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Ready to Teach.it

“Love in Translation”: Pride and Prejudice. The novel and the film adaptations in comparison.
R. Grandi

Lesson plan

Class: 

· 4-5th year students 

· upper-intermediate level

Prerequisites:

· the class should have already studied Austen’s biography, her main works and should also have a general idea of what is a novel. Furthermore, the knowledge of Pride & Prejudice (the novel) is essential for the second part of the lesson. 
Lecture organisation:

· more than 2 x 45 mins. (when I delivered this lesson in class I left out slides n. 14 and 16 in order to conclude in two hours)
· From slide 1 to 11, overview of adaptations and Austen’s works.

· From slide 11 onwards, detailed analysis of the novel and the film.

Teaching strategies and tools:

· Use of visual materials, PowerPoint, Internet, films (I have indicated the running time of the scenes to show according to the films I have. You might find variations which could depend on the files, support or computer used).
Objectives: 

· Students will learn the basic techniques of comparison between a novel and an adaptation. 

· Thanks to the repetition and the visual reinforcement they should remember more easily the plot and the main themes of the novel. 

“Love in Translation”: Pride and Prejudice. The novel and the film adaptations in comparison. (Roberta Grandi)
This lesson deals with the film adaptation of Austen’s novel Pride and Prejudice. The films taken into consideration are the 1995 BBC production and the 2005 film released and distributed by Universal Pictures. 
Before focusing on the films, however, we might consider the meaning of “adaptation”. What is an adaptation? (It is possible to involve the students by asking them to think about a possible definition of “adaptation”.)
Slide 2 – Adaptation of Novels

We all know what a novel is and we also know, at least in an intuitive way, what a film adaptation is: it is a film that transfers to the cinema a story which was first narrated in a novel. There are hundreds of examples of film adaptations of novels, among which we can mention Conrad’s Heart of Darkness, which was transposed to the screen by Francis Ford Coppola as Apocalypse Now. The same Coppola also filmed Bram Stoker’s Dracula. In recent times two very famous sagas have been adapted: Tolkien’s Lord of the Rings and Rowling’s Harry Potter or even the famous vampire saga written by Stephenie Meyer composed by the novels Twilight, New Moon, Eclipse and Breaking Dawn. (It is possible to involve the students by asking them to think about other adaptations.)
Slide 3 – Adaptation of Drama and Short Stories

Naturally, we can also find film adaptations of drama (theatrical works such as Shakespeare’s or Wilde’s) or short stories (Baricco’s The Legend of the Pianist on the Ocean, filmed by Tornatore or Stephen King’s Rita Hayworth and the Shawshank Redemption, which in Italian becomes Le ali della libertà). (You could involve the students by asking them to think about other adaptations.)
Slide 4 – Adaptation of Comics and Video Games

And, a little more recently, we can also find adaptations of “less serious” sources such as comics and video games. Some examples can be Spider-Man, Xmen, Tomb Raider and Resident Evil but there are many others. (It is possible to involve the students by asking them to think about other adaptations.)
Slide 5 – Jane Austen Phenomenon -Emma
Now we can take a look at what can be called the “Jane Austen Phenomenon”. Austen’s works have always been very successful at cinema and the most successful of all has always been Pride and Prejudice, which we are going to analyse today. But it is not the only one. Also Emma was adapted into very famous films, and it all happened in a very short span of time. Between 1995 and 1996 three films, based on the novel, were almost simultaneously released: a TV production with Kate Beckinsale, a cinematic adaptation for Medusa with Gwyneth Paltrow, and a modernization set in Beverly Hills, but faithfully based on the same plot, titled Clueless, in Italian Ragazze a Beverly Hills. 
Slide 6 – Jane Austen Phenomenon – Other Novels and Jane Austen

But Emma, and Pride and Prejudice are not the only to have been adapted for the screen: all other Austen’s novels have been filmed at least once, even if not always with satisfactory results. Persuasion and Northanger Abbey are BBC productions which achieved pretty good success on TV (even if nothing comparable to the enormous phenomenon of the other works); whereas Mansfield Park is a 1995 cinematic production that can be considered one of the few Austenian “fiascos” in history. Sense and Sensibility was a very successful film directed by Ang Lee and released in 1995.More recently, say from 2007 onwards, the cinema has shown a growing interest in Jane Austen herself and, as a consequence, two new films have been produced: Becoming Jane, which deals with the youth of the author, and Miss Austen’s Regrets, which instead presents the novelist’s last years of life. (If Austen’s biography has already been treated, this could be an interesting moment of revision for the students who might be asked to hypothesize the content of the two different biopics). 
Slide 7 – Jane Austen Phenomenon – Pride and Prejudice

