they have

retained and will be able to tap into for their Junior Certificate. One student, when asked to
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recall a scene in detail said ‘I remember when mother is crying when she finds Bruno’s
clothes beside the fence’. This scene was from the film and not from the novel. 88% of
students recalled a scene from the film rather than the novel which is what they should be
able to recall for their exams. The decisions made when creating that adaptation however
have affected their understanding and recollection of the original text. Many recalled in the
film the scene where the prisoners bang with their fists on the door of the gas chamber to be
freed. Many also remembered the frantic race against time in the search for Bruno and the
cruel realisation by his parents and sister as to what happened him. None of this was in the
original novel however. Bruno held Shmuel’s hand as the room went dark and the author told
us that this was the last anyone heard of Bruno after that. The visualisation was left to the
reader. The effect of the decisions made for the purpose of making the adaptation is that the
ending of the story has been changed for the viewer. Due to timing and action, the film spells
this out for us. While film audiences are generally passive, watching but never participating
in the unfolding action, a reader is compelled to participate, to pick up a book and turn the
page (Burke 2006, p.32). Essentially these actions lead to a very different realisation and
identification with the story. In my classroom setting, none of the students initially
commented on the changes made to the ending of the film. It was as if the visual medium had
overpowered their memories of the verbal. It was only through later discussion that the
students were able to identify the various changes made within the adaptation. One
interesting difference that 38% of students noted however was that in the novel Bruno is nine
but in the film he is a year younger. Many debated that at nine years of age, Bruno should be
wiser to certain issues around him and therefore, for the purposes of the film, it was prudent
of the filmmaker to make him younger and therefore slightly more vulnerable. The effect of

this adaptation leads me to question as to how students will visualise Bruno.
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While studying To Kill a Mockingbird, students became aware of the time restraints
when adapting a novel to film. The length of the story had to be drastically cut in order to fit
the constraints of a filmic adaptation. With the omission of characters and the focus altered to
Atticus and the trial rather than the children and their understanding of the world around
them, the filmic adaptation produces a separate text to the original novel. These changes were
unavoidable due to the complexities of the process of adaptation hence why the concept of

adaptation itself should be seen as a separate genre.

Romeo and Juliet and Hamlet were viewed in a similar fashion. Multiple changes had
to occur in order to adapt these Shakespearean plays into films. Each director, producer,
screenwriter and actor puts his or her own slant on the play drastically altering the original
work. While a filmic adaptation can claim to be based on the same narrative as the play or
novel, it cannot claim to be the same work. This can be clearly seen through Lurhmann’s
modernised approach to Romeo and Juliet and Branagh’s 19" century setting of Hamlet. The
complexities within the process of adaptation are vast and numerous and therefore it is this

process which creates a new text for the viewer.

The use of film studies within the classroom is undoubtedly a useful tool but can be
limited due to the constraints of the Junior and Leaving Certificate syllabi. An understanding
of the process of adaptation however can enhance a student’s appreciation of the film version
and enable students to visualise what they have previously learned from the source text.
Within my classroom, the use of adaptations by Branagh, Zeffirelli and Luhrmann have been
particularly invaluable as Shakespearian plays can often prove problematic to teach. The
visualisation of the action aids students in cementing the story in their minds and allows them

a greater depth of clarity of the text.
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Repeatedly throughout my study I have encountered the word ‘fidelity’. Is the filmic
adaptation faithful to the source text but having studied the process of adaptation | argue that
adaptations should not be restricted by the question of fidelity. It should be embraced as a
genre. This genre however is quite a broad one and it is for this reason that | think the
vastness of adaptation is often either overlooked or trivialised. Film is not inferior or superior
to literature. Both can coexist and even influence one another. Horton Foote once said that ‘a
film has its own rhythm, its own life’ (Aycock and Schoenecke 1998, p.19). It therefore
should not be compared to another medium. It can stand up for itself. Having examined the
theoretical context of adaptation and having also taken the opinions of my own classes into

account, I feel that there is a strong case to be made for this view.
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List of primary films, novels and plays researched throughout the thesis

To Kill a Mockingbird
o Directed by Robert Mulligan 1962
o Screenplay by Horton Foote
o Based on the novel by Harper Lee 1960
e Hamlet
o Directed and adapted for the screen by Kenneth Branagh 1996
o Based on the play by William Shakespeare ¢.1601
e Hamlet
o Directed by Franco Zeffirelli 1990
o Screenplay by Christopher De Vore and Franco Zeffirelli
o Based on the play by William Shakespeare ¢.1601
e Romeo and Juliet
o Directed by Baz Luhrmann 1996
o Screenplay by Craig Pearce and Baz Luhrmann
o Based on the play by William Shakespeare c.1597
e Romeo and Juliet
o Directed by Franco Zeffirelli 1968
o Screenplay by Franco Brusati, Masolino D’ Amico and Franco Zeffirelli
o Based on the play by William Shakespeare ¢.1597
e The Boy in the Striped Pyjamas
o Directed by Mark Herman 2008
o Screenplay by Mark Herman

o Based on the novel by John Boyne 2006
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List of secondary films, novels and plays mentioned throughout the thesis

1. A Clockwork Orange
Directed and adapted for the screen by Stanley Kubrick 1971
Based on the novel by Anthony Burgess 1962
2. A Streetcar Named Desire
Directed by Elia Kazan 1951
Screenplay by Oscar Saul
Based on the play by Tennessee Williams 1947
3. Clueless
Directed and written by Amy Heckerling 1995
Based on the novel Emma by Jane Austen 1815
4. HenryV
Directed and adapted for the screen by Kenneth Branagh 1989
Based on the play by William Shakespeare ¢.1599
5. HenryV
Directed by Laurence Olivier 1944
Based on the play by William Shakespeare ¢.1599
6. Lethal Weapon
Directed by Richard Donner 1987
7. The Shawshank Redemption
Directed by Frank Darabont 1994
Screenplay by Frank Darabont
Based on the novel Rita Hayworth and the Shawshank Redemption by

Stephen King 1982
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8. The Horse Whisperer
Directed by Robert Redford 1998
Screenplay by Eric Roth and Richard LaGravenese
Based on the novel by Nicholas Evans 1995
9. Twilight Series: Twilight, New Moon, Eclipse and Breaking Dawn
Directed by Catherine Hardwicke (Twilight 2008), Chris Weitz (New Moon
2009) David Slade (Eclipse 2010) and Bill Condon (Breaking Dawn Part |
2011)
Screenplays by Melissa Rosenberg
Based on the novels by Stephanie Meyer 2005-2008
10. Pride and Prejudice
Directed by Joe Wright 2005
Screenplay by Deborah Moggach
Based on the novel by Jane Austen 1813
11. Little Women
Directed by Gillian Armstrong 1994
Screenplay by Robin Swicord
Based on the novel by Louisa May Alcott 1868
12. Titanic
Directed and written by James Cameron 1997
13. Cat People
Directed by Jacques Tourneur 1942
Screenplay by DeWitt Bodeen

14. Harry Potter Series
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Directed by Chris Columbus (Harry Potter and the Philosopher’s Stone 2001
and Harry Potter and the Chamber of Secrets 2002), Mike Newell (Harry
Potter and the Prisoner of Azkaban 2004), Alfonso Cuaron (Harry Potter and
the Goblet of Fire 2005) and David Yates (Harry Potter and the Order of the
Phoenix 2007, Harry Potter and the Half Blood Prince 2009, Harry Potter and
the Deathly Hallows Part 1 2010 and Part 11 2011)
Screenplays by Steve Kloves (Harry Potter and the Philosopher’s Stone, Harry
Potter and the Chamber of Secrets, Harry Potter and the Prisoner of Azkaban,
Harry Potter and the Goblet of Fire, Harry Potter and the Half Blood Prince,
Harry Potter and the Deathly Hallows Part | and Part I1), Michael Goldenberg
(Harry Potter and the Order of the Phoenix)
Based on the novels by J.K.Rowling 1995 — 2007

15. Barn Burning
Directed by Peter Werner 1980
Screenplay by Horton Foote
Based on the short story by William Falkner 1980

16. Shrek
Directed by Andrew Adamson and Vicky Jenson 2001
Screenplay by Ted Elliott
Based on the novel by William Steig 2001

17. Bride and Prejudice
Directed by Gurinder Chadha 2004
Screenplay by Paul Mayeda Berges
Based on the novel Pride and Prejudice by Jane Austen 1813

18. The Taming of the Shrew
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Directed by Franco Zeffirelli 1967
Screenplay by Paul Dehn
Based on the play by William Shakespeare ¢.1590
19. 10 Things | Hate About You
Directed by Gil Junger 1999
Written by Karen McCullah Lutz and Kristen Smith
Based loosely on the play The Taming of the Shrew by William Shakespeare
€.1590
20. Emma
Directed and adapted to screen by Douglas McGrath 1996
Directed by Diarmuid Lawrence, Screenplay by Andrew Davies 1996
Directed by Jim O’ Hanlon, Screenplay by Sandy Welch 2009 (TV
Adaptation)
Directed by John Glenister, Screenplay by Denis Constanduros 1972 (TV
Adaptation)
Directed by Rajshree Ojha (Aisha 2010)
Screenplay by Devika Bhagat 2010
Based on the novel by Jane Austen 1816
21. Bridget Jones’ Diary
Directed by Sharon Maguire 2001
Screenplay by Helen Fielding
Based on the novel by Helen Fielding 1996
22. Peter Pan
Directed by Clyde Geronimi and Wilfred Jackson, Screenplay by Ted Sears

1952
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Directed and adapted to screen by P.J. Hogan 2003
Based on the play by J.M. Barrie 1902
23. Alice in Wonderland
Directed by Tim Burton, Screenplay by Linda Wooverton 2010
Based on the novel by Lewis Carroll 1865
24. Willy Wonka and the Chocolate Factory
Directed by Mel Stuart, Screenplay by Roald Dahl 1971
Directed by Tim Burton (Charlie and the Chocolate Factory 2005)
Screenplay by John August 2005
Based on the novel Charlie and the Chocolate Factory by Roald Dahl 1964
25. The Chronicles of Narnia Series
Directed by Andrew Adamson (The Lion, the Witch and the Wardrobe 2005)
Screenplay by Ann Peacock and Andrew Adamson
Directed by Andrew Adamson (Prince Casbian 2008)
Screenplay by Christopher Markus and Andrew Adamson
Directed by Michael Apted (The Voyage of the Dawn Treader 2010)
Screenplay by Christopher Markus and Stephen McFeely
Based on the novels by C.S. Lewis 1949 — 1954
26. Star Wars Series
Directed and written by George Lucas (Star Wars: Episode 4 A New Hope
1977)
Directed by Irvin Kershner (Star Wars: Episode 5 The Empire Strikes Back
1980)
Screenplay by Leigh Brackett and Lawrence Kasdan

Directed by Richard Marquand (Star Wars: Episode 6 Return of the Jedi 1983)
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Screenplay by Lawrence Kasdan and George Lucas
Directed and written by George Lucas (Star Wars: Episode 1 The Phantom
Menace 1999)
Directed and written by George Lucas (Star Wars: Episode 2 Attack of the
Clones 2002)
Directed and written by George Lucas (Star Wars: Episode 3 Revenge of the
Sith 2005)
27. Maverick
Directed by Roy Huggins (TV Series 1967-1982)
Directed by Richard Donner (Film 1994)
Screenplay by Roy Huggins and William Goldman
28. Wayne’s World
Directed by Penelope Spheeris (1992)
Written by Mike Myers
29. Wayne’s World 2
Directed by Stephen Surjik (1993)
Written by Mike Myers
30. Mission Impossible Series
Directed by Brian De Palma (Mission Impossible — 1996)
Written by David Koepp
Directed by John Woo (Mission Impossible 2 — 2000)
Written by Bruce Geller and Ronald D. Moore
Directed by J.J. Abrams (Mission Impossible 3 — 2006)
Written by Alex Kurtzman and Roberto Orci

Directed by Brad Bird (Mission Impossible Ghost Protocol — 2011)
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Written by Josh Applebaum and André Nemac
Created by Bruce Geller (Television Series 1966 — 1973)
31. Starsky and Hutch
Created by William Blinn (Television Series 1975 —1977)
Directed by Todd Phillips (Film — 2004)
Written by William Blinn and Stevie Long
32. The Flintstones
Created by Joseph Barbera and Ralph Goodman (Television Series 1959 —
1966)
Directed by Brian Levant (Film — 1994)
Written by Tom S. Parker and Jim Jennewein
33. Mary Poppins
Directed by Robert Stevenson 1964
Screenplay by Bill Walsh and Don DaGradi
Based on the ‘“Mary Poppins Books’ by P.L. Travers 1934 — 1989
34. The Producers
Directed by Mel Brooks 1968
Screenplay by Mel Brooks
Directed by Susan Stroman 2005
Screenplay by Mel Brooks
35. The Lord of the Rings Trilogy
Directed by Peter Jackson (The Fellowship of the Ring 2001)
Screenplay by Fran Walsh
Directed by Peter Jackson (The Two Towers 2002)

Screenplay by Fran Walsh
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Directed by Peter Jackson (The Return of the King 2003)
Screenplay by Fran Walsh

Based on the novels by J.R.R. Tolkien 1937 — 1949
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Frequency of cinema visit by age group 2007

% 7-14 15-24 25-34 35-44 45-54 55+ Overall
Visit at least | 86 82 71 70 61 34 62
once a year

Visit at least | 28 42 23 16 10 5 18
once a month

Source: UK Film Council

Cinema Exhibitor’s Association (2010) Frequency of Cinema Visit by Age Group 2007

[online], available: http://www.cinemauk.org.uk/ukcinemasector/ukcinema-

audienceanalysis/frequencyofcinemavisitbyage2007/ [accessed 30 July 2010]
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Texts prescribed for Leaving Certificate Comparative Study
for examination in the year 2011

AUSTEN, Jane Emma

BALLARD, J.G. Empire of the Sun

BINCHY, Maeve Circle of Friends

BOWEN, Elizabeth The Last September
BRANAGH, Kenneth (Dir.) As You Like It (Film)
BRONTE, Emily Wuthering Heights
CHEVALIER, Tracy Girl with a Pearl Earring
CURTIZ, Michael (Dir.) Casablanca (Film)
FITZGERALD, F Scott The Great Gatshy

FRIEL, Brian Dancing at Lughnasa

FULLER, Alexandra Don’t Let’s Go to the Dogs Tonight: An African Childhood
GAGE, Eleni North of Ithaka

HAMID, Moshin The Reluctant Fundamentalist
HARDY, Thomas Tess of the D’Urbervilles
HARRIS, Robert Pompeii

HOSSEINI, Khaled The Kite Runner

IBSEN, Henrik A Doll’s House

ISHIGURO, Kazuo Never Let Me Go
JOHNSTON, Jennifer How Many Miles to Babylon?
KEANE, John B Sive

MCDONAGH, Martin The Lonesome West
MCEWAN, lan Atonement

MACLAVERTY, Bernard Lamb

MEIRELLES, Fernando (Dir.) The Constant Gardener (Film)
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MURPHY, Tom A Whistle in the Dark

NGOZI ADICHIE, Chimamanda Purple Hibiscus
O’DONNELL, Damien (Dir.) Inside I’'m Dancing (Film)
PETTERSON, Per Out Stealing Horses

PICOULT, Jodi My Sister’s Keeper

QUINN, Marian (Dir.) 32A (Film)

ROSOFF, Meg How | Live Now

SALVATORES, Gabriele (Dir.) I'm Not Scared (Film)
SHAKESPEARE, William Hamlet

A Winter’s Tale

SHIELDS, Carol Unless

SOPHOCLES Oedipus the King

TREVOR, William The Story of Lucy Gault

WOLFF, Tobias This Boy’s Life

ZUSAK, Markus The Book Thief

Department of Education and Science (2010) Curriculum, Syllabus and Teaching Guides for
the Leaving Certificate [online], available:

http://www.education.ie/home/home.jsp?maincat=&pcategory=17216&ecategory=17233&se

ctionpage=&subject=17601&language=EN&Ilink=&page [accessed 28 July 2010]
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For optional private reading by pupils during this unit

(@) Roll of Thunder, Hear my Cry - Mildred Taylor

(b) The Cay - T. Taylor

(c) Across the Barricades - J. Lingard

(d) To Kill a Mocking Bird - Harper Lee

(e) A Separate Peace - J. Knowles

(f) How Many Miles to Babylon - J. Johnston

(9) The Great Gilly Hopkins - K. Paterson

Department of Education and Science (2010) Curriculum, Syllabus and Teaching Guides for
the Junior Certificate [online], available:

http://www.education.ie/servlet/blobservlet/jc_english_sy.pdf?language=EN [accessed 28

July 2010]
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Eva Braun (6 February 1912 — 30 April 1945)

Born in Munich 6 February 1912

Age 17 took a job as an office and lab assistant and photographer's model for Heinrich
Hoffmann, the official photographer for the Nazi Party.

She met Hitler, 23 years her senior, at Hoffmann's studio of Munich in October 1929.
Her family was strongly against the relationship and little is known about it during the
first two years.

Made numerous suicide attempts — at age 20 she tried to shoot herself. Second attempt
was by taking an overdose of tablets.

In 1938 Hitler named Braun his primary heir, to receive about 600 pounds yearly after
his death.

Braun kept up habits which met Hitler's disapproval, such as smoking, wearing
makeup and nude sunbathing. Braun enjoyed photography and many of the surviving
colour photographs of Hitler were taken by her.

Did not get involved with any of Hitler’s politics however it is thought that she may
have had some idea of what was going on within the Nazi Party.

Enjoyed reading romance novels, exercise, watching films and early German
television (at least until around 1943).

Braun was very fond of her two Scottish Terrier dogs named Negus and Stasi and
they feature in her home movies. She usually kept them away from Hitler's German
Shepherd.

Traudl Junge, Hitler's youngest secretary, wrote in her memoirs Until the Final Hour

She was very well dressed and groomed, and I noticed her natural
unaffected manner. She wasn't the kind of ideal German girl you saw on
recruiting posters for the BDM or in woman's magazines. Her carefully
done hair was bleached, and her pretty face was made up - quite heavily
but in very good taste. Eva Braun wasn't tall but she had a very pretty
figure and a distinguished appearance. She knew just how to dress in a
style that suited her and never looked as if she had overdone it — she
always seemed appropriately and tastefully dressed, although she wore
valuable jewellery. ...Eva wasn't allowed to change her hair style. Once
she appeared with her hair tinted slightly darker and on one occasion she

piled it up on the top of her head. Hitler was horrified: 'you look totally
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strange, quite changed. You are an entirely different woman!' ...and Eva

Braun made haste to revert to the way she looked before.

e In early April 1945 Braun travelled by car from Munich to Berlin to be with Hitler at
the Fiithrerbunker (Hitler’s Safe House). She refused to leave as the Red Army
(Russian Army) closed in, insisting she was one of the few people loyal to him left in
the world. Hitler and Braun were married on 29 April 1945 around 00.30hrs during a
brief civil ceremony.

e Braun and Hitler committed suicide together on 30 April 1945 at around 3:30 p.m.
The occupants of the bunker heard a gunshot and the bodies were soon discovered.
She had bitten onto a cyanide capsule (most historians have concluded that Hitler
used a combination method, shooting himself in the right temple immediately after
biting a cyanide capsule). Braun was 33 years old when she died. Their corpses were
burned in the Reich Chancellery garden just outside the bunker's emergency exit.

e The charred remains were found by the Russians and secretly buried at the SMERSH
compound in Magdeburg, East Germany along with the bodies of Joseph and Magda
Goebbels and their six children. All of these remains were exhumed in April 1970,
completely cremated and dispersed in the Elbe river.

Wikipedia (2010) Eva Braun [online], available: http://en.wikipedia.org/wiki/Eva_Braun
[accessed 09 May 2010].
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Soylent  Communications (2010) Eva Braun [online image], available:
http://www.nndb.com/people/298/000024226/ [accessed 10 May 2010].
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Adolf Hitler (20 April 1889 — 30 April 1945

e Born in Austria. Moved to Germany at the age of three.

e His younger brother Edmund died of measles on 2 February 1900, causing permanent
changes in Hitler. He went from a confident, outgoing boy who found school easy, to
a morose, detached, sullen boy who constantly battled his father and his teachers.
Hitler was close to his mother, but had a troubled relationship with his tradition-
minded authoritarian father, who frequently beat him.

e For young Hitler, German Nationalism quickly became an obsession, and a way to
rebel against his father, who proudly served the Austrian government. Most people
who lived along the German-Austrian border considered themselves German-
Austrians, but Hitler expressed loyalty only to Germany.

e In 1905, Hitler went to Vienna to live as an artist but found himself quickly out of
money. Looking around him, he was in a majorly Jewish based community and
blamed them for the lack of work.

e Served in WWL. Joined the Nazi Party in 1919 and became leader of the National
Socialist German Workers Party in 1921. Following his imprisonment after a failed
coup in Bavaria in 1923, he gained support by promoting German nationalism and
anti-semitism. He was appointed chancellor in 1933, and quickly transformed the
Republic into the Third Reich, a single-party dictatorship. It was while he was in
prison that he started writing ‘Mein Kampf” or My Struggle.

e Leader of Germany from 1933 to 1945, serving as chancellor (head of government)
from 1933 to 1945 and as head of state from 1934 to 1945.

e Rumoured to have had many affairs including with his niece Geli Raubal (who
allegedly killed herself because of his relationship with Braun) and actress Renate
Muller who, committed suicide.

e Hitler is known to have been opposed to women wearing cosmetics (in part because
they were made from animal by-products and he was a vegetarian and sometimes
brought the subject up at mealtime. Linge (who was his valet) said Hitler once
laughed at traces of Braun's lipstick on a napkin and to tease her, joked, "Soon we will
have replacement lipstick made from dead bodies of soldiers™.

Wikipedia (2010) Adolf Hitler [online], available: http://en.wikipedia.org/wiki/Adolf Hitler
[accessed 9 May 2010].
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ScrapeTV ~ (2010) Neo Nazis Adolf Hitler [online image], available:
http://scrapetv.com/News/News%20Pages/usa/pages-4/Neo-Nazis-make-plans-to-expand-
adopted-section-of-Colorado-Highway-Scrape-TV-The-World-on-your-side.html  [accessed
10 May 2010].
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Google Images (2010) Holocaust [online image], available:
http://www.google.ie/images?g=Holocaust&hl=en&prmd=nvi&source=Inms&tbs=isch:1&ei
=K71MTPzwJoWi0gSqydmECw&sa=X&oi=mode_link&ct=mode&ved=0CB8Q AU&biw
=1259&hbih=580 [accessed 5 May 2010]
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Survivors of Hitler in Ireland

Geoffrey Phillips

Geoffrey Phillips (originally Gunther Philipps) was born in Wanne-eckel, Germany in
1925. In December 1938, along with thousands of other German children, he was sent away
to Britain on the kindertransports. He did not know where he was going. He had a small
suitcase as well as another small bag with provisions, and a ticket to a foreign land. He was
thirteen years old.

We heard that our synagogue had been set on fire by squads of Hitler youth and that
the same thing was happening all over the country. Before we had recovered from the shock
of this terrible news, there was a knock on the door. Two plain-clothes policemen asked for
my father, told him to pack a change of clothes, and took him away. We heard afterwards that
my father had been taken into a concentration camp. A cousin of my father’s was the welfare
officer of the Jewish community in a neighbouring town. From her we discovered that Britain
was prepared to take in a limited number of young Jewish children. Our cousin urged my
mother to register me for the transport.

| am here today, | never saw my parents again.

Zoltan Zinn Collis
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Thinks he was born 1st August 1940 though not certain, in Kazmarok in Slovakia but
maybe that is where the birth was registered. Found with his sister Edith in Bergen-Belsen by
Dr. Bob Collis who brought them to Ireland and later adopted them. Zoltan married and
settled in Ireland.

| was never a child. Normal children have fun, they run around, get into trouble, fall
down, get picked up, get kissed better, then run around some more. But | was never a child.
For when | was a child in years, my home was Belsen. The games | played, | played around
20,000 rotting corpses waiting to be buried, but with no one to bury them.

Oh yes, | was a child in years. | slept in one of the flea and lice infested trestle beds
which was also part of my home.

When Belsen was liberated, | did not know what liberated was, other than that it was
good. But you could not eat it, or drink it, it did not make a new coat. It did not stop the fleas
from itching. But it was a good thing.

On the very day of liberation, the 15th of April 1945, my mother died. | wonder what
her name was. She had black hair. Can you grieve for someone you do not know? She was my
mother, but | did not know her. Her hair was black.

A few years ago, | went back to Belsen with Suzi. For her mother had died there too.
It was a bit odd. Neither of us had ever been back. | think that we were both thinking we
would have to mind the other. We went to one of the mass graves, which is about all that is
left of Belsen. We placed a pebble on the grave, and tried to light a candle. Then we looked at
each other. What do you say? “How are you, Ma?”’

What was her name my mother with the black hair? In another of those pits lies my
brother, maybe my baby sister. Perhaps they are in the same pit. The pits are very big, there
would be plenty of room for the two little ones. What were their names?
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Suzi & Terry Samuels

Born in Debrecin, Hungary, Suzi and her brother Tibor Molnar (Suzi and Terry
Samuels) survived Bergen-Belsen concentration camp. The rest of their family perished.
They were brought to Ireland by Dr Bob Collis in 1946 and adopted by an Irish Jewish
family. Suzi has two adult children and lives in Dublin. Terry now lives in London.

