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Resumo

As obras de Jane Austen sdo extremamente popukmés entre leitores comuns e
estudiosos de literatura desde a época em que foubdiitados, no inicio do século XIX até os
dias de hoje. Tamanha popularidade foi respong#reinimeras obras de arte, especialmente na
literatura e no cinema, que foram ou implicitamesieexplicitamente influenciados pela obra de
Austen. Um de seus romances mais adaptadirgd@ho e Preconceitaalvez seu romance mais
lido, estudado e adaptado. Um dos motivos parapedciacdo € provavelmente resultado dos
valores morais que Jane Austen expde em seus remahbstes valores, mesmo duzentos anos
mais tarde, permanecem importantes e de grande gafzecialmente na era pés-moderna, quando
0 excesso de liberdade e alternativas parecemrdelnamanidade mais desprovida de um suporte
seguro na vida. Esta é a razdo que permite um fdudeen encontrar na religido um possivel
didlogo, onde, em um mundo cheio de incertezaspc@0digos morais sao as certezas a que
alguém pode se segurar. Em 2003, Andrew Blackididdilme Pride and Prejudice: a latter-day
comedy, uma transposi¢do moderna do romance de Austequalms personagens vao a igreja e
estudam em uma universidade religiosa. Meu trahbalisca estabelecer uma relagéo entre o livro
de Jane Austen, o filme de Andrew Black e as gesssbbre moralidade e religido, e como o
romance e o filme estabelecem uma conexdo ndo symnaseus elementos de ficcdo como
personagens e enredo, mas principalmente no queesfieito a uma das possiveis mensagens

finais em ambas obras.

Palavras-chave: Jane AustenO+gulho e Preconceite- Cinema — Intertextualidade —

Religido — Andrew Black

! O filme n&o possui titulo ou versao oficial emtpgués, mas sua traducéo livre s@igulho e
Preconceito: uma comédia dos ultimos dias



Abstract

The works of Jane Austen are extremely popular botbng average readers and literature
scholars from the time they were published, inehdy 19" century until today. Such popularity
has been responsible for innumerous works of afge@ally in literature and cinema, that were
either implicitly or explicitly influenced by Austés work. One of her most adapted novels is the
1812 novelPride and Prejudicewnhich is perhaps her most read, studied and adapivel. One
of the reasons for such appraisal has probablytwith the moral values Jane Austen exposes in
her novels. Those values, even two hundred ye#es, leemain important and of great worth,
especially in the postmodern era, when the excé$§seeedom and alternatives seems to make
humanity more deprived of a secure ground in Tifl@s is the reason that allows an Austen fan to
find in religion a possible dialogue, where, in arld full of uncertainties, some moral codes are
the certainties one can hold onto. In 2003, AndBiack directed a movie entitleBride and
Prejudice a latter-day comedya transposition of Austen’s novel to a modernirsgt where the
characters are themselves churchgoers and stumteateligious university. My work is aimed at
establishing a connection between Jane Austen’sindwdrew Black’s movie and the issue of
morality and religion, and how the novel and moesablish a connection not only in terms of
fictional elements such as characters and plotmibly in regards to one of the possible final

messages in both works.

Keywords: Jane Austen Rride and Prejudice- Cinema — Intertextuality — Religion —
Andrew Black



“Tenho medo de escrever. E tio perigoso. Quemugeséibe. Perigo de mexer
no que esta oculto — e 0 mundo ndo esta a tora,0estto em suas raizes
submersas em profundidades do mar. Para escrever tgie me colocar no
vazio. Neste vazio é que existo intuitivamente. Magn vazio terrivelmente
perigoso: dele arranco sangue. Sou um escritort&uemedo da cilada das
palavras: as palavras que digo escondem outrasaisqlalvez as diga.
Escrever é uma palavra lancada no poco fundo.”

(Clarice Lispector, irdm Sopro de Vida



Note on thecorpus

The corpus of my work consists of an independent movie dedcby Andrew Black,
entitled Pride and Prejudice: a latter-day comedyoduced in 2003, based upon Jane Austen’s
1812 novelPride and Prejudice The movie has two versions: one for the screeh are for
DVD. Since | have not had the opportunity of wabghthe movie on screen, throughout my entire

work, whenever | refer to the 2003 movie, | shallrbferring exclusively to the DVD version.
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Introduction

“Como comecar pelo inicio, se as coisas acontecetasade acontecer?”
(Clarice Lispector, itA Hora da Estrela

It is a truth, literarily acknowledged, that reasleoth from the 1 and 2% century must
be in want of a good story.

When considering novels, plays and movies thatewegnized as having a good story, we
could mention Shakespeare’s plays, which deal wsithjects that still concern humanity as a
whole; or Walt Disney animated movies that can koyeople of all ages through their
metaphorical fantasy. Both examples for plays awodies are what the general public as well as
critics consider to be “good”. Why? Perhaps becausé works can still please and dialogue with
people from different generations even after margades or centuries. Such is the case of
English author Jane Austen, whose novels remaimetiseceived nowadays as they were back in
early 19" century England.

Despite the fact that Austen wrote several worke is best known for a group of six
novels, including the timeledride and Prejudiceboth at the time of its publishing and today,
considered “a very superior wofk"One of the reasons that confirms such an affionas the
fact that “readers can still turn to it, more cdefitly than to almost any other novel in the
[English] language, for sheer enjoyment”. (LITTLEWO, 1999, p. v)

| became interested in Jane Austen’s work, espgdfaide and Prejudicebecause |, just
like Elizabeth Bennet or Catherine Morland, hadvercome certain prejudices and some pride.
From a very early age, | have always been very fandading. Whenever | could, | would read
mostly adventure books aimed at young teenagerd) as the popular book collectidérie
Vagalume.Unfortunately, only very few of my classmates hhd same reading habit, which
always made me feel a good judge of books, at laaging my peers. One day, however, |
realized | had read, if not all, most of the bodi@mn the collection, and, having the desire of
reading new books, | asked the librarian for sugiges. She suggested a novel by Danielle Steel,
an exponent of “chick-lit. | borrowed the book and read it, and | was eithiteen or fourteen
years old, not a very suitable age for the readiagerial. Yet, | read it and found it entertaining,

but was sure | did not wish to read any other tyfoehick-lit” for the rest of my life. Growing up,

’From Anabella Milbank (later Lady Byron) to her et, May £, 1813 (ELWIN, 1963, p. 159);
3 “Chick-lit” and “chick-flick” are popular expressis that refer to, respectively, literature and iesvargeting at
a female audience, usually with plots that comiowe and comedy in a lighter tone.
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| heard about Jane Austen and that she was offerree to as the precursor of “chick-lit” —
therefore, | was never interested in her work &t Ml logic was: if reading a V) century
bestseller was a shallow experience to my tasés tbading the same type of work produced two
hundred years earlier would probably be a boringeernce.

Thus, just like Elizabeth Bennet, who believed sbeld trust her feelings blindly, or like
Catherine Morland, who believed her reading baakgdoto truly express the outside world, |
believe | felt similar inclinations. If | had a gdoeading background, when compared to my peers,
| imagined | knew how to judge which books were @oo not, even before reading them.

The point, however, is that, Jane Austen remaivan after two centuries, an extremely
popular, printed and studied author. But how ipassible that a novel that presents a society
where women would marry mostly for financial sualibe popular in the 21century, many
decades after Feminism emerged as a powerful moueimaVestern society, at the same time
that marriage has lost much of its religious anciadgower? One of the main reasons Roide
and Prejudice’scurrent success is that, besides discussing soaiahers and focentury British
law concerning women, the novel's most relevantuisions have to do with human feelings of
love, friendship, sisterhood, parenthood, and afre®, pride and prejudice. A good example of
how Jane Austen’s works still have a great impacbur contemporary society is the so-called
“Austen-mania”, the social and artistic phenomertbat began in the late ®@entury, in which
Jane Austen’s novels have been broadly read, rispell and adapted on screen, television and
even received modern adaptations in literature.

When a 21 century reader peruses the pages of Jane Austend, the enjoyment and
identification one achieves is not to any needréagler might have to marry for convention, as did
Charlotte Lucas, but probably because the readesfaimilar doubts to the ones Elizabeth Bennet
faces when trying to meet “the man of her dreamis situation is not so different from Mark
Twain’s quote, when he states that “a successfok i not made of what is in it, but what is left
out of it” (TWAIN, 1990, p. 36), once Austen’s ndseare not “self-help” books aimed at
supporting women through their romantic struggbes, as shown in Karen Jay Fowler’s novel of
2004, The Jane Austen Book Cluthey allow contemporary readers to “interact wvitike entire
dramatis personae of [her] novels in an intricabstmodern cotillion®n other words, 2%
century readers of Jane Austen can relate theiggles to the struggles her characters face, learn
with their mistakes and in the end, enjoy the theat they have learned something with Austen’s

characters, in the same way that people learntiviin friends.

4 DISCH, Thomas M. In: FOWLER, Karen Jdhe Jane Austen Book CluB. P. Putnam’s Sons, New York,
2004;
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A good example of how some elements of Austen’ssheemain meaningful to our 21
century Western society as they were at Austeme tis the 2003 independent filRride and
Prejudice: A Latter-Day Comedwhich presents some of the main characters ohthel as
single adults at a US University, in the 2000 erdime when women are independent and can
succeed financially without the need of a malergart Nevertheless, the novel deals mainly with
female characters in search of a husband becaus®ntial reasons (such as the Bennet sisters,
who might lose their house and income upon thelreiés death).Thus, how is it possible for a
movie with characters in such a different societg Eime “to be faithful to the spirit (...) of the
original text and, at the same time, to be a cogent unified work in its own terms™? (MAST,
1982)

Furthermore, it is important to notice that thisO20movie could be considered a
cinematographic adaptation of the novel in at |#aste ways. First, the traditional book to screen
adaptation, considering that the movie borrows ftbennovel identical elements, such as the title,
the plot, and character names. Second, the mows tiwough a process of historical adaptation,
once the novel took place ini@entury England, in an countryside village, whertee movie
has a 2% century US University as its main scenario. Anddththe adaptation process is not only
a historical one, but also a cultural and religiadaptation, once the movie does not take place at
just any US college or university, but at Brighanouvig University, in Provo, Utah, where
students expect to receive “an education in an gpimere consistent with the ideals and principles
of The Church of Jesus Christ of Latter-Day Samtalso known as “the Mormon Church”.

It was this movie that made me become interestethire Austen. As a matter of fact, it
was my very first contact with her. Once, at arfds house, she happened to have the movie on
DVD, which she had brought from a trip to the UditStates. At first, | do not remember
establishing a connection with Austen, until | daev name during the opening credits. During the
very first minutes of the movie, | was sure thatitiam would be the hero and Darcy the villain,
because that is what would often occur in similavies and books. Also, they were portrayed
very similarly to the novel, making not only Elizgth, but also the public, perceive Wickham as
very pleasant and Darcy as very unpleasant. Myrisergvas to realize that there is a plot twist in
the movie that made me interested in Austen.