Going back to Pride and Prejudice, the novel was first published in 1813 but we know that Austen had already written a first draft some years before which was titled First Impressions. This novel is by far the most read and appreciated and it was adapted for the screen for the first time in 1940 and starred two of the most famous stars of the period: Greer Garson and Laurence Olivier. The novel, then, was filmed again by BBC in the eighties and then again in 1995, a production that achieved an enormous success. Then a film was produced in 2003, a Pride and Prejudice story modernized and set in present-day USA, and the last adaptation was released in 2005 starring Keira Knightley who was nominated for the Academy Award as best actress. Click for last Image to appear.
And finally, in 2009 a novel titled Pride and Prejudice and Zombies was published by Seth Grahame-Smith and in these days people in Hollywood are thinking how to transform it into a film. 

Slide 8 – From Text to Screenplay

So, in order to analyse the transformation of the story and characters of Pride and Prejudice from the novel to the films (we are going to consider both the 1995 and the 2005 productions), we need to know how this transformation takes place – that is, how the different aspects of the novel are transmuted (or, better, translated) into the film. 
(It is possible to involve the students by asking them “if  it were up to you, what would you analyze? Which are the key elements in a novel?)
The basic theories of what a novel is and what are its main characteristics and elements should already be known by the students. 

Slide 9 – From Text to Screenplay

So, broadly speaking, we could consider every novel as a work composed of different elements that, all together, give it its shape and meaning. A novel could be roughly considered the narrative of a story. This means that we have the narration of a plot (usually organized as a series of chapters or episodes) and some characters. Apart from the narrative of the events, a novel is usually rich in descriptions, which sketch out the (historical and geographical) setting of the plot, the details of the objects and, naturally, the look and the external behaviour and reactions of the characters. The characters, moreover, usually speak with each other and the writer might render these conversations through either direct or indirect speech. Finally, the interior processes of the characters might be expressed through the use of techniques such as the interior monologue, the focalization or, from the twentieth century onwards, the stream of consciousness
. How are these different elements transformed in the passage from paper to screen? What will a description of a place be translated into? What will happen to an indirect speech?
Slide 10 – From Text to Screenplay

As anyone can intuitively understand, the cinema is principally a visual medium – Richardson speaks about its “total visibility”
 – and, thus, it tends to translate words into images as much as possible. So the description of a place (or an object) will be rendered through the filming of the place (or the object) itself. The description of the setting thus becomes the filming of the setting. 
In a similar way, the description of the characters’ looks, behaviour and reactions will be rendered through the choice of the actors (the cast) and their acting. 

Then there is the story. The plot, which in a novel is organized in episodes often textually disposed in chapters, in the film screenplay is made of scenes (the smallest unit) and sequences (which correspond to the chapters). The narration of the story (and the stylistic choices made by the author) roughly correspond to the filming and editing performed by the director. Very often there are changes in the plot (cuts, additions and modifications) from the novel to the film and these changes may alter the meaning of the whole work very deeply. 
Then, quite obviously, the direct speech becomes the film dialogue and it is often transferred from one medium to the other without considerable differences. 
But what happens to the indirect speech or the interior monologue (or similar techniques)? Quite often they are transformed from interior to exterior and rendered through the film dialogue; but sometimes the director might also choose to use the “voice over” which is the filmic equivalent of a novel’s narrator.

From now on, the knowledge of the novel is required. 
Slide 11 – From Description to Cast
The first, and easiest thing to check if we want to analyse the changes that have taken place in the transformation from the novel to the films, is to verify if the characters have all been preserved or if, on the contrary, some of them have been modified, eliminated or even added.
Usually, since films always struggle to shorten the story, they tend to cut secondary characters and condense scenes and sequences. In this case, the BBC adaptation, made up of 6 episodes, each 1 hour long, has been able to preserve all the main and secondary characters and follow the plot quite faithfully. The 2005 film, on the contrary, had to reduce dramatically the story in order to be able to “squeeze” all the main characters and scenes into the 2 hours which are the traditional length for a cinema movie.
So, some minor characters have been eliminated in order to simplify the plot: for instance Click to show the eliminated characters
Bingley’s sister and her husband Mr Hurts and Charlotte’s father (Sir Lucas) and sister (Maria). The elimination of these characters is quite logical and doesn’t alter much the plot, but it anyway has consequences. For instance, since no Sir Lucas or Maria are present, Elizabeth has to go to Hunsford to meet the newly married Charlotte completely alone. 
Slide 12 – From Description to Cast
In addition to what we’ve just seen, we can also analyze the characterization from another perspective: characters in films are interpreted by actors and it’s up to them the task to give body and credibility to the characters. 
The main characters, Elizabeth, Mr Darcy, and Jane are described very punctually from the point of view of the personality, but their look is sketched with very few details:

· Chapter 6: “I have been meditating on the very great pleasure which a pair of fine eyes in the face of a pretty woman can bestow.”

· Chapter 6: Mr. Darcy soon drew the attention of the room by his fine, tall person, handsome features, noble mien; and the report which was in general circulation within five minutes after his entrance, of his having ten thousand a year. 

· Chapter 3: `You are dancing with the only handsome girl in the room,'' said Mr. Darcy, looking at the eldest Miss Bennet. “Oh! she is the most beautiful creature I ever beheld!” 

Click to show the actors
So we have in the BBC adaptation the choice of “classical” beauty for the women and a more unconventional one for Mr Darcy. Colin Firth, actually, had an enormous success thanks to this film. 
Slide 13 – From Description to Cast
In the 2005 film, instead, the choice of the female actresses is based on the charm – and success – of Keira Knightley – and of Rosamund Pike. Both very beautiful and already known and appreciated in the star system (see the Pirates of the Caribbean, Atonement and The Duchess for Kinghtley and Doom and Surrogates with Bruce Willis for Pike). The 2005 Mr Darcy, instead, is played by Matthew Macfayden who is more traditionally handsome and, perhaps, a bit less charismatic (as his preceding and following career confirms). 
Click to show the actors
Slide 14 – From Description to Cast
And the actors with their face and their acting can influence much the impressions that the public receives from a character. 
For instance, let’s get a look at Mrs Bennet: 

· Chapter 1: “Mr. Bennet, how can you abuse your own children in such way? You take delight in vexing me. You have no compassion on my poor nerves.''

· Chapter 2: “Don't keep coughing so, Kitty, for heaven's sake! Have a little compassion on my nerves. You tear them to pieces.''

· Chapter 20: “nobody is on my side, nobody takes part with me, I am cruelly used, nobody feels for my poor nerves.'‘ 

· Chapter 47: Mrs. Bennet,, received them exactly as might be expected; with tears and lamentations of regret, invectives against the villainous conduct of Wickham, and complaints of her own sufferings and ill usage; blaming every body but the person to whose ill-judging indulgence the errors of her daughter must be principally owing
And now, let’s compare it to the different acting (and relevance in the film) (show: BBC ep. 5: 21:46-23-28 and 2005-cd2 37:10-38:01 then back to the ppt click to show the pictures of the two actresses). Which one do you find more convincing?
Slide 15 – From Description to Cast
And now, let’s see what happens in the films to Lady Catherine De Bourgh, who, in the novel, is described in this way:
· Chapter 29: Lady Catherine was a tall, large woman, with strongly-marked features, which might once have been handsome. Her air was not conciliating, nor was her manner of receiving them such as to make her visitors forget their inferior rank. She was not rendered formidable by silence; but whatever she said was spoken in so authoritative a tone as marked her self-importance, 
(show: 2005-cd2 06:30-08:01 7 (Judi Dench) and  BBC ep. 3: 30:20-32:15 then back to the ppt click to show the pictures of the two actresses). Again, which one do you find more convincing?

Slide 16 – From Description to Cast
And, last but not least, Mr Collins:
· Chapter 13: Mr. Collins was punctual to his time, and was received with great politeness by the whole family. Mr. Bennet, indeed, said little; but the ladies were ready enough to talk, and Mr. Collins seemed neither in need of encouragement, nor inclined to be silent himself. He was a tall, heavy looking young man of five and twenty. His air was grave and stately, and his manners were very formal. 

(show: BBC ep. 2:  4:35-6:58, 2005 cd1 00:25:09-00:27:05 , and again BBC ep. 3:  15:50-16:50) Which of the two do you think is playing the part more effectively?