I remember the long, oblong-shaped carriage. My mother went over to one of the
corners; there were no seats, only wooden floors, and the three of us huddled together. An
old lady sat diagonally opposite us with a shawl and she was coughing and coughing, driving
everyone mad. All the others were moaning and groaning and she was coughing.
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Eventually she stopped and I thought great, she’s stopped coughing at last. When it
was time to get off the train, | asked my mother why the old lady who had been coughing
wasn 't getting off. I did not realise she was dead.

Tomi Reichental

.
.‘é A -
LA % - =
Born 1935 in Piestany, Slovakia. Captured and sent to Bergen-Belsen concentration

camp in 1944 when he was nine years old. Tomi survived along with his mother, aunt and
brother. Thirty five members of his family perished. He has lived in Ireland since 1960.

I could not play like a normal child, we did not laugh and we did not cry. If you

stepped out of line at all, you could be beaten up and even beaten to death. | saw it with my
own eyes.

Holocaust Educational Trust of Ireland (2010) Survivors of Hitler in Ireland [online],

available: http://www.hetireland.org/index.php?page=survivor_hitler [accessed 5 May 2010].
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Meanings:
The Holocaust:

The Holocaust is when Adolf Hitler, the head of Germany, decided to purify the Earth
by killing all the Jews, gypsies, homosexuals, liberals and witnesses. It took place from 1933
— 1945, from when Hitler made the first concentration camp to throw prisoners in (called

Dachau) to when Germany signed a peace treaty on May 7", 1945.
The Final Solution:

The ‘Final Solution’ is a shortened translation of the Nazis’ term for what is now
generally called the ‘Holocaust’. The Nazis saw the Jews as a problem for Europe. They
wanted to ‘solve’ the problem once and for all. They finally developed a solution, the Final
Solution of the Jewish problem in Europe. They would simply exterminate the Jews once and
for all. They wanted to, and tried to kill every Jewish man, woman and child in Europe. They

came very close, killing about six million and leaving less than one million alive.
Fahrer:

Supreme head of Germany. The term is translated ‘leader’ or ‘exalted leader’. Fiihrer
was the title granted by Chancellor Hitler to himself giving his supreme power in the German

Reichstag (Parliament).
Auschwitz:
The largest of Nazi Germany’s concentration camps.
Death Camps:

Facilities that Nazi Germany built during World War Il for the systematic killing of
millions of people in what has become known as the Holocaust.
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Concentration Camps:

A place where Jewish people and other people that were considered impure by
Hitler’s reign were taken to work if they were physically fit enough, or to be killed in various
ways. One of the ways they killed people was in a gas chamber which the people thought

were showers.

Difference between death and concentration camps:

The difference is that at a death camp, they kill you as soon as they can. They did it
mostly to children or sick or elderly people because they were a ‘waste of a bed’. At
concentration camps, it’s mostly forced labour, not to say they did not kill them there but it

was mostly forced labour.

Genocide:

The systematic mass killing of a race of people. Furthermore, it’s the systematic
killing of all the people from a national, ethnic, or religious group, including an attempt to do

this.

Warsaw Ghetto:

After invading Poland in 1939 the Nazis set up ghettos in many of the Polish cities
including Warsaw. The area was walled off from the rest of the city and Jews from other
parts of Warsaw and from surrounding areas were crammed into the ghetto and Polish
inhabitants were moved out. The area was desperately overcrowded. The amount of food
allowed into the ghetto was hopelessly inadequate; no medication was allowed at all.
Diseases broke out and many of the inhabitants died of a combination of malnutrition and

disease. Most of those still alive in 1942-43 were sent to Treblinka where they were gassed.
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The Warsaw Ghetto is particularly well known for the uprising in 1943 (which should not be

confused with the larger Warsaw Uprising of 1944).

Hitler Youth:

The Nazi Party’s parliamentary youth element called the Hitler Jugend was formed in
1922 and remained in existence until 1945 as a recruiting and training tool designed to
produce future party leadership. Some considered it to be simply a form of Boy Scout group
however it provided an ideological foundation that went beyond good sportsmanship and

recreation.

Anti Semitism;

Anti Semitism is prejudice and hostility toward Jews as a religious, racial or ethnic
group. While the terms etymology indicates that anti Semitism is directed against all Semitic

peoples, since its creation it have been exclusively to refer to hostility towards Jews.

Nuremberg Laws:

The Nuremberg Laws were anti Semitic laws that took away civil rights from German

Jews.

Swastika:

The swastika meant good luck before Hitler used it. Hitler used it because he was
superstitious. It is an ancient symbol, an equilateral cross with arms bent at right angles. It
has been found in American Indian, Maori, Hindu, Australian Aboriginal and Hindu cultures
and petro glyphs in both right and left facing depictions. It is best associated with the Nazi

Party.

Gestapo:
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The official secret police of Nazi Germany.

Death Trains:

Railway transports run by German Nazis and their collaborators to forcibly deport
interned Jews and other victims of the Holocaust to the Nazi concentration camps and

extermination camps.
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The Boy in the Striped Pyjamas
Chapter Analysis

Chapter One

Bruno’s mother is not happy about the move.

Bruno is brought up in a house with strict rules.

Chapter Two

New house had no happiness.
Soldiers had a reputation for being stern and were to be steered clear from.
Everyone appeared to be afraid of the soldiers including Maria.

Bruno meets a tall soldier who looked like ‘he had never seen a child before’.

Chapter Three

Bruno is very sensitive about his height.

Gretel is always in charge because she is three years older than him (12).
Expectation that they are there for ‘a few weeks’.

Gretel calls the place “Out-With”.

Bruno tells Gretel that there are ‘other children’.
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Chapter Four

Barbed Wire fence with sharp spikes sticking out of it around the house.
No greenery past the fence.
Gretel sees that even children are being shouted at by soldiers and thinks it’s a

rehearsal.

She is aware that something is very wrong but can’t admit it to herself.

Chapter Five

Bruno confronts his father.
Father refers to the people in striped pyjamas as ‘not people at all’.

Bruno had to salute his father and say ‘Heil Hitler’ which he did not understand.

Chapter Six

Bruno sees Maria as part of the family. She doesn’t think his father would agree.
Maria tells him that ‘father knows what is best’ but she doesn’t seem to believe it.
Bruno learns a little about Maria. She respects his father who provided her with ‘a
job, a home. Food’. Father paid medical bills and funeral costs for her mother.

Gretel sees her as just a maid. Bruno sees her as much more than that.

Maria seems to wonder how a man who is so generous can do things so terrible but

does not share her thoughts with Bruno.
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Chapter Seven

Lieutenant Kotler is identified as the soldier who was in Bruno’s new house.

Kotler is only a teenager.

He speaks rudely to Pavel which makes both Gretel and Bruno uncomfortable.

Pavel comes to his rescue when he falls from the swing. We discover that he is a

doctor.

Chapter Eight

Grandmother and Grandfather are introduced in this chapter through a memory of
when Father was first made Commandant.

Grandmother is not happy that he was made Commandant. She is ashamed of her son
and what he is doing.

Grandfather on the other hand, is extremely proud.

Bruno does not seem to understand the complex relationships between adults.

Chapter Nine

Bruno and Gretel receive home schooling from Herr Liszt who dismissed storybooks.
Bruno decides to go exploring.
Differences between the people in the striped pyjamas and the people wearing

uniforms and medals.
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Chapter Ten

Bruno meets Shmuel for the first time.
Is jealous that Shmuel has so many ‘friends’ to play with.
The boys discover they share the same birthday.

Bruno refers to Germany as being ‘the greatest of all countries’.

Chapter Eleven

Flashback technique used.

Bruno thinks back to when ‘the Fury’ arrived for dinner. Neither Gretel nor Bruno
were allowed to take part in the dinner but had to greet the guests.

‘The Fury’s’ partner Eva is very beautiful whereas ‘The Fury’ is described as being

very rude.

Chapter Twelve

Bruno and Shmuel realise they have many things in common, including both having
to leave their homes and friends behind. Bruno doesn’t think Shmuel’s story is any

worse than his own.

Chapter Thirteen

Bruno’s visits to Shmuel have become regular.
Bruno questions Maria about Pavel and whether he is actually a doctor or not.
He brings Shmuel some food.
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Shmuel refers to Lieutenant Kotler as ‘a bully’.
At dinner, Pavel accidentally drops the wine bottle on the lieutenant. Lieutenant

Kotler attacks Pavel. This attack is implied but left up to our own imagination.

Chapter Fourteen

Shmuel appears with a black eye.
Heavy rain prevents Bruno from seeing Shmuel and Gretel nearly finds out about

Shmuel.

Shmuel’s grandfather is missing.

Chapter Fifteen

A party is being planned for Father’s birthday.

Lieutenant Kotler is helping Mother with the preparations.

Shmuel appears in the house.

The two boys compare hands. Even though they are the same age and height, Bruno
starts to realise that they are very different in appearance.

Bruno denies knowing Shmuel in front of Lieutenant Kotler.

Bruno returns to the fence every day for a week but Shmuel isn’t there. Eventually he
returns and his face is badly bruised.

Bruno apologises for denying their friendship and they shake hands.
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Chapter Sixteen

Grandmother dies. Bruno hadn’t seen her since they left Berlin nearly a year ago.
Father and Grandmother had been fighting and had never apologised.

A wreath is sent by ‘The Fury’ and this upsets Mother who states that Grandmother
would not like it.

Lieutenant Kotler was transferred out of ‘Out-With’.

Gretel has gotten rid of all her dolls and replaced them with maps.

Bruno learns the term ‘Jews’ from Gretel and that the fence is there to prevent them
from mixing with regular people.

Both children get head lice. Mother is extremely unhappy with the living conditions

and Bruno has to have his hair shaved off.

Chapter Seventeen

Mother and Father are fighting a lot over the conditions of the house.
Bruno has now completely forgotten who his ‘three best friends for life’ were. He has
forgotten what his life was like in Berlin.

Father decides that Mother, Gretel and Bruno will return to Berlin.

Chapter Eighteen

Shmuel’s father has gone missing.

He expresses his hatred of the soldiers.
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Bruno comes up with a plan to dress in striped pyjamas and climb under the fence so
that they can do some exploring together and look for his father before he returns to

Berlin.

Chapter Nineteen

Bruno changes into the striped pyjamas. With his shaved head he looks just like
Shmuel ‘only fatter’.

Bruno imagined ‘Out-With’ to be a lot different than what it actually is. He imagined
games being played, a café, happy families etc.

Contrast between ‘happy laughing shouting soldiers in their uniforms’ and unhappy,
crying people in striped pyjamas’.

Bruno and Shmuel get carried away in a large group that are forced to march. They
are led into a room, which Bruno thinks is shelter from the rain. He holds Shmuel’s

hand for comfort. The room then goes dark.

Chapter Twenty

No-one heard of Bruno after that.

Weeks were spent searching for him. His clothes were found at a fence post.
Eventually Mother thought he might have tried to make his way back to Berlin. Gretel
was lonely without her brother.

Father stayed another year and returned to the fence where Bruno’s clothes were

found. He saw that the base of the fence was not secured and realised what happened.
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Chapter by Chapter Questions on The Boy in the Striped Pyjamas

John Boyne.

Chapters 1 and 2

. When are where is the book set?

How old is Bruno?

. Where does he live and with whom?

. What impression do we get of his character?
. Why have Bruno’s family suddenly moved house?
. Who are the Fury and the beautiful blonde woman?

. What does Father’s new job appear to be?

Chapters 3 and 4

. Gretel has a few titles such as ‘Hopeless Case’ and ‘Trouble from day one’. Why do
you think Boyne has Bruno call her this?
. Gretel calls their new home ‘Out-With’. Why do you think Boyne chooses to have

Gretel call the place this?
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10.

11.

12.

13.

14.

15.

16.

17.

18.

The writer describes the house as ‘hollow’ and says it ‘may collapse around their
ears’. What impression does this give of ‘Out-With’ and why do you think Boyne
uses this particular description?

When are ‘pyjamas’ referred to for the first time?

Chapter 5

Why is Bruno’s mother afraid when she realises that Maria has overheard her?

The train is mentioned. Why is this another hint to the horror of what is going on
around them?

Describe the relationship between Bruno and his father.

At times Father is shown as a loving parent and husband. How is this possible given

his role as a Nazi officer?

Chapter 6

Characterise Maria.
Explain what she means when she says ‘which makes me wonder...wonder what
he...how he can...’
Comment on the following statement ‘I’m not allowed to say what I feel?’ he repeated

incredulous”.
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Chapter 7

19. Mother saying ‘thank you’ to Pavel for treating Bruno is an important turning point
for her. What has changed for her at this point?

20. Why does she take credit for the treatment?

21. Contrast Pavel’s treatment of Bruno when the boy fell off the swing with the way

Pavel is treated by Bruno’s family.

Chapter 8

22. Grandmother disagrees with the views of the Nazis. How does she stand up for her
beliefs?
23. Characterise Grandmother.

24. What is implied by ‘puppet on a string’?

Chapter 9

25. Bruno compares the people in the camp to the people in his house. What are his

conclusions?
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26.

217.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

Chapter 10

Although Bruno and his family have moved to a desolate place, Bruno continues to

display his strong sense of adventure and creativity. What are some examples?
Why do you think Bruno and Shmuel become friends and stay friends?

What are Shmuel’s most striking features?

What do the two boys have in common?

What do we learn about Shmuel’s family?

Bruno talks about Germany. Does he believe in what he says?

Chapters 11 and 12

Why do you think the writer includes details of the Jewish citizens of Krakow?

Compare Shmuel’s description of the train journey with Bruno’s.

Chapters 13 and 14

How does Shmuel react when Bruno starts talking about Kotler?
How has Pavel changed?
What surprising fact do we learn about Kotler?

Why does Kaotler get so angry with Pavel and why does nobody stop him?
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38.

39.

40.

41.

42,

43.

44,

45.

46.

Chapter 15

Describe Bruno’s feelings towards Lieutenant Kotler.
Why doesn’t Bruno try to protect his friend when he is attacked by Kotler?
Why does Shmuel forgive Bruno?

What has happened to Shmuel in the meantime?

Chapter 16

What has happened to Lieutenant Kotler?

How has Gretel changed? Who has influenced her?

Chapters 17 and 18

What do we learn about Father’s thoughts and feelings here?
How does Mother feel about living at ‘Out-With’?

What are her hopes and plans for the future?
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47.

48.

49,

50.

51.

52.

Chapters 19 and 20

What happens the next day?

Bruno tries to help Shmuel find his father despite being frightened and wanting to go
home. Why?

Using evidence from pages 215-216, describe how Bruno’s father reacts when he

realises what has really happened to his son.

Further Questions

When Bruno dresses in the filthy pyjamas he remembers something his grandmother
once said ‘you wear the right outfit and you feel like the person you’re pretending to
be’ (page 205) How is this true for Bruno?

How does the author use clothes as a symbol of status in the book? Think about the
different types of clothes there are — uniforms (soldiers, maids, waiters, Jews etc)

How do shame and remorse figure into the friendship between Bruno and Shmuel?

How does Bruno show his remorse?
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Appendix 1.5
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The Boy in the Striped Pyjamas

Name: Date:

Read the questions carefully. Sometimes there is more than one part to a question. Look at
how many marks are going for a question. That should give you an indication of how much

you need to write for your answer. Best of Luck!

1. What was the Holocaust? (2)

2. When did it occur? (2)
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3. What does Anti-Semitism mean? (2)

4. What symbol did Hitler use for the Nazi party and what did it mean? (2)

5. What symbol were the Jewish people forced to wear? (2)

6. Explain the following terms and make reference to them in the novel.

For example:

What is Auschwitz? Auschwitz was the largest of the Nazi German concentration camps. In
the story, Bruno’s family move to Auschwitz and live beside the concentration camp which

he pronounces ‘Out-With’.

171|Page Sarah Theresa Gleeson



What was meant by the death trains? (5)

What does Genocide mean? (5)

What is meant by ‘The Fury’? (5)

Long Questions — please write your answers on the sheets provided and label the answers

clearly.
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7. Write one page outlining any 2 major themes or issues in the novel. (20)

8. Write a character analysis of Shmuel. Include 8 points. (24)

9. Give 4 detailed examples of how the book and the film differ. (16)

10. Write a critique of the novel versus the film giving 5 reasons why you preferred one

more than the other. Back up each point you make with an explanation. (15)
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Appendix 1.6
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3.

4.

1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

Is this your first time reading the book ‘The Boy in the Striped Pyjamas’?

Yes No

Is this your first time watching the film?

Yes No

If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?

Book Film

Did you prefer the book or the film? Give a reason for your answer.
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5. Describe one scene that you remember in detail from either the book or the film.

6. Was the scene you described from the book or the film?

Book Film

7. Describe Bruno in as much detail as possible.

8. Do you remember him more clearly from the book or the film?

Book Film

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?

Thank you for your time in completing this survey.
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book ‘The Boy in the Striped Pyjamas’?

/\@ No
2. Is this your first time watching the film?
Yes @
3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?
Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

Qe (o one ). A Wk was &\Ur wp 8 ol g ifetion
w\«;ﬂ‘iwm WAS mm/}jedl (

5 Describe one scene that you remember in detail from either the book or the film.

To Mo Qooh, Weten B2 nedd Swewd el He
Wi “a Afr thet Tmod o a Rioh shdst udd inte
2 Sl it swbh wde alor? Whuct oule (¢
wm&\:@‘ng £ Tonse -

6. Was the scene you described from the book or the film?
Book Film

7. Describe Bruno in as much detail as possible.

ook yolug Gof ($04 qesrs D) Bladl Waur _eny

T e

%Mﬂf' o w\‘»j? aufion)x (oR %0 expine Aned coly (CdohaD
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8. Do you remember him more clearly from the book or the film?

2T

- Book <lillm/

9. List three major differences between the book and film.

L THe  end waS Difterent

n LT Kouer & (el teovel™ spea in (ovie ik i
fd_ Do thae 1S Sadficion) ‘gud  He ¢ MOl die
Raity oll_alent: |

Qrume’s_wIigflul ks Rooded dp

M Tn e Muie
Ch dy (A 0T <ee dhe ws /. Gmeentradion |

L8P,
10. Mention one thing you liked about the book but not about the film.
Tist dwngd e Lefe up 10 gLl insgledion
o e Pl Brd wer e | 7olp SmuigHT v/ in

we B yie !

11. Mention one thing you liked about the film but not about the book.

THe epd wWAS  complededy Dot i wAs
I 21 D

12. If you were directing the film, what would you have added or taken out of the film?

T wadd Raoe \w& Wier 1n dThe Molie
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1% Year Survey on ‘The Bov in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

Yes @"

2. TIs this your first time watching the film?

~
Yes @ )

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@ Film

4. Did you prefer the book or the film? Give a reason for your answer.

The bosl Aecaee o= A ren it e it

on v j;zf—ff. BrogBx  aae o 22Ly ‘?/Q/ /;-ﬂ/é/%

5 Describe one scene that you remember in detail from either the book or the film.

% ) /&ﬂmg/ 2 callin, K .7/'(,/&1/ n/\i/é /(//m’\ﬂ
o o hall helove FailXors birth ey paiton: AL,

; 7 ) & 7 ¢
fvr% [)7«4,{144( bog?e M AY 7'”/1//7,'/‘/{ ’7/'/"74’( Az i

/
N )/«)//Z s . 'y‘s/ ‘
Ve 74 fmﬂ% ”

6. Was the scene you described from the book or the film?

@ Film

7. Describe Bruno in as much detail as possible.

Browo & o ‘7 g S oA Aainre 2o onorosnf
= ) 2o A Ly o in A bt i K Aol f
Ehintoer Loomron  EKalorvs s VoaA el

2

/] !’ . 7 ‘ / ’
e e Chal AL
AL

ZA

slovie Aoz
,
&
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8. Do you remember him more clearly from the book or the film?
‘Book @
9. List three major differences between the book and film.

L [ /(.//\4 Mm AO‘/\JZ/ﬁ L_AL) ,1/;«/é /‘/( V78 7’//4'214«,?470
ANECL A /‘7/?4‘/,\174/ A K ﬂz S

1L L'W ;WW\. e AR tA/I/ o T vl 6"\/@4&

Au/( P A [w// Ao _iran 8 1//771// ) fém P

111 R PN 7 ) \Cr/Z/'r\ ﬂ/le/{‘ . W/z//y %;
Wm/h'\/,d'/ ﬁ?ﬁ//(./ TLAZ/{’ /\(// uiﬂA./é/Z/@LM 6/ 27 A

x/Z a/wuﬁsz’x In T’/ AM (/{ ‘/’A/)@x (? ///V

10. Mention one thing you liked about the book but not about the film.

[ LteA tho ity that et 2

\Amx/ (/bé’/ kd;ﬂ/’fx \A/zf/ré «@me 27 T

11. Mention one thing you liked about the film but not about the book.

r/m LA ’Qf,/.ﬂm sl L0/ g/%/ //’ 1444,./\,{ /\/j{
hid Swrioadi fud jo the book oe L

12. If you were directing the film, what would you have added or taken out of the film?

| wwpdd s Omi o L /7/M7q
\MAA ﬁf’m o A /n/é///}/
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1% Year Survey on ‘The Bov in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book ‘“The Boy in the Striped Pyjamas’?

Yes @

2. TIs this your first time watching the film?

Yes @

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

4. Did you prefer the book or the film? Give a reason for your answer.

OOeR \\nm,«-a\\\‘s hich  makes b core

DreResking,
d

5 Describe one scene that you remember in detail from either the book or the film.

\‘ gememea _when saothes 1S caya, hon ohe  Ginds  bis Rrunos
clddes and  beside  the Ponce.

6. Was the scene you described from the book or the film?

Book  (Film>

7. Describe Bruno in as much detail as possible.

&uﬂo o UeRy, chedeat and £Qﬂo»§ & Rules 'Je.l' oo bo hie wipHhery
He 1 ?nmc\g 2t "u“annj Vioweyele  Shaciel He s v, tngocent s Ne  Ynoma't
been ioflienced by Tus : d@am co_ ot to Mok Zbout Jews
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8. Do you remember him more clearly from the book or the film?
Book Film
9. List three major differences between the book and film.

I PBRum 1S ¢ ueir  WounceC i W;e Gl
@) U Y

L Mothen v Klee hewe no idveaackon in e Filn,

1L . Ve Blw e ate  Yod  Geandwotheg ded o Bmwb}r\cé

10. Mention one thing you liked about the book but not about the film.

L Ve heo bne  bodk  leaves Woore Yo nour_asn imacindhisn . \(\ & B %
& (V) J dJ , i

11. Mention one thing you liked about the film but not about the book.

L U«e lﬁ Hhe seL used [1)& C\lmmﬁ ﬂlf C)lb'\éC\nw'. 7

12. If you were directing the film, what would you have added or taken out of the film?

Y ol digedding  the S\\r’\ |\ wedd  hawe  odded 8@ more

_A,L%J’s i’o Shmuel.

184|Page Sarah Theresa Gleeson




1°* Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book ‘The Boy in the Striped Pyjamas’?

o

2. Ts this your first time watching the film?
Yes) No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

~ { \ \ \ =X |
\/\\L eoll . N e cadSe LX \wao M D@ r"x)«a‘ ALa\

G © Wwes MOTE hedling
5

5 Describe one scene that you remember in detail from either the book or the film.

~

\ . ) \ " ) .
When Lewnd  wol  being heouwdht to Hle
: N \ 1
aos Chamtnsr o rle faan, Tlhe n (N e
gas cheanmnbher g e L AL bt ScarPl and
=3 ?

S LN NG

6. Was the scene you described from the book or the film?

Book @

7. Describe Bruno in as much detail as possible.

\ : :
- ¢ ) - -
!‘\ ) yex v/ inOocen . .Do{-" () l i DA a et
O P Govnd o st yL ceoncettcalion <¢opmpeld.
= 2 Y { |
Hes I~ cey (e \gk o cudesS
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8. Do you remember him more clearly from the book or the film?

"Book [ Film\,
b S
9. List three major differences between the book and film.
{ N \ o) )4 l
I \n Hae L\ lim VDrund  woesS 14 VRAZTS old
7 7
1 n Ne beplt Tablec o~ l/u cenlives whoa b iu%w e
o @7 AN : y@our le e
1L \a Yo ek L qove b look g)g“wn,») 2 hewrs
o geb ke  the Conce bt a He Cilm (b noke)
" —~ . = : " LN
1 e, b B S ight behingd lcen
~

10. Mention one thing you liked about the book but not about the film.

ﬂfﬁ )’7‘1 1®) }4 L\ad PMOCR O/\“'Ur‘a‘ | and &

botter ending, b olso  had wéce s‘v‘éloims»z-

11. Mention one thing you liked about the film but not about the book.

8 |

' ' - . it ¢ !
\/o‘v~ Cowly) See b Kabs -%e(,u’J ol fe/

12. If you were directing the film, what would you have added or taken out of the film?

N
) \ | i1 | . el
\\ W own\(g Nanjf - M ad? rle e NOLD Ceorr€C L«
; i psoy ;
L wewly heve  ade  Qowns omeet Shmeee |

P e \ Lo
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15 Year Surveyv on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book ‘The Boy in the Striped Pyjamas’?