And since my aim in this work is to establish a mection between the novel and the
movie, in this thesis’ first chaptePalimpsests: adapting, borrowing and recreatingwill deal

mainly with the theoretical concepts concerningiitgxtuality. Considering that my work has in

*FromChurch Educational System Honor Cotte Brigham Young University Undergraduate Cagald010-
2011,
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its core corpus Jane Austen’s 1812 ndvetle and Prejudiceand Andrew Black’s 2003 movie
Pride and Prejudice: A latter-day comedgpproaching the subject of intertextuality isvital
importance.

For the title of this chapter | have chosen thentpalimpsest, conveyed by Gerard Genette,
which is, by definition, “a written document, udlyabn vellum or parchment, that has been
written upon times, often with remnants of erasedtivg still visible.” (GENETTE, 1997)
Therefore, my aim in this chapter will be to enuaterand discuss some different forms of
adaptation, considering that adaptation is nottkee process of transposing a novel into a movie,
but is a very broad concept that includes a vastoli possibilities, as noticed by Julie Sanders:
“variation, version, interpretation, imitation, pimation, supplement, increment, improvisation,
prequel, sequel, continuation, addition, paratexypertext, palimpsest, graft, rewriting,
reworking, refashioning, re-vision, re-evaluatiqd®ANDERS, 2006, p. 3). Since the possibilities
of intertextuality are so many, | will work with s of its main forms that are part of our day-to-
day experiences, and always have been, even ifghheynoticed.

In the second chapter, entitlddne Austen and Religion: a possible match (Ahall
venture myself into a risky field: to establishannection between Austen’s work and religiosity.
Such an attempt might seem dangerous because gtitiitne Church of England was an important
part of Austen’s society, as well as of the chanacin her novels, religiosity was not itself an
issue. Rather, the church was an important ingiituthat would highlight and reinforce some of

the same moral values that Austen would defeneimwhiting. Quoting Gilbert Riley, he says:

“In a thin sense of the word, [...] every novelistisnoralist who shows us the ways or
moresof his characters and their society. But Jane ékustas a moralist in a thick

sense, that she wrote what and as she wrote fdaotly a deep interest in some
perfectly general, even theoretical questions ahantan nature and human conduct.”
(RILEY, 1968, p. 106)

Austen’s heroines and heroes, for instance, haeeeéocome certain flaws in order to find
true happiness. Those faults and their respecédeeming processes are in harmony with the
teachings one will come across in any Christianramuincluding that of Austen’s time and
society (as well as that of her characters). Whagtén aims in her “comedies of manners” is to
show readers that ultimate happiness in life camecas a consequence of well made choices,
based on moral principles. Those moral principfesyever, can only be beneficial, according to
Austen, if balance, good judgment and common saresevolved. Mr. Collins, for instance, who
is a faithful clergyman, knows and tries to liveaing to certain principles. What makes him a

ridiculed character, nevertheless, is his lackashmon sense. On the other hand, what allows the
13



protagonists, Mr. Darcy and Elizabeth, to find tfaee is that, despite the fact that they already
lived in accordance to certain values, they nebdyughout the novel, to get rid of certain
shortcomings and make room for common sense andijgdgment in their behavior.

Thus, the connection | intend to make between AUsteork and religion is that both
share a common purpose, helping people to undershan life should be guided by certain moral
codes, which will be helpful in important life clees leading to happiness. But since | will be
working with a movie that takes place in the*2®ntury, the main questions | would like to
propose are: What role does religion play nowad®@ss it play any significant role at all? What
is there in Austen’s novels that appeals to a wadd reading public? Why are they well accepted
within a religious western public, such as in thevia recently mentioned and in other Christian-
based works, such as Debra White Smith’s nBirst Impression%

In the third chapter, entitleRelocating Jane Austen: from Longbourn to Provplan to
work with the movie itself. In order to do thaintend to resume some of the theories approached
in the first chapter, in order to better analyzeaohhtypes of intertextuality the movie makes use
of. Although the term “modern adaptation” is theeanost associated with the movie | will be
working with, there are different terminologies atefinitions that can also refer to the adaptation
process of the movie, and | plan to elicit thoss "re important to the movie itself.

Another aspect | want to develop is the relationdietween novel and movie, focusing on
the relocation of characters, plot, place and cealtkor such, | shall discuss not only the way that
the characters have been transposed (such ax¢éhBdnnet girls, who are no longer five sisters,
but five roommates at the university campus innfoerie) but also why some characters have been
removed from the movie version (such as Mrs. Beraret Lady Catherine De Bourgh), the
similarities between events in both (for instanseme romantic encounters are only possible
because social gatherings and unexpected meetagseh), the change in elopement scenario
from Gretna Green to Las Vegas and the changemiptfimm a geographical point of view, but

also in temporal, religious and cultural terms.

® Debra White Smith has written a series of six teveach of them based on a novel by Jane Austen. T
settings are contemporaneous, and portray chasdatsimilar situations to that of Austen’s novetide and
Prejudiceis First ImpressionsSense and Sensibility Reason and Romanddansfield Parkis Central Park
Northanger Abbeys Northpointe ChaletEmmais Amanda andPersuasions Possibilities
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1. Palimpsests: adapting, borrowing and
recreating

“[The poet] is not likely to know what is to be domnless he lives in what is not
merely the present, but the present moment ofabe’p
(T. S. Elliot, inTradition and Individual Talent

In the 2£' century, when most of the population has accesdifferent media, such as
books, movies, television, the internet, e-bookd atiner electronic media devices, despite one’s
economical or geographical situation, everyoneoimmesvhat familiar with the word “adaptation”.
Indeed, many people will just come in contact wiirtain novels because they have had an
opportunity to watch a movie, a TV show, an anioratr another cultural medium that is said to
be “based upon” a certain book. As Linda Hutchegues,

“[...] adaptation is the pleasure of accessibilityattidrives not only adaptation’s
commercialization but also its role in education.][teachers and their students
provide one of the largest audiences for adaptatidany of us grew up with the
Classics lllustratedcomics or the animated cartoon versions of canbtitesature.
Today’s young people are just as likely to intergith CD-ROM adaptations for either
children’s or adult literature.” (HUTCHEON, 2006, 17)

The excerpt above shows that, from an early adgmsé media have also increased our
appetite for and delight in storiestiém p. 114). The reason for such appetite and detightes,
according to Hutcheon, from “difference as well rapetition” (dem). There is a feeling of
“confidence that comes with the sense of knowingtw about to happenidem combined with
one’s expectations for surprise and novelty. Suchthie example of two major box-office
successes, James Cameromitanic and Mel Gibson’'sThe Passion of ChristEven though
everyone that went to the theater already knewithtite end there would be a shipwreck and that
Jesus Christ would die, people were anxious tgeesonal reading of each director.

The statement that “a bestselling book may reaehroiiion readers, (...) but a movie or
television adaptation will find an audience of manilion more” (HUTCHEON, 2006, p. 5) is
accurate for many reasons. Of course, there aferelit reasons for someone to choose to watch
TV instead of reading a book, but one of the magsons might have to do with time. Whereas
someone might take from a few days to several nsotdhread an entire novel, he/she could
experience the same (so adapted, thus differesrty stithin a couple of hours. Thus, even if we

have an ideal reading public who reads at leastoteks per year, chances are that this same
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reader will have an opportunity to watch at leddttovies in the same year (if we consider that
he/she would take nearly a month reading each lamokwatch at least one movie every week,
with a two-month and two-week gap, respectively).

But one could argue that watching many movies istm® same as watching good movies,
nor reading many books is the same as reading lgookis, and that is true. Not only that, but that
the “movie is not as good as the book”. Howeveargue that movies are a product of their own
that need no comparison with other works for judgmef value, in the same way that no
comparison between James Joydd\ssseand Homer'sOdisseyis needed for judgment of value.
My argument is that a movie, being an adaptatipraésording to Hutcheon“a derivation that is
not derivative — a work that is second without lgesecondary. It is its own palimpsestic thing.”
(idem p. 9).

A good way to better understand how an adaptatiam loe “second without being
secondary” is to take a look at some of the greasta of the so-called “Universal Art” or
“Universal Literature” (meaning Western Art or Wast Literature). We can think of William
Shakespeare in literature, George Friedrich Hamdelusic and Michelangelo in painting. It is an
indisputable fact that these three artists, as aellmany others, have been importantly and
extensively influential for the foundation of sorbasic values in their areas both in their age as
well as in ours. Since | am saying their work i Bhportant today, the logic would be for me to
mention the works that were based upon the Shaéespelandel and Michelangelo’s works.
Though | do not, intend to discuss the works thateninfluenced or adapted from Shakespeare,
Handel and Michelangelo, | would like to refer teetsources these three artists got inspiration
from in order to accomplish their work.

First of all, it is important to understand that @ften talk about movies or soap-operas that
were based on the works of Shakespeare as if s pvere an original source text. Indeed, they
are source texts that are widely adapted into idiffemedia, but the question of originality might
not be as accurate as we like to thirkamlet for instance, which is perhaps his most studied

tragedy, was based upon

“a figure from Danish legend dating back at leastfar as the twelfth-century (...)
[and] the immediate source for Shakespeare’s glaiaught to have been a lost play
now known adJr-Hamlet, possibly written by Thomas Kyd. Influenced by Seals
tragedies, Kyd was instrumental in securing a placethe revenge drama on the
English theater.” (WELLER, 2005, p. 3)

Thus, the claim that many will defend is that Stsgleare’s plays are good but movies

based on them are not as good because they mightelaments considered essential in the
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original work. For instance, in the cinematograpyecsion ofHamletin which Mel Gibson plays
the hero, the political conflict between Denmarkl &prway is not present, an event in the play
that increases its tragic feeling. Whenever weBéeds for a soap-opera that will portray the
story of rival families and forbidden love, our irathate response is probably to think that the TV
producers lack creativity since they are not pragyisomething new, but rewriting Shakespeare’s
Romeo and JuliefThe point, however, is that not even Shakespaianself escaped the rewriting
process, sinc&komeo and Julietvas not his original idea, but came from “ArthuroBke’s
narrative poenThe Tragical History of Romeus and Jul{gb62, which was in turn derived from
a late-fifteenth-century Italian novellaidém p. 311). Thus, the statement by T. S. Elliot timat
poet, no artist of any art, has his complete mepm@ilone” finds its canonical foundation on
Shakespeare. The reason for scholars and readelairnto his works as some of the best literary
productions ever to be written in the Western Wadthnot be based on the common (and often
wrong) concept that his works were great becaugssy tlere original, but because, being
adaptations, they combined the repetition of alye&ddown stories with the difference of
innovation in language and theater performance elsag on new political, ethical and religious
concepts.