Slide 17 – From Description to Setting

Let’s focus now on the analysis of the setting. In chapter 43 we have the description of the arrival of Elizabeth and the Gardiners to Pemberley, Mr Darcy’s beautiful park and house. (You may either read the passage or ask the students to read it).
CHAPTER 43
The park was very large, and contained great variety of ground. They entered it in one of its lowest points, and drove for some time through a beautiful wood, stretching over a wide extent.

Elizabeth's mind was too full for conversation, but she saw and admired every remarkable spot and point of view. They gradually ascended for half a mile, and then found themselves at the top of a considerable eminence, where the wood ceased, and the eye was instantly caught by Pemberley House, situated on the opposite side of a valley, into which the road, with some abruptness, wound. It was a large, handsome, stone building, standing well on rising ground, and backed by a ridge of high woody hills; -- and in front, a stream of some natural importance was swelled into greater, but without any artificial appearance. Its banks were neither formal, nor falsely adorned. Elizabeth was delighted. She had never seen a place for which nature had done more, or where natural beauty had been so little counteracted by an awkward taste. They were all of them warm in their admiration; and at that moment she felt that to be mistress of Pemberley might be something

You may ask the students to try to picture it in their minds while you read so that they will check their idea with the landscapes proposed in the two adaptations. 

Slide 18 – From Description to Setting

And now let’s see how the film directors tried to “visualize” this description by choosing the setting. (Make them watch the extracts: BBC ep.4: 37,38-38,25 and 2005 cd2 26:15-26:40 )
Which one is more similar to the mental setting you had created in your mind? 
Slide 19 – From Text to Screenplay
Then, we can analyse the plot, the diegesis, the narration. We should compare the episodes of the novel with the sequences in the film and check if there has been a cut, a modification, or, even, an addition. 
Slide 20 – From Text to Screenplay
Since that would be a very long process, I will just propose an example of how an episode – the famous moment of Darcy’s first love declaration – can be deeply altered only by shifting the setting and emphasizing the actors’ performance.

Here is a synthesis of what happens:
· Chapter 34: …. she was suddenly roused by the sound of the door bell[…] , to her utter amazement, she saw Mr. Darcy walk into the room. In an hurried manner he immediately began an enquiry after her health, imputing his visit to a wish of hearing that she were better. She answered him with cold civility. He sat down for a few moments, and then getting up, walked about the room. Elizabeth was surprised, but said not a word. After a silence of several minutes, he came towards her in an agitated manner, and thus began, 

· ``In vain have I struggled. It will not do. My feelings will not be repressed. You must allow me to tell you how ardently I admire and love you.'‘

· […] ``In such cases as this, it is, I believe, the established mode to express a sense of obligation for the sentiments avowed, however unequally they may be returned. It is natural that obligation should be felt, and if I could feel gratitude, I would now thank you. But I cannot -- I have never desired your good opinion, and you have certainly bestowed it most unwillingly. I am sorry to have occasioned pain to any one. It has been most unconsciously done, however, and I hope will be of short duration. […]
· ``And this is all the reply which I am to have the honour of expecting! I might, perhaps, wish to be informed why, with so little endeavour at civility, I am thus rejected'' 

· ``I might as well enquire,'' replied she, ``why, with so evident a design of offending and insulting me, you chose to tell me that you liked me against your will, against your reason, and even against your character? 

· […] I had not known you a month before I felt that you were the last man in the world whom I could ever be prevailed on to marry.'' 

· ``You have said quite enough, madam. I perfectly comprehend your feelings, and have now only to be ashamed of what my own have been. Forgive me for having taken up so much of your time, and accept my best wishes for your health and happiness.'' 
Slide 21 – From Text to Screenplay
Show BBC ep 3: 45:28-51:35 and 2005 cd2 13:50-17:47 

The sequences we have just seen propose the traditional setting in opposition to the modern/romantic one. Which one did you prefer? Why?

Slide 22 – Analysis of rhetorical figures and stylistic techniques
Finally, we will quickly see some examples of how Jane Austen employs rhetorical figures and stylistic techniques to describe the characters’ bodies, their passions, their physical attraction, without doing it explicitly
. Critics often refer to these techniques as “Jane Austen’s indirections”: the rhetorical codes adopted by the author to conceal the characters’ corporeity and sexuality without totally erasing them. And we will also see how the cinema chooses some visual equivalents. In particular we will see:
· Metaphor: a literary figure of speech that uses an image, story or tangible thing to represent a less tangible thing or some intangible quality or idea;

· Metonymy:  figure of speech that consists of the use of the name of one object or concept for that of another to which it is related, or of  which it is a part, as “scepter” for “sovereignty” or “the bottle” for “strong drink,” or “count heads (or noses)” for “count people.”