Yes

2. Is this your first time watching the film?

Yes

3. If your answer is ‘n0’ to both, in the past, did you watch the film before the book or
read the book first?

Film

4. Did you prefer the book or the film? Give a reason for your answer.

[ Prefer The ‘hwo(f— ;\-p couse it lof o LGf@ku bt oS
;MD&;‘;I\(N{ foh__come inte tLe bodk s.e . Pagrz O{H't&c 4 bg‘
Kofler :

5 Describe one scene that you remember in detail from either the book or the film.

L ocon tktc\ftu PQMCMéff‘ wLen BNMO q.\(}v y/m\we( were
(ead iaby the 945 + hama ber i Lk all o8 Cle other Jews

6. Was the scene you described from the book or the film?

63 Em

7. Describe Bruno in as much detail as possible.

Bruhe i¢ an :nr\Ocmv't' n(nf :;pl?u‘w»(vL L_nz/u o he
‘LQOSL"T Kh_ow wnlh _a 0'«{ Xhe wor _or wkc{k e
kzrxlbfaen}f\j to The Jews.
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8. Do you remember him more clearly from the book or the film?
Book | Film
9. List three major differences between the book and film.

L L the Filw Brunet Shuuel ore € G The
EOk tkl’u wrp 7 ndu:}, oa !0

1I. b tLuz, Boo/t- B/««um ronfl\di\rot ’H’M/[ lorQ unU{ aaf LL
he;r ﬁ[\“V{(J d‘qcl. ‘H\S ngver kﬂopet»W( i tle MWP

M o Tk Filn_ Berly is honbed and Copund. mohtn, -~ 58,
[ The ipmavek s he died of mtnq(/ €dw50S

10. Mention one thing you liked about the book but not about the film.

I LiAtd  The Wy thy book el w5 i oo . Uhe
c[\rw—o\(,‘k,(rs an€s lequah’

11. Mention one thing you liked about the film but not about the book.

[ Ciked the sel of Aoschwite weed For £ilang
'th-‘ K\ILN\

12. If you were directing the film, what would you have added or taken out of the film?

[ oreali atiuPe s bl mart Lime. for The Eilpw as
N»LL g OLM ing  ble Obi\m with Tle Ru-u andl

“H« -env\‘kﬁchk Jb n’Ld\Q LV
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1° Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

Yes @

2. Ts this your first time watching the film?

Yes @

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

i + o

4. Did you prefer the book or the film? Give a reason for your answer.

| E:\_JZQ\.U‘M Oro B’WXF\ Mecumt ,U«\:L M Uy\z oo Ky
Crotdhie (Pwiesr ok o pdong  pode Lol e Ao povit B
\Y\W*‘\«A Lo aetn I)\)\\ Haro \L\M"W )’J}\{ !\_'Eéis
o wf Bra erﬂme\aM ikt
Bmemn g e 050 !

5 Describe one scene that you remember in detail from either the book or the film.

of S fdan ;8 S w)wu\ M’"\ wy an d opd aheedien,
Sy /M\M dozen L Sha P?ﬂM\i»M\ n.%. ﬂr\a_ [ | Ol poen

{).2.0 MQ wp Kg QQQ& Mﬁ: PASTEN &gaqﬂm‘ SO adenl,

6. Was the scene you described from the book or the film?

7. Describe Bruno in as much detail as possible.

Gl X _veers ol Yeuaa Wed Bf\/swf\ \'\M ik o N, |
glr_\y-gt;‘ﬂ‘].u \Weon wu\i’w Born an Apnd Y4BM

U \ ¥
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8. Do you remember him more clearly from the book or the film?

. 7
9. List three major differences between the book and film.

Drte v & in g Aeve noee e Lok G

on K2 J

I B ot o)LMM e deam }wrv\u\i o SruX
o Xz Dok . b Andk

IIL e EZS VRN G O0X n\L dudden KD e Morie
Oagn  mn Re Qoo 94/ X Ideer Janh SIS -P«ef\
dRen 3 By ook et happench fo Bwne g w@mj_

10. Mention one thing you liked about the book but not about the film.

WW%)FMMMMMWVmeW

gy b o Ty e

11. Mention one thing you liked about the film but not about the book.

{ ey Oeak By B LAY o Neme ok
et "\)\“&M\QA Qmﬁmx p id\)( ot " fo g M\muw-khmf\/\

12. If you were directing the film, what would you have added or taken out of the film?

RS ) '\-?G DA A PR Suidy S PP L e |
°°“ Koo ok i a?\) et AL YN 7 V\UL‘HP
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

Yes

2. Is this your first time watching the film?

Yes

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
Book) Film

4. Did you prefer the book or the film? Give a reason for your answer.

| ofocad e Film ] dise b LAl prudeh  wiele vicedd cond Lese

s (elt up Lo odr ihaginakien

5 Describe one scene that you remember in detail from either the book or the film.

| member Yhe sc@ie [ com bhe Cilon whef¥ GoK coald bear
ap |y 4 o dgor il thea b WM gureg

6. Was the scene you described from the book or the film?

Book @

7. Describe Bruno in as much detail as possible.

Bf Ung 1S < ‘? er old _Cerman Beu W he i \/6@4’ ihn ocgide gud
Cum@us. Be lou m VAL PYaT L and r(,mn\_c/., adventupe boolkc. kle thipks
his gister (-/ (el s a L\rlp (&5 cale. Hé ‘f ef:j D”L’fP 3 ”W“ﬁ L

191|Page Sarah Theresa Gleeson




8. Do you remember him more clearly from the book or the film?

~

Book) Film
9. List three major differences between the book and film.

[ " . R Yoo U
In the [ilm. Brane & cight and ia the pook he is nite.

1L [o the Popk Meother and Li iwtley gre ey Lriend(y tyih one diotAa-
but-Ehe X9 habo cachether in the Film

ML | bhe beook, Hitler pys

;i e o their hedog i Berln  bat nat
(N the Libn

10. Mention one thing you liked about the book but not about the film.

| liwg the wal weg.gn Weal RBranélc mner {:/\:Ot/jhﬁ\f’r M Ghe

EB» ook

11. Mention one thing you liked about the film but not about the book.

| _lke the wau Yot can S2€

ﬁg@dﬁw pid & Aeprited

chinay h the fHlm

12. If you were directing the film, what would you have added or taken out of the film?

| u*‘/:q/-f& hage make toare Ehdf 1k (I‘;@dkﬂf?/ o _Fou Mare scencsc Lrom

hd hook dad temgued come 6F the seeues Chat ylete i Ghe frlm bk
Nelr i1i-he peol
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

Ts this your first time reading the book “The Boy in the Striped Pyjamas’?
T\
Yes No

2. Ts this your first time watching the film?

Yes @ )

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@ Film
4. Did you prefer the book or the film? Give a reason for your answer.

e ﬂasgx ‘Hf j; Lot hw s N '\\\e &\7 l\t \,ﬁe\ue"g
maginokions

J% 1“«\»0% {o oue X 4

5 Describe one scene that you remember in detail from either the book or the ﬁlm‘

™
)rf‘oM QL\ L\\Le’\ Qocel. /op e, A e ondd L etk
Repte lhim «n(\ f:\ ’re:* ﬂm% > ol MJLﬁf (3 JJL«

6. Was the scene you described from the book or the film?
R
Book G;n J
N

7. Describe Bruno in as much detail as possible.

H'?/I Pery  lonaCet (“'(‘O\ r\?‘de\’\(’ (Bbfxmf kt’\mﬁ Ob(b)‘}
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8. Do you remember him more clearly from the book or the film?
(Book Film

9. List three major differences between the book and film.

L BJmo oo Sywesls Qc\'-](’

I (Aaro Oees Shane A hie hain fn e Mopde.

M. Gano aolks Vo 2 hnse o 94’)[' b Shatoel, i Hx bk Aot

wolke b Vinubes v\ o,

10. Mention one thing you liked about the book but not about the film.

T L Hm.yj{_ o et

11. Mention one thing you liked about the film but not about the book.

1} dells (o Whet L\".g}e\‘j i) Ooead, lenge ik upJo Lot

iww_d‘; nctiohe.

12. If you were directing the film, what would you have added or taken out of the film?

\ okl Doe odded e A J;LGL_J" 0cide Ruc Q@“.ibz._
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1 Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book “The Boy in the Striped Pyjamas’?

@ No
2. Ysthis your first time watching the film?

Yes ) No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

| _peolesed Sk Aocavse Mre
. A_and ol vndprfend vuhal

[ A N

5 Describe one scene that you remember in detail from either the book or the film.

| [erpmder A @ﬂw s yupdiinag

T Kt Rt Hhus Froatmbien af Tt
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6. Was the scene you described from the book or the film?

Book @

7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?
Book Film

9. List three major differences between the book and film.

v Ml pover Coes A Brunds _deuse.

0 Pl daspoviss @%&M
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10. Mention one thing you liked about the book but not about the film.

A Made o f/M,/s entryens
Z / :ﬂ’j . L/:(b%u&

ANy s,
7

11. Mention one thing you liked about the film but not about the book.

@%w S pugre s )(//zwbww

12. If you were directing the film, what would you have added or taken out of the film?
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1 Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book “The Boy in the Striped Pyjamas’?

2. Is this your first time watching the film?

Yes @

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
=
Boo Film

4. Did you prefer the book or the film? Give a reason for your answer.

| orelerdd flo Peol becauge -F //ms move

‘alerec, g o Hepe  wos Mo ]

5 Describe one scene that you remember in detail from either the book or the film.

[ emeafer fle loed- ccefe  yrhie
Aeyuo guke o G Llsipecd Py lames
U v 4 ? r o f 2
i\ goes over jo A i 2 G oF fre
fenc® «m“‘l Slhgauel L'[Zuﬂl/ bt § s
el U ;1, .

6. Was the scene you described from the book or the film?

N
Book  (Fim)

7 Describe Bruno in as much detail as possible.

) Wine, yowss h“» /:mm@anf /Km'@ﬁt, ()@4}6/\ if _MA&I.;‘/&/{A

.
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8. Do you remember him more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.

Lok Beb Wew o a4 suspchon Ml Moler

i kmi/«(‘ o bhallne a4 ol - Rub Here wWpe,

—JADA Z ‘a Hi HM _
oI e ¢ D;‘ibt"ef were  Branw 5}012 a I
\Z sk w e Flm '
m e hre  goes Wi/ hodor _n e __Flm

10. Mention one thing you liked about the book but not about the film.

1 [fed flo Wiy /" 7 AU 4/@/&5}7\/’5{

ald hag o pf [/vtm [ e

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?
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1* Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book ‘The Boy in the Striped Pyjamas’?

ves

2. s this your first time watching the film?

Yes

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first? )

Film

4. Did you prefer the book or the film? Give a reason for your answer.

QA e Yo Ko, Dby &Aﬁk lomvo
Ase.  Aoere Vo M C ) AAOA -
=2 ek Mo Chonac o Jede Uleo

Mo reede aden, Mewy Voo v Eno nay
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o
¥ T Ty

W

6. Was the scene you described from the book or the film?

7. Describe Bruno in as much detail as possible. ..

Yen mgod N\ = @sTa AL BRI
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8. Do you remember him more clearly from the book or the film?

Book

9. List three major differences between the book and film.

I Tooy Sind  Eounds ehdoes o \obt Sosker in

e Sim
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beoe h&\hhcy Al t
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10. Mention one thing you liked about the book but not about the film.

’:\/hz Shacackers had ol Mere " chesydkec”
0y . o B

11. Mention one thing you liked about the film but not about the book.

o Loy ke ep mixal wikh erelions,

Uoere 5 Sunny biks and ol Sad ks,

12. If you were directing the film, what would you have added or taken out of the film?
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bzt — | wauld ool Xepne

wnone Moune Shows Grelkel E\f'\e lelieh

PeO\D\@

Sarah Theresa Gleeson



1 Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book ‘The Boy in the Striped Pyjamas’?

}oés No

2. Ts this your first time watching the film?

P

% No
/

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

the UM , He oud:u

5 Describe one scene that you remember in detail from either the book or the film.

/ L4
colm, n Che dal lheubel V8. wyal ,///u'” AW,
Hioe gLy \be o o o d)  nsld ¥ Aledde
7 e S p MNP S o O

L e T

6. Was the scene you described from the book or the film?

7

Book (Film )
Film,

7. Describe Bruno in as much detail as possible.

@ e 4 /

ol ropend
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(= ed e NL el
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8. Do you remember him more clearly from the book or the film?

Y
Book / Film |

b

9. List three major differences between the book and film.

= Jool vt T 773 7
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10. Mention one thing you liked about the book but not about the film.

We@r iny gl

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?
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2 - (74 It SRR
7
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1% Year Survey on ‘The Bov in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

Yes LNO
2. Isthis your fu}ﬂne watching the film?
1 \
Yes \g No !
3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
. read the book first?
/’J—\\
\ Book | Film

o
id you prefer the book or the film? Give a reason for your answer.

DL:I'M becar € W dsesn oo in o SOMMCA

{‘Cvl |

5 Describe one scene that you remember in detail from either the book or the film.

WDuon Otume ases “V\(\TQ He 905 Choun oo’

6. Was the scene you described from the book or the film?
Book @
S

7. Describe Bruno in as much detail as possible.

R0 L 15 on iﬁh«k wm‘?, ),zu whe 15
Ceal/ Omlub//r hd LS of bt of

Wow%
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8. Do you remember him more clearly from the book or the film?

9. List three major differences between the book and film.

L _ﬂz Casy Agesn  come JGHrQ howse.

1 Toume Jeoadt  fleie WS TeaX

L. l{p eMel \S J:thml‘-

10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

\Bewmibe \\‘ %/\4 OM}“-W;H;\

12. If you were directing the film, what would you have added or taken out of the film?

| woNR_ \nci 28 }mful’ in_\Anove, Th e
Toin e o Zerd A/ Ho people %eﬂ/%
Tn o Me offtes  Houn . 7
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?
Yes No/

2. Ts this your first time watching the film?
Yes No 7

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

(Book- Film

4. Did you prefer the book or the film? Give a reason for your answer.

5 Describe one scene that you remember in detail from either the book or the film.

A hof i“‘u\i"‘) A jc

127

[T ] ol

| 4 . / I P
L~ It :f FA SA
7

6. Was the scene you described from the book or the film?
Book Film

7 Describe Bruno in as much detail as possible.

/"
P
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8. Do you remember him more clearly from the book or the film?
s

Book Film/.‘

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.

: e
Jevl 9 4

11. Mention one thing you liked about the film but not about the book.

b CLof ter

12. If you were directing the film, what would you have added or taken out of the film?
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1! Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

G
2. Is this your first time watching the film?

3. If your answer is ‘10’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the ﬁlm" Gwe a reason for your answer.

muurfr\ o @Umuk CmiL (A‘. U/M I
nANMK

@\MA&’J:\IA M#\/Hé WOLIZ /l’\LUZILQf\

5 Describe one scene that you remember in detail from either the book or the ﬁlm
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(fl/\,(k K)’&v{l ﬁfﬁz PuA Om,d,Rur O"UU& N
him  and. o J(ﬂ wobd Sl e el
ard. Fo. unt  Rihd.

6. Was the scene you described from the book or the film?

7. Describe Bruno in as much detail as possible. - - A T | R -

bm e (U, (el M and. ey
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8. Do you remember him more clearly from the book or the film?
Book Film

9. List three major differences between the book and film.

L \(\-*d\o, : J?a& J,A' M/\d/ g\mwi 0&(1, OJAA»(JJ\DA

o@xﬂ(ﬂ’u&o‘?

An
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10. Mention one thing you liked about the book but not about the film.
n te bb it age i aldf
ande A ﬁﬁpff Ozt thu\m% crrell  af mede
}) B

(o RQuad_  MaRe..

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

o )

2. Is this your first time watching the film?

Yes @

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

(Book)  Film

4. Did you prefer the book or the film? Give a reason for your answer.

4 ) {1 il I ’ 1
PooK B Reg ) Ltk besl? yes ety siad
d ' 7 7 7L
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?

_

N
. Book | ( Film )

7. Describe Bruno in as much detail as possible.

J i 0 \
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8. Do you remember him more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Bov in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

G=)

2. Ts this your first time watching the film?

<N

( > )
Yes \}fg//
3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?
Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

O

~0.CR .ﬁ\')ev\\’\K‘sc\g% oF U\j\\>\ A\ ot ey y A

5 Describe one scene that you remember in detail from either the book or the film.

\\ \<) i A’\\‘V\PQ\ %&\4\)’\@ S Cea kS i \“tLu
oo o K coaten, o oo eodefinn Cradstho
oeets SRR b NN

6. Was the scene you described from the book or the film?

Book @

7. Describe Bruno in as much detail as possible.

\\\Q_ S b wnneloacy oo a  erta Nune .
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e e, Saue. e ot Leesint Knuow Lonas

%F%Q % %\‘\ ‘\:%\ fjv\"'b-—\\:"‘.\\\ \NNL}H)‘V\Q oowr s‘\,f"\/\,\«(:\

211 |Page Sarah Theresa Gleeson




8. Do you remember him more clearly from the book or the film?

N
Book Film

9. List three major differences between the book and film.

o Dete S Sone deleted st W e
Sl et ale e abe _ 3%\

7 Aeedthe . Dasi Motk © oot an e ) O™\
KoaleU ol A Xe S\m M{\{Q\m ek

N
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10. Mention one thing you liked about the book but not about the film.

\Q\\Q/r\ e Sud g U ueR S\ g Sae
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11. Mention one thing you liked about the film but not about the book.

WMok Wane Fme hod Moo begidpierd savey
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12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book ‘The Boy in the Striped Pyjamas’?

Yes { Ns\
2. Isthis your ﬁrs\ttijme watching the film?
o
3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?
Book Film

4. Dnd you prefer the book or the film? Give a reason for your answer.

— -~ \ i 1o 0O
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?

RN
Book Gllm

7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

t/"\A\ .
(Book ) pim
9. List three major differences between the book and ﬁlm
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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1 Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

Yes @

2. Ts this your first time watching the film?

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book

4. Did you prefer the book or the film? Give a reason for your answer.
\ | \ | “ . MA A
\ ?(QL@;(?& L'r@ NedYy. b@muxe L ﬁ’n/(’f Uan O
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?

Book

7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

( Book Film

9. List three major differences between the book and film.

i ln ) ,r\g L he : slarw I Vel ShoC r
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10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

i

. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?

No

2. Is this your first time watching the film?

Yes

3. If your answer is ‘00’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film
4. Did you prefer the book or the film? Give a reason for your answer.
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?
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7 Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

'@ both (Film

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book ‘The Boy in the Striped Pyjamas’?
4
2. Is this your first time watching the film?
Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@/ Film

4. Did you prefer the book or the film? Give a reason for your answer.
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?
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7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

(ot (o)

9. List three major differences between the book and film.

L Boupa & nine  yeas? akd _n sy bos i one
esld 0 e oilm
7 7
o AL Mo ending Hesg M M Bryns
S Cb“[‘i(‘)! :‘Lf'ﬂﬁé &wrvy ?’)‘14\ bk 14 H~
lok ik Jakel” Uem' o Ty Ja pind o
L fgi,mo d")fo Grctal e Jns ~ 2e ﬁ [ he <‘Q;
[iIce Ha) s £~ 7):\ [-ﬂcIL /:},o‘/&/ C)O (o Qﬂ_
L\C«@—x ~{ice iy /iio box = ol =

10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?
N
Yes No)
2. Ts this your first time watching the film?

Yes ﬁf}

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
{ Book) Film

4. Did you prefer the book or the film? Give a reason for your answer.
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5 Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?
Book Film

7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

9. List three major differences between the book and film.
\
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Ts this your first time reading the book “The Boy in the Striped Pyjamas’?
Yes No

2. Ts this your first time watching the film?

Yes

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.
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5. Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?
Book 4:\
7. Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.

e b b & ne A O

12. If you were directing the film, what would you have added or taken out of the film?
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1% Year Survey on ‘The Boy in the Striped Pyjamas’.

Circle your answer where needed.

1. Is this your first time reading the book “The Boy in the Striped Pyjamas’?

2. Ts this your first time watching the film?

N
Yes @ )

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book @m

4. Did you prefer the book or the film? Give a reason for your answer.
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5. Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?
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7 Describe Bruno in as much detail as possible.
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8. Do you remember him more clearly from the book or the film?

(Book)  Film
9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.
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11. Mention one thing you liked about the film but not about the book.
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12. If you were directing the film, what would you have added or taken out of the film?
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Results of the survey — 24 Students Surveyed

First time reading the book 9 37.5%
First time watching the film 6 25%
Read the book before 15 62.5%
Watched the film before 18 75%
Read the book before watching the film 16 67%
Watched the film before reading the book 3 12.5%
Preferred the Book 18 75%
Preferred the Film 6 25%

Quotes from surveys

Did you prefer the book or the film? Give a reason for your answer.

‘I preferred the book because in the book the characters’ friendship proceeds at a
natural pace but in the movie Bruno and Shmuel hardly ever talk. I also preferred the book as

in the movie | missed knowing what Bruno was thinking’.

‘I liked how the film did not leave too much up to your imagination and we were

given a better idea of what the characters look like’.
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Describe one scene that you remember in detail from either the book or the film.

‘I remember in the book when Bruno and Shmuel were marched into the airtight

chamber and before the door was closed the people in the chamber took a big gasp of air’.

‘I remember that father was questioning Lieutenant Kotler about his father at dinner
and then he asked for more wine and Pavel spilled it and Kotler took out his frustration on

Pavel and may have killed him’.

If you were directing the film, what would you have added or taken out of the film?

‘T would have added in more visits to Shmuel. I would have taken out some of the

meetings with Herr Liszt’.

‘T would have included Hitler’s visit in the movie’.
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About a Boy

Mark Herman and John Boyne on Sewing Striped Pajamas

When I got the news that I’d get the chance to meet with screenwriter/director Mark
Herman and author John Boyne about their Holocaust drama The Boy in the Striped Pajamas
before a Cinema Seattle sponsored screening | never guessed it would be just moments after
they’d stepped off their plane. But that’s exactly what happened, the three of us sitting down
in the bar at the downtown Fairmont Olympic Hotel, the pair’s bags not even up in their

rooms, the publicist still checking them in as we all sipped tea and Diet Cokes.

Novelist John Boyne and screenwriter/director Mark Herman on the set of Miramax Films'

The Boy in the Striped Pajamas
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| wanted to speak with the twosome about the film because, for whatever reason, |
just couldn’t get their drama out of my head. While there was never any question where the
story was ultimately heading (a young eight-year-old boy named Bruno — beautifully played
by Asa Butterfield — moves to the countryside with his father, a Nazi officer, and his mother
and secretly makes friends with a fellow child residing at what he thinks is a Jewish work
camp, startling realizations about the true nature of the war ensue, threatening to tear his
family apart), the fact so much of it has stuck with me so long after is really quite something.

Here are some of the highlights from our 20-plus minute conversation.

Sara Michelle Fetters: Why did you want to write this book? Where did the idea

come from?

John Boyne: I started writing the book in April of 2004 and it wasn’t the book I
intended writing at all. I was a student of the Holocaust for a number of years but | never
expected to write about it, but | ended up having this idea, the idea of two boys at a fence
talking to each other, and | thought to tell the story from the point of view of the German
child. I thought the image of him walking to the fence everyday and asking questions would

be a fresh take on the subject matter. The idea just seemed too interesting to ignore.

Fetters: Conversely, what was it that struck you about the book that made you realize

you had to make this film?
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Mark Herman: As a writer/director every project [I do] takes like three or four years
and I’d just done a romantic comedy [Hope Springs] and | was keen for the next three or four
years to be dedicated to something a little more weighty. | spent a few months trying to think
of ideas myself and then John’s book — we share the same agency so | got an early copy —
came into my hands. Like he said, this [story] was a fresh take, and it was that fresh take on
looking at the Holocaust that interested me. | thought it was a very unique angle and |

discovered that film rights hadn’t gone yet.

So, in order to make that happen and to get the rights | thought a studio would be
more keen to see a film through a screenplay then they would through the book, and the only
way to do that was to write the screenplay myself and also buy the film rights myself and
hope to get paid back after they [a studio] has read it. | worked on my own for a few months
and then delivered it [the script] to Miramax and it was greenlit very quickly. I guess you

could say the gamble paid off.

Fetters: It had to help that, thanks to the success of Little Voice, you’d had a pretty

strong relationship with Miramax already?

Herman: Yes, | guess so, although it really was a new Miramax and not the same
studio | made that earlier picture with. But | had worked with [them] before and | also knew
that they really needed to be the first port of call. There just weren’t going to be too many
studios interested in making this sort of a movie but I did know that Miramax might be one of

them. Thankfully I was right.
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Fetters: | admit, | have not read the novel, but one of the nice things about the movie
is that it does make me want to read it which | think speaks to the level of quality in the
storytelling here. When I say that, what I’'m talking about the subtle way in which the piece’s
subject matter almost s sneaks up on you which, to my way of thinking at least, is

exceedingly impressive.