If we look for a definition for the word “adaptatiy the American Heritage Dictionary
gives us four different possibilities: (1) the amt process of adapting, (2) the state of being
adapted, (3) a composition recast into a new fonch @) an alteration or adjustment by which a
species or individual improves its condition inatednship to its environment. The first two
definitions are not explanatory enough if one dones know what the verb “to adapt” means.
Luckily, in the same column in the dictionary wedithe entry “adapt” that is defined as “to make
or become suitable for a specific use”. Now, if @@nbine this definition along with definitions
(3) and (4) for “adaptation”, we can better undamst Shakespeare’s genius. His genius lies not in
creating a totally new story, but in (1) recasteny already existent work into a new form, (2)
altering or adjusting individual works to improveetr relationship to their environment (or the
Elizabethan theater audience) and (3) making cemairks suitable for a specific use (that of
performing). As Gerald Mast suggests, “the burder{$hakespeare] becomes the wholeness and
integrity of [his] artistic interpretation, not gjiloyalty to the original” (MAST, 1982, p. 280)h&
reason that made Shakespeare famous and acclagmeok ihis fidelity to the works he got
inspiration from, but on his own “artistic interpaon”, as well as his capability to “make [them]
suitable for a specific use”.

The same is true of Handel and Michelangelo. Albefiressing their arts through different

means, both share a similar source: the Holy BDlee of the most famous musical compositions
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of all times is Handel's oratori@he MessiahAt the same time, some of the most admired
paintings in the world are Michelangelo’s frescaesthe Sistine Chapel. The reason for the
endless admiration towards Handel's music and Matgelo’s art is not because they were able
to create works of art that were totally new, betduse they were able to give new meaning to the
already canonical biblical texts and because oir theistic ability in creating works that are
regarded as masterpieces unanimously.

Handel did something somewhat similar to the conoépricolage, conveyed just a few
centuries later, during the modernist artistic moegat. InThe MessiahHandel borrows the lyrics
for his songs from biblical verses. The arienow that my Redeemer livetoy instance, comes
from the book of Job, chapter 19, verse 25. Theusieor unto us a child is bormperhaps the
most performed and famous one atttallelujah, comes from the writings of Isaiah, chapter 9,
verse 6. Although short — 7 lines long — this vevgleen borrowed and reshaped by Handel, gave
life to a 4 minutes long chorus. This was possibeause Handel was able to arrange and
rearrange the different lexical elements of theéalsan verse in a way that would fit his purpose:
turning a literary text into music What is more, Handel did not just compose mekdiad
harmonies from random verses that he found to batliel. Rather, in order to create a three-part
oratorio, he rearranged verses, along with Chadesiens, from different biblical books in a way
that each part would deliver a certain meaningthia first part, the music tells us about the
Messiah’s birth and its ancient prophecies, thersg@@bout his suffering, death and resurrection,
and on the third and final part, His triumph oveath and sin.

The Bible is a collection of books that are arrahgetwo main chronological parts — the
Old and New Testaments, the first one containimgpert of the events that took place with the
Hebrews before Christianity, whereas the secondqaautains a report of the birth of Christianity
and its growth. Thus, one would be led to thinlgnira linear-logical perspective, that the
oratorio’s second part, that deals with the Messiahfferings on earth would not contain any
verses from the Old Testament, since it containslynthe history of the Hebrew people centuries
before Christ’s birth. However, we will find passagfrom the Old and New Testaments in the
three parts of the oratorio, dislocated from tlwgiginal context into a new one, giving it a new

meaning, despite their first chronological aspects.

" By saying that the Bible is a literary text, | bany statement on Robert Scholes’ citation: “Aifintis a
made-up story. This definition covers a lot of itemy. It includes the homemade lies we tell totpod
ourselves from scrutiny, and the casual jokes vea had re-tell as polite (or impolite) conversasi@s well as
great visionary works of literature like MiltonRaradise Losbr the Bible itself. (...) The Bible is fiction
because it is a made-up story. This does not negtessarily lacks truth. Nor does it mean thatBible may
not contain fact.” (SCHOLES, 1991, p. 121)
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The same is true of Michelangelo’s frescoes in $gtine chapel. His works are not
acclaimed for depicting events that were unknownnexistent at his time, but because of his
artistry on biblical stories that were well-knowatb by the priests and church-goers. Of course,
since the priests were able to read and most ckgoels were not, the objective behind those
paintings was probably different for each publidjeneas the priests would be able to appreciate
the narratives they had already read, the largastgb the illiterate population would be able to,
through the visual arts, learn and better visualmestories they might never have the chance to
read about. But, as vast and rich as the Sistirm@€éltteiling may be, he could not but paint only a
few parts of the Bible. It is because the Bibla isollection of different books, written by differte
people, from different ages and cultures, contgimrore than a thousand pages and two thousand
years of history, it is not a book that contain$yararratives that can be easily transposed into a
visual medium. Besides the stories it contains,ymadnts books contain poetry, such as the books
of Psalms or Proverbs, the group of laws and titaswere meant to be followed by the Hebrews,
such as the ones found in the books of Deuterorammdyleviticus, or letters from the Apostles to
the early Christians, concerning the new doctrisialdished in the New Testament, such as the
epistles written by Paul.

The textual genres just mentioned are not as eabg ttransposed onto a painting as the
narrative genre is (though it is not impossible) @ven when they are, they might not cause the
same commotion to the public’'s senses as a stonjdwéor instance, if Michelangelo were to
portray the Hebrew laws themselves, it may haven lpest as dull as if a contemporary painter
were to paint a certain paragraph of a country’sstitution, specially for the people during
Michelangelo’s time, who were illiterate in theirajarity. Not only that, but in order to paint
something concrete, that would represent a bibbtaty (and not a doctrine or commandment,
once they are abstract ideas), Michelangelo wouwltl paint something such as the Ten
Commandments themselves, but rather Moses delg/énem to the Hebrew people, or ordinary
people either obeying or disobeying the Ten Commeamds.

Thus, Michelangelo had to make a selection as tatvdtories he would decide to
represent, given that they are many throughouetttiee Bible, and in what manner they would be
depicted. The entire book of Lamentations of Jeadmior instance, has been abridged in a single
picture, with its nuclear message, that of therde&k’s sorrows over Jerusalem’s destruction, or
the Book of Genesis, that was represented in teddferent images.

Therefore, what we can conclude from both HanddlMicthelangelo is “that not only the
best, but the most individual parts of [their] warlay be in which the dead poets (the biblical

prophets and apostles), [their] ancestors, adseirtitnmortality most vigorously” (ELIOT, 1982,
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p. 37). How many people would have missed the dppiy of knowing the biblical stories, had
Michelangelo not portrayed them in the Sistine @hagHiow many people would not know the
poetry contained in the Bible were it not for Handetching them with music? Handel and
Michelangelo did not steal or commit plagiarismhibe Bible, but rather established a dialogue
with a millennial source text, keeping “[it] alivgjving it an afterlife it would never have had
otherwise” (HUTCHEON, 176).
But, if Shakespeare, Handel and Michelangelo (aoduld cite many others, like Virgil,

Homer, James Joyce), were praised for their wdHes, were not, in its strict sense, “original”,
why are some other artists, who work with other ingeaf expression, not praised as well? As

Gerald Mast puts it,

“does one condemn Shakespeare or Chaucer for @tteirations of their source
materials, for their hammering the original Bocgéatory or Holinshed chronicle into
the form they needed for their own particular consein that particular narrative?”
(MAST, p. 280)

If the great classical writers and artists aredtakd” to borrow, adapt and recreate existing
works of art, then why “in both academic and jolist& reviewing, contemporary popular
adaptations are most often put down as secondad] [derivative [?]” (HUTCHEON, p. 2)
Hutcheon mentions “some imagined hierarchy of madind genre”ilem p. 3), by saying that

“it does seem to be more or less acceptable tot&tapeo and Julighto a respected
high art form, like and opera or a ballet, but twtnake it into a movie, especially an
updated one like BazLuhrmann's (199)lliam Shakespeare’'s Romeo + Juljehce

it would be] ‘lowering’ [the] story.” ibidem)

The main question would then be what arts, medibaatists would be considered superior
and inferior in this “imagined hierarchy”, and whays beneath such a judgment of value. Since |
will be dealing with cinematographic adaptationmg work, | would like to mention some reasons
that made cinema an “inferior” art for a long tirfvehich is unfortunate, if we look at the whole
picture, once Sophocles’ tragedies were never dersil inferior to the myths, neither was
Leonardo da Vinci'sThe Last Suppen comparison to the New Testament account oktipper
Jesus Christ had with his apostles prior to hisitixion).

If we consider the early development of cinema agw medium and phenomenon, it is
easy to understand why there have been difficufoests acceptance as a “high art” form of
expression. Whereas literature was already aniegigirm of expressions for thousands of years,
well read and discussed both among critics andyéimeral public, cinema had its start only in the
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late 19" century. Its start takes place with the LumiéretBers shooting the movement of a train.
In the following years, most movies that were madere much closer, in their content, to

journalistic texts and photographs, and not taditgfiction. According to data from the period,

“Around 1900, 87% of films were documentaries. 804 this rate decreases by half
and it represents only 42%. In the same period,ectids and animated films would
account for 50%, while dramatic narratives represgnonly 8% of the overall
production.” (ALLEN, 1977 apud PAECH, 2010, p. 89y translatior)

Consequently, while literary texts would aim forfiationalized world, many movies
produced would depict real life events, such asvonog ceremonies in Europe, war conflicts and
medical procedures, and they would be most likeyshot as they actually occurred, instead of
representing it through artistic interpretation. &dhpeople started to get tired of watching the
same events they could read about on the newsddpestudios started to look for new ways of

making movies, expanding the cinematographic ingu$hus,

“from the early beginning of cinema, it had beerice that the new art had the
capability of narrating, with its own resourcesstary previously told in novels and
short-stories. Henceforth, the practice of turnmditerary narrative into a filmic

narrative spread to the point where a good numbenavies currently have as their
origin, not an original screenplay, specially ceehffor the cinema, but a literary
work”® (DINIZ, 2005, p. 13, my translation).

Since the literary work was seen as the startingtgor a movie, cinema was not easily
recognized as an art of its own, but rather asnidftectional [phenomena] — always moving from
the literary towards the filmic — prioritizing tHiest over the second™® (idem my translation). As
a natural consequence of events, some of thesgrsdus academic theoretical works that would
approach the subject of adaptation from literatoreinema, had in its core the concept that the
literary text was the primary product and the fitnthe secondary one, judging movies not
necessarily as a work of art on their own, buth®y¢oncept of fidelity. Not only that, but some of

the most important pioneers in cinema and litemt@laptation studies did not come from the

8 “por volta de 1900, 87% dos filmes eram documérgaem 1904 essa taxa diminui pela metade e &éoa c
apenas 42%. Nesse mesmo periodo, comédias e filen@simacao ja somavam 50%, enquanto as narrativas
dramaticas representavam apenas 8% da producébd tota
? “Desde o inicio do aparecimento do cinema, verifise que a nova arte tinha a capacidade de nesrarseus
proprios recursos, uma histéria anteriormente caném romances ou contos. A partir dai, a pratca d
transformar uma narrativa literaria em narratilmifia espalhou-se a ponto de boa parte dos filares t
atualmente, como origem, nao soript original, criado especialmente para o cinema, unaa obra literaria.”
10 “Fendmeno unidirecional — caminhando sempre dddlito para o filmico — e priorizando o primeiro em
detrimento do segundo.”
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cinema studies area, but from the literary studies, thus reinforcing the reason for the priority
of literature over cinema.