· Synecdoche:  a figure of speech in which a part is used for the whole or the whole for a part, the special for the general or the general for the special, as in ten sail  for ten ships  or a Croesus  for a rich man. 

· Focalization: It refers to the perspective through which a narrative is presented. For example, a narrative where all information presented reflects the subjective perception of that information by a certain character is said to be internally focalized.  
Slide 23 – Analysis of rhetorical figures and stylistic techniques
The use of tropes, and of the stylistic technique of focalization, finds its counterpart in the filmic grammar that includes close-ups, insert shots, subjective shots and reaction shots.
· Close-up tightly frames a person or an object
· Insert  shot:  is a shot of part of a scene as filmed from a different angle and/or focal length from the master shot 

· Subjective  shot:  is a short film scene that shows what a character (the subject) is looking at, hearing or thinking 

· Reaction  shot:  It is a shot which cuts away from the main scene in order to show the reaction of a character to it. 

Slide 24 - Focalization: the eye of the mind
Let’s start from the stylistic technique called internal focalization. Thanks to the use of focalization, Austen shapes the bodies of Darcy and Elizabeth as objects of their reciprocal attention. Whenever they are in the same room, they immediately become the starting and ending points of the focalized observation (basically, they can’t help looking at each other). At Netherfield, 

· Elizabeth could not help observing [...] how frequently Mr. Darcy’s eyes were fixed on her. She hardly knew how to suppose that she could be an object of admiration to so great man; and yet that he should look at her because he disliked her was still more strange (X,45); 

at the Netherfield ball, “She could not help frequently glancing her eye at Mr. Darcy” (XVIII,84); at Rosings Park “His eyes had been soon and repeatedly turned towards them with a look of curiosity” (XXXI,143); and at Pemberley, 

· It was not often that she could turn her eyes on Mr. Darcy himself; but whenever she did catch a glimpse, she saw an expression of general complaisance (XLIV,214). 

The focalization is visually translated by the cinema with the subjective (also called point-of view) shot: the camera eye allows the film director to have total control on the point of view and on what the spectator can see. 
The sequence we are going to watch is a mental point-of-view shot (we see what the characters are thinking): Darcy and Elizabeth dancing together at Netherfield ball. While the couple dances, the conversation grows more heated (they talk about Wickham, Elizabeth is angry and Darcy is jealous) and, in order to communicate that the characters are completely absorbed by it, the director shows us an empty room where they are the only human beings dancing and staring at each other. It is not easy in this case to individuate whose is the mind that makes all the other guests disappear from the room but the meaning is clear: even if they quarrel, in their mutual presence Elizabeth and Darcy cannot see anything else but their partner, the rest of the world disappears. (2005 cd1 37:23-40:06)
Slide 25 - Metonymy: portraits and statues
Let’s take now into consideration Austen’s use of metonymies. Very often, in her novels, we find objects that become the objective correlative of a character (and his/her body). The relocation of the character’s essence into external “recipients” invests with metonymical meanings flowers, miniature portraits and every other kind of objects. The object that belonged to the beloved, the gift that has been bestowed or the portrait that represents his or her figure, become the representatives, the tangible – and touchable – substitutes of the person. In P&P, the privileged metonymical relocation is the portrait, where the depiction replaces the depicted. 

If the regard, the first impressions and the prejudices are the central themes of the novel, the act of drawing a (mental) picture is fundamental for the plot. At first, during Netherfield ball, Elizabeth’s attempts to form her opinion on Darcy are immediately associated to the idea of representation through the use of words that belong to the pictorial semantic field:

· Darcy: “This is no very striking resemblance of your own character, I am sure,” said he. “How near it may be to mine, I cannot pretend to say. You think it a faithful portrait, undoubtedly.”

· Elizabeth: “I must not decide on my own performance” (XVIII, 78);

· Darcy: “I could wish, Miss Bennet, that you were not to sketch my character at the present moment, as there is reason to fear that the performance would reflect no credit on either” (ibid., 80).