Boyne: If you did read the novel you would notice that it opens up without telling you
where, or when, you are, and when it was first published it came with a blurb on the cover
saying, “We can’t tell you anything about this story.” It meant the reader came to it knowing
nothing and it forced them to take the same journey as the little boy and they would be with
him, standing there, looking out his window seeing something without really knowing what
he was looking at, the reader asking the same questions as he is. It’s only as the story
develops that you realize what it is that’s going on, so rather being thrust into the horrors of

the camps you’re thrust into them the same way a kid who knows nothing about them would

be.

Fetters: And the movie, almost surprisingly, works really well in that regard, too.

Herman: What | felt when | first starting the screenplay | thought that by the time this
movie comes out, hopefully comes out, most people would know what it was about and
possibly know the ending as well. John’s book has a lot of flashbacks, a lot of revelatory

flashbacks, and as | thought everyone would know the story | took those out and put things in

233|Page Sarah Theresa Gleeson



a chronological order. At the same time, | did want to have the same sense of things, wanted
to create the same sense of juvenile dread throughout, and hopefully if | did that right it

would keep audiences wondering about what was going to happen next.

And, | also think even the people who have read the book and know the story are still
not quite prepared for that ending, still not ready to see it acted out. When you’re reading a
book you can put it down and catch your breath, pause for a moment. When you’re watching

a movie you don’t have that option.

Boyne: I think it is interesting people who have not read the book and come into the
movie not knowing [the ending]. It’s an interesting response. But, even for those who had
read [it] it can still be rather shocking. They want it to go a different direction even if they

know it can’t, I think that’s very interesting.

Fetters: When you’re researching a project like this one, how important is it to stay
historically accurate and yet still find ways to craft emotionally compelling narratives and

three-dimensional characters a reader or an audience member can relate to and feel for?

Boyne: | think there is a big difference between the book and the film in that sense
because thanks to my own historical research I knew just about as much as | thought I could

possibly know while writing, yet even then I also already knew that | would have to make
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some changes in order to serve the story. | had to decide which ones [changes] were

important to make and which ones were impossible to make.

For example, moving the commandant’s house outside of the camp I needed to do so
Bruno could walk to the fence even though | knew in real life [their] house would have been
inside the fence, but I felt that change was justifiable in order to serve the story. At the same
time, I knew there were things I couldn’t change, and that’s the way the stories of so many of

the people who were actually there came to an end.

There will be those people who say you shouldn’t change anything, but as a novelist it
is very important — even with a subject matter like the Holocaust — there are still major
decisions you have to make in that regard. | think overall the ones | chose to make can easily

be justified.
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Asa Butterfield and Vera Farmiga in Miramax Films' The Boy in the Striped Pajamas

Fetters: And in regards to the movie?

Herman: | think in movie terms, there are things you can get away with in novels a
little more than you can get away with in films. Every department, especially on a film of this
subject matter, you have to get everything right. Design, costume, everyone, they have to go

out of their way to be authentic and accurate.

Having said that, the book does indicate that [the camp] is Auschwitz and there is also
this great scene with Hitler and | took those real life names out because you were putting real
people in a fictional story and it could almost sadly be comedic if you did not get it absolutely
right. 1 did not want to potentially take people out of the story in that manner so scenes like

those unfortunately just had to go.

Fetters: But what about the children? While this meeting between the two of them
works dramatically, in real life it is doubtful it would have ever happened, plausible, maybe,

but also unlikely. I mean, most of these children who went into these camps...

Boyne: ...did not last a day. No, you’re right. I think plausible but unlikely is actually
a really good way to put it. There were children who were kept, of course. They were kept for
medical experimentation, of course, and there is also documentation of younger kids who if
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they could possibly get away with looking older than ten to say that they were. So there were

younger kids that were there pretending to be older than they actually were.

So, that’s one answer to your question. The other is that it [the age issue] did not
really matter to me. It’s not crucial to me whether or not it could happen; what matters to me
is that it does happen. Those sorts of issues don’t really seam that crucial to me. I sort of
think that you can either intellectualize the story or you can come at it from a strictly

emotional standpoint and allow it to play itself out before you.

Herman: The same thing goes for the movie. | think it is something you have to enter
into with your heart and not with your head. If you really do analyze it then you can pick
holes in a lot of things about it. But then, at the same time, you can also research just about

any aspect of it and find some historical note or anomaly that backs you up.

Sure it is highly, highly unlikely that two boys like this would meet, but then again,
there is the story of a nice little girl, about the same age [as Bruno], on the other side of the
fence who gave food to a [boy] on the opposite side. She fed him for about a year, and they
would have these meetings everyday with no guards around and she would ask him questions

and they became good friends before he got moved to another camp.

The day before he was supposed to go to the gas chamber [the camp] was liberated.

Twenty years later they [the boy and the girl] met in New York and got married, and that
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sounds like the cheesiest fictional story and yet that’s absolutely true. Our story is fictional

and yet it feels real, you just don’t question it.

Fetters: What was it like adapting this book into a screenplay?

Herman: I’ve done four adaptations now, a couple of them from stage plays, and I did
not think it was going to be tricky when 1 started it but then I got working and realized the
subject matter is so dense and complicated it was going to take a lot of work to get it the
sensitivity of it right. There’s also the fact you’ve got these millions of people, the book being
so very popular, who all have the film composed in their heads already and you’ve got to try

and make one better than that, not exactly an easy thing to accomplish.

But, like anything, you just sit down and you do it. You read. You take notes. You
figure out the way to make it work, staying true to the characters and the emotion while you

do.

Fetters: On the flip side of things, this book is your baby, your pride and joy. Was
there trepidation in letting someone else have their way with it, with letting them transform

your writing into their version of a best possible screenplay?

Boyne: No, because I wouldn’t have just sold the rights [to the novel] to just anybody.
I needed to know they’d do a proper job. After we met I felt like it would be a good match. |
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trusted Mark, had the thought he would be the one to get it right. After that, once | signed
those contracts part of me just decided to step away a little bit and not worry about it. |
always felt that even if the movie is a masterpiece or if it is terrible that doesn’t change the

book, in that regards at least my job was done.

Fortunately, in this case, | really do feel that the film is every bit as powerful as the
book. This has ended up being a really terrific experience for me, and | hope as many people
read or see it as humanly possible. [The movie] is something parents, grandparents and
children all can go see. There is no violence depicted in it, and what there is all off-screen. It
is not a disposable product and it is something they can come out of and have some really

nice, important conversations about. I don’t think there’s enough of that right now.

Butterfield in Miramax Films' The Boy in the Striped Pajamas
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Herman: | agree with that completely. | see people talking after the movie and if [this]
does as well in America as it has in Europe so far it would be terrific, but even if it doesn’t if
those who do [see it] have those types of discussions it would all have been more than

worthwhile. I’m proud of this film. I think we made a good one.

MovieFreak (1999) The Boy in the Striped Pajamas — Interview with writer/director Mark
Herman [online], available:

http://www.moviefreak.com/artman/publish/interviews_boystripedpajamas.shtml  [accessed

22 July 2010].
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English

To Kill a Mocking-Bird

October 2010

Ms. Gleeson

Your Name:

Read the questions carefully.

2 Marks per question — 1 for the correct answer, 1 for correct spelling.

Good luck ©

. What is Scout’s full real name?

. What is Jem’s full real name?

. Who is the Cook at their family home?

. What is the short/normal name of their friend who visits during the summer?

. What is his longer real name?

. Who wrote the book, To Kill a Mockingbird?

In what decade was the Book first published?

. What is the name of the children’s father?
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10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24,

25.

What is his job?

How old are Scout and Jem at the start of the novel? Scout is . Jem is

In what southern state of the United States of America is the novel set?

Circle the date in which the novel is set:
1860s, 1920s, 1930s, 1940s, 1950s, 1960s, 1970s, 1980s, 1990s

Who has no lunch and refuses a “quarter” dollar from the teacher?

What member of Scout’s class is described as a “born gentleman”?

Who is the mysterious neighbour the children are afraid of?

Scout made an unusual journey to the Radley place in Chapter 4. In what did she

travel?

What is the name of the nice neighbour who lives across the street from Scout and

Jem, enjoys gardening and lets the children play in her yard?

What is the name of Atticus’s brother?

What is the name of the woman who gossips and exaggerates and thought she saw

Boo Radley looking in her window at night?

Who fired a shotgun into the air over the children one night?

What did Jem leave behind him on the fence that night?

What two changes did Jem notice when he found what he lost in Q. 21?

i) i)
Name any two objects which the children found in the knot hole of the Oak Tree
i) i)

What job had Eula May in Maycomb?

Whose house went on fire in chapter eight?
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26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44,

45.

Who rescued furniture from the upstairs window and nearly got stuck?

What did Scout find around her shoulders after the fire?

What was the main ingredient which made up the snowman’s body?

What is the name of the boy who has a row with Scout at school, saying her “daddy

defended niggers”?

How old is Francis when he first appears in the novel?

What did Scout and Jem both get from Atticus for Christmas in Ch. 9

What was the name of the woman that Jem was made read to?

What was she addicted to?

Who is Zeebo?

What is his occupation?

Who ran the Maycomb Tribune Office?

Name the man from the mob that Scout spoke to at the jail scene

What is the name of judge?

What is the name of the town sherrif?

What is the name of Bob Ewell’s daughter?

What does she accuse Tom of?

How old is she?

What does she have growing on her windowsills?

Who did Tom work for?

What did Bob Ewell do to Atticus on the post office corner?

244 |Page Sarah Theresa Gleeson



46. What is the name of the woman who organised the school pageant?

47. What was Scout dressed as?

48. Who tried to scare them on their way to the school?

49. How did Bob Ewell supposedly die?

50. What damage was done to Jem?

245|Page Sarah Theresa Gleeson



Appendix 2.2

246 |Page Sarah Theresa Gleeson



Slide 1

TO KILL A MOCKINGBIRD

HARPER LEE - 1960

Slide 2

e

Mary Badham and
Gregory Peck review the
script on the set of the
film ToKilla
Mockingbird, 1962.
(Universal Studios/Getty

Images)

Gregory Peck (Atticus Finch)
with Harper Lee on the set in
1962.
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Slide 3

1. NARRATIVE AND POINT OF VIEW
The narrator tells the story with a specific perspective informed by his or her beliefs and
experiences. Narrators can be major or minor characters, or exist outside the story

altogether. The narrator weaves her or his point of view, including ignorance and bias,

into telling the tale. A first-person narrator participates in the events of the novel, using
“1” Adistanced narrator, often not a character, is removed from the action of the story
and uses the third person (he, she, and they). The distanced narrator may be omniscient,

able to read the minds of all the characters, or limited, describing only certain characters

thoughts and feelings. Ultimately, the type of narrator determines the point of view from

which the story is told.

Slide 4

WHO IS THE NARRATOR?

To Kill a Mockingbird is told in first person by Jean Louise

“Scout ™ Finch. The novel begins from the point of view of

Scout as she looks back on her childhood, revisiting memories

through the filter of her adult experience.
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Slide 5

Slide 6

2. CHARACTERS

The central character in a work of lterature is called the protagonist. The protagonist

usually initates the main action of the story and often overcomes a flaw, such as

weakness or ignorance, to achieve a new understanding by the work’s end. A protagonist

who acts with great honour or courage may be called a hero. An antihero is a protagonist

lacking these qualities. Instead of being dignified, brave, idealistic, or purposeful, the

antinero may be cowardly, self-interested, or weak. The protagonist’s journey is enriched

by encounters with characters who hold differing beliefs. One such character type, a foil,

has traits that contrast with the protagonist’s and highlight important features of the main

character’s

barring or complicating his or her success.

ersonality. The most important foil, the antagonist, opposes the protagonist,

WHO ARE THE MAJOR AND MINOR

CHARACTERS?

Scout — our main
protagonist

Jem

Atticus

Calpurnia

Arthur ‘Boo’Radley
Tom Robinson

Bob Ewell

Aunt Alexandra
Uncle Jack

Miss Maudie Atkinson
Mayella Ewell

Dill

Mrs. Dubose

Francis
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Slide 7

Slide 8

Headstrong/Stubborn
N Intelligent

Innocent N\

> Curious
Determined =

Mature Sensitive

Adventurous .

Caring
" Determined
Leader
//'
—~ Thoughtful
Strong

Protective v Developing

Brave .
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Slide 9

Slide 10

Intelligent

Older
Generation

Partofthe
Finch
Family

Protective
Nurturing

> Loyal
Protective =
Thoughtful N Friend to All
Generous .
Headstrong/Stubborn
Kind-Hearted
Mothering

Loving

Doesn't
Suffer
Fools
Easily
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Slide 11

Slide 12

Allegedly Violent
N Intelligent
shy :

> Child-Like
Protective =
’ |
Playful v Sensitive
Supposedly .
Dangerous
Family Man
N Hard Worker

Innocent

2" Class
Citizen

Non Violent v Sensitive

Nature Softly Spoken .
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Slide 13

High Expectations

Domineering

Bossy o

Appears to be
Charitable

> Strict

Critical of N ghildren szould
Atticus and the Cautious e seen and not .
children heard
Opposite of Atticus Not used to
being around
Unable to children
Discipline

————= Immature
in ways

N

Educated
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Slide 15

Slide 16

Headstrong/Stubborn

Kind-Hearted

Intelligent

> Neighbourly

Appreciates
Beauty

Loving
towards
the
children
Mature v Brave
Optimist .
Naiive Scared of her
Father
Innocent
S

——— Victim

Looking for
somethingbetter .
in her life
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Slide 17

Slide 18

Adventurous
N Fantasy
Childish
> Curious
Friendship™
Broken Home N Sensitive
Loving .
Headstrong/Stubborn Very 11l -
N Morphine
‘ Addict
Ignorant
\ ya
N \ Yy,
~ /
~ Vs

——— Bravery

Determined =

N

Courage
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Slide 19

Innocent child
listens to adults

around him Bully

Childish

Curious

Slide 20

3. SYMBOLISM

Symbols are persons, places, or things in a narrative that have significance
beyond a literal understanding. The craft of storytelling depends on symbols to
present ideas and point toward new meanings. Most frequently, a specific

object will be used to refer to (or symbolize) a more abstract concept. The
repeated appearance of an object suggests a non-literal, or figurative, meaning
attached to the object. Symbols are often found in the book s title, at the
beginning and end of the story, within a profound action, or in the name or
personality of a character. The life of a novel is perpetuated by generations of
readers interpreting and reinterpreting the main symbols. By identifying and

reveal new f the novel.
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Slide 21

Slide 22

WHAT ARE THE MAJOR SYMBOLS IN THE
NOVEL?

Atticus is named for a leader from ancient Greece.
The very names of Maycomb’s residents symbolize
something about their nature. Mr. Underwood
confines himself to a dark office, and Robert E. Lee
Ewell may be the antithesis of his Civil War
namesake.

The only time Atticus describes “sin” to his children,
he advises Scout and Jem to avoid shooting
mockingbirds. Why does the mockingbird (p. 90)
become a central symbol of the novel? How does this
warning relate to the other events of the story? How
does exploration of the mockingbird shed light on
other elements of the story?

4. CHARACTER DEVELOPMENT

Novels trace the development of characters who encounter a series of challenges. Most
characters contain a complex balance of virtues and vices. Internal and external forces
require characters to question themselves, overcome fears, or reconsider dreams. The
protagonist may undergo profound change. A close study of character development
maps, in each character, the evolution of motivation, personality, and belief, The tension
between a character’s strengths and weaknesses keeps the reader guessing about what
might happen next and the protagonist’s eventual success or failure,

“This novel explores human nature, equality, and justice through the trial of Tom
Robinson. A child’s inexperience captures an innocent sense of justice, while an adult’s
world-weariness leads to abandoning the fight for justice.

As a result, this novel hinges on occasions in which adults act like children and children
act like adults. In order to argue for racial equality, Lee must demonstrate situations in
which narrow-minded prejudice can realistically yield to an expanded moral sensibility.
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Slide 23

Slide 24

5. THE PLOT UNFOLDS

To Kill a Mockingbird begins as a story about curiosity, sibling
adventures, and the first school days. The novel evolves into a saga
about criminal justice, legal representation, and deep-rooted Southern
values. All the events lead to the final, tragic event: Tom Robinson’s
guilty verdict. At this tragic moment, Jem forsakes “background” in
*” (pp-
226-227). He believes that literacy allows the Finches to rise above
prejudice, while illiteracy sinks the Cunninghams into a moral
quagmire. In the face of such injustice, Jem realizes that Boo Radley
may want to stay inside to avoid the prejudice and injustice.

exchange for how long his family has “been readin’ and wri

6. VARIOUS THEMES

Race

At what points do different characters make remarks about race? At
what points do other characters’ actions speak louder than their

clue to this question?
Justice
If Lee is using the novel to provide us with a definition of justice for
the twentieth century, what is her definition? Remember, she
published the novel in' 1960, during the Civil Rights era.
Literacy/llliteracy
How is the novel developing an argument about the value of reading?
What is more important: the activity of reading or the content within
the text?
Gender
Atomboy, Scout becomes more feminine as the novel closes. How does
Scout battle with her gender role? Does she give a new definition of
femininity? How does this relate to the rest of the story? In what ways
and Dill face the same coming-of-age dilemma? Finally, does
this reflect the 1930s, 1960s, or both?
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Slide 25

7.

KEY SCENES

The mob scene outside the jail — suspense,
tension and drama.

Mad dog with rabies — reveals a hidden side to
Atticus.

Cal’s Church — prejudice in society, close-knit
community, generosity, importance of religion.
Mrs.Dubose - courage and bravery "You never
really understand a person until you climb
into his skin and walk around in it".
Court Room — suspense, hatred, prejudism,
innocence verses guilt.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
Yes No

2. Is this your first time watching the film?
Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

5. Describe one scene that you remember in detail from either the book or the film.
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6. Was the scene you described from the book or the film?

Book Film

7. Describe Scout in as much detail as possible.

8. Do you remember her more clearly from the book or the film?

Book Film

9. List three major differences between the book and film.
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10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book “To Kill a Mockingbird’?
Yeé No

2. Is this your first time watching the film?

Yes, No
3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?
Book Film
4. Did you prefer the book or the film? Give a reason for your answer.
'\'U o ‘\/_L‘" Caulic / / ¢ ¥ a) 'y

{ ¢ : gk L

5. Describe one scene that you remember in detail from either the book or the film.

/:{ VALY =4 O NN 2C Sk (G TR 6! .7 UL

A Ca oL L. ;L QAL RoLX S_»( &, f"

5 \ / A D x f‘ " = -

6. Was the scene you described from the book or the film?

P,
Book Film
7. Describe Scout in as much detail as possible.

> [CRe LD IR 2
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8. Do you remember her more clearly from the book or the film?
75\
Book rT:'ilny

9. List three major differences between the book and film.

) L N A : \ ! -
I ﬁu\h Ahraondoa. 2 ce) i~ e /:d'/‘\
L Mm% nawdee = o o Ne fallm
J

I S Qipese. S W0 A0 Scarca

10. Mention one thing you liked about the book but not about the film.

f 4\ Lhe do Boad phun doy 0o f
QoS MRLL.  on A +hoy  Tzlk o ‘t/"'.'t"p v =
> 3 v

=

T

11. Mention one thing you liked about the film but not about the book.

" "“ | o= [ P — ly\ -
i Lﬂi/\ ”’Jro SR NLp. (4 %v% SEWYy B \/K

TN gy ChaSed, Vi, Boo 00

12. If you were directing the film, what would you have added or taken out of the film?

| ¢ ] - ' \ - \
DR, U OIIE. Pl T )v_ =Conco Uotaree.
— \ \ Al 7 » k ~
Gen. aod. Koy Ve, C¢ BN RO

Thank you for taking the time in completing this survey.
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2™ Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird®?
\i{'is;/ No
2. Is this your first time watching the film?
\Y\és ; No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.
- 0" n o L
o w\fm ‘x‘JA xdx oA u %10 Jf O Q{r\,u) SAONQ ()‘\n) L\AJ(

‘\/\/\\CA)};/ tX\& \'\ N ‘LxX

5. Describe one scene that you remember in detail from either the book or the ﬁlm.

— A D ~

fnom D\ 5 \m)(m L raaaden \;\f\j_ DN uﬁwm
L -0 - T g, o 7 0 = c

6. Was the scene you described from the book or the film?

Book { \Eilm»

7. Describe Scout in as much detail as possible.
\

3 ) ) " 0 . { OO » X e
fu’\A U\r\:,;m\ De C@Z«m ,‘7)\0—\2 D en loy (/w-‘. oo

b . bonnaliXg L.
k> o
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8. Do you remember her more clearly from the book or the film?

,f‘\
Book @m )

9. List three major differences between the book and film.

o I . :
VLoune. won on KNG, wah  asu
\

I “The (Qunth Acore. won asaXed bgen
oo &l by

10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

Thank you for taking the time in completing this survey.
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2™ Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

—

. Is this your first time reading the book ‘To Kill a Mockingbird’?
G o
2. Is this your first time watching the film?

7\
(e Ko

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film
4. Did you prefer the book or the film? Give a reason for your answer.

b it Cding ’
Mexede&ils on shap ckers

5. Describe one scene that you remember in detail from either the book or the film.

f [QMQM:LQC L’_L.g Sscone u)h LN @ gdtgsé a0d  Fogk wglic upto
pho Ry d{e./é hosgo AE{,Z.’ M Bitad<s Jeom St

6. Was the scene you described from the book or the film?
Book Film Beth

7. Describe Scout in as much detail as possible.
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8. Do you remember her more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.

L Sk 2 Mg .

IL. mmw_'mg@p lll‘kﬁ ke ccons in /;f/P,//n),fk
Gy gl

II. bau : tky Tee

10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

A

A g @ck &

12. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

G &

2. Is this your first time watching the film?

.@ T ‘b'
l‘.4 /

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@ Film

4. Did you prefer the book or the film? Give a reason for your answer.

e : DO R N aone.
a \ox o8 Adka) Was weN\  weda Sond
Y iechuded corng. ONaze  Scones

5. Describe one scene that you remember in detail from either the book or the film.
Fromita t=o®w

/\\’O/ 6CQ{\€(/\\\>\NU\ Se,mk C:c/\)u\\ Qace m\\(t\\\aj
oc Seoree We 5o \e bhae Aoy and

B SN\ oNeslg e Vo ondd Oooo QCAC,\\Q/\A
o apn

6. Was the scene you described from the book or the film?

@ Hili

7. Describe Scout in as much detail as possible.

Tosdoo i cod FEP oM@k Yo o ooy
o\ A %\r\Q‘ Wree o Aol Aag x(\gjtu-eo% Cw\®\
\’\Q»\\QS (Aol n% Acemse =
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8. Do yvou remember her more clearly from the book or the film?

~ Book @

9. List three major differences between the book and film.

L Mes Maudie x Miss Stephome

QL. C/ON\lO'(\FI
L. /_”Qg” daonk o0 Lo Calpuenias e .

ML lb\\v\r\k" A\e)(&r\d\s‘u Q2L coWNLRA Yo ‘oo
| P i

10. Mention one thing you liked about the book but not about the film.

The  bask  ed Mo Sclneq a/r\(l e
R ON God Ak MOre obauk may Gaseribibn
ond _okthur Th: f’%é Lhen tlhy ool

11. Mention one thing you liked about the film but not about the book.

T e Cou\\i& O\Q\v\(@ Sessinl N fu\C\
Xt S oinired =

12. If you were directing the film, what would you have added or taken out of the film?

i ¥ \Aoq\\é \r\QL\JQ oA Ned M A b

ek cnoess va Yhe Ciadeskous  landing
acd Y Co scene : t

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Ig@ your first time reading the book ‘To Kill a Mockingbird’?

Yes / No
2. Is this your first time watching the film?

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@y Film
4. Did you prefer the book or the film? Give a reason for your answer.

N ) 1 o ) ; o
/Qf(;‘ (;((‘{7 mfg,v/u; :( L—b VX "L‘(\-J /) AR Y onrg N é”{“/( {"
0. Ark i ludld Hak o s R

5. Describe one scene that you remember in detail from either the book or the film.

~>\/\L e Wan AL 0 Tem et s
1:"4 i\gj'»-(ﬁ G O Sony ALk Wty Agoried G Ceok

6. Was the scene you described from the book or the film?
Bool Film

7. Describe Scout in as much detail as possible.

MZ»EA Niconkl , ahusrdsn  Tabkadesnn  claetinen
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8. Do you remember her more clearly from the book or the film?
Fim
9. List three major differences between the book and film.

5 "%Q& N ALove  Nene C«L\Muu“r w\ e cped iAls0E Vi\fjguj
Ao w1

n  Sen cded et g L Dead SE Oy T Ame

M. sfui abledie v i Lol AN

10. Mention one thing you liked about the book but not about the film.

% /QYIO’\/C MM S C€H ’[ﬁ}uw VA /(/ZQ Nlomen leZ
delodl a:d te  Giln —FoeteddaeaGe ol £ . 4
bk grd Chits

11. Mention one thing you liked about the film but not about the book.

WQJQL//OL//’ ‘/I/m?|- //\z /Zi(w (Mo, ’ﬂt‘e&o é,gﬁgg

0 CTey \yzodsiald

12. If you were directing the film, what would you have added or taken out of the film?

C . ; ’ .
J el aandbode o /iers —ZAA L{W
9 ol Tesm ord AAlk

/

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
TN

2. Is this your first time watching the film?
Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
N
Q%/ogy Film

4. Did you prefer the book or the film? Give a reason for your answer.

| . (')el'iﬂﬁ}u‘ J;).’(/‘(@’_ez\ })\Q bo()/ﬁ because | /tlDLLJfJ W
b v | ape ‘.ww;t»,;? awl i were Jolwl.