The concept of intertextuality could be defined $gnders’ words when she claims that
“[intertextuality] is the relationship between liéey texts and other texts or cultural references”
(SANDERS, 2006, p. 162), or Allen’s quote, whenshgs, in both literary and non-literary texts,
“meaning becomes something which exists betweentaahd all other texts to which it refers and
relates” (ALLEN, 2000, p. 1). In other words, irttsttuality is the process of conveying meaning
from a text not by reading only that text, but bBshing relationship with other texts that relate
somehow to the text we are reading. Nowadays, ntloa@ ever, the process of creating
adaptations has become not only more evident, loue mccepted, reinforced and praise. One of
the reasons for that is perhaps that adaptati@seaponsible, in our era, for financial transaigio
involving billions of dollars. My point here is thiact that many people will often decide to buy or
play a videogame, because it has been based onia they enjoy. Many others might only go to
the movies because they are going to watch a fliseth on a book they have just read. Many
copies of religious paintings are sold (such asvdwi's The Last Suppgrjust because they
represent a meaningful event for those who sharertin faith. And also, many people have
decided to buy and read a certain book, just becthey have had the opportunity of watching the
movie on which the book was based. Therefore, vameartist decides to use a certain work from
another artist as an inspiration for his/her oWne teason behind it might not only be a wish to

remember and pay homage to an idyllic classicakwaut also to get something in return, so that

“we certainly cannot discount that, in our own tjnehoosing to adapt is still an
economically motivated choice. Production comparhiasge realized that success in
one form can lead to success in another. (...) Angtlsian be adapted, if it is deemed
profitable enough. (...) This is a time of interteadity. Re-makes and covers are
commonplace in the film and music industries amihaps more than ever, the popular
arts are motivated by economics. Nothing is offitmand the issue of adaptation
remains a prevalent concern. Cross promotion andhaedising are obviously all
motivated by the potential for financial gain. Tradgisomething that is already popular
in one medium and adapting it into another muclersétian taking a chance on
something that is unproven.” (BARCSAY, 2008, ppl)3-

In the following chapter, where | shall discuss thitural context to which Jane Austen’s
Pride and Prejudicehas been transposed in the 2003 fitmde and Prejudice: A Latter-Day
Comedy | will talk more about the fact that, even forstindependent production, the choice for
such a novel was based both on a literary preferascwell as on an economically motivated

reason.
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For now, | would like to focus on some conceptsnbértextuality that will be necessary
for my purposes. | say “some concepts”, becausgdhe endless. As in the introduction, where |
guoted Sanders, the ways in which an artist captaatee work into another are innumerous and
much more common that we know (or like to admitethe word “original” often evokes a better
idea than the word “adapted”). Furthermore, if reveo present and exemplify each one of them,
not only this would not be possible (due to theigemf mankind, with its ongoing and never-
ending wit and creativity) but it would always be‘anfinished work”.There are, however, certain
concepts and definitions that will be more helpfol my purposes than others. Since | have
neither enough time nor paper to write on, | sha# the following pages to present some theories
on intertextuality that will be necessary in orderbetter analyze the novel and movie | am
working with.

To start with, | would like to call attention to thothe title of this work and to the title of
this chapter. In the title of the work, | have udkd verbs “to visit”, “to create” and “to shape”
with the Latin prefix “re”, turning them into theekbs “to revisit”, “to recreate” and “to reshape”.
According to one of its dictionary definitions, tpesfix “re” means “againtebuild’. When using
the word “rebuild”, one obviously infers two prinyaaspects: (1) something was once built and
(2) it shall be built again (or at least remodel&tihen we talk of buildings that need rebuilding or
remodeling, what comes to our minds is usuallydeaiof changes that will occur in a building’s
facilities or appearance, while keeping most ofstsicture unaltered. If we were to use this
engineering example as a metaphor for literature,cauld state that certain narratives, when
remodeled, might have major differences in theamednts, such as characters, but will maintain
similar traces in its main structure, which coultlude the themes and motifs within the story.
The examples | have mentioned in the beginningstadkespeare’s ideas for his tragedies, were
remodeled by Shakespeare, becoming part of a neweg&ith new symbols and linguistic
devices, but with some of its main features kepeal

Since | am working with Jane Austen, the type ofgdeling her work has gone through
by the hands of different authors is somewhat sintib that of a house. A house that will go
through a remodeling process will keep its mostadrtgnt aspects in the same manner. The
remodeling, nevertheless, might bring some chasge #he size of some rooms, decoration that
will suit a new desired aesthetic style and mayk&aedoors, closets and windows that will
propitiate a more practical life style for the heigsowners. Despite those changes, the house will
remain pretty much the same. In the same manre2@f83 movie | am working with does, as the
title proposes, revisit, recreate and reshapde and Prejudicenever trying to build something

totally new or different on top of the already d¢ixig narrative.
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As for this chapter’s title, | have used the wotdalimpsests”, “adapting”, “borrowing”
and “recreating”. Actually, “palimpsests” belong tlee chapter’'s main title, whereas the other
three verbs are part of the subtitle. This is nothance. My purpose in using this term is to cite
Gennete’s theory on intertextuality. He uses themgple of a palimpsest, which is, according to its
dictionary definition, “a manuscript, usually of gyaus or parchment that has been written on
more than once, with the earlier writing incomplgterased.” Many times when we watch plays,
movies or soap-operas, we often have the feelingwe might be having a déja vu, or that we
may have already seen that movie before. To ouyriser, the story we are currently experiencing
has just had its premiere, so it would not havenlpssible for us to have seen it before. But then,
we feel relieved when we can read, in the creditBne with the words “based upon the novel
by...”. Sometimes, however, we feel somewhat frusttatnd puzzled because we could not find
where that story really came from.

For instance, if someone watches Amy Heckerlin@95L movieClueless and if he/she
has already read Jane Auste&Esima he/she will probably recognize very strong sintikas
between the movie and the novel. The relationskigtiag between them is not, however, explicit,
thus making it harder for some to recognize ita linovie is to be based upon a novel by Jane
Austen, considering that her adapted novels ar@ay@va good financial investment, the public
would expect some type of information on the subj@éaot on its theatrical trailers, at least ¢# i
opening or closing credits, but such does not happéat makes it even harder for the audience
to recognize such a connection are the changdé®ioharacters’ names and its relocation process,
once “the film shifts the story to a modern-day &gy Hills high school and an environment
furnished with liposuction, drug abuse, and StakbUEMARCUS, 2004, p. 443). Even without
those similar elements between both works, thenpalestic phenomenon takes place: the movie
is not the first writing, and yet, the first wrign that of the book, is not completely erased.
Through such a process, considering a structuggistoach, the movie-goer who has already read
Emmauwill be able to recognize the non-erased engravinghe movie from within the novel in
terms of its narrative structure. While in the abwe have Emma, who tries to help her friends
get married, in the movie, “Alicia Silverstone Besistible as the charismatic Cher, the rich,
spoiled, and totally irresponsible matchmaking ebtar based on Emmaitiém), reinforcing the
idea that “the activation of our informed senseiafilarity and difference between the texts being
evoked , and the connected interplay of expectadiweh surprise [...] lies at the heart of of the
experience of adaptation and appropriation.” (SARSE2006, p. 25)

| have mentioned a few examples of similaritied, there are far more, not only in terms

of narrative and characters, but also in termsaofilfy relationships, social roles and status,
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misguided intuition, among others. Seeing thosmeids in relation to each other, we can better
visualize the structure that lays beneath themsThuen if one cannot find any explicit elements
that would establish the connection between Amykidding and Jane Austen’s works, such a
structure is common to both, making this recognifiwobable and possible, according to Graham
Allen’s statement on Genette’s theory: “Palimpsesiggest layers of writing and Genette’s use of
the term is to indicate literature’s existence time‘ second degree’, its non-original rewriting of

what has already been written.” (ALLEN, 2000, p8)L0

Following Gennete’s theory, we can affirm that thevie Cluelesss “a text in the second
degree [...], i.e., a text derived from another tefEENETTE, 1997, p. 5), classifying it as a
hypertext, whereas the novEmmaas its respective hypotext. When mentioning thsesyof
relationships existing between different texts, &@encreates a distinction between hypotext and
hypertext by saying: “By hypertextuality | mean amyationship uniting a text B (which | shall
call thehypertex} to an earlier text A (I shall, of course, caltiehypotex}’ (idem).

Many literary critics and even Jane Austen fanshingiticize Cluelessfor its attempt to
copy an already existing and canonical narrativeetgdor profit, but, as | have mentioned earlier,
no one ever (or hardly ever) does the same witlkédpeeare, Handel or Michelangelo for making
extensive use of hypotexts in order to create thgdertexts. As a matter of fact, perhaps the most
acclaimed modernist writer in the English languligeature is James Joyce, who has also made
recurrent and broad uses of hypotexts. Even Gegatites Joyce’s famous novglysseswhich
uses Homer'©dysseyas its hypotext. Perhaps the reasonUiyisses’universal acclaim is that it
iSs no mere copy, since “Joyce tells the story ofssés in a manner other than Homer’s [and]
extracts from it a pattern of actions and relathops, which he treats altogether in a different
style” (idem p. 6). Both in Joyce’s novel and in Heckerlingisvie we have what Genetterefered
to as “a pair of symmetrical and inverse transfdioms [...] saying the same thing
differently/saying another thing similarlyidem), and their reception, among critics and fans was
not doomed because it lacked originality, but wetleived because it was able to reread old texts
in a convincing manner.

When we hear that a movie is based upon a bookyilveften hear words such as “based

upon”,

adapted from”, “inspired by”, “a modern gewn of’, “retold”, and so on. Most of the
time, except perhaps when a more specific defmit® used such as “a modern version”, the
difference between “based upon” and the other adiapt concepts is not really clear. What is
more, at times when we hear that a movie has bleasetl upon a novel” and one that has been
“inspired by a novel”, we might expect that thesfir maybe because of its more scientific lexical

value — would be more accurate (in relation torttgpotext) than the latter — since the word
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“inspiration” has a more abstract and emotionalncdation. Nevertheless, such concepts are not
well defined in movies or on TV, since each direcod producer will decide to coin his/her
product not in accordance to the product itself,rbather to a merchandising need based on public
expectation. Hence, in order to avoid confusiomien the existing terms in our day-to-day life,
terms that are understood differently by each omeuld like to bring up the ideas proposed by
Julie Sanders concerning adaptation and approgmiati

Since a few paragraphs ago | made use of timedtleling/rebuilding” metaphors, | want
to continue working with these concepts in order bietter introduce the concepts within
intertextuality (or, in Genette’s words, hyperteadity) of adaptation and appropriation. Sanders
opens her booRdaptation and Appropriatioby mentioning both processes as something natural
and recurrent in different arts and in literatuself. She says:

“Any exploration of intertextuality, and its specifmanifestation in the forms of
adaptation and appropriation, is inevitably integdsin how art creates art, or how
literature is made by literature. [...] The literaagademic or student reads many texts
throughout their learning career and the more télkesy read the more echoes,
parallels, and points of comparison they identifythe texts that they encounter. The
notion that the tracing of intertextual referenasd aallusion is a self-confirming
exercise is reasonable enough [...] suggesting thefofé ways in which texts feed
off and create other texts — but, as readers atiguas, we also need to recognize that
adaptation and appropriation are fundamental to preetice, and, indeed, to the
enjoyment, of literature.” (SANDERS, 2006, p. 1)

Not only does she say that such processes areahatd recurrent, but also “fundamental
to the practice [and] enjoyment of literature”,leught that | also corroborate. Were it not for
many adaptations and appropriations, many bookbtrhigve been doomed to forgetfulness, since
the book would not have been revived and recredetl. what does she mean by the terms
adaptation and appropriation? Are they the samé& sscthe concepts of “based upon” and
“inspired by”, of which everyone has an idea, baitofficial definitions are made?