The discovery of the whole truth about Darcy and Wickham is rendered by Elizabeth with the idea of having been “blind” (XXXVI, 171) in her opinion about them and of herself: “Till this moment, I never knew myself” (ibid.). In fact, if the mental “representation” is at the basis of the attainment of the truth, the inability to “see” is the fundamental obstacle that must be overcome. 

The portrait, that till this point seemed the mere metaphor of the mental activity, becomes a real metonymical substitute at Pemberley, where Elizabeth can contemplate the real picture of Darcy. When the metaphor becomes a metonymy, when the idea becomes an object, it is no longer possible for Elizabeth to ignore it: visiting Pemberley with her aunt and uncle she cannot but see the truth of the portrayals of Mr. Darcy and Mr. Wickham. 
Elizabeth completes the interior evolution begun many chapters before. She is finally ready to see the real Darcy portrayed in a life-sized picture that provokes in her an emotional reaction which goes well beyond the appreciation of a “striking resemblance”:

· She stood several minutes before the picture in earnest contemplation [...] There was certainly at this moment, in Elizabeth's mind, a more gentle sensation towards the original than she had ever felt in the height of their acquaintance. [...] as she stood before the canvas on which he was represented, and fixed his eyes upon herself, she thought of his regard with a deeper sentiment of gratitude than it had ever raised before; she remembered its warmth, and softened its impropriety of expression (XLIII, 205). 

The portrait, in fact, is not only the metonymy of the man, it is also the embodiment of her opinion and feelings for him. 

In the BBC version we find an interesting sequence: a parallel editing that fuses an interior and an exterior scene and aims at communicating to the spectator who the real Darcy is. The interior follows the narrative line of the novel: Elizabeth, guided by Mrs. Reynolds, walks along the picture-gallery and observes the portrait of Darcy. The exterior, instead, creates a completely new episode – the celebrated “pond scene”
 where Mr. Darcy, riding back to Pemberley one day in advance, impulsively decides to take a swim in a small lake in his park. The cross-cutting alternates scenes from the two sequences where the cut is always on a shot of Mr. Darcy. The effect is almost a superimposition of the real Darcy – manly riding a horse, and physically appealing while he takes off his hat, his jacket, and his waistcoat – and the life-sized picture of him that Elizabeth is admiring. In this way, the film can spare Elizabeth from remembering aloud Darcy’s “warmth” (ibid.): the spectator, in fact, is already admiring him in all his “hot” physical presence and the frequent close ups of Elizabeth suggest that she is on the same wavelength. (BBC ep 4 43:18-44:42)
The 2005 P&P shows something different but equally interesting: here the Pemberley sequence is set at Chatsworth House and it exploits the beautiful sculpture gallery as the setting of the episode. The crucial point is that here the miniatures and the portraits have become statues: real bodies, cold and marble white, but with a surprising “physical” consistency. Instead of traditional family pictures, Elizabeth lingers among naked bodies of maidens and warriors (Canova’s Sleeping Endymion, Albacini’s Wounded Achilles, Tadolini’s Hebe, cup-bearer to the Gods, Schwanthaler's Paris and Oenone, and Bartolini’s A Bacchante, among the others). The camera spins around the gallery and frames a sequence of close-ups of Raffaele Monti’s Veiled Vestal Virgin and of Elizabeth’s face. The framing and camera movement communicate a double symbolic interpretation. Firstly, the close up of the Veiled Vestal Virgin is the immediate visual translation of the “blindness” of Elizabeth: the woman whose eyes are covered by a veil clears Elizabeth’s sight and prepares her to “see” what is waiting for her at the end of the gallery. However, the circular pan with which the camera frames a succession of the faces of the two women suggests a possible identification between them: perhaps, the unknown lady of Pemberley will soon have Elizabeth’s figure. After this short sequence, the camera stresses details of the naked bodies of the statues through close-ups and reaction shots on Elizabeth’s face, filling this emotional moment with unmistakable erotic references. So, when she arrives in front of Darcy’s bust the camera slowly brings into focus his face and the final reaction shot on Elizabeth clearly communicates the long interior journey described in the novel. (2005 cd2 26:58-29:13)

Slide 26 – Loving hands: reviving a dormant synecdoche
Synecdoche is used in literature to deviate the erotic attention from the whole body to a single and “decorous” detail. The Austenian body is usually fragmented and transmuted into eyes to be admired or hands to be kissed. P&P singles out Elizabeth’s “pair of fine eyes” (VI,25) as the complete embodiment of Darcy’s passion for her. Instead of the eyes, both adaptations choose another body fragment as a privileged synecdochical translation. The choice seems to be the same in both adaptations: the hand. 