Y

5. Describe one scene that you remember in detail from either the book or the film.

| waber B bl xee  of fe  beob

e o K ~u;=7 savee,  Jho  [Ws  of  both  Scout pugl Jem .

6. Was the scene you described from the book or the film?

@ Filin

7. Describe Scout in as much detail as possible.

;ﬁécm‘/ < X ved y/w}(l g ﬁmm/ S ¥ y<ur
old Ja,:/ whe G / whyes Mgt fe. ook

J
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8. Do you remember her more clearly from the book or the film?

@31} Film

9. List three major differences between the book and film.

L way A[%%Wlfa S Ak in e f/M

L Zecy) ot Jem don 't go lo  Calpwrma 's hurcly

o L.

m M. bboce s O;{[;/ va | scene . the £lm

10. Mention one thing you liked about the book but not about the film.

/P /ZQJ //E Wy } weg ey /27‘2’@5/%@ oWl
ik plaky _o¢ g . Al*er'e»/',;«y sceqes . :

11. Mention one thing you liked about the film but not about the book.

/ /L&Z’ //tg way ,} we,  q V.sua )
of  whal we " lgye ege)

12. If you were directing the film, what would you have added or taken out of the film?

| wodld  fuwe ahed a4 By wmore key
wenee ke e | oa Colpumn e church

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book “To Kill a Mockingbird’?
Yes No
2. Is this your first time watching the film?

@ W

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

\QMMMQ\MQWLEM
e | o b addn, e seenls o)/
c ranackens,

I

5. Describe one scene that you remember in detail from either the book or the film.

W\MWW,&@M@
MZ:«\/ Aavhen. ANeoplla (nele Aouwh inke
Koo ano. Bo69Ercll 4w luuw olesuls
o oSt s chore ety Rindbn <39,
kel Ao /DLob\ /UD B o@%@)&% wlehy Hug
yeoda. ATV N

6. Was the scene you described from the book or the film?

Book Filr;\l

7. Describe Scout in as much detail as possible.

Frcovk 5o sesuy sdpenced. (o o soe,
e i Al Ik ®Wlsvo(y - vav ey ah
She Llpos Jeo \@&m S lnexthe . Aniabanees
AN MUNV}’Q/ clse | 7 e
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8. Do you remember her more clearly from the book or the film?

9. List three major differences between the book and film.

. M%@r\zﬁbmq@w
Ikmwwm i

1L

10. Mention one thing you liked about the book but not about the film.

9 Lieed, Ahe Kool acenp, . ke,

S

oo Ao

11. Mention one thing you liked about the film but not about the book.

9 Libed. By Sbophonie Qf@\aQofxi el
AN22 Rachol snerw. canlointed oy —
M\G\JJX&, DO d

12. If you were directing the film, what would you have added or taken out of the film?

A wold e 2Adod. Lalpumisls

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

Ge) N

2. Is this your first time watching the film?

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@ Film

Did you prefer the book or the film? Give a reason for your answer.

) ‘(T(de(&& o Erler bplhuSe - woxes

Mo, ocritras add ol Mo (ASwwl

&

5. Describe one scene that you remember in detail from either the book or the film.

U\/l\@‘/‘ 44{/kt(/b’( Lg Q’//Q\% Hon (\C/ /\/’(:,(, (/_6//[/,
el S She B %ZM? “ e Cband
Reel(y  0eTUe0s ’ a

6. Was the scene you described from the book or the film?

Book @ ’

7. Describe Scout in as much detail as possible.

Qo 5 4 h gt old goicd wd gk
O v e Yoy WwagS Ttolds  bosS ClteS
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8. Do you remember her more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.

L

II.

III.

10. Mention one thing you liked about the book but not about the film.

[ (ikd . ey cumm Qixth duy Yo hpuld
cou &  Chagpter g

11. Mention one thing you liked about the film but not about the book.

| (,fk(’,CJ hyw ot Saw Mo Staff Hut
(< pention

12. If you were directing the film, what would you have added or taken out of the film?
fly. Clufe Mt WS buklen our OF dle

Clm —und  n ~te Pl kp My  difforages
A / A 8 [ 7 ST T
7 T AT

. Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

TN
Yes (No |
e
2. Is this your first time watching the film?

Yes \No ‘

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book \Film,7

S

4. Did you prefer the book or the film? Give a reason for your answer.

- 7 r oY
l pr € f{l!’ £ A t«/\‘- boO [’C a¢ . 1L W \Fw‘i ‘m“\(' o A\
M ;};‘-p f/J‘~p tt{,{ and l«\;k d ) /*,_u{'/\ scen®s M hich

{ . | | - of
Ve T (A Cluger A A : ‘C!Lh’

5. Describe one scene that you remember in detail from either the book or the film.

- [z pram =z

& 3 ’
) hep I \pll%g a\ (dh ] O EC")I 1 SOa la ‘}"r
4 & b 4 ~ N |
(AT ‘»”f)d'\\f 15 AN pA o8\ 1 w;:‘ sCenht 1 Ly

 Convpalnor

6. Was the scene you described from the book or the film?
@(;O/\k Fil B d‘& n

7. Describe Scout in as much detail as possible.

Z T = — 7
{, ol § P ohs gAg \71 T‘TI;/ s L \ Ml Ing l\n 4
[ t‘sm [w.,,.:— ablurce, SI en 10y 1[‘3;1‘,,“ g }“ T
Velo Inddeo 3 1 CA 0a iy {’ 1 ‘:"n-e iob i\r
T':«.- : L/ J g5 )
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8. Do you remember her more clearly from the book or the film?

Film

9. List three major differences between the book and film.
I Thc s(€ny an (Q[Qu,—ﬁ;q 5 rlhurch
- ¥ 7 + 7 5
(VAL ¢ v ‘i“e‘[ {l'bn« ‘_:\r" ‘fl(:“ ! .:.-,,';'L" ,( Sy n g
U k‘t g & g»c’n.f i
IL BunT ) Afk‘?;& wh “l'-L is (‘GF{. oul g’ll tlr

£'I/r"‘ ’Z)\‘?('Tl‘;zf L\.ﬁ:.\(» a kz/-: Appaclw

M _Boo Rodle, Joecn'f pealc  of
Tine i[t{»/( ﬂ--'~>"—v Af 4‘1;‘& L AD L >l~f
Ele aovel

10. Mention one thing you liked about the book but not about the film.

L L3 /L( 'k'/'»{‘ F"l(t L.;wt it_
f/wz cLqu %;p// s ! ;{,'gijlu e l\

<
Ih LLe £ sl

11. Mention one thing you liked about the film but not about the book.

l LI[Q( l[j\f 'Jf‘*Ct . tf\q‘{ J(‘(‘-‘\ TC"‘ (VAN Yoaye

7 F i .
dn IMage af J"ﬁc ([\(Af('("{-t<. /Jmt A

“ilﬁln 7’ - 14 ‘Llr b”{,[(

12. If you were directing the film, what would you have added or taken out of the film?

16 | wert direding tle &0, | wien [ AL
o J.’I_g(} la. f\({p. < A A’,. wWetr & - F'(’ ,f_).a,!: and

4{&% 5 T Le. confront wlion st sl prein L s
uhorel, o8 i T i$ o i L S cene

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird*?

@ No

2. Is this your first time watching the film?
Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Booky Film

4. Did you prefer the book or the film? Give a reason for your answer.

Dok 4 Ly»m Ll mone deptniplie  end gy Lo
K\Mg"'\x’ e oo o e doad Lo~ 1, e \:'L“L
pane e vv Xe Wy e Remad U%Q%“&V
Leneainsh DISAN L\ SRS, S I Q\;\M he N vt Anagpy
\TM,
5. Describe one scene that you remember in detail from either the book or the film.

When h Toorn Rdreosn M ol | AL

voltay ok o P toek o o Do cdoma pepe

6. Was the scene you described from the book or the film?

—~ qeen 2

/Bo\y Film I N P I VS PO TG W S R WS ¢ N
7. Describe Scout in as much detail as possible.

A ik K ’YM, Yopae X . Nor QXW Fo DN
Topnpn, Nk, & drnk

N
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8. Do you remember her more clearly from the book or the film?
@ Film

9. List three major differences between the book and film.

L W ot vy Loy Dhandn b opnFan o
e FAM

L D Pk b oreter fragm the (o

IL Tepn X ~2ed B [ Pomny iﬁ Dt

10. Mention one thing you liked about the book but not about the film.

SRS O V=S NS 15 OF SOV L e T S S
C2atimap  ord  ollagn  thgn el X e AN brd - Pt
a |} 7 \J T

%

11. Mention one thing you liked about the film but not about the book.

9 hd Yan &QA,‘/D\(\-’HH\M“L‘/) W P rn e~ o
wodinlerd |

12. If you were directing the film, what would you have added or taken out of the film?

L b o MW At e Lk
bﬂmmmﬂﬂvhwﬁ

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

No

2. Isthis your first time watching the film?

.

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

;}iwux/&)o i doht hke =

bt o of  megs m@am

5. Describe one scene that you remember in detail from either the book or the film.

The  Scene weee Aiicwre S hof
Ho Ay wih Ralbiel

6. Was the scene you described from the book or the film?

Book [&st Film
7. Describe Scout in as much detail as possible.

bb»fw#!ﬂna?@(\t CV’Q QV)t@Q&M bea,0 m&{—?/&@/‘j
N\cORS yy o Nepay
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8. Do you remember her more clearly from the book or the film?

Book

9. List three major differences between the book and film.

L (&,147\)&{){@'9 Oedd  Scene Qo

omp HeA JQ,mM He [

I Fem  ard  Scouk  ngve€ wenh o Mes
Dubrcgs,  Yewre b in o fim

o. Misc Ma@ig ond M Raekol e

Conbned i e Gl

10. Mention one thing you liked about the book but not about the film.

T"‘Q ek had o ot e

\

11. Mention one thing you liked about the film but not about the book.
e Lilm .
% o= et . By oyt Lecaux®
AE was visudd oo | goldr pero o

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

2. Is this your first time watching the film?
(/Yes\/ No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film
4. Did you prefer the book or the film? Give a reason for your answer.

4 1 e, -oinl 5 5 |
9 g/y,é@c% e lﬂfbﬂ) Q-ééu‘~u‘<4
U~ qeun Yot A renthal bo %t I
Cockal Lodo o m&?f/c‘m@

5. Describe one scene that you remember in detail from either the book or the film.

Wwhen altbive. Shotsr 0471 e

re 60

6. Was the scene you described from the book or the film?

Book @\

7. Describe Scout in as much detail as possible.

& , & / 9 ; - .
/"/_f(,‘<, & oz~ ’; /(2 & (4/(,4_4 {L(Z:(// z r)/F A A Celi—
e s L T #/vw

4
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8. Do you remember her more clearly from the book or the film?

- Book

9. List three major differences between the book and film.

M8 Owmudio, hwe gol

/r(/uvnl' Aot Y
i el Alarolivg. wn e ote B faxcn

nm _Hee /wp&&yi’u% Qrl P2k o Ho
£

10. Mention one thing you liked about the book but not about the film.

Ser, orstlod f}tz/ Sz G ea ms

I M her —e 1“—, (> e/ &Q-(fbf?)

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?

(;T /'C'CLC(L }70&—6 (2 &Aé A 7‘1—;‘“—6“ g(j:/;,/,r@
o’ MS ™ hee—c t.«//nwca%a L

i Fe

Thank you for taking the time in completing this survey.
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2"! Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
)

e/ No

2. Is this your first time watching the film?

Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

l W/q-ég@&nfcz( e bl borawne tfo Siton s

feitils ke

5. Describe one scene that you remember in detail from either the book or the film.

£

LN 427 24

L2 L2

j &Y\/Afr\/é//r +A2 scoong Hore +Lo priadda,

& T

(dvrwé/,l anA /%é M < /\,A-ﬂ'ér;n( <o Ez(,(“f’ /L'///‘ 7\/{ / Tus2ea 2 ?M
i ey Jen tolling Soet o o Yol angon @ '
6. Was the scene you described from the book or the film? '
T
Book Fil LA, T
00! 1im ,Q /\/

7. Describe Scout in as much detail as possible.
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8. Do you remember her more clearly from the book or the film?

_ @ il

9. List three major differences between the book and film.

v A d T o A
18 M Mo hio o s é; Eﬁé:ﬁ L mnidiinie ol

{21 EQg Y ‘52[/)/(;/2\‘/{ it R By W il P /)./v/m_é

10. Mention one thing you liked about the book but not about the film.

&
Sl 5’1,@,.(7 s TAA

11. Mention one thing you liked about the film but not about the book.

/g’ ! d/j{ 7/'A S22 \ Axﬂ)( \L/Q ’47"?/’?‘”4 /Mal/

12. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird*?
TN
Yes ) No

2. Is this your first time watching the film?
Yes / No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film
4. Did you prefer the book or the film? Give a reason for your answer.

\ prefored Ne beeW becquse 1% wenk
a0 were  deoul

5. Describe one scene that you remember in detail from either the book or the film.

(ohein s ot the mac (Eog on He
hree i e wClp '

6. Was the scene you described from the book or the film?

@ ) Film

7. Describe Scout in as much detail as possible.

;CQL\\ LaesS 6‘ \EeQLS o ‘d UQ\\O \*’\“Q,C\\ XtO
!t\‘u)\\k ale ol o wrothr, gl LS5 el
LnnoC By
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8. Do you remember her more clearly from the book or the film?
———
E»_nk ) Film

9. List three major differences between the book and film.

L C&lf@m.v»na dees ot 3 bs s thuedl..

1L

Ms  Gowmed and Mg odhol aie  Combiasd

I Y Ve e Ms Dubose  Golls Atbcing «
NGl ks

10. Mention one thing you liked about the book but not about the film.

T\}\ZQ\— oo wenk mte  wore CM&” ool Y MLQCl

(SN

11. Mention one thing you liked about the film but not about the book.

Vo ooy do  uswolize oll He Clo}'c\cjretﬁ
ol M omb

12. If you were directing the film, what would you have added or taken out of the film?

l temdd Yawe wdbd Wa Seens wles

(o \“)\' S a1 16% (“(J_' €= o Y.c CL (U‘Cl\,

Thank you for taking the time in completing this survey.
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2™ Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
/Yes No
2. Is this your first time watching the film?
?es No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

; \ .
I D_I\,\,R)Z LA AL" l yx{,\( tb Hc MW\_ bf( “CONLALDL
\_l\ﬂ A2 \k&/"s/@ Len ‘;Crw 4 < CPRY /::\) L -t {Q 43 v\;‘.\
Ak e nFo incladed .

5. Describe one scene that you remember in detail from either the book or the ﬁlm

‘ )’L.< AR 0 o LQT t’{‘_ (o) r,_w*\&'\;‘/~ Q/‘\mr JFL‘
_, ; = i S 20V O vv\ S(‘%xt v o\i y "LL
Efﬁ\ _b‘z \!/\ \a)k ANNG »ﬁéfr 2 2l A 0 ) ‘H—("
’t—'—wﬂ l’ mfxw”l«( lx&z\\( V.05 ) L AadDe

6. Was the scene you described from the book or the film?

.
7
| Book Film

7. Describe Scout in as much detail as possible.

g//(n)\,:}t AD tL/ I %0@1\1 + g/ﬂ‘\/ LA

7.;. o Vaud/ :/% vié\_ \J&/L\l\/\’ 4\:\/7&/ J/L\'CA \7% Qﬁ\, ,”\Q.A_. O OR

z )Lu . ¥4 O Ji)/r.w(’vl\.\i bﬂ»& \l ;/)Q, £ {* \)V v Y _f—v’ %]bﬁ
A e D e DA LLJ lo— C/(L\Qk LNAD
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8. Do you remember her more clearly from the book or the film?

c T /E
Qy )

6{4(366

9. List three major differences between the book and film.

: T (\%\U\\ 2bere . Wow \&k_

U
SV

1L Nes Msy Dadosae

IIIL.

10. Mention one thing you liked about the book but not about the film.

ekt o lernen od U bod

UV ., )\Amxz)@ palen b e Gl

11. Mention one thing you liked about the film but not about the book.

tlamm s ki .

12. If you were directing the film, what would you have added or taken out of the film?

l wajk}» )\»lw »uHV M\k JOL( (,k m‘\
g/( b " T o ‘H(» &km k‘h,e/rawm./:u.v

Ao &~ ‘L@&y STere be t onn A:k. Sj\.cm uxj__
L —e\km/u uv&/n\.. ernal H—( Ne S Ne A0 /r't th
{"Mvrl/(!z’\ a :

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed. |

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
Yes No

2. Is this your first time watching the film?
Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

5. Describe one scene that you remember in detail from either the book or the film.

6. Was the scene you described from the book or the film?
Book Film

7. Describe Scout in as much detail as possible.
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8. Do you remember her more clearly from the book or the film?
Book Film
9. List three major differences between the book and film.

L T

IL.

II.

10. Mention one thing you liked about the book but not about the film.

11. Mention one thing you liked about the film but not about the book.

12. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time 1{1 completing this survey.
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2™ Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book “To Kill a Mockingbird’?
2. Is this your first time watching the film?
Yes ) No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

&

Did you prefer the book or the film? Give a reason for your answer.

Rk -l wes belver exdained. llp | heclal ec\(ﬂ

, @ T
Hhe book | wxuldr\“’h mkmw wheh  was K(-jmj on.in VYo {"lm«

7%

5. Describe one scene that you remember in detail from either the book or the film.

/LLE U\G\.\ Scene jn H\e ﬁ!m

6. Was the scene you described from the book or the film?

Book @

7. Describe Scout in as much detail as possible.

e/\Sane, M\a.:e . o(oLaMinQQ‘ ;
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8. Do you remember her more clearly from the book or the film?

(Book) Film

9. List three major differences between the book and film.

L No Quav  Olexandee  in Move.

IL

house.

O.  |a He Cl\m,. Jem _doesn't g home 'anehueen L?Jlunj

! adl 0 i NS

10. Mention one thing you liked about the book but not about the film.

The_ delailed e:tPiana'r/M OF evenks .

11. Mention one thing you liked about the film but not about the book.

QN cus Sp&tlm (N H/\é, coutroom Wwas
btrec  ia ‘e ir\lJVL»

12. If you were directing the film, what would you have added or taken out of the film?

l WC\/\IC1 L\t_’n\/e_ L\L)\LL a‘“&)'andfc\ in \"\I\Q 1{7'\“ é?c&uék-!

beccuse  Slhe's on ‘m‘mkqP darache

Thank you for taking the time in completing this survey.
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2™ Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
\,

2. Is this your first time watching the film?

No

Yes No

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

@ Film
4. Did you prefer the book or the film? Give a reason for your answer.

/:L ug(m £ Just @91/%9 P, // Q.

Hlo,

3
5

oo .

~e AUVUOVLIUL VLIV DVLLIV LUIGL YU IVAUWILIUVE 111 UALLALL MIVILL VILIAGL LIV UUUM UL LIV L.

n ﬂz& boot i 7/ 2 Sl rJ?Z &J/;Lh ey

] =ticke o My i Jos ) betgug
;l' A J@;’h/ AL g, s [’fru‘[( C/w{ 4
) &oo 900 bedls , Cuen L, ﬁ[ﬁﬁvz[/{ gl f’/// [éb

j’Lo.JA w‘].i@ . ,Aknf& G \R/b\; e sst b tla C’{c-\(_kj\

-

6. Was the scene you described from the book or the film?

| Book Film
(2D

7. Describe Scout in as much detail as possible.

()&L A o (:l[n O \L\Q’ s '-ﬁ“*x B I *‘c SRYAA
xaﬁfl\ s L\‘),Q,(? i3 7 avl,Q/”j? [PRetor g\’. M, aiie 2
Dog B L\‘\,\J
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8. Do you remember her more clearly from the book or the film?

@ Film

9. List three major differences between the book and film.

i s ; & e, Sfran —
i M 194, A »N\&“'\'Q.\Q/ tund M S 639@ I)Q-\tu/\ R
& Q(M)'fb ({Ly C’\'QO—J /l \IOQM\ Ha) 1\/' (:\ZM A\
m e /coﬂammm Do d  Gops 4 pot
Ih fp ,W\ 5

10. Mention one thing you liked about the book but not about the film.

7. Jgk@& 0. Loy }ZZ bk&%

— 12 ’Z»/' "5 m,«y—rww :

11. Mention one thing you liked about the film but not about the book.

Ljﬂ’/‘ At s w//m /5 /A'@’V() > %

C‘ar.a (A)\\)YQ <!?AA'«~/\ ) 17’0 \.@0 RD(/ SU"W /‘0(/«5(/

12. If you were directing the film, what would you have added or taken out of the film?

i 1@0&12 7/ " //’w/ " /\i/; EZMQZ

SCenl ~

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?

(/ Yes No
N o
2. Is this your first time watching the film?
<Yes \ No
i

3. If your answer is ‘no’ to both, in the past, did you watch the film before the book or
read the book first?

Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

.2 j,lﬁ,tfv fi / e ","J‘"//é the rLl;‘;'/‘; ) Z8 Le7-

Pap g Al diEes iy Fe s recfe )

ey nagd iy V//’é -:':'/.'c);/é/‘ w4 .CE//

5. Describe one scene that you remember in detail from either the book or the film.

Fhe Jrcae e Cel P ornial b4 , iyl
: ’ ) Do ol T Fak
ooy Bep— Foo. cune laglen  d ol (te
Z :
e ; P / /o 4
[ e o fnor - (af e itn e Lpoe b (Al

(A o fe snrets o [t vecnd  SiglelS éﬂ?
L [CctX. ciirgron e nppfi( bhee g v
oy for  domS Jue(y ‘

6. Was the scene you described from the book or the film?

" Book) Film

7. Describe Scout in as much detail as possible.

7] s 0 B .
/ 4 3 ~ f
ybe ) I [ SN 010 ¢ c(/w,u/ ez
Y i, - 7 : 7
& aAar - £ e~ w7 E
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8. Do you remember her more clearly from the book or the film?
9. List three major differences between the book and film.

. _fte S eore 220 (i //]VI/M/H g

t Aerin

- == = @
1L e ({/4'115 Ot Y= | (4

z ) y / pa / fé] A/f'tl[w o
Cuenn gl wund(  Aag
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M Y untle Tacl

10. Mention one thing you liked about the book but not about the film.

74 / ;/V“[/ /ZZC; (,Zl /((S[T’VUZL{S Ve ene
E . SR fﬂv bDwek ool L ol Lot
Lfce ;’( Ll g s Mg

11. Mention one thing you liked about the film but not about the book.

i p
2 bk L. 2 rf o 7D .
Mé&&[[ L et g'w e fe faeihe @7

dhe BT

12. If you were directing the film, what would you have added or taken out of the film?

7 AL /6/ bpe, < Lo~ _ cn f/"//’&’—
Yorig Nzpn /'.42/;31' P WM /\S ( L/‘i ~ O

2

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘To Kill a Mockingbird’.

Circle your answer where needed.

1. Is this your first time reading the book ‘To Kill a Mockingbird’?
f ﬁas ) No
e

2. Is this your first time watching the film?

( Yes ) No

8 It your answer is ‘no’ to both, in the past, did you watch the film before the book or

read the book first?
Book Film

4. Did you prefer the book or the film? Give a reason for your answer.

£

-+ / / ) \
AN, A A a ML \

(|
i)

! X J & - 10 : A ;
( X/ \0 g N xs’:," J CAa 8L L £ AN A€

6. Was the scene you described from the book or the film?

Book (Film )

7. Describe Scout in as much detail as possible.

Sarah Theresa Gleeson



8. Do you remember her more clearly from the book or the film?
Book (_Film v
9. List three major differences between the book and film.

Ll deesn'd Aiow Sceuk and T

=g 8
dem geng Ao e denrg “an My Gl
< <

= <

II p | \'.'\ ,z '\V\A,/\ 4\—}//:’! S N\2 T/ﬁ a’\‘)\' A/f\ AA/L‘-‘.\A J [T
Ladon
\
III.

10. Mention one thing you liked about the book but not about the film.

- \

11. Mention one thing you liked about the film but not about the book.

- ( / - )~ j
Dl Loeied Arery ﬁ«\;wmfg {é«u—{m/b[{

12. If you were directing the film, what would you have added or taken out of the film?

N . 4 e D ‘ e
/1' S\ \s o ONAS iy =P N L2

- - ety

S s il

Thank you for taking the time in completing this survey.
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Appendix 3.1
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5" Year Survey on ‘Hamlet’.
Circle your answer where needed.

Have you read the play, watched a film version and seen it performed?

Yes No

If you have watched a film version, which version did you watch?

Before studying it for school purposes had you previously read the play, watched the

film or seen it performed?