To start with, Sanders has proposed a well divigiedl coherent difference between both
terminologies. In her book section entitiB@&fining terms she mentions that the two terms are

quite similar but different when she says:

“There are many ways in which both the practice #red effects of adaptation and
appropriation intersect and interrelate, yet itegually important to maintain some
clear distinctions between them as creative aig/iidem p. 26)

At this point, she wants to make her reader awétbeofact that the two phenomena are

different in terms, at least when it comes to ¢veaprocesses they go through, even though they
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are able to work side by side. She then goes oaxpdain the general concept of the term

adaptation in the following:

“An adaptation signals a relationship with an imiarg sourcetext or original; a
cinematic version of Shakespearelamlet for example, although clearly reinterpreted
by the collaborative efforts of director, scriptter, actors, and the generic demands of
the movement from stage drama to film, remainsnssitdy Hamlet a specific version,
albeit achieved in alternative temporal and generades, of that seminal cultural
text.” (ibidem)

In other words, the dialogue the reader (or viewara certain work that has been adapted,
will establish is not necessarily with the authdrtlee adaptation, but with the author of the
adapted work. Furthermore, she establishes anotimaept for the term appropriation and how it

differs from the previous one:

“On the other hand, appropriation frequently aeat more decisive journey away
from the informing source into a wholly new cultupaoduct and domain. This may or
not involve a generic shift, and it may still reguthe intellectual juxtaposition of (at
least) one text against another [...]. But the appatgd text or texts are not always as
clearly signaled or acknowledged as in the adagtieeess. They may occur in a far
less straightforward context than is evident in immgka film version of a canonical

play.” (ibidem)

As for appropriation, there is still a dialogue ween the receiver and the author of the
original work, but the author of the appropriationght disguise and conceal the first work so
well, that the receiver might not realize whom $i@lso dialoguing with.

After reading the statements above by Sanders,caneconclude that, although similar,
adaptation and appropriation are different procesaenmed at different targets. Adaptation is,
according to Sanders, a rereading of a certain warkits recreation in another work, but where
the “original” work is considered the essentialnedmt within the intertextuality process. Once the
“original” work, or the hypotext, is considered be the most important, the same is true to its
author; the author who is often praised is notdhe who wrote the screenplay or directed the
television or cinema version, but the one who wtheebook which is being adapted.

Exploring a bit further on the definition of adafda, we could mention movies suchas the
1940 and 2005 versions &fride and Prejudiceas well asthe 1995 BBC television production.
Despite the fact that each of those productions weasle by different studios, directors,
screenwriters, and produced in different decades fdact that what we have there in their core,
despite all the differences brought by each diffeidirector, is indeed Jane Auste®sde and

Prejudice,is indisputable. The genius for these movies alelision series’ success is much more
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associated with Austen’s narratives (even if shedimany decades before cinema’s debut) than
with the work the cast, producers and directorstbhagb through when shooting and editing those
works. And, this is neither by chance or for frétovie producers want to be sure that, in this

case, the name Jane Austen works a commerciallgaéipg element, giving the audience the

feeling that what they are about to watch is nobh@ie made by a moviemaker, but the novel

written by Austen, with the difference that nowvitl be shown on screen or television rather than

on paper.

As for the definition of “appropriation”, the prog® that takes place is that of perhaps
borrowing certain elements or maybe even the wsinlecture of a certain work for the creation of
another one. The difference, however, from the ptateon” process has to do with two main
aspects: (1) the new work we have is not necegghgloriginal work reread, but perhaps a totally
new work where the author of the hypertext is moare important, whereas the author of the
hypotext might not even be recognized and (2) stheehypotext’s author is not as central as in
the “adaptation” process, there is no need fornterpretation of the hypotext in its entirety, but
just one or another element might suffice the htgxer

In that sense, a movie suchBrsdget Jones’ Diarycould be seen as an “appropriation” of
Austen’s novelPride and PrejudiceFirst of all, it is a movie that works as an adgipn and
appropriation in different levels. The 2001 mowdeected by Sharon Maguire, is an adaptation of
the homonymous 1996 novel, written by Helen FigjdiBoth novel and movie borrow important
elements from Austen’Bride and Prejudican order to construct a new storyline. Bridgeg th
protagonist in the narrative, is a modern-day wersif Elizabeth Bennet. Although independent
and with a good career, she struggles just as rasi¢br perhaps even more than) Elizabeth in her
romantic life. Although being a single child, Breits family relationship is very similar to that of
Elizabeth’s, since her parents are just as ridicutene work as in the other.

The other appropriation level one can establisivéenhPride and Prejudiceand Bridget
Jones’Diary is related not to the plot itself or any atleéement within either literary aspect, but
with an outward, perhaps commercial feature: thatirog of British actor Colin Firth as Mark
Darcy in the movie. While facing challenges in skaof true love, Bridget, the novel character,
watches the BBC version &fide and Prejudicespecially the scene where Mr. Darcy (interpreted
by Colin Firth) is wet, after a swim in the lakehieh she watches a few times. So, while
struggling to find a male partner, she finds araidene on Austen and on BBC’s work. Since
Austen’s novel has no picture of Mr. Darcy (despite different illustrations the book has
received), BBC producers are the ones responsiblgi¥ing Mr. Darcy a body and a face, that of

Colin Firth. Thus, when Bridget meets Mark Darcytime movie, there is already an existing
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dialogue between Austen’s novel, BBC version of hevel, Fielding’s novel and Maguire’s
movie through the hero Mr. Darcy, not only becaok@is emotional characteristics, but also of
his embodiment by actor Colin Firth.

The definition and difference between adaptatiath gppropriation is not, however, always
that clear. Perhaps that is because when a filmmakets to produce a movie based upon a
certain book, he/she is not worried about thedigrtheory and its nomenclature, but these are
applied by scholars after the movie is releasedisTlhhere are often doubts whether a movie
should be considered an adaptation or an appraprjseand how much of it ought to be seen as
homage or plagiarism to a hypotext.

The already mentioned movi@sidget Jones’ DiaryandCluelesscould be seen either as
adaptations, appropriations, homage or plagiariesniusten’s novelPride and Prejudiceand
Emma If one considers the main characters’ conflictbMeen novels and movies as the most
essential elements, the movies might be considedagtations. If another approach considers the
social situation of single women in Austen’s tingeethe most important aspect of her novels, the
movies will probably be considered appropriatiasiace the social background has had a major
change, but with some elements remaining the sanod, as the romantic pursue for a partner. At
the same time, many fans of Austen’s work will dighted to watch those movies, once they
will be able to see characters they have alwaysdor much closer situations to theirs. But other
fans might not recognize Austen’s text, specialbtehingClueless since, despite its similarities
to Austen’sEmma has no explicit connection to it, not even durihg closing credits. However,

according to Sanders,

“(...) part of the pleasure of response for the readasists in tracing relationships for
themselves. Without wishing to reduce the act @dieg to a game of ‘spot the
appropriation’ it is sure important to acknowledg®at to tie an adaptive and
appropriative text to one sole intertext may int fdose down the opportunity to read it
in relationship with others.’igidem p. 35)

Thus, if at first a work is considered more respg¢han other for mentioning its hypotext,
Sanders states that a hypertext with no explidgremce to its hypotext might be even more
pleasing to its audience than one that does bedhesaudience will have to make use of its
intellect and previous knowledge in order to “[&heelationships for themselves.”

Another author who works with concepts of intertetity, that | plan to work with, is
Affonso Romano de SantAnfa In his 2004 bookParédia, Parafrase& Cia Sant/Anna

Y'sant’Anna approaches the subjects of paraphragieasibn and parody as they occur between vebdst and
he does not approach other media such as cinethaaire. Nevertheless, | have decided to work ightheory
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distinguishes the difference between the defingiohparaphrase, parody and stylization. He starts
by stating that when one is able to understanduhetion and use of such phenomena, one can

better understand literature, as he says that

“parody, paraphrase, stylization and appropriatisadefined and conceptually
strengthened, help us understand the enigma ofigHiterary” and to understand the
formation of ideology through languatfé. (SANT'ANNA, 2004, p. 8, my
translation)

From this broad statement, his position is cleae of the elements that can help one better
perceive the aspect of literality to a text hasdtowith the different intertextuality processes
different texts go through. As a matter of factclredifferent intertextuality process represents a
different artistic and creative ability of an authio interpret and recreate the original sourceatTh
is where the difference between the literary and-literary is situated, in not merely providing
information (as a journalistic text would), butdgreating different connections with elements that
are external to the text.

Afterwards, he moves to an explanation on how stecins work in literary studies,
qguoting mainly Mikhail Bakhtin and Yuri Tynianovtieories on stylization and on parody, where
stylization tends to be seen as a positive detam fthe original text and parody as a negative

one™. Sant'Anna guotes Tynianov’s own words:

“Stylization is close to parody. One and the otiher a double life: beyond the work
there a second plan either stylized or parodied, Buparody, both plans must be
necessarily discordant, dislocated (...). But, whetd is stylization, there is no longer
discordance between the two plans: the one oftifiees and of the stylized, which
appears through the latter. Finally, from styliaatto parody there is no more than a
step; when stylization has a comic motivation orsieongly stressed, it becomes
parody.™® (TYNIANOV, apudSANT’ANNA, 2004, pp. 13-14, my translation)

because I find it useful for the elaboration of wiyrk, for, even if he does not deal with visuaperformance
arts, films and plays are texts on their own.