In the novel, Austen seems completely unaware of the synecdochical value of idiomatic expressions that use the hand as a “surrogate” for women. So, during the ball at Netherfield, Elizabeth 

· found herself suddenly addressed by Mr. Darcy, who took her so much by surprise in his application for her hand, that, without knowing what she did, she accepted him (XVIII,77)

and, during the famous marriage proposal, Darcy expresses “his hope that it would now be rewarded by her acceptance of his hand” (XXXIV,157)
; but these conventional phrases are perceived only as ritual formulas, dormant synecdoches that have lost, in time, their complex visual power. 

The cinema chooses to “revive” the dormant synecdoche and to exploit it extensively, not only as synecdochical substitute of the body, but also as the most effective way of expressing the erotic potential of physical contact. So, the BBC P&P proposes two significant insert shots of Darcy and Elizabeth’s hands: the first one at the Netherfield ball, to underline the first time they come into physical contact; the second, more important, when Darcy helps her to get into the carriage at Pemberley. This image, followed by an eloquent series of eyeline matches, instantly communicates to the audience the clear fact that their relationship has changed irreversibly. (BBC ep 2 31:15-31-17 BBC ep 4 50:25-50-33)

The 2005 film adopts the same device, but chooses to present it in a previous part of the story, in order to immediately identify their physical attraction: when the Bennet sisters leave Netherfield after Jane’s illness, Darcy helps Elizabeth to get into the carriage giving her his hand. In the sequence, an anticipated reaction shot reveals Elizabeth’s surprise at the physical contact with Darcy’s hand, a detail shown a second later by an insert shot. After their departure, Darcy goes back towards the house and the camera once again frames his hand, with a cut-in, as it seems to be quivering. The same frame is presented after their casual meeting at Pemberley: their hands don’t touch but the camera shows us, again, the close-up of Darcy’s hand. His hands have become the symbol of their physical attraction, they are “contaminated” by passion. So, at the end of the film, at the moment of the second marriage proposal, Elizabeth doesn’t reply verbally but takes Darcy’s hand – saying only “Well then. Your hands are cold” – and kisses it. (2005 2005 cd1 24:16-24:32 and cd2 31:10-32:40 and cd2 56:40-59:30 )
� For further reference see: � HYPERLINK "http://www.google.it/search?tbs=bks:1&tbo=p&q=+inauthor:%22Dorothy+J.+Hale%22" �Dorothy J. Hale�, The Novel: an Anthology of Criticism and Theory, 1900-2000, Oxford: Wiley-Blackwell, 2006, � HYPERLINK "http://www.google.it/search?tbs=bks:1&tbo=p&q=+inauthor:%22Wallace+Martin%22" �Wallace Martin�, Recent Theories of Narrative, New York, Cornell University Press, 1986, and � HYPERLINK "http://www.google.it/search?tbs=bks:1&tbo=p&q=+inauthor:%22Michael+McKeon%22" �Michael McKeon�, Theory of the Novel: a Historical Approach, Baltimore: JHU Press, 2000.


� R. Richardson, Literature and Film, New York – London, Garland Publishing Inc., 1985 (1969), p. 73.


� From now on, the lesson is indebted to my article: R. Grandi, “The Passion Translated. Literary and Cinematic Rhetoric in Pride and Prejudice (2005)”, in Literature / Film Quarterly, vol. 36, n.1, Salisbury University, 2008, pp. 45-51. Also available at � HYPERLINK "http://www.thefreelibrary.com/The+passion+translated%3A+literary+and+cinematic+rhetoric+in+Pride+and...-a0177028508" �http://www.thefreelibrary.com/The+passion+translated%3A+literary+and+cinematic+rhetoric+in+Pride+and...-a0177028508�


� That in 2000 was included in Channel 4's Top 100 TV Moments and that transformed Colin Firth into a new sex-symbol.


� Other examples are: “Mr. Darcy with grave propriety requested to be allowed the honour of her hand, but in vain” (VI, 25); “You could not have made the offer of your hand in any possible way that would have tempted me to accept it" (XXXIV, 159); “If he is satisfied with only regretting me, when he might have obtained my affections and hand, I shall soon cease to regret him at all” (LVII, 291).
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