Yes No
Did you enjoy the play?
Yes No

Give reasons for your answer.
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5. What differences were there between the play which you read and the film?

6. Which would you say you recall more vividly in your mind, the reading of the play,

the viewing of the live performance or watching the film?

7. Based on your answer of question 6, explain why.

8. Do you think it is useful to study the film version of the play as well as reading it in

class? Explain your answer.
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Thank you for your time in completing this survey.

307 |Page Sarah Theresa Gleeson



5" Year Survey on ‘Hamlet’,

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Yes No

2. If you have watched a film version, which version did you watch?

Leanekh ?manr\wu&cs yagsion

_ 3. Before studying it for school purposes had you previously read the plas.
watched the film or seen it performed?

-

Yes ( No

4. Did you enjoy hie/play?

Yes { No

Give reasons for your answer.

| don'k oo U \f\\(QMQf A RS

Shoketoeare 5\)&\’ knd o banoys e Y

5. What differences were there between the play which you read and the film?

The WMo Shoned ¥ / wc\\\mh Fook
Rodek s tore  omebopad? v ' doesn'™ spem
Uk W' thak  emodons) 00 Y Walen veasen.

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

Wokdning Ao Yiem
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7. Based on your answer of question 6, explain why.

Aok e mgukaet  Unes {Rom Homler

\‘\r\g\' (omy_\Acth Be 00 \moot O 0
sane. from M Mege J

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

N peneiies o Yo Rerenoes Ry 0}
o oy \\\\u\ O hawe  Seon Sha

MOVie ORe WG . Ru)  <onekinge DR
\)m WMo dokm)  bapuee oy o

OV -

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

No

2. If you have watched a film version, which version did you watch?

3. Before studying it for school purposes had you previously r2ad the play,
watched the film or seen it performed?

4. Did you enjoy the play?
Yes )——— No

Give reasons for your answer.

ezt gy %[/;[mz‘i 2z 7/(// Lotz

we M/gﬂaf% i

5. What differences were there between the play which you read and the film?

7 <

r ZF
7 i 7 4
e /52/74-%4’7
e Yotz <
//f// /(;////o %,Zéa == >

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

ﬂ%ﬂ{/ % ,%\
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7. Based on your answer of question 6, explain why.

Lzl Y 2] 4 '. =2 K &

7
=S L

~

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

VM.%(//,(M/ 4/4{,&% o1 2 /
Loneg it of Ll S [ AL L
Gl ol gy B e 2T

Thank you for your time in completing this survey.
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5™ Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

2. If you have watched a film version, which version did you watch?

Kenr\e}d\ gﬁ)r\o\jl\ .

3. Before studying it for school purposes had you previously read the play,
watched the film or seen it performed?

Yes

4. Did you enjoy the play?

Give reasons for your answer.

A/ v .1_; VR S A Al TN ’ _‘, 6/\7’9}60‘
(oy berausSe £ (S [nEeclSting
Thece ! A SJW\Q;\M InkereSking Moments [

- o &Y\ok & e

Mf?lﬂl\? Mapnent Ss

5. What differences were there between the play which you read and the film?

(v
}I
ot
E
=

Iv\ Ehe. BEllimy Many Scene. S wece (’O“V%r
and _had  AdiFrerent  dia Lnﬁ.uo and bad
Aaleowe e
Jhe Plac Fels USL\GI‘%QA" than the
=ilm.'

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

L-Oatc\l\‘wg the  Film
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7. Based on your answer of question 6, explain why.

%

Te Fele Mmore realsed es (&
tecfaed e <Jcentl TFrom ‘o o lay o
Swrm\,m&]ugo 2.9. FEho Coprle WM

ok She Vil ua L L Freckt S moode  Ehe
P(“)’ M. Lofie ~ € Fememiter .

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

YC)’, = 31ue (% Jou Qi S
ihfcerpr@c-qtlon O o Bl N EEE o
capie— Co cemem®pr “lo BE(lLm , than
(‘PAGLCK‘[V\s' the (_)Laj

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
s No

2. If you have watched a film version, which version did you watch?

A/anp%[\ Bfnn ()/v[\/
e

3. Before studying it for school purposes had you r==viou 1y r=ad the play,
watched the film or seen it performed?

Yes @

4. Did you enjoy the play?

N

Give reasons for your answer.

4 stacy woes ake e e\ 40 R
en\ef&oiw\'w\a\.} Mo, over ., as it > /m(;{ (’)o H\,
reah lceos M, Die af Haomlet oL T M
{tho a/aq f//'OAH(. boring.
o =] dJ

5. What differences were there between the play which you read and the film?

S more

S = S
There u\@ " ccodeca Cionsure & A o
usSe A L o *\\'\0 Q\\ o

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

/l\n (&) Q\\M
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7. Based on your answer of question 6, explain why.

| have seen the Lim  more '{/ar\ once.

The seks 2% \ocalions weCe  moCe  wivid _in

Ne  movie, /s bard _{o /imagine _them Scom
A\ne ceading A maay  af t(r\o \heakce  gefg in the show

J
looked [and were ) ibhe s o, e mowie  a\so  made
k. moere cealstic Witk  Lhings \iMle crouds (& Kne Wolg | o
8. Do you think it is useful to study the film version of the play as well as \¢cees in tae Sorest,

reading it in class? Explain your answer.

/. qives o dffecenk eecsQecNive
ko the  play, [t also giveS me 4 cleare~
‘ma gl of same parts 2 of Y 5‘1107"{4/ e

Zlnu r.»;%\r\.}v\ a ‘D\O\af VOV\O}\ L\Ouj Kt‘te) 4 wa&\gj:,

— She  Glay
LS K led.

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’,

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

G=d ™

2. If you have watched a film version, which version did you watch?

gnﬁ?*h
. f‘anaC\)‘\

3. Before studying it for school purposes had you previously re2d the play,
watched the film or seen it performed?

Yes No )
4. Did you enjoy the play?
Yes No

Give reasons for your answer.

’}‘l e ot scheo)

5. What differences were there between the play which you read and the film?

Alm  was b(“??’
easioc Yo vermemhe ¢ Sceaes

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

iwve peflocmeance
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7. Based on your answer of question 6, explain why.

Nt as boring_as Yoe
becX or flm

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Yes

NOE <N '}(\( r)(‘fHé‘

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

No

2. If you have watched a film version, which version did vou watch?

V. kef‘r\cHr\ )j Eret

N ES

3. Before studying it for school purposes had you previously read the play,
watched the fiim or seen it performed?

Yes No
4. Did you enjoy the play?
Yes No

Give reasons for your answer.

\

\Y  lues Ven . nhemlbsinia
J e, X

5. What differences were there between the play which you read and the film?

Yos o Lo L\gQ e Crmohon AN
Za) Hl \ Y

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

\!\EW\N? Wg H—a (/\ ;« W%‘\ et ©
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7. Based on your answer of question 6, explain why.

R auLe 11— AL ! ((/‘_-7 e nJeg
M\Il} /‘Vﬂf\ﬁf\lf} ji M*z\ ]\ \717 Wt
b T | (%4 v

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Meq bca/\vwa N Gregen T renpamben
l’(z 4}\\\"’* a e He '/“/f\

l

Thank you for your time in completing this survey.
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5™ Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

No

2. If you have watched a film version, which version did you watch?

Kool Brinagh

d

3. Before studying it for school purposes had you previously read the play,
watched the film or seen it performed?

iYies @

4. Did you enjoy the play?

.

Give reasons for your answer.

W

pood)
0

5. What differences were there between the play which you read and the film?

; %
N Aoy Ay Yk h 0
Mf’ 4N e, %\,’J
v

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

D,
U
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7. Based on your answer of question 6, explain why.
Mee Mr,\%/’\MM\AM i \Oem ‘LO&\Q @\M\
Mens

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Yes No

2. If you have watched a film version, which version did you watch?

K@M\IM B;Mm;/ (o P

3. Before studying it for school purposes had vou previously read the play,
watched the film or seen it performed?

Yes

4. Did you enjoy the play?

No

Give reasons for your answer.

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

Waw/v ﬁ[ 41&\

322|Page Sarah Theresa Gleeson



7. Based on your answer of question 6, explain why.

—}ﬂ&%—m gl

/78 .V/AJ. Lé(l)-
i G

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

ik ntl e AL in A g AW ol .y, /hdynn
(252 Y, woundn -] f Aro  Nndaps el on w/
LYYZIPA 1% 7y ) P B L i iy oAy,

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

/

Yes No

2. If you have watched a film version, which version did you watch?

3. Before studying it for school purposes had o ;¢ sioucly read the play,
watched the film or seen it performed?

/

Yes @

4. Did you enjoy the play?

o

NCPIE

Give reasons for your answer.

M e kresbire e 4h oy
ook o edn e . sunllh 2t W
lacwtrro e, Hereun Mt ,/6(9\1)

%@Wm

5. What differences were there between the play which you read and the film?

/_\@{\4{&3 set derysy raodler. fprec,

Jh Lot opd Ly Love e fforences.
_%‘ Gy Cellowy AR
et ot e Q(Zﬁw/hu %

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

Thr Geie ohil %m Muf%c\v
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7. Based on your answer of question 6, explain why.

/(DSZ C/‘{G\(agb M O et S ﬂw
R v

/k?ﬁgdwzcmuut oe At’/ow‘x/d‘ RN an0d
Heeo  pmoton Y cLeihlocd Ao pronde..

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

M@M Scencs e o G}‘(M Lo Lac
pepterabor \)'1‘6\ Mg € Cetbo '/Z:M poond)S g

G/ A SN
P

Thank you for your time in completing this survey.

%w?" weleam U
h
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

@

2. If you have watched a film version, which version did you watch?

mmﬂﬁﬁwm

3. Before studying it for school purposes had you previously read = play,
watched the film or seen it performed?

Yes

4. Did you enjoy the play?

G

Give reasons for your answer.

> ; - :
077

bt Al

_atdlartr ,

A
7

5. What differences were there between the play which you read and the film?

/ée A /Ixé/ L2 M at ¢ 7 A £ i

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

Mﬂﬁwﬁ“ T fln
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7. Based on your answer of question 6, explain why.

/zﬂwm,& ﬂk&%

i oy 00 Ml st

T U U

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Exolain your answer.

Y b ifees  fy o WA
“MW . I,ZZ 1/6 Y. Mm 21 - : 5 A;@
/, é P s i i Lo ﬂ
G&JoL MM i -3 A

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Yes No

2. If you have watched a film version, which version did you watch?

3. Before studying it for schoel rirposes had you previously read the play,
watched the film or seen it pertormed?

ves

4. Did you enjoy the play?

No

Give reasons for your answer.

)\)cmw& Ny mhrkm/um_ M&Aﬁm

5. What differences were there between the play which you read and the film?

MMWMM Q:S)M;QQM
/m Lot fronst vt (S D

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?
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7. Based on your answer of question 6, explain why.

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Yes No

2. If you have watched a film version, which version did you watch?

i %ﬂi\/ h/ﬂ('h ’U%Q (m?# E/ZO/MJ

{24 A1

3. Before studying it for school purposes had you previously read the play,
watched the film or seen it performed?

Yes (No )
4. Did you enjoy the play?
Yes

Give reasons for your answer.
Zg s e A &/777/7‘0’/%0
Tk I, A A o Ul =gl /

ﬂ%&fm/}ﬁyj dé[ 7 erdns

5. What differences were th€r/e between the play which you read and the film?

: 1 :
UAp why ,6(/77}///1/ a o e, A ,
e { 7//1/[%%%, I wurd B b jacd 27

4

Qs Yo/77. // { Z(//A ﬂll///m 72 /ﬂm ﬂ 72
"ff Y Wl dudiny’ Ty /4 /
‘u lMM%‘ZMMMJ

4 17808787 II/ ARA 11/ ) (Hbg

/m,, 9 ,,l.l" hMIIFM fuds

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

v/ g 2 th e flifurani
v
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7. Based on your answer of question 6, explain why.

1%2 m/ /Mz ﬁ/w Livr bt Lo gud
A7 ﬁmfw o /[

w//w/} it/ 7‘0 M o is  Thi s v 1

[/ \ din 1 /f/n/m 7 A /,.ﬁ/w Y i)

' ﬁf A 4//?///7

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

M@ 9 tule s _appaiih 2 ey 4n a
/a1), W10 1//“ / : 7 /

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

watched g -Bim versicd o udf #he Ploy
(e No

2. If you have watched a film version, which version did you watch?

/wWPH\ Blanogh

3. Before studying it for school purposes had you previously read .. jlay,
watched the film or seen it performed?

4. Did you enjoy the play?
Yes No

Give reasons for your answer.

L like famlet {for two keason . Tt ypc reully
Iteestine s B te fby [ dbofl  Huplol 8 _qwum
wha &0 bis Lathele Othor revsen 1 that I+ 15

reully prsfericea

5. What differences were there between the play which you read and the film?

Thete is ho  difeetences

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

The '{:x’fm
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7. Based on your answer of question 6, explain why.

Rezz>  So that  the student will Undestnd
tne Play

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

I _hy opmien, Yes i1 tetul for Stuoty JhR
Him Varsiey o€ the  ploy os well as  feudiny i1
10 de% o et & el com Upoterslard _(he Foy

Thank you for your time in completing this survey.

Do You hw) he §Wl“”{”ﬂ€§
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Rod ¥ woedchad
Yes

2. If you have watched a film version, which version did you watch?

‘/\Q/\(\O‘H’\ 8@/0\1’)

3. Before studying it for school purposes had yo creviously read the play,
watched the film or seen it performed?

4. Did you enjoy the play?

Give reasons for your answer.

Bl el bollor e tithe delioron
.’ab\a T s et aoor Gomeo S ol)

5. What differences were there between the play which you read and the film?

The. [ weS _ Slorber  cnd e@(’, dd
%mbm%how ;QQ:\Lﬁ oF S5 /npmen

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

edchpg o, [)m
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7. Based on your answer of question 6, explain why.

i dungs  wmember s  bofor thapgh
@Hng oc _uideo rbterHen recdis.

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

%S epuse. T Mk ool ool
render urJLd}ul«r o e N
rehter  Hen 2 USF eedic e o book.

Thank you for your time in completing this survey.
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5™ Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

Yes

2. If you have watched a film version, which version did you watch?

__owdue Readime, il
\J v

3. Before studying it for school purposes had you previously read the play,
watched the film or seen it performed?

Yes @

4. Did you enjoy the play?

Yes

Give reasons for your answer.

Ak pon  jad

5. What differences were there between the play which you read and the film?

. Hein " W
wumv,#E@%_

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?
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7. Based on your answer of question 6, explain why.

Red Ve
eimé) Y %

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

oY )
)

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?
Yes No

2. If you have watched a film version, which version did you watch?

\<&Y\V\Q‘)af\4 &V’Ou\(\%

3. Before studying it for school purposes had you previously read the plav,
watched the film or seen it performed?

4. Did you enjoy the play?

Give reasons for your answer.

A B ouie i oo eSS, OVQ_/\DQ\. o
MM&@K Des,  §R 0NN u\%& R ey
A oo

5. What differences were there between the play which you read and the film?

N geoN o By o golN M‘%\\N\‘
Ace, W80 Tiban oy, NN

/m, &kw\ WS e M \ge ook
NS T O Wee adelow . ou B e.ce

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?
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7. Based on your answer of question 6, explain why.

/\\Q-f\ \&,\.‘L Q,\O\Qf Yo C:,\t\-‘b\,\ \,- \OQ%:\-
o Xs ool e . ANEST Noo®T Ul ve <R SoLNAY
thq,)(x\A& o NXee o B WW“\ X \om&\

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.
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Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

No

2. If you have watched a film version, which version did you watch?

/gﬁ&mnetl\ ‘Bkﬂ 'erl"\(’rtl‘s AJRRS&ID N

3. Before studying it for school purposes had you previously read the plav,
watched the film or seen it performed?

Yes @

4. Did you enjoy the play?
(CQ No

Give reasons for your answer.

oadello plo [ rntBlate, Lmud
5. What differences were there between the play which you read and the film?

N IHRe  blo Pl oo Tpg
bl s ol oo o St ALve)

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?
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7. Based on your answer of question 6, explain why.

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.
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E e e mr om i

/J/‘jl./lj}l (VA W)) =p b‘(&/\

Thank you for your time in completing this survey.
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5% Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

No

2. If you have watched a film version, which version did you watch?

Fre 0CE One

3. Before studying it for school purposes had you previously read the play,
watched the film or seen it performed?

Yes

4. Did you enjoy the play?

No

Give reasons for your answer.

Well ccred

5. What differences were there between the play which you read and the film?

None

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?
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7. Based on your answer of question 6, explain why.

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Thank you for your time in completing this survey.
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5" Year Survey on ‘Hamlet’.

Circle your answer where needed.

1. Have you read the play, watched a film version and seen it performed?

i

2. If you have watched a film version, which version did you watch?

Yondh, Bresall. .

3. Before studying it for school purposes had you previcusly read the play,
watched the film or seen it performed?

4. Did you enjoy the play?

6. Which would you say you recall more vividly in your mind, the reading of the
play, the viewing of the live performance or watching the film?

\/e,uAm\.j the Ciie MMQ .
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7. Based on your answer of question 6, explain why.

8. Do you think it is useful to study the film version of the play as well as
reading it in class? Explain your answer.

Thank you for your time in completing this survey.
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Romeo and Juliet — Test on First Three Acts

2B —11/02/2011 — Miss Gleeson

Name:

1. Abram and Balthasar are servants of whom?

2. Sampson and Gregory are servants of whom?

3. What is the name of the Prince?

4. Where is the play set?

5. What is the name of Juliet’s cousin who challenges Romeo to a duel?

6. What is the name of Romeo’s former love?

7. When and where does Romeo see Juliet for the first time?

8. When he sees Juliet, he realises that he has never truly loved before. What is the

quote?

9. Juliet’s cousin does not like Romeo. Why?
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10. Act One is dominated by a central theme. What is it?

11. Mercutio is a kinsman of the Prince and a friend to Romeo. He is also a figure of

comedy in the play. What does he do when Romeo disappears in Act 2 Scene 1?

12. The ‘star crossed lovers’ face many difficulties after declaring their love for one
another. What are those difficulties? Why must they marry so quickly?

a.

b.

13. Why is Friar Laurence so surprised when Romeo asks him to marry him to Juliet?

14. Juliet’s cousin challenges Romeo to a duel. He is described as a ‘Prince of Cats’.

What does this mean?

15. What plan does the Nurse and Romeo put together in Act 2 Scene 4?

16. When does the Friar marry Romeo and Juliet?

17. Explain what the Friar means when he says ‘These violent delights have violent ends

and in their triumph die, like fire and powder, which as they kiss consume’.
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18.

19.

20.

21.

22.

23.

24,

25.

Romeo’s kinsman is described as a peacemaker. What evidence do we have of this?

Who kills Romeo’s friend?

What curse does he put on the two families as he dies?

What  judgement does the Prince give for Romeo’s  actions?

Who breaks the news to Juliet about the quarrel in the street and the deaths which

occurred?

Why IS Juliet SO upset?
Why does Romeo argue with the Friar?
What does he urge Romeo to do?
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26. What does Capulet decide should happen to ease Juliet’s grief?

27.Lady Capulet is so angry with Romeo that she threatens to do what?

28. Capulet  threatens to do what if she refuses to  marry?

29. What does the Nurse urge Juliet to do?

30. What does Juliet decide to do?
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Worksheet on Romeo and Juliet

Name:

Actl

1. Act 1 is dominated by a central theme based on an

Montagues.

2. The play is setin (place)

between the Capulets and the

3. Escalusis

4. Balthasar and Abram are servants of the

5. Sampson and Gregory are servants of

6. Romeo’s friend and kinsman are called

respectively.

7. Juliet’s cousin is called

and

8. Romeo is originally in love with

9. Juliet’s family want her to marry

10. The feast starts to takes place at the house of

in Act

Scene

11. Romeo sees Juliet for the first time in Act

352 |Page

Scene

Sarah Theresa Gleeson



Act 2

Romeo hides in the after the feast.
. Romeo’s friend pretends to
Romeo when he and cannot find Romeo.

. When  Romeo sees  Juliet at the  balcony he says ‘But,

soft!

. Friar is a friend and confidant of Romeo’s. He agrees to

marry the young lovers quickly.

. Juliet’s cousin is saild to be an excellent

and challenges Romeo to a duel.

is a figure of comedy and mocks the nurse when she

arrives to talk to

. Juliet waits impatiently for word about Romeo in Act 2 Scene 5. When the

arrives she confirms Romeo’s love and tells Juliet that she will

put a leading to her room so that Romeo can enter on their

wedding night.

. Act Scene is the wedding scene.
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10.

11.

12.

Act 3

In Act 3 Scene 1, comedy turns to because of the duel.
kills Juliet’s cousin and in return
Romeo kills
Calling someone a is the ultimate insult.
As he is dying, casts a curse on both families by saying

< b

Lady Capulet is distraught at the death of her nephew and asks

to explain what happened. She refuses to believe him as he is a kinsman of the

family.

banishes Romeo from

Juliet initially thinks that is dead because the

does not immediately tell her what happened.

When she discovers the truth she is confused as to where her loyalty should lie. The

promises to bring Romeo to her as she knows he is hiding at

Romeo is told news of the banishment by . Heis

so distraught that he wants to

The wants him to say goodbye to Juliet first and insists he

speaks to her before nightfall.

Friar warns Romeo that he must leave

before nightfall and head for

Capulet decides that Juliet must marry who is a relative of

within a few days so that she can get over her grief at

losing
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13. In Act 3 Scene Romeo and Juliet say goodbye.

14. Juliet’s mother insists she stops and informs her that she

IS soon to marry

15. Juliet  refuses and Capulet becomes enraged. He threatens to

her.

16. The suggests that Juliet keep quiet about her marriage to

Romeo and get married for a second time. Juliet is horrified by this and decides that

no-one else can be trusted. She goes to see and seek

help from him. If his plan doesn’t work, she will

355|Page Sarah Theresa Gleeson



Act 4

Friar Laurence discusses the upcoming wedding with when

Juliet arrives. He believes that Juliet is upset because

. Juliet is distraught and begs the Friar for help or else she will

. The Friar offers Juliet which will make it seem
as if she is dead. It will last for hours by which time she will be buried
in the . The Friar will send a messenger to

informing Romeo of their plan. He will then come to

rescue Juliet and live together in exile.

. The Friar’s plan takes a great deal of from Juliet as she must
leave her and lie to everyone.

. Juliet to her father when she arrives home from Friar
Laurence’s.

. Capulet is delighted that she has changed her mind and insists that the

occur the next day.

. Juliet’s and Nurse ensure that she has her necessary

for the wedding ceremony. Once they are gone she becomes

. Firstly she is scared of being alone. The she is fearful that the

Friar IS trying to because he

. She dismisses this though because he has always

seemed . She then worries that she will wake
surrounded by or even disturb who
has just been buried. She fears she will and that Romeo will
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10.

11.

12.

13.

14.

not reach her in time and she might . Thinking of Romeo

however, she and collapses on her
bed.

Capulet is busy organising in the early hours of the
morning.

The tries to wake Juliet on the morning of her wedding but finds
her . She is distraught.

Juliet’s parents are ashamed because of the way they previously behaved. Capulet

refers to her as the ‘sweetest of all the field’.

When the arrives with Paris they are informed of her death. Paris
is devastated but the Friar must to be upset as he knows
The Friar tries to the Capulets and Paris by saying that she
IS now in

Capulet says that he will now have to change what was to be a

party into a instead. The Friar instructs Paris to inform
everyone.
Peter, the suggests that some be

played to ease the suffering of those around him.
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Act 5

Friar John was not able to deliver to Romeo in

due to an outbreak of in a house he was
visiting. Friar Laurence grabs a and rushes to
Paris goes to to put flowers on her tomb. While
he is there he hears approaching.

tells Balthasar to leave him but he hides instead worried

about him. Paris challenges to a

They fight and Paris dies.

Romeo is  distraught by death. He  asks

forgiveness and takes the

that the gave him.
. The Friar arrives as Juliet wakes. The Friar urges her to because the
Watch are coming. She refuses and herself with Romeo’s

. The Prince arrives with the Capulets and Montague. Lady Montague is dead from

grief over . They agree to call a truce in

honour of their dead children. Montague promises to erect a

in honour of Juliet and Capulet promises to do the

same for
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Romeo and Juliet Quotations Test 16/03/11

Name:

1. The Prologue

2. Act 1 Scene 5 — Juliet realises that Romeo is a Montague
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3. Act 2 Scene 2 — Romeo spies on Juliet from the orchard

4. Act 2 Scene 2 — Juliet says goodnight to Romeo

5. Act 2 Scene 6 — Friar Laurence warns the young lovers to love moderately

6. Act 3 Scene 1 — Mercutio’s curse

7. Act 3 Scene 1 — Lady Capulet wants justice
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8. Act 4 Scene 5 — Capulet refers to his daughter after she is dead

9. Act 5 Scene 3 — Romeo commits suicide in Juliet’s tomb

10. Act 5 Scene 3 — The Prince’s final words
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Slide 1

William Shakespeare’s

Romeo and Juliet

Slide 2
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CHARACTERS
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Slide 5

Slide 6 |

Romeo

Romeo is the ultimate romantic hero.