124a parédia, aparafrase aestilizacdoe aapropriacéq redefinidos e dinamizadas conceitualmente, nos
a;udam a entender o enigma do que é “literario’eatander a formacao da ideologia através da logud
¥ By “positive” and “negative”, the author does gote a judgement of value between “good” or “baulit
?ositive meaning closer, whereas negative meatisefurSANT'ANNA, 2004, p. 36)

4 «A estilizacdo esta proxima da parddia. Uma eauivem de uma vida dupla: além da obra ha um skgun
plano estilizado ou parodiado. Mas, na parodialais planos devem ser necessariamente discordantes,
deslocados (...). Mas, quando ha a estilizagdohé&vais discordancia dos dois planos: o do estitie e o0 do
estilizado, que aparece através deste.Finalmeatestiizacdo a parddia ndo ha mais que um passodg a
estilizacdo tem uma motivagéo comica ou é fortemerdrcada, se converte em parodia.”
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Therefore, according to Tynianov, stylization isigar to parody, in the sense that in both
the original source moves towards another directigiing them new meaning.Sant’Anna

continues by quoting Bakhtin, who develops moréhensame subject:

“With parody it is different. Here also, as well @msstylization, the author employs
someone else’s speech; but, in opposition to a&fitin, there is the introduction in the
first speech an intention that directly opposeslfit®o the original. The second voice,
after its placement in the other speech, facesytaganism with the original voice that
received it, forcing them to serve totally opposedis. Speech becomes a battlefield
for contrary interactions. Thus, the fusion of \scwhich is possible in a stylization
or in the narrator’s report (...), is not possibleaiparody; voices in a parody are not
only distinct and emitted from one to the otherf bte placed, in the same way,
antagonistically. It is for this reason that thbests speech must be stressed with so
much clearness and sharpness. For the same rdhasoaythor’'s projects must be
individualized and richer in content. It is possilib parody someone else’s style in
different directions, there introducing new acceetgen though it is only possible to
stylize it, as a matter of fact, in a single dir@et— the one which he (the author) had
proposed himself® (BAKHTIN, idem p. 14, my translation)

Here, Bakhtin talks not only of the difference beén stylization and parody in terms of a
comic element, but in terms of difference. If ipigssible to move the original text to any direatio
the hypertext author wishes, then it is possibleraate different types of parody from the same
source. On the other hand, when the first authdrdneated a work, he/she conveyed meaning to
it, so, when recreated, it needs to follow thet fagthor’'s direction in order to be considered
stylization, otherwise, it will be considered aqudy.

Although of great contribution, Sant’anna claimattiynianov and Bakhtin’s theory on
the difference between stylization and parody argtdd due to three main causes. First, “falls
under a dualism that could reveal a Manichean eidainking™® (SANT’ANNA, 2004, p. 35, my
translation). Second, the theory “is used exclugif@ studies within the novel field (...). Thus,
they are not concerned with extra-literary and aektrguistic phenomena, which are equally

7

important™’ (idem my translation). And finally,

15«Com a parddia é diferente. Aqui também, comostidizacdo, o autor emprega a fala de um outro;, s
oposicao a estilizacdo, se introduz naquela oateauma intencéo que se opBe diretamente a original
segunda voz, depois de se ter alojado na outradiatea em antagonismo com a voz original que ebeg,
forcando-os a servir a fins diretamente opostomldtransforma-se num campo de batalha parasigiies
contrarias. Assim, a fusé@o de vozes, que € poss@vestilizacdo ou no relato do narrador (...), d@ossivel
na parodia; as vozes na parodia ndo sdo apengsadist emitidas de uma para outra, mas se colataigual
modo, antagonisticamente. E por esse motivo gaéaaib outro na parddia deve ser marcada com téareza
e agudeza. Pela mesma raz&o, os projetos do awemdser individualizados e mais ricos de contefdo.
possivel parodiar o estilo de um outro em diregliesrsas, ai introduzindo acentos novos, embose fibssa
estiliza-lo, de fato, em uma Unica direcdo — a@agroprio propusera.”

16 «“Recai num dualismo que pode revelar um vicio maeista de pensamento.”

g usada exclusivamente para estudos na area dmpen(...). Desinteressam-se assim dos fendmenos
extraliterarios e extralinguisticos, que sao igualte importantes.”
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“perhaps stylization is not just an opposed featorgparody, but something more
complex, something [named] effect and that may pboth within parody and within
paraphrase. In other words: the duality parodyfsyibn [seems] weak, of little
pertinence, leaving some blankg (idem,my translation).

Sant’/Anna’s criticism concerning Tynianov and Bakhs that their theory works better
with novels, but since literature comprises a miacher scope than novels only, Sant’/Anna claims
that such theory is somewhat incomplete, sincedschot deal with all the possibilities literature
has to offer. What is more, he claims that suclth@rojects the difference between parody and
stylization in a dualistic manner that is not sgaanough.That is because Sant’Anna argues that
the relation between stylization and parody is aotnere relation of opposition, but a more
complex connection, in which stylization could wakher when parodying or paraphrasing the
original text.

Therefore, after such reflection on Tynianov anétim, Sant'anna proposes two different
models where stylization and parody will no longerstudied through a dualistic and manicheistic
manner, but in a triadic relation, where paraphrasdization and parody work together. Although
both models are of great worth, | shall developtlta second one, which shall be useful for my
purposes.

In his second model, Santanna uses the Portuguwesd “desvio”, which means
“deviation”, to explain how the processes of paraph, stylization and parody take a detour from
the original text. He argues that paraphrase waskaminimal deviation or even as desirable
deviation where the paradigm of the original text goesufgtoan innovation process where the
original text’'s meaning is neither inverted, sulbedror lost idem pp. 38- 39). As far as
stylization is concerned, he considers tbkerable deviationwhere, similarly to the paraphrase,
the original text's meaning is kept, but with certalifferences and novelties. He compares
paraphrase to a ritual and stylization to a gamea lritual, one has to follow the already
established rules from beginning to end, payingeaesto an existing hierarchy. In a game,
however, there are established rules, but eaclteplayght to make each game a different one,
where flexibility opens the opportunity for unknowesults. Thus, there is a deviation, but it is a
tolerable one, because even if the final resulinexpected, it works within the boundaries of

already established ruleglém pp. 39-40). And finally, parody is @mplete deviatiorsince its

18 «Talvez a estilizacdo n&do seja apenas um dada@pgsarddia, mas algo mais complexo, algo [chaindelo
efeito e que pode ocorrer tanto dentro da parddéatp dentro da parafrase. Em outros termos: addwls
parédia/estilizacdo [parece] fraca, de pouca pamtiia, deixando alguns vazios.”
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purpose is to invert, pervert and subvert the mmepmf the original text. Therefore, parody
deforms paraphraseonformsand stylizatiorreformg*® (idem,p. 41, my translation).

For better understanding of what he means, letkes & look at three products based upon
Pride and PrejudiceThe first is 1995 BBC’s productidride and Prejudicethe second is 2004
Gurindher Chadha’s Bollywood Productiddride and Prejudiceand the third is 2008 ITV’'s
productionLost in Austen

The first is, as | had mentioned previously, acoaydo Sanders, an adaptation of Austen’s
Pride and PrejudiceBut it is also, according to Sant’anna, a paraphon the same novel. This is
so because in producing the TV series, BBC aimed a¢w product that would have its own
authorship, but at the same time, would recognaree JAusten’s work as the main source. The
elements in the novel were transposed (or at thas¢ was an attempt made) to TV in a way that
would depict faithfully to the ones Austen had imchwhen writing the plot. But, to use the word
faithfully here gives room for controversy and error. If BBEride and Prejudicevere to be a
faithful adaptation, in its most strict sense, such woaltkehproved to be impossible, since none of
the directors or producers knew how Austen had ingal for instance, the faces of Elizabeth and
Darcy. The authorship of this new work does notstginin merely copying the novel, but to
innovate it in a way that the deviation occurreduldlobe as minimal as possible. Hence, BBC
does portray the same plot, same characters, samfécts, but they have to fulfill certain
“blanks” that a written text cannot fill, such &etvisual and phonographic elements of a video.

In the secondBride and Prejudicethe plot is very similar to that éfride and Prejudice
an Indian girl, Lalita Bashkin, struggles to recagnher feelings towards a rich US American
entrepreneur named William Darcy. At the same tifobowing Indian tradition, her mother is
obsessed with the marriage of her daughters famlsoonvenience, in the same way that Mrs.
Bennet is in the novel. Difference between sodadses remains an issue, where United States of
America is on the top of the economical hierar@ng India is at the bottom, just as Rosings Park
and Pemberley were superior, as far as financesoaerned, than Longbourn. Thence, according
to Sanders, this movie could be classified as aptation, because the references to the author,
Jane Austen, are explicit (either during the dewelent of the plot, the title or Austen’s name
during the closing credits). There is, neverthelesdeviation, but a tolerable one, which would
consist in a stylization process. It is the samekwout with a different approach, set in a diffare
context, but where the main meaning (that marr@agght to be based on love and not on money)

and moral values have not suffered any inversiosubrersion.

19«A parédiadeforma a paraphraseonformae a estilizacaceformd.
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The third one id.ost in Austenwhere we have a female character, Amanda Price,isva
big fan ofPride and Prejudiceand, after reading it many times, finds herseli§" century in
Longbourn through a magic door, where she chanigespwith Elizabeth Bennet. The difference
now is that, with Amanda’s presence among the Bé&naed Elizabeth’s absence, things happen
in a very different manner than they were suppdselappen in the novel. For instance, with
Amanda at the Netherfield ball instead of Elizabé&imgley finds Amanda prettier than Jane,
making it easier for Mr. Collins to propose to Jasiace she was single (when in the novel he had
been told that she was already engaged to BingBxyh change in events creates an unexpected
and tragicomic situation. Not only that, but the shexpected event in the novel, Darcy and
Elizabeth’s wedding, does not take place, oncenlkls e@p marrying Amanda. Such a change in the
plot is what Sant’anna refers to as a completeadiev or a parody to the original text. If in the
original the happy end occurs because ElizabethDardy, after dealing with their emotions and
pride, find true happiness through marriage, they adaptation or appropriation that leads to a
different end is inverting and subverting Austehigotext. Thuslost in Austercould easily be
classified as a parody efide and Prejudice

Nevertheless, the boundaries for each definitian rast always that clear or easy to be
perceived. At the same time tHaist in Austercould be categorized as a parody, because some of
its main events suffer a total deviation since thdeynot occur or occur in totally different and
opposed manner, it could also be seen as stylizabespite the radical changes the novel has
suffered in this TV show, one might argue thatnitgin message and essence are kept. Even if
Darcy does not marry Elizabeth, but marries Amattia,could be taken in two ways. The first, it
is a total deviation, a parody. The second, ittislerable deviation, a stylization.

The idea of stylization is plausible if we give radmportance not to happenings in the
plot, but to the message Austen’s work tried tospal®ng. From a line dlorthanger Abbey
Austen claims that “if adventures will not befalyaung lady in her own village, she must seek
them abroad” (AUSTEN, 2005a, p. 11). This linehaitgh from a book that was meant to be a
satire on gothic novels of Austen’s time, reflettis core of Austen’s heroines’ feelings: that one
might need to leave his or her environment, or lokeigh the system in order to find adventure, or
one’s own happy ending. Even if life was comforgafr characters such as Emma Woodhouse,
Elizabeth Bennet and Catherine Morland, they needbdeér to leave their family or to break with
the restrictions their families would impose onnthéf they wanted to find true love. Hence, if we
consider that this aspect of breaking with a certeaditional element in order to find true love is
the core of Jane Austen’s work, then it would begide to classifyLost in Austemot as a

parody, but rather as a stylization, given thar&ieth Bennet (in this production) finds happiness
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not through marriage, but by escaping her time @lade to become an independent' 2&ntury
woman, and that Amanda Price escapes her mothejplhand her not very romantic boyfriend,
to become Mr. Fitzwilliam Darcy’s spouse. Wheredigdbeth finds happiness by migrating to a
modern and liberal setting, Amanda finds happirm®sgoing the opposite direction, towards an
ancient and extremely conservative surroundingeplac

In short, despite the official definitions the @ifént movies, TV shows, novels and other
works that have as their hypotext the novels oeJansten have received, they can all be seen
through three main aspects. Linda Hutcheon, inldeak A Theory on Adaptatignsays that
adaptations can be described as “(1) an acknowdettgasposition of a recognizable other work
or works, (2) a creativand an interpretive act of appropriation/salvaging 8§l an extended
intertextual engagement with the adapted work” (KITEON, 2006, p. 8). Although she refers to
“adaptation” when mentioning these three diffeneracesses, they can be used to better explain
and characterize all the definitions | have listeaklier, such as intertextuality, adaptation,
appropriation, paraphrase, stylization and parddye movies and TV shows | have previously
mentioned are, as Hutcheon mentions, acknowledgedgositions, creative and interpretative
acts as well as extended forms of intertextualligerefore, even if | am about to use certain
definitions in order to better qualify the movieshall work with in relation to the novel, it is of
ultimate relevance to highlight that one work doesdeserve a better or worse judgment of value
just because it is a paraphrase or a parody, btualyy, each phenomenon has its own value,
since, according to Hutcheon, each adaptatios iswin work.

There is one last aspect pertaining intertextuahsgt | would like to approach. Quoting
Sanders again, in her analysis of adaptation aptbppgation, she claims that “many adaptations
(...) contain further layers of transposition, relieg their source text not just generically, but in
cultural, geographical and temporal terms.” (SANIERO006, p. 20). Such phenomenon is very
common on cinema and television.

If we take, for instance, Charles Dickens’ cladsie A Christmas Carqlit has received
different versions, whether as adaptations, apmbpns, stylization, paraphrase or parody. It is
also a fact that the same work has received, invtitel used by Sanders, relocations. For instance,
the 1999 teenager TV shd®opularhas, in its episode entitléghll on Your Kneesan intertextual
relationship with at least two Christmas texts. Titst is with the French Christmas caf@h Holy
Night, where the sentence “fall on your knees”, takemfthe carol’s lyrics, serves as title for the
episode, which also conveys its main theme, whegertain character (for this particular episode),
Nicole, has to “fall on her knees”, in order to dnehe angels’ voices” and humble herself. Such

an idea is connected with the episode’s plot, whsckimilar to that of DickensA Christmas
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Carol. On Christmas Eve, Nicole has a vision of a des@disend, who warns her that if Nicole
does not change her behavior towards other pesipdewould have to face dreadful consequences.
Subsequently, she has three following visions, wisée is visited by the Ghost of Christmas Past,
the Ghost of Christmas Present and the Ghost aé@tas Future. After learning the past reasons
that made her become cruel to others, the wayothatr people feel towards her in the present and
what future has in store for her, she realizesng®gls to make changes in her life while she could.
In the same manner, Ebenezer Scrooge, the prosdomm Dickens’ work, has the same visions
and receives the same message. The differenceind®opular, is that, although some elements
such as plot, character development and message heen kept the same, some have been
relocated in another setting. While Mr. Scrooge wésisinessman in Victorian England, Nicole is
a late 28 century US American high school student. The difice between both works is not
merely a change of country and century, but it asolves a strong cultural shift. Since women
(especially teenagers) had little or no economjgalitical or influential power at all in Victorian
England, having a woman playing the role of Mr.ddge might have been a very challenging task
for Dickens to create and for his reading publidotoconvinced (but of course, not impossible,
since there are female characters that behaveasiyndnd are in a very close situation to that of
Scrooge, such as Lady Catherine de Bourgh, eveot iés bitter as him). As we are now dealing
with a TV show aimed at a teenager public, set laigh school, to have characters having their
conflict because of economical issues based onaeacter's employee would probably push a
young public away from the series. The issue ofoNids, therefore, transferred from labor
exploration (that Scrooge inflicted on his clerlgiBCratchit, and on his family) to the coveted
opportunities to be a part of the cheerleading griouschool. If before Scrooge had the power to
give or take Bob Cratchit's family’s income, nowclle has the power to give or take other girls
the opportunity to become socially accepted byvatig them inside the cheerleading team (she
has the power, within the school, to select newedbaders). In the same way that Bob is
powerless in the novel to go against Scrooge’sstats, so is Carmen, an overweight girl who
dreams of becoming a cheerleader, but is bulliebramiliated by Nicole.

By taking such an example, we can see how theatleslocation works: changes between
hypotext and hypertext do not occur only by switghhames of places and dates, but they might
require an entire reflection on the social, ecomaticultural, among many other elements
existing in each. A character like Mr. Scroogeaasean businessman, might have worked very
well in the 28" century, in the United States, perhaps as a manvied with the stock market in
Wall Street, but probably not in a school. By ttens token, a girl denying a cheerleading

position to another one would not have worked &tiralWall Street’s financial world. This
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phenomenon of relocation takes place very oftgme@ally within classical works, especially with
movies and TV shows based on Jane Austen’s nosetd) asClueless Bridget Jones’ Diary
Bride and Prejudiceand, most importantly, the movie which is my sabjof studyPride and
Prejudice: A Latter-Day Comedy

So far | have made the use of the woetbcation in order to better define this process
within the intertextuality field, since Sanders siske verlto relocatein her claim. However, in
his theory, Genette talks aboutrmvement of proximizatiomie starts by making an allusion to
Daniel Defoe’s noveRobinson Crusgeand he subsequently mentions a couple of nowels t
were relocated (or proximal) versions of Defoe’srkyosuch as 1779 Joachim Heinrich von
Campe’'The German Robinsoand 1813 Johann WyssSwiss Family Robinso(GENETTE,
1997, p. 303). Genette explains why he makes usieeadlermmovement of proximizatipmstead

of using another term such ocationor modern adaptatiom the following:

“As has just been indicated with reference to mediiby, the habitual movement of

diegetic transposition is a movement of proximimatithe hypertext transposes the
diegesis of its hypotext to bring it up to date asidser to its own audience (in

temporal, geographic, or social terms). | know of exception to this all-pervasive

characteristic. True, one might conceivably entertantasies as to what would

become of Emma Bovary if she were transferred & Athens of Pericles or King

Arthur's court, but such a distancing effect woddd manifestly contrary to the

‘natural’ bent of diegetic transposition, which alg consists in moving from the
remote to the proximate.idem p. 304)

Hence, the reason for his use of the terovement of proximizatiafoes not have so much
to do with the mere act of shifting the temporadl @patial cores of a narrative, but in making the
narrative closer to its public. In the examplesergly mentioned of the episod&ll on Your
Kneesfrom the TV showPopular, or in Cluelessor even inPride and Prejudice: A Latter-day
Comedy the choice for change in setting within theirpestive hypotexts was not a random
choice, but the studios and producers’ aim wasstabéish a connection between the literary
classic and the modern cinema and TV audience. &t century girl reads a novel likeride
and Prejudice as much as she might enjoy it, at a first andeneéading, it might be hard for her
to see how her life experiences could be in anymaasimilar to those of Elizabeth Bennet, since
the social and economical restraints in Austemetivere very different from the ones in thé'21
century. But, as she watches a movie Bkalget Jones’ Diaryshe can better relate to Elizabeth
Bennet's struggles, as the reader realizes thapitdethe social improvements that women have

benefited from throughout history, the feelings &mtjings towards a love match are still just as
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pertaining, as well as challenging, since many sviaad frailties ought to be overcome by the
heroines in either context.

This aspect of proximization, of bringing a texbs# to its audience is of extreme
importance for my purposes. In the following chaptevhere | shall develop more on the movie, |
will establish a connection between the theoretieahs | have indexed in this first chapter, that
have already been conveyed by Gérard Genette, Saliwlers, Linda Hutcheon and Affonso
Romano de Sant’anna, and Jane Austen’s n@xde and Prejudiceand Andrew Black’s movie
Pride and Prejudice: A Latte-Day Comedynd, since this movie was produced within a sipeci
context that is ruled by its own cultural and riigs systems, appealing to its same public, | shall
introduce in the next chapter the setting in wiiod movie takes place, through a macrocosmic-
microcosmic movement, going from the early'2&ntury United States of America, to the Church
of Jesus Christ of Latter-Day Saints, to its, thirch’s, largest and most famous education
institution, Brigham Young University, in Provo, &lit, in order to prepare for the movie analysis

in the third and final chapter of my work.
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2. Jane Austen and Religion: a possible
match (?)

“They should be instructed young
How to watch and guard the tongue,
And their tempers train and evil passions bind;
They should always be polite, and treat everybaght,r
And in every place be affable and kind”
(Eliza R. Snow)

As | wrote in the outline for this chapter, in timroduction of my work, | had proposed
three questions concerning religion. The questldmsd outlined are the following: (1) What role
does religion play nowadays? (2) Does it play aigyiBcant role at all? (3) What is there in
Austen’s novels that appeals to a large religioastarn reading public?

To answer the first question and the second, wisiditached to the first, 1 would like to
start by quoting the headline sentence from a magathat publishes texts on science and
technology, which was published in an article magazine issue of January 2001

“Does God exist? By the end of the t[1@entury, Science believed to have all the keys
of knowledge: to decipher the ultimate mysterienature was just a matter of time.
Now, in the beginning of a new millennium, the cksd certainties agonize and
scientists wonder..? (LEMOS, 2001, my translation)

According to the statement above, there used ta beery strong conviction among
scientists that the concept of God was just a mgdélea and that Science knew, or, at least,
would be able to know everything within a few dezgdafter a lot of study and research.
Nevertheless, the beginning of the'2Entury, a time considered by many as a promisiagor
great scientific discoveries and inventions, hasbably made more people wonder the
possibilities about the existence of a supremegotian actually erasing their certainties about its
existence.

Whereas once there were certainties in the dichptecrence versus religion, now there
seems to be questionings. The more science is tabievelop and advance, the more it is

2 “Deus existe? No final do século [XIX], a ciénaiereditava ter todas as chaves do conhecimentijratess
Ultimos mistérios da natureza era s6 uma questdenago. Agora, na entrada de um novo milénio, dezas
mais claras agonizam e os cientistas se perguritgmy. translation)
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marveled and surprised at the vastness of the ts@v#/hen science has been able to finally solve
a mystery and verbalize a phenomenon, new mystenesge in a speed that is infinitely faster
than the process of their study and systematizaBooh a paradox creates room for questionings
on the full capability of Science as the one anky arstitution with the proper authority to answer
some of life’s most intriguing mysteries.