« He tends to act without thinking: Passionate and
Impulsive

1. Rushes into marriage.
2. Throws himself into a frenzy of grief when he

has been banished.

3. Reacting to the news of Juliet’s death by
immediately planning his own suicide.
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Romeo

- He uses highly romantic and poetic language to
express his love

« When the play opens:
- He first appears as a moody rejected lover.
- His infatuation with Rosaline seems to have

dulled his personality. However, Romeo’s love
for Juliet reveals his true liveliness.

Slide 8 |

Romeo

« He is well thought of in Verona, even Capulet,
the head of the rival house admits it, “he is well

governed”.
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Romeo

 Romeo’s passionate nature and tendency towards
rash decisions are his most distinctive features.

« In many ways they are unlikeable traits, as he can
be blamed for the tragedy that unfolds. If he had
been a little less hasty in his actions then all might
have been well.

« Yet, these same features are what allows him to give
himself so entirely and completely to Juliet.

« Ttis characteristic of Shakespeare that the same trait

is at once the thing that we admire and the thin;
that we regret. Both are a source of strength an
weakness simultaneously.

Slide 10
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Slide 12

Juliet

« Juliet begins the play as a naive child who has
thought little about love and marriage, but she
grows up quickly upon falling in love with
Romeo.

« She shows amazing courage in trusting her
entire life and future to Romeo. She is a much
quieter character than Romeo and she seems to
be more aware of the practicalities of their
situation than he is.

Juliet

« The fact that she changes from being an
obedient daughter into one who deceives her
parents is not a fault.

« In fact, it shows how independent and firm
minded she becomes. She recognises only one
obligation, to her husband Romeo.
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Slide 14

Juliet

« This independent streak is enforced by the fact

that she is abandoned and gradually isolated
from everyone she knows and loves.

« Her father and mother turn on her, and insist
that she marry Paris on pain of banishment from
the house of Capulet. Her nurse suggests that
she abandon Romeo in favour of Paris.

Juliet

« Therefore, her exclamation, “Ancient
damnation!” can be seen as marking the final
break with all the guardians of her childhood.

- From this point she is now alone, a tragic
heroine, “My dismal scene I needs must act
alone.”Act 4, Scene 3.
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Slide 17 e —

Mercutio: Romeo’s Friend

« Overflows with imagination, wit, and, at times, a
strange, biting satire and brooding fervour.

Mercutio loves wordplay.

« He can be quite hot-headed, and hates people
who are affected, pretentious, or obsessed with
the latest fashions.

- He finds Romeo’s romanticized ideas about love
tiresome. He is a source of much comedy in the
play.

Slide 18 |

Mercutio:

- He is vivacious, lively, always talking and jesting,

even in death. “Ask for me tomorrow, and you
will find me a grave man.” (Pun)

- In feeling that Romeo is dishonouring the
Montague’s by refusing to fight Tybalt, Mercutio

shows a false sense of humour which ironically,
leads to the death of his friend.

372|Page Sarah Theresa Gleeson



Slide 19 e —

Mercutio:

« The curse that he puts on both the Capulet and

Montague families as he dies, points ominously
to what the future holds:

“A plague o’ both your houses!”

Slide 20
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Benvolio: (Romeo’s Cousin)

Thoughtful friend, he makes a genuine effort to

defuse violent scenes in public places, though
Mercutio accuses him of having a nasty temper
in private.

He is the peacemaker and is consequently
always overshadowed by Mercutio and Tybalt.

He doesn’t appear in the play again after Act 3,
Scene 1.

Slide 22
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Tybalt Capulet: (Juliet’s cousin)

- Vain, fashionable, supremely aware of courtesy and

the lack of it, he becomes aggressive, violent, and
quick to draw his sword when he feels his pride has
been injured.

- He embodies the hatred and violence of the world of
Verona

“What! Drawn and talk of peace? I
hate the word, as I hate hell, all
Montagues, and thee.”

Slide 24 |

Juliet
Love and Hate

f Rom
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H Copyright 1836 Randy Glasbergen
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“Romeo and Juliet met online in a chat room.
But their relationship ended tragically
when Juliet’s hard drive died.”
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Love

« Love has a transforming affect on Romeo and

Juliet. At the beginning of the play Romeo
appears to be a rather tiresome young man,
endlessly complaining and sorrowful due to his
rejection by Rosaline. He speaks about Rosaline
in extremely poetic and flowery terms which

make the audience suspect that Romeo is simply
in love with being in love.

Slide 28
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Love

« This changes once he meets Juliet. The speech in
which he first sees her has a new tenderness and
awe in it. “Did my heart love till now? Forswear
it, sight! For I ne’er saw beauty till this night.”
This line is a confession that all that he had said
before about loving Rosaline was wrong. This is
a change from a shallow affection (for Rosaline)
to a binding love (for Juliet).

Slide 30
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Love

« At the beginning of the play we see that Juliet
doesn’t appear to be very interested in love. She

is modest, subdued and prepared to be guided
entirely by her parents. However, love
transforms her too. After meeting Romeo, she
throws herself wholeheartedly into their love
affair to the point of deceiving her parents.
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Slide 33

Slide 34

Love

- Romeo and Juliet are the ultimate romantic
heroines. Their love is contrasted by the
Capulet’s views on love. Her father believes that
love and marriage are matters to be decided by a
prudent father. At the beginning he seems to be
quite open to Juliet having a say in her choice of
marriage partner. However, as the action of the
play progresses, Capulet turns into a typical
domineering father who insists that she obey his
wishes by marrying Paris.

Love

- It appears that Capulet and Lady Capulet’s
marriage might have been arranged too. Capulet
is considerably older than his wife. He declares
that he is well past the age for dancing and Lady
Capulet is only about twenty eight years old.
(She says that she was only Juliet’s age when she
became a mother, and Juliet is fourteen.) She
has no patience with Juliet’s refusal of Capulet’s
prudent scheme.
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Slide 36
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Love

« This is due to the fact that their views on love are
completely at odds with the romantic love that
Juliet and Romeo share. They cannot
understand why Juliet could possibly want to
decline such a handsome offer of marriage to
Paris.
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The Werld of The Text

A World of Hatred
and Violence: The

Feud
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Slide 44 |

Hate: The Feud

« The parents whom Romeo and Juliet defy with

their love are engaged in a feud. This is a feud
that has lasted for many years and has been the
cause of much violence in Verona.

+The love of the hero and

heroine is therefore, set in
a context of hate.
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Hate: The Feud

« The feud is directly responsible for their secret
marriage, Romeo’s banishment and for the

Friar’s scheme which leads to the deaths of the
lovers.

« In short, it is hate which kills Romeo and Juliet.
It is only because they belong to enemy families
that all the secrecy is necessary.

« The feud vindicates Romeo and Juliet’s rejection

of their family bonds of love in favour of each
other.
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Hate: The Feud

« Romeo and Juliet’s love seems a haven of peace
and love in this world beset by hatred and
bitterness.

- However, this haven is short-lived and cruelly
destroyed. The awful, tragic price that they pay
for their love is their deaths.

- However, the responsibility for this lies
not with the two lovers but with the
Montagues and Capulets.

Slide 48
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Hate: The Feud

« It is only through their deaths that reconciliation
is possible and love can triumph.

- Therefore, the tragic ending of the play is
transformed into one of hope for the

future.
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Impertant Quetatic
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Slide 52 |

Quotes

« “My only love, sprung from my only hate! Too

early seen unknown, and known too late!
Prodigious birth of love it is to me That I must
love a loathed enemy.” Juliet, after the Nurse
tells her that Romeo is a Montague. She has
already fallen in love with him. The information

has come too late to save them from this difficult
situation.
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Quotes

« “But soft! What light through yonder window

breaks?It is the East, and Juliet is the sun!Arise,
fair sun, and kill the envious moon,Who is already
sick and pale with grief That thou her maid are far
more fair than she.”

« Romeo, seeing Juliet at her window. He compares

her to the sun, light that brightens his dark

world. He had previously compared Rosaline to the
moon. His love for Juliet, the sun, has risen and
killed the feelings he had for Rosaline.

Slide 54
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Quotes

- “What's in a name? That which we call a rose
By any other word would smell as sweet.”

- Juliet, lamenting fact that her love is a member
of the family that is a bitter enemy of her
own. He is not defined by his name. They would
be able to express their love freely if he were
called anything else.

Quotes

« “These violent delights have violent ends And in
their triumph die, like fire and powder, Which,
as they kiss, consume.”

« Friar Lawrence, warning Romeo to cool down
his passion. Moderate love is less likely to lead
to disaster than violent love. His warnings prove
to be founded.
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Quotes

« “I fear, too early; for my mind misgives Some
consequence, yet hanging in the stars, Shall
bitterly begin his fearful date”

« Romeo is about to enter the Capulet's party and
has a premonition that his life will change
forever after that night. He feels fate has death
in store for him but does not fear it. His life is
moving in a direction that cannot be changed.

Quotes

« “What, drawn, and talk of peace! I hate the
word, As I hate hell, all Montagues, and thee:
Have at thee, coward!”

« Tybalt, an example of the hatred that abounds in
the world of Romeo and Juliet.
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Quotes

- “See what a scourge is laid upon your hate,

That heaven finds means to kill your joys with
love.”

« The Prince, to Capulet and Montague. Since the
families didn't have the sense to end their feud,

heaven has provided a solution for them, at a
price. They have all been punished for their
actions.
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Quotes

« “O brother Montague, give me thy hand: This is

my daughter’'s jointure, for no more

Can I demand.” Capulet at the graveyard scene.
= “As rich shall Romeo's by his lady's lie; Poor

sacrifices of our enmity!” Capulet at the

graveyard scene.

« With these words, the feud has ended and
love reigns supreme in Verona.

Slide 62
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?
Yes No

2. Did you ever see it performed?
Yes No

3. Had you ever heard a quotation from Romeo and Juliet before?
Yes No

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.

(If you said ‘film’ please state which film you saw)

397 |Page Sarah Theresa Gleeson



5. Describe one scene that you remember in detail from either the play or the film.

6. Was the scene you described from the play or the film?

Play Film

7. List three major differences between the original play and the film(s).
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8. Mention one thing you liked about the play but not about the film.

9. Mention one thing you liked about the film but not about the play.

10. If you were directing the film, what would you have added or taken out of the film?
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Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?
Yes No

2. Did you ever see it performed?

Yees

3. Had you ever heard a quotation from Romeo and Juliet before?

Yes

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.

(If you sambz;n;please state which film you saw)
S M@M&fﬂkmm@w
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5. Describe one scene that you remember in detail from either the play or the film.

% g L Reno Rﬂ*‘@o e o2 gy Ak Sedils
Sonde %

6. Was the scene you described from the play or the film?
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7. List three major differences between the original play and the film(s).

t N e suslslu iBlaatei s L wp).

1L

1.

8. Mention one thing you liked about the play but not about the film.

9. Mention one thing you liked about the film but not about the play.

10. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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Fga /yL\:/r/l" ﬁao[« S

2" Year Survey on ‘Romeo and Juliet’.
Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet” before?

Yes
2. Did you ever see it performed?
No
3. Had you ever heard a quotation from Romeo and Juliet before?

Yes No

If yes, please write it down.

bol—  So8- pwhat Liotbif
il V{(/m/ b o i ¢ ( bhe
. oo

/
Vh oot ponder

o8l awol Tolield

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said “film’ please state which film you saw)

j V/p Ser o the ,/’/a,?, i

A pore  itidlpp,

5. Describe one scene that you remember in detail from either the play or the film.

the  Sreme Sown the

vvree ceAp Mo Ct 2 g
LorSien nAen PMesCobio a/LC.S\ mercol e
Sl At Iﬂ/&: 20 s G 7 P
e Sef Fc fhe

__wsecr o — Ly /Lg( %t"’é/'/
fo [z &y »’7/57 al>C on fhe (ccfe

6. Was the scene you described from the play or the film?

s
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7. List three major differences between the original play and the film(s).

Ik

I

%/@ fjc@ﬂ/m/%o 9&/ (i

2 j /W//,/ﬂ //l/l/%

5umf ) featd s She o
el ek Ve A e (n £le
7 7
N O/éf 71 g-/ (e

£ f lawcence ApX o Zo
f= the Copap i Hlo Fode.
LA o

8. Mention one thing you liked about the play but not about the film.

[ hed

.f/ﬁ 7 &

/“%@ f//&///‘

5775

bk ekt o Sl

Gl &

9. Mention one thing you liked about the film but not about the play.

tle

/ -
Pt afiice ot [epnis //Q

A

<o

caflio pppie

10. If you were directing the film, what would you have added or taken out of the film?

iz o

hatey gl S s

Ae legfzd

Specnes
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Thank you for taking the time in completing this survey.

Sarah Theresa

Gleeson




2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

_ Yes No

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

(
&l_m@gmjn_w@w__@
(;CFM&;;—— 2 Vof\Axfm’\ F)Q/(m)\\w ‘J\ta N\EAMJ\

S TR s

5. Describe one scene that you remember in detail from either the play or the film.

\ r\am\)bm_. - H&J % ) (/ovj Lpenc

h)Lu\ > ﬁamm&_ [roaads NU\ oo \ou )

6. Was the scene you described from the play or the film?
o
Play Film
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7. List three major differences between the original play and the film(s).

LAl e fjﬁv \m«ﬁ“ Dgare

1L N\q/ur/(ﬁfrcr DV o Caern = C)\)YKQJML/

[ Res —Clese | cbhanes . Guiity. 0o o
ke %Z\Bw% .

8. Mention one thing you liked about the play but not about the film.

9. Mention one thing you liked about the film but not about the play.

o N S Y T e
= e b

10. If you were directing the film, what would you have added or taken out of the film?

;‘:&(\:\: (“QQ‘S &F&m\o MR HL& \/w&:

Thank you for taking the time in completing this survey.

Mo problem Mizo . ©)
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yes

3. Had you ever heard a quotation from Romeo and Juliet before?

No

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

S BT ???»;*':"e‘.’.-‘;"é ) pretlred 14
.‘mmw o tko ol

2) AN V. Pavs X A 10 L2

Lo

[ , -
A_ AL A C AZ//A 4. A
i 3
2 AN =t ,./ A A ~ O LA ALy S AN £

6. Was the scene you described from the play or the film?

Film
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7. List three majo@ccs between the original play and the film(s).

L Baris swnpies eitloidl {o/u s

1L T/\é N et oo Aazi /\DXM fp///m.ué

L. L,,,L(j MmILA//A,Z Rt il ol

8. Mention one thing you liked about the play but not about the film.

J_ﬂé&_m.aa_zo’% Il N O
QAM//II‘M E

9. Mention one thing you liked about the film but not about the play.

/M@ﬂ S0 b(z_bg&%ﬁ,:u@d._@éd&(&_
it A,

%z g(@r\[ NALAA

10. If you were directing the film, what would you have added or taken out of the film?

[\,\MM //\axma %w&dé Cowin il /)1/\[ wAoro

Voorr gnd Lo = e ) el bl et
el Pz really love £ Tedack.

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet® before?

Yes @

2. Did you ever see it performed?

Yes

3. Had you ever heard a quotation from Romeo and Juliet before?

No

If yes, please write it down.

0 Pomen, Rewen uhckobore ait Chou fomtep?

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said “film’ please state which film you saw)

{ i Uch el ciel to uudetaayd.
i sqw the 1462 version ditectal by Zettere(r:

5. Describe one scene that you remember in detail from either the play or the film.

6. Was the scene you described from the play or the film?

Play @
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7. List three major differences between the original play and the film(s).

L. Roueo doesit F{(g‘z.l; Paric 4t the crupt in the HEZ veriion

M. T liet deestt hesicate o tikeo [he pokionin the IfEQ vercion

8. Mention one thing you liked about the play but not about the film.

L& shawel ot a5 o ouch pioce dinacross chatacter.

9. Mention one thing you liked about the film but not about the play.

& wsas casion o urberstand

10. If you were directing the film, what would you have added or taken out of the film?

) umn(_(fn‘f h ave k;((d MNe ¢gcuwt o

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?
Yes @3
3. Had you ever heard a quotation from Romeo and Juliet before?

| Ygé No

If yes, please write it down.
iS5 the eost and Julel s fle S

4. Did you prefer the original play or the film? Give a reason for your answer.

(If you said ‘film’ please state which film you saw)

F:‘lmowgz T 7 S o P/fgju

5. Describe one scene that you remember in detail from either the play or the film.

e ccsne whe®  NMelewho dieS, He  hacks 1P Tt
Glais  chowtng ‘G plagee o daph ul Lewse®

6. Was the scene you described from the play or the film?

Play él:rh
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7. List three major differences between the original play and the film(s).

L %t devel Hed

| Fa Yenhaaete s fleceladios
7 =

m ey G R R Fil

8. Mention one thing you liked about the play but not about the film.

| _Ldnk Like He Pley Mefe o Gl Fllrssn ai

WO«

9. Mention one thing you liked about the film but not about the play.

N ey  wmere altion Q&Cféol-

10. If you were directing the film, what would you have added or taken out of the film?

L woudd  heue ¥V utr i the Scene Whele
Padfiiey vole fioukis

Thank you for taking the time in completing this survey.
Youl>  welome
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you everr/ead,ghrough the play ‘Romeo and Juliet’ before?
Yes No
2. Did you ever see it performed?
2
Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

Yes No

If yes, please write it down. \

O _Cpmes, @ ormeo, uhorete o Yhew art QUM%/
Seny ’H/\/v; Letier, refuse gl vz QMR -

A no I' Houw  (jilt’ notrbe bhue Swwomm &, 2UR
And I\ 0o locser e G L upul o i

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

& Iﬂr@#@—ee/ T VRN
Lorcloige " TE it wpas e chrrr—en

e pley, aad (& Mege Mor?  (eacCe
He HN H96 g

5. Describe one scene that you remember in detail from either the play or the film.

\N\QM\ (amgy) Qdﬁ/ Yo S /"{/\\CQ'V s

e\ %YGQ \00\44\{*] Ot ber

6. Was the scene you described from the play or the film?

Play Film
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7 Lls%lee major differences between the original play and the film(s).

((Ldk/ (\UD%{K’* //‘P/& /\V(‘ O(\C/ e

(“JOW Ol —Solietr  cluedd

I . EE P b bl e v . Ao
Cprtet L G oAt QP(’ //! [led Ly
Romnmeo, d

i el e aarewe D SERE e el
\ROA/ S AN SNk o2 Q h i ol
207 el deR b st JAliE o BO\Q()T

8. Mention one thing you liked about the play but not about the film.

[ L&keed oy oy meotra=d
L RO (ap I\ e P(Cﬁ/\? ((“\d/( Lo
{p 5 /QO/\AQJ‘/LLOSQ O = | WAk s {7 {C,_V

9. Mention one thing you liked about the film but not about the play.

B bt kore Pt

10. If you were directing the film, what would you have added or taken out of the film?

WL‘)UM de/ EUQ(\%//\/ f&(—# /u,ppme,et

[0 Dy Lecause p@hre  opuldl = St
oer C&F/«W// /

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

. Had you ever read through the play ‘Romeo and Juliet’ before?

. Did you ever see it performed?

Yes No

. Had you ever heard a quotation from Romeo and Juliet before?

o

If yes, please write it down.

“Qomeo |, fomeo  wharefore ait fhow

Qo med

. Did you prefer the original play or the film? Give a reason for your answer.

(If you said ‘film’ please state which film you saw)

e Sim (14b% gesion) Ye sty was  enbier
Jo OWN  fan the @& (48b Silm ~

. Describe one scene that you remember in detail from either the play or the film.

awk 5 Sceme 3, uwhen Gomep « Subiey, WiV thamselwes
Be  eadmlber .

. Was the scene you described from the play or the film?
e

ol
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7. List three major differences between the original play and the film(s).

L fae escws was A pline in_fhe @Vb&l ol
w e 1480 Bllm hes a Sherl€

I in the plom Khev ASeD. Swodd But Ih the 948
Gl (hewy el guns e hilch  weee  called " Swod ”

m e odepdd Seeae v dhe play is o 5MNWMCL)
oot Stene n Ghe £lim (1A

8. Mention one thing you liked about the play but not about the film.

?J\mm*‘i\ WS Sud Nk e W‘ o
W k7  dme  frame unlike e Film

9. Mention one thing you liked about the film but not about the play.

Mews 106 Sop ww TN lave (ﬂ\% W Poc
epd. ofver  w The Filay G Seems  Puma  mixe
\n fw O\Btj

10. If you were directing the film, what would you have added or taken out of the film?

T woud e gk proper 0/3'\)514 Bt sl

New - s £ilm .

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes

2. Did you ever see it performed?

Yes

3. Had you ever heard a quotation from Romeo and Juliet before?
Yes No
If yes, please write it down.

BN b Wit o gl Hwoush

” % f&ll dMll 3 Ju‘.‘e)’ \/147

/;2 m.ww@v bresks

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said “film’ please state which film you saw)

[ gk fly Ao R flw oo sl &
'M‘:J)B Wl woo G Mom  eredipy  Hhan T Mg
bocw.

5. Describe one scene that you remember in detail from either the play or the film.

6. Was the scene you described from the play or the film?

Pla; Film
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7. List three major differences between the original play and the film(s).

L Dwo & b o M Gl scee sy ﬁL{ﬂM

I Weegh e nloriiie . wcem . a8 MOLR OF
a e ol “han  a /ak/ o Wy dosbh.

m  Megko wé 0 e — drexe

8. Mention one thing you liked about the play but not about the film.

kg e delad  in b gy

9. Mention one thing you liked about the film but not about the play.

[ iwed e woy S oww yeupl-

10. If you were directing the film, what would you have added or taken out of the film?

l uonﬂ e, odded  comp sl 4

Thank you for taking the time in completing this survey.

/5wf h/e,/co/we
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes

2. Did you ever see it performed?

Yes @
3. Had you ever heard a quotation from Romeo and Juliet before?
@s' No

If yes, please write it down. )
\? mguﬂ o Lertl ot heer—on

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said “film’ please state which film you saw)
k ' _ e
L8 Sl E
Lhns rnelforo

5. Describe one scene that you remember in detail from either the play or the film.

bl i il s Wo endt,
Bonal— Dpge Tl 4

6. Was the scene you described from the play or the film?
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7. List three major differences between the original play and the film(s).

Lratys = 3
0% s ol e b o e Ll
foz mwa%@ (890555, bl i

O Sk e Gunn

8. Mention one thing you liked about the play but not about the film.

G g Ee @y

9. Mention one thing you liked about the film but not about the play.

9 dre Elproe 4 Uike the Mww’
have Y

to el s

10. If you were directing the film, what would you have added or taken out of the film?

4 el huve oddot th Slne \hure

e = -t 270 s Fz(é‘t/gfﬁb 06761/’“/)1:

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

No

If yes, please write it down.

% Qomg% :ﬂigm%g wherefr for _art Huu
Fme v and tefuse {lee naime

£ Houw wof @lf ke poX 2wow  my love
and [l no lnnaQr b a (”oJau\pF

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

Poy  bLecause it apes in Yo more r)m”\
and  wu  ocy ot & debaidls off He
A\ %GsF) wore  delails ot He CLo.mc\e}“é

e heo

5. Describe one scene that you remember in detail from either the play or the film.

\h H@ new . ersion .UD‘:\QM Q\.DW\QO 15 h\
H.;@ . Lurd\ ong ke H\\r\\rﬁfﬁ \\A\»Q\’ \6
dead and  he Hen haleg "Heé— polson

6. Was the scene you described from the play or the film?

Play Film |
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7. List three major differences between the original play and the film(s).

ln )rLQ mm NS does not OOH) \'LQ

& ohu\Q*& ‘ON‘Q,\)@ ondl_meeE

1 Sulier  doeS nat R taling e
%Q)YHOV\ W He [96% veraion

L Lgo\y Alontagpe  pexexr e

8. Mention one thing you liked about the play but not about the film.

b ogeemt in Jo ynore CQQ?}L“\QN\ \"\Q C\‘\N\/\

9. Mention one thing you liked about the film but not about the play.

\BiA mckiolly ek B Wisulie o and Hals
Ohot 1T 1Rel about Gl

10. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?
Yés No

If yes, please write it down. 2
O Pomee 0 QoMo whecekect sk Hon homed
ﬂuwg thy Gl »~ ceSuse thy pomni

Ard € . Mk qo% br Wnd sween pany Jove

And V1L 00 lenger e o Grouled :

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

\ (‘P(QQ/Q/(’FCA +\\€ \9(%«1 \m(a'\,\xc \)\'\L '/f),cv.t‘&(,
M ma¥e sanpe wn\O% spou dudied B R\O\A;

5. Describe one scene that you remember in detail from either the play or the film.

g, her Romes Ginds Thiek (n dhe Yomb

6. Was the scene you described from the play or the film?

Play @
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7. List three major differences between the original play and the film(s).

L. /\“qu ‘V)/Ov\\(ﬁiw hoean't die in (lm

I ool Gwy Sceme wa® ey 35 oowied ‘aloont Y
Triar Yrigcinn hee 10 [

II1. -{hav’ “he qems ia e  medern Bim

8. Mention one thing you liked about the play but not about the film.

s ene. o0 Cvav”s}ﬁj

9. Mention one thing you liked about the film but not about the play.

\
W we» i’wnﬂ/\j w\r\bﬁ '("Ze/(cbd*]o Lses e cred8 Srcvcor
N meden  Eifan

10. If you were directing the film, what would you have added or taken out of the film?

L()@LV‘.C[ hcw?, LLI\\LL{ La,ckv{ Mbﬂ}”vjvv“— (f\5¥ e
Mok o\ donll Avwe haee ks ’_L‘ws\' becamse she
Ared  in  Hhe (\)\ﬁu\/,; )

Thank you for taking the time in completing this survey.
Y@w? ce cyeleome-

No Qc@\@\w. l\n7 Hme
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Y -es: @

3. Had you ever heard a quotation from Romeo and Juliet before?
Yes No

If yes, please write it down.
“O Locren ; O Qo(ﬂei?

WWheceSore . ack oo 0 oo

Deny by Solber and eSuee éh,/ Oarne

Aod” 1S Hoe wile ook, & Lok Sworo Dy (o,
Acd \'l ac loger ke a Came(:"

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

|\ oeSeced Lhe obiginol elay bo o
S, Nefninges cam e makeh (e because
K all_khe attoes Kaken auk Trom he Hilms,

5. Describe one scene that you remember in detail from either the play or the film.

e ovene wtene Retpr & J{&&k ie
Ao m}\

ohEe Jk umd o) ]
O 200 ol W N, AN P’le/Q"@o?é\,

6. Was the scene you described from the play or the film?

( Play )} Film

425|Page Sarah Theresa Gleeson



7. List three major differences between the original play and the film(s).

L Markoque doesnc ke, (ne=ny ammanq(n Lheé?jg
AN N ol_aAu Mpﬂcm

I _lliek Desec rosikakes ocboul bakim the
%00 1O Hhe (963 wersten & e Ko

oI ady V‘or“{coque o tons rever die vo She
1968 ~eraicy.

8. Mention one thing you liked about the play but not about the film.

Mercnkio 18 o (6 foklor 0 Ehe l\)t&u

9. Mention one thing you liked about the film but not about the play.

e Silm nales wore secpe dhon Ahe. Dlay

10. If you were directing the film, what would you have added or taken out of the film?

L wendd ‘Wwe)\ \e@olciecl e, scere (nere

@aﬁ% QQ_SG%

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

Yes No

If yes, please write it down. (
Soetoh fmer d_dl o fold

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

B Ge ol J(;C(ﬂwsp ke Jd&%r&»

e @,aﬁxg St -

5. Describe one scene that you remember in detail from either the play or the film.

Wen Peradir doefed . up ad a apl
going b e : dJ

6. Was the scene you described from the play or the film?

Play @
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7. List three major differences between the original play and the film(s).

\ods, mww@ dpeont die in Yo Hion

I

1L

8. Mention one thing you liked about the play but not about the film.

9. Mention one thing you liked about the film but not about the play.

Qoo o Yo

10. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yes

3. Had you ever heard a quotation from Romeo and Juliet before?

<

Yes No

If yes, please write it down.

Rotnes Qatn | \dhone Yok o~ }\)l\f\"'? Aoz,

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

PQ«H. 9 b Mot 8o phh oo @ tect, \jent u‘\;’(
o X i D(\Q,!Mv

5. Describe one scene that you remember in detail from either the play or the film.

AT W‘\\\ s o, \“7.\3

6. Was the scene you described from the play or the film?
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7. List three major differences between the original play and the film(s).

§ Ade~ MWWM Ne VN i D
WR;A)'("\

I:

IL. Conis 8k openinkh, AV abX o op ket B b et
11 TMMWM& admwmmwm

8. Mention one thing you liked about the play but not about the film.

QM Petne 2~z (-‘vw’j MJK ek

9. Mention one thing you liked about the film but not about the play.

ka&w"% ot oo St T\ me”u"

10. If you were directing the film, what would you have added or taken out of the film?

) g e e e ik ek

k.

Thank you for taking the time in completing this survey.

Sarah Theresa Gleeson
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?
Yes fo\

3. Had you ever heard a quotation from Romeo and Juliet before?

Yes @

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

To GEIPINnQ el becg

6. Was the scene you described from the play or the film?

Play Film
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7. List three major differences between the original play and the film(s).

It

IL

IIIL.

8. Mention one thing you liked about the play but not about the film.

9. Mention one thing you liked about the film but not about the play.

10. If you were directing the film, what would you have added or taken out of the film?

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?
Yes No

If yes, please write it down.

e el O\‘EL}‘?I\J@S e L omgient enge . andl 4,
Thiie hrivmgh  dje C UNEe ENTATH o W/ub, o
P t/vt’/u i‘;L;SS CUII\GWMQ“: ow\i : A‘ B lague “

b AR Cupee  hoeges" i

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

Tl\e '7c@r.eu,l \f*efs;'or/\ Wb n/\y zf:qv-q,,\,.; Lo g A
gare o W15ad aspe g b 7 he TL"‘,‘ .

5. Describe one scene that you remember in detail from either the play or the film.

T[\q\‘ gwor(L‘Fi’a ‘\,t B.o %W%% Mcrcwt ro W\A .I:(/ /)W[X and
O v oty “u Yot and 7}’4“‘(

6. Was the scene you described from the play or the film?

Play @

433|Page Sarah Theresa Gleeson



7. List three major differences between the original play and the film(s).

It I:f [ar [—,oll/rer\C'BVlS P k{)[ahqélﬁ" PVAVALS ‘-elft U}U\{'
Q !)J 70| (/va;

IL. & wreg wiife narcqts 7 not ¥rince ESLQ[«M/ e
40\1{0[ YA! {;AO\.L (l)r 7‘17\’€; EGU"{M} Qm\yg 'tAwm ;‘v

TLP P[o\w
ML SR b ol e Signie s o Versna _ Beuch
r\d{? in \/erw\m fa‘/v <

8. Mention one thing you liked about the play but not about the film.

[ Dk, "X Gko  one o tle ','J)Cmm et
The 0L

9. Mention one thing you liked about the film but not about the play.

R T AL 5£\0w’pd Yhe Juel
5 CP =S 1h bo 7 F:(W\J , wl,(v in  the P{u)’ e
5‘0\?0[ ”T‘\-Ey ?Cy[vt :

10. If you were directing the film, what would you have added or taken out of the film?

| wO"‘lA h oy 1/1e ’P%‘E TLS F/‘;‘ir i -{a—a(\m\uft;nh
nhis . by (G, ?-«% he ol s fetw cen
LIS dn B meo inte :

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes @

2. Did you ever see it performed?

Yees

3. Had you ever heard a quotation from Romeo and Juliet before?

O @

es, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said “film’ please state which film you saw)

The fobm Y66 G s imwst—spfllec - cucd I
Lovbf M /Qlﬁ UV

5. Describe one scene that you remember in detail from either the play or the film.

Merofne sl Ldadts,  doid wtre Tobedl kil
Mesd 554%&,@’ A /;(p,//n.lm

6. Was the scene you described from the play or the film?

Play @
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7. List three major differences between the original play and the film(s).

L Qeiad  renbion Yok Lagly Clonfope Vied i
e o runse 4

I Phne EStudus o Us (faef 9%4 potue

IIL. frb},,hm/,w wslead _off Dol

8. Mention one thing you liked about the play but not about the film.

I'A /'5 M_’% W\ﬁ/ %ﬂ /As rvM YA uj&&d

9. Mention one thing you liked about the film but not about the play.

You'  tadd ces e Adurnitos

10. If you were directing the film, what would you have added or taken out of the film?

Vith A s Ao uail] e g vaed
MLW 0

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

@ No

If yes, please write it down.

O Romon  Remeo - cskee Rre art Hhou Komo_oluem,

{hy RN angd refus 4y name  Ad 7T WP
he  6u} swecon ey ot l..?»)\d e e Qa«a,d bo =« (qrowee/'

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

[ PF’&& e Oim bocagse A ales aare  Sonae
wlhen ko;‘b(?: acl L GWL

5. Describe one scene that you remember in detail from either the play or the film.

e (M Lewss Tyl mj/ mercadiey

6. Was the scene you described from the play or the film?

Play Film)

437|Page Sarah Theresa Gleeson



7. List three major differences between the original play and the film(s).
1. TWJ WL guaf CAQQ\Q' o\F foooro\S n dle '*‘Gclﬂfm {tn

i) of*da.'zl scere s X Swlf"\"ﬂl‘j 5&.@( Scene

1L

. #hiace oocalbis Is  de HeE o€ @/}(p

8. Mention one thing you liked about the play but not about the film.
much More c@t‘lﬁ"

Thads “‘5‘ (a’a,vf and et s

9. Mention one thing you liked about the film but not about the play.

You Could See Ale  duapicdals i JQalq,\l ardl Y relec mefe
2ance alen 4"@3 act it out.

10. If you were directing the film, what would you have added or taken out of the film?

7% lmnguaw YTat {he, wso
U9 7.

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

2. Did you ever see it performed?

Yes @

3. Had you ever heard a quotation from Romeo and Juliet before?

No

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

N B L e s o 0T gm?ghmgjm% U @'i%
ten

Oeacling.
J

5. Describe one scene that you remember in detail from either the play or the film.

Whn Ro.uao Srooks, /@\m&'

6. Was the scene you described from the play or the film?

Play
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7. List three major differences between the original play and the film(s).

L Loy Mortoge qaer diesindle. Filu

1L Rover nener tils Danés, indhe Maute.

oL Dure Bl was 0 Shenf® indle Woue

8. Mention one thing you liked about the play but not about the film.

\ did nob like the 9"3 pe | bhate padiy.

9. Mention one thing you liked about the film but not about the play.

Al J(k:@ C}Ch [oTaY ool Qxit\bﬁmx.

10. If you were directing the film, what would you have added or taken out of the film?

Vil boue - added e Sons iome: Modtague Telk

ovayene et Looly Montgve (\Dumd \A\a;\x) muace ot fop

(J)m\?)f] FOV‘ Rowdos b('))\\'aM\]

Thank you for taking the time in completing this survey.
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2" Year Survey on ‘Romeo and Juliet’.

Circle your answer where needed.

1. Had you ever read through the play ‘Romeo and Juliet’ before?

Yes

2. Did you ever see it performed?

3. Had you ever heard a quotation from Romeo and Juliet before?
Yes Q\loj

If yes, please write it down.

4. Did you prefer the original play or the film? Give a reason for your answer.
(If you said ‘film’ please state which film you saw)

5. Describe one scene that you remember in detail from either the play or the film.

—I NQ g m‘\)wﬂ\ \)}W E-\/\o 1()\('&5 L Dug) \1\)\)'\-0_“\ m

X
J

\(\\r)i MONa

6. Was the scene you described from the play or the film?

Play Film
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7. List three major differences between the original play and the film(s).

L j_{\ /&\/UL \\Qm)\ \\JA.(&\.(A N\')\!\\'r)\(x\m &'x?& %QﬁAl—)
0. e e LA Ueta %QJN\D

I | Wb L0an X, xeoamacd o Qe &_\u\{\ 9
Y @& S O )

T S Fr BRSNS A Q20N OO Mor culiipic oo ion el

(o x&no/\)\o N

8. Mention one thing you liked about the play but not about the film.

TQ!\Q_. \\Q aaa- CYOO R D\-)\.C)hi) &J‘rﬁg C’L;.I\& \X/ VAA
Sre A‘f\[r‘ﬁ(gm.@ s

9. Mention one thing you liked about the film but not about the play.

TQAO Qv&w\ %OJ\)L O \)k))\k[)&. 0\)\\1 ‘UJD\Q\ WO
(M"\MQS OO AN e m\k&oi\ \(\\Q.o“

o

10. If you were directing the film, what would you have added or taken out of the film?

S TR 1 ST s e TN SRV ORI 3

MQJ\[,\;&LQ DN N NN (QJ\OM@/L;

Thank you for taking the time in completing this survey.
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Survey Guidelines and Permission Forms

(St Toserl 2 Coljg. =

Coldiste Sheosaimh, Braithre Naoimh Padraig

St. Joseph’s Patrician College

Nuns’ Island, Galway, Ireland.

Dear Parent/Guardian,

Sarah Gleeson, teacher and Guidance Counsellor within the school, is undertaking her
Masters in English Literature. Her thesis is based on the adaptation of literature into
film which overlaps with the Junior and Leaving Certificate curriculum. Miss Gleeson
would greatly appreciate if you would allow her to conduct surveys with your son,
within his classroom setting, as part of her ongoing research. All surveys will be
connected with the English syllabus and based on what your son is currently studying
in school. Surveys will remain anonymous and confidential and only Miss Gleeson
will have access to the information. If you require further information, Miss Gleeson
would be happy to answer any queries you may have.

Your help would be greatly appreciated in this matter.

Yours Sincerely,

6@% /A\Oj/(x_ oral ({ﬁ\k‘f}«%ﬁ' ~ .
- X
: <«.‘\

Ciaran Doyle Sarah Gleeson

Principal Guidance Counsellor and Teacher
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

COLAISTE MHUIRE GAN SMAL

OLLSCOIL LUIMKIGH

MARY IMMACULATE COLLEGE

UNIVERSITY OF LIMERICKX

Parents Information Sheet

What is the project about?
The aim of my project is to examine a number of different pieces of literature and their film

counterparts. | will look at the similarities and differences between both and argue that due to the
number of changes that need to occur to adapt a literary work to the screen, adaptation should be
seen as a genre in itself.

Who is undertaking it?
My name is Sarah Theresa Gleeson and | am a Postgraduate student attending Mary Immaculate

College. | am presently completing an MA by research in the Department of English under the
supervision of Dr. Eugene O’ Brien. The current study will form part of my thesis.

Why is it being undertaken? .

As an English teacher in an all boys secondary school, | recognise the difficulties that many of my
students face when studying a play or novel. | also recognise that many pieces of literature have
been adapted to film and many students tend to rely on the film version as opposed to the primary
text. As a result, many pupils do not get the full meaning of the text as certain characters and scenes
may be omitted to fit within the structure and time frame of the film. Through this project | wish to
emphasise the importance of both forms of media and the need to look at both. 1 also wish to
convey the significance of looking at the process of adapting a text to screen and the variety of
factors which are involved in adaptation hence why it should be seen as a genre in itself.

What are the benefits of this research?

| hope that, through my research, | will (a) convey the importance of studying both the literary text
and film version rather than one or the other, (b) through my surveys, | aim to prove that students
themselves engage more with the film version of a text rather than its written counterpart and (c)
that by looking at the concept of adaptation as a genre, students will gain a deeper appreciation of
the complexities of adapting a text to film.

Exactly what is involved for the participant (time, location, etc.

The project will consist of a number of surveys based on the texts studied in class. Students will be
asked to answer questions based on what they have read and watched. The surveys will be
completed in St. Joseph’s Patrician College under my supervision.

Right to withdraw
Students’ anonymity is assured and pupils are free to withdraw from the project at any time without

giving a reason.

How will the information be used / disseminated?
The data from all the surveys will be combined and used to form the results section of my thesis.
Summary data only will appear in the thesis; individual participant data will not be shown.
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How will confidentiality be kept?

All information gathered will remain confidential and will not be released to any third party. All
surveys remain anonymous.

What will happen to the data after research has been completed?
In accordance with the Data Protection Act (2003) all participant data will be stored for the length of
time that it is required to produce this thesis at which time it will be destroyed.

Contact details:

If at any time you have any queries/issues with regard to this study my contact details are as follows:
Sarah Theresa Gleeson

stgleeson@gmail.com

0876275974

If you have concerns about this study and wish to contact someone independent, you may
contact:

MIREC Administrator

Mary Immaculate College

South Circular Road

Limerick

061-204515

mirec@mic.ul.ie

446 |Page

Sarah Theresa Gleeson



BRATHAR O O LOEHRANM

COLAISTE MHUIRE GAN SMAL

QUISCOIL LUIMNIGH

MARY IMMACULATE COLLEGE

UNIVERSITY OF LIMERICK

Y Y3 wi
AT

Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.

Childs Name:

Name (PRINTED):

‘Name (Signature):

Parents Name:

Name (PRINTED):

Name (Signature):

Date:

Page 1 of 2
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Information Sheet

What is the project about?
| am looking at how different books, novels and plays are made in to films and why certain changes

occur when you make or adapt a film from a book.

Who is undertaking it?
I (Miss Gleeson) am a Postgraduate student attending Mary Immaculate College. | am completing an

MA by research in the Department of English.

Why is it being undertaken?
Within the Junior and Leaving Certificate English courses, students must study novels, plays and

films. Through my teaching, | have found that students tend to remember more of what they see
than what they read. As a result, many rely on the film version of a literary work that the written
text. Often the film can leave out key scenes and characters which in turns effects the way that a
student learns. My belief is that by studying the written and film versions of texts, a student gets a
more rounded understanding of what they are learning about and will recall more when it comes to
examinations. The variety of changes and adaptations that need to occur to bring a text to the
screen also indicates that the process of adaptation is not a straightforward one and students should
be able to question why a director includes or omits something from the literary text.

What are the benefits of this research?

| hope that, through my research, | will (a) show the importance of studying both the literary text
and film version rather than one or the other, (b) through my surveys, | aim to prove that students
themselves engage more with the film version of a text rather than its written counterpart and (c)
that by looking at the concept of adaptation as a genre, students will gain a deeper appreciation of
the complexities of adapting a text to film.

Exactly what is involved for the participant (time, location, etc.)

The project will consist of a number of surveys based on the texts we have studied and will study in
class. Students will be asked to answer questions based on what they have read and watched. The
surveys will be completed in St. Joseph’s Patrician College under my supervision.

'Right to withdraw .
Students’ anonymity is assured and pupils are free to withdraw from the project at any time without

giving a reason.

How will the information be used / disseminated?

The data from all the surveys will be combined and used to form the results section of my thesis.
Summary data only will appear in the thesis; individual participant data will not be shown.
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How will confidentiality be kept?
All information gathered will remain confidential and will not be released to any third party. All

surveys remain anonymous.

What will happen to the data after research has been completed?
In accordance with the Data Protection Act (2003) all participant data will be stored for the length of
time that it is required to produce this thesis at which time it will be destroyed.

Contact details:

If at any time you have any queries/issues with regard to this study my contact details are as follows:
Sarah Theresa Gleeson

stgleeson@gmail.com

If you have concerns about this study and wish to contact someone independent, you may
contact:

MIREC Administrator

Mary Immaculate College

South Circular Road

Limerick

061-204515

mirec@mic.ul.ie
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.

Childs Name:

Name (PRINTED):

Name (Signature):

Date:
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

| am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
Childs Name:
Name (PRINTED): Evan. Kep/erdew

Name (Signature): ? W\W—/

=7
Pate: 9k !Q, I

Page 1of1
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

= | am aware that my results will be kept confidential.

Childs Name: mLO\:\C\(\V\QCz\ EPNENN

Name (PRINTED): (V\Q\—\ AN NMVED GASHASH
Name (Signature): (\\0’(«\4‘1\(\0&9 piesf

Date: M L. 03 .Dal\
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
| have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

| am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.

Childs Name: € (om0 e DONNELL
A7
Name (PRINTED): Comol, MO
Name (Signature): CONOT  MCDeanel | Cero< W\“Denr\x/u
Date: NIz h
Page 1 of 1
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.

Childs Name: ﬁ,’_‘))(h/\ O /("‘(‘Cw\‘/l &.
(@]
Name (PRINTED): ’5@ BN O Grady
Name (Signature): é‘,:_ %ﬁ# A-O\/\V\ O(('H“ul)ﬁ\{‘l \
s 7 (_J d
Date: WBesis=
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

« | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

| am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

« 1 am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

o | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

¢ | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

= | am aware that my results will be kept confidential.
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
* l understand what the project is about, and what the results will be used for.

¢ | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e I know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

| have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

« I am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

o | am aware that my results will be kept confidential.
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

* | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
o | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o 1 am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

« | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

« | am aware that my results will be kept confidential.
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Adaptation as a Genre
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. in accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

¢ | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
¢ | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form

Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

¢ | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
¢ | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
“occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

* | have read and understood the parent information sheet.
* | understand what the project is about, and what the results will be used for.

* | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e I know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

o | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« | am aware that his results will be kept confidentiai.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

o | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« 1 am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the‘parent information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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‘Name (Signature):  / é /44 M/\
Parents Name: /fcé@/ A/F#OL’\/ —Jort NOLAN

Name (PRINTED): £ e /\/O/an// —TOM NOLAN
Name (Signature): Z:O(é/ ’l/d"&m/ K—\N\\ \&W\
Date: ?/‘g/h} % /Dg AD[/

Page 1 of 2

487 |Page Sarah Theresa Gleeson



BRATHAR 6 0 LOEHmANS

- o COLAISTE MHUIRE GAN SMAL

‘E ﬂ OLLSCOIL LUIMNIGH
MARY IMMACULATE COLLEGE

UNIVERSITY OF LIMERICK

Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
. A
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Adaptation as a Genre
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Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
o | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.

Childs Name: Ste Pke,(\ Mc (\7\/\_%}3,
Name (PRINTED): SQTEPHEN MC EG\NT Y
N N ,,p/e\zn/ /m Vst
Parents Name: Heen) MeGwTY i
Name PRINTED): Hereny Mg w T

Name (Signature): CN@ Q o o~ Mo S
Date: ,22{ 2 \‘ \ . i

Page 1 of 2

492 |Page Sarah Theresa Gleeson



BIAT AR D4 200 LOTHEANN

wibhe KT
gﬁ

Adaptation as a Genre
An Examination of Literature and its Film Counterparts

COLAISTE MHUIRE GAN SMAL

QULSCOIL LUIMKIGH

MARY IMMACULATE COLLEGE

UNIVERSITY OF LIMERICK

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« | am aware that his results will be kept confidential.
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Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

| am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
o | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« I am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form

Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored

for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential. ;
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

s | am aware that his results will be kept confidential.
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Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
« | understand what the project is about, and what the resulits will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
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Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

= | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

o | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
o | have read and understood the participant information sheet.
o | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
s | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures invoiving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

s | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
| have read and understood the participant information sheet.
e { understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
| understand what the project is about, and what the results will be used for.

| am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
accur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
| have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

¢ | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. in accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
o | have read and understood the participant information sheet.
e | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

o | am aware that my results will be kept confidential.
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

| have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

o | am aware that my results will be kept confidential.
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Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

« | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form

Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. in accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

| have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

| am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.

« | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

o | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

= | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Participant Informed Consent Form
Dear Participant,

As outlined in the participant information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

None of your personal information or your name will be used throughout the project and
you are free to withdraw at any time. The information that | gather from the surveys will be
used for the purposes of my project only and not given to anyone else. In accordance with
the Data Protection Act (2003) all participant data will be stored for the length of time that
it is required to produce this thesis at which time it will be destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the participant information sheet.
| understand what the project is about, and what the results will be used for.

* | am fully aware of all of the procedures involving myself, and of any risks and benefits associated
with the study.

e | know that my participation is voluntary and that | can withdraw from the project at any stage
without giving any reason.

e | am aware that my results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form

Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

s | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
s | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
7 (
Childs Name: \iegmm'\eﬁ
S

Name (PRINTED):

‘Name (Signature): Qf\k‘{\\aﬁ_ rD(f_, \eqj
Parents Name: \‘)Q'\"_\.(‘:L-\A/DCAP,V\\

. —
Name (PRINTED):

Name (Signature): D.“.L.._ Dx(/ﬁjj

Date: cil’ggl'.\.
1 )

Page 1 of 2

522 |Page Sarah Theresa Gleeson



BRAT LS Dm0 | OC AN

COLAISTE MHUIRE GAN SMAL

s BN
a é ‘a’ QLISCOT TUIMNIGH

=

MARY IMMACULATE COLLEGE

UNIVERSITY OF UMERICK

Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
¢ | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

¢ | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results _vilill be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

¢ | have read and understood the parent information sheet.
¢ | understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

¢ | have read and understood the parent information sheet.
« | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

* | am aware that his rEsults will be kept c?nﬁdential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts
Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

* | have read and understood the parent information sheet.
* | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form

Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

= | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

« | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

o | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
e | understand what the project is about, and what the results will be used for.

o | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

o | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.
e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

< | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

« | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
o | understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

| know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« 1 am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

o | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

e | am aware that his results will be kept confidential.
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Adaptation as a Genre
An Examination of Literature and its Film Counterparts

Parent’'s Informed Consent Form
Dear Parent,

As outlined in the parent information sheet the current study will investigate why
adaptation should be seen as a genre in itself due to the numerous changes that need to
occur to successfully bring a literary text to screen.

Student anonymity is assured and all students are free to withdraw from the project at any
time. All information gathered will remain confidential and will not be released to any third
party. In accordance with the Data Protection Act (2003) all participant data will be stored
for the length of time that it is required to produce this thesis at which time it will be
destroyed.

Please read the following statements before signing the consent form.

e | have read and understood the parent information sheet.
| understand what the project is about, and what the results will be used for.

e | am fully aware of all of the procedures involving my son, and of any risks and benefits associated
with the study.

e | know that participation is voluntary and that my son can withdraw from the project at any stage
without giving any reason.

« | am aware that his results will be kept confidential.
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