Science is not, however, the only field that mayehhad a competition with religion. The
less concrete field of morality is one that has,hiéoughout history, a somewhat peculiar
relationship with religion. It is a fact that seakmoral principles which rule a certain socialgvo
are originated in religion. Modern Jewish peopte,ihstance, whether they practice the religion or
not, own a lot of their practices and habits to td&chings found in the Old Testament. Many
humanitarian aid campaigns are sponsored by itistisithat base their missions on the Christian
teachings of sharing with those in need. Thus,angd affirm, morals and religion always walk
side by side. Unfortunately, this has not alwaysnbeue.

Studying history, in any era or place, one ea®bris that in several situations, people
have used religion to destroy important moral vel@hristianity’s doctrine, for instance, teach us
that tolerance to those who are different fromsuan essential Christlike attribute. Nevertheless,
there have been thousands of moments in historyevimmumerous people, when in want of
power and wealth, would produce a discourse thatdvallow the practice of intolerance (often in
a violent manner) in the name of Christianity. diere, there is a major paradox: religion, the
institution where moral values are born, is the esamstitution that neglects those values in order
to achieve unsound purposes.

Such paradox was perhaps one of the main reaslomgy (aith many scientific advances
that | have previously mentioned) for the radichbrge in the relation between religion and
society, at least in the western world. Over thetwees, religion has lost much of its privileged
central position in society to become a peripherslitution. Despite the many institutions that
have a religious background in their basis (ineclgdseveral educational institutions), religion has
lost much of its driving force in central and conmssues for a social group.

Nevertheless, according to French sociologist DeHiervieu-Léger, religion has not
necessarily lost its power, but has actually gdm®ugh some major changes, including its
deinstitutionalization. Whereas once political dems would be based on common social
religious attributes, those new important decisiaresno longer based on religion, since due to its
deinstitutionalization, there are no longer manynown religious features within the same
society. In other words, if in the past a sociategn would base its rules (legal or conventional)

on one religious denomination that was common &b plopulation majority’s system, now those
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rules have to be based on something else, bedagigerteeds to be room for different religions as
well as for those who do not have a declared @ligo express themselves.

In this same new scenario, where religion was mgdo in the center but the periphery,
people would look back to religiousné&ssn order to find a more personal connection with
themselves and with something that would providettzer type of meaning to them, differently
from previous scenarios where religion was ofteriadorather than personal experience.
According to Hervieu-Léger, the return to religioass is not only a consequence of the feeling of
disappointment people face before the impossibildy science and reason to account for
everything, but mainly because religiousness i® dbl give people an individual experience,

which reason does not offer. She says:

“At the same time in which religion is no longeptight through the exclusively view
of rational disenchantment, there starts to be ggdi interest for the process of
decomposition and recomposition of the beliefs #ratnot related to the ambience of
verification and of experimentation, but find the#ason of being in the fact that they
give sense to the subjective experience of indalglti” (HERVIEU-LEGER, 2008, p.
22, my translation)

Also, she continues by explaining the contradictpngenomenon of the modern society,
which is that “Modernity continues to undermine tredibility of all religious systems and the
movement which, at the same time, makes room for beliefs to emergé®idem p. 41, my
translation). It is a paradox that seems withoplaaisible explanation, since the same society that
has in its core reason and science as the inteleauthoritative institutions, and that will often
criticize any form of religion as another possiblghoritative voice, is the same society that has,
in the 2% century, not a decrease of beliefs and religimssitutions, but rather its varied and
ongoing increase. The reason for such paradox isl@ady existing paradox within modern

society, where

“Secularized modernity offers, provider as it isttee same time, of utopia and opacity,
the most favorable conditions to the expansionetieh The more uncertain the future
is, more pressure for change is intensified andentive beliefs propagate, becoming
diversified and disseminated endlessly. (...) Se@d#on is not, above everything

%L In my work, when | use the temaligiousness| am referring to the personal experience a pehss with
religion; when | use the termligiosity, | am referring to religion as a social activitygluding a specific
church’s set of dogmas and its institutionalization
#2«N0 mesmo tempo em que se deixa de pensar a&elfgglo prisma exclusivamente do desencantamento
racional, passa-se a ter um interesse maior pelepso de decomposicédo e de recomposicao das TreEa
nao se relacionam com o &mbito da verificacdo exgarimentacdo, mas encontram sua razdo de satmadd
darem um sentido & experiéncia subjetiva dos iddog.” (my translation)
#«p Modernidade continua a minar a credibilidadetados os sistemas religiosos e 0 movimento pedd, qu
ao mesmo tempo, ela faz surgirem novas formasetear’

41



else, the loss of religion in the modern worldslthe set of reconfiguration processes
of the beliefs that are produced in a society whheedriving force is the lack of
satisfaction of the expectations it evokes, andretibe everyday condition is the
uncertainty connected to the unending search fansieo satisfy thenf? (ibidem my
translation)

Nevertheless, even if religion has received an mamb position over the past few decades
in its relation to other institutions within sogiett is important to highlight that, at least wiitthe
boundaries of Western society and Western thoughgion will (most likely) never have the
same authoritative position it used to have ceasuago. The role of religiosity is still important
and very expressive, yet different and set withstalelished boundaries. Therefore, if Hervieu-
Léger argues that religion is important in provglia close and personal experience with the
world, she also claims that such personalizing ggegs also responsible for a new power relation
order between society and religion. Since the egpee with the world through reason is
collective, with its objective results as mere didtat has to be accepted by everyone no matter
what one’s personal convictions may be, the expeeewith the world through religiousness is
quite the opposite: despite the data that scieasdben able to find on the different phenomena of
nature, each person is free to interpret it in g \Eersonal and intimate manner, whether such
phenomena are believed to be a proof of God’s twygunishment, nature energies and forces that
are responsible for success and failure in lifeewen the interference in one’s personality and
behavior as result from the movements of certalastiel bodies. If religion does not play any
longer a social role, where everyone needs to dh@esame beliefs and convictions, the social
configuration has gone through a major change. iQudiervieu-Leger once more, she mentions
this new religious individuality by saying that tdureligious concept of a personal faith is a key
to the universe of representations from where ierg@d, progressively, the modern image of the

individual, autonomous subject who rules his/hen dife”

(ibidem p. 37, my translation).

In other words, religion has developed increasingler the past years and has been
important part of many people’s lives. But, diffietly from the times when all the inhabitants of
the same society would share similar beliefs ates rmodernity allows for each person to believe

and practice rites according to one’s own desireb @nvictions. And, at the same time that an

2 «A modernidade secularizada oferece, geradoraégaeum tempo, de utopia e opacidade, as condigaiss
favoraveis a expanséo da crencga. Mais a inceriepaidir € grande, mais a pressédo da mudancaesesifica
e mais as crencas proliferam, diversificando-sessethinando-se ao infinito. (...) a secularizac@o é, acima
de tudo, a perda da religiio no mundo modernoc&Wunto dos processos de reconfiguracio das e
se produzem em uma sociedade onde o0 motor é atisfasio das expectativas que ela suscita, eande
condicao cotidiana é a incerteza ligada a buseanmmavel de meios de satisfazé-las.”
% «Esta concepcdo religiosa de uma fé pessoal éperamestra do universo de representacées de onde
emergiu, progressivamente, a figura moderna dwiddo, sujeito autbnomo que governa sua propria.vid
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individual's personal convictions (whether they tadigious or not) are important for his/her
decisions within his/her personal life, moderniiy & western capitalist society) has also made
very clear that those convictions are to be livgdvithin an individual's personal affairs, and not
to be a decisive neither influential aspect of sEbfessional, academic or social4ffe

A good example of how religion has been presemuincontemporary society, yet with a
certain distance is the Brazilian mass culturatipobion, namely television soap-operas, produced
with ambitious goals to achieve high levels of @nde. By reaching those high levels of audience,
television productions do reflect, in one way omwther, the things that a large part of the
population likes to watch and is also capable afeustanding.

The example | want to use is that of 2001, of g@mporation RedeGlobo, which has, for
many decades, been the leading communication cowghie in Brazil, either in terms of
audience or production. RedeGlobo’s primetime sgleedonsists mainly of daily soap-operas.
They are the shows that receive most investment froth the TV channel in terms of production,
as well as the investment made by giant compamwbsgh will take advantage of the soaps’
success for advertising their products, whethecealed during the stories that are being told or
during the commercial break.

In 2001, a year, as | had previously mentioned,nwviedigion seemed to have lost much of
its power and influence on people, it was somewhgprise that, during the same year, two main
TV shows (the soaps) produced by Globo had in thaie a religious motivation. The first one,
presented at the 6pm slot, was entithedPadroeira It takes place in colonial Brazil, during the
early 1700’s, and its plot consists of a minglirevieeen historical data and religious beliefs. The
story is set around a village, where an image of Oady of Aparecida (Brazilian Catholic
Patroness) was found on a river by the local peaasarl717, event which is received as a divine
miracle. Near the old village, a famous church \Wwast in honor of Holy Mary, as a way to
respond properly to such a divine miracle. Thisrchus, nowadays, the Basilica of the National
Shrine of Our Lady Aparecida, the second largetitatia temple in the world, where millions of
catholics go ever year, hoping to, such as thegmsasn the 1700’s did, receive some type of
divine aid and miracle in their lives. Throughobie tsoap-opera, the idea of religious miracles
performed by Our Lady of Aparecida is strongly prégs Among the miracles portrayed in the
novel are the unexplainable release of slave Zasanwhose chains were suddenly loose, and also
the conversion and repentance of the soap’s antgand villain, Don Ferndo de Avelar. The

final scene of the production takes the public fridme old 18 century small church to the

% Whereas the term “social life” is usually usechasference to the friendships one has, | usectine here in
the sense of life in society, meaning the civilidsiiand rights any citizen has within a society.
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spacious and modern basilica, where many belie&svorshiping their patroness, as a way to
elicit that the same miracles that took place aggguago are still possible within a certain
religious system.

The other production, which aired at the 9pm dloé ¢elevision primetime in Brazil), is
based upon two novels by Brazilian writer Jorge Amaand has the Afro-Brazilian religion of
Candomblé as one of its main themes. Despitedtedess to Amado’s works, the plot has strong
similarities with Shakespeareldacbeth In Macbeth the presence of supernatural forces, such as
the witches and Lady’s Macbeth’s visions of thegde®she murders, are responsible for important
twists in the play. The same is true of the soagrapThe difference now is that the supernatural
forces are those of orixaYemanja, an Afro-Brazildeity worshiped in Brazil as the goddess of
the sea, and not from witches. And, differentlynfranany other countries, where the beliefs
originated in Africa are seen as ancient populgitibus legends, the Candomblé religion is, still
today, one of the most expressive and practicedioabk in Brazil, with its organized rites and
spiritual leaders.

Even if | am not dealing with television produatsmy work, it is important to stress that,
at the same year, in the beginning of th& @dntury, two major productions aimed at the défer
social, economical, cultural and geographical Biazipopulation, were concerned with religion
themselves, evincing Brazil's general public resefyt (and perhaps even a need) towards
religiousness. Nevertheless, it is also importanérphasize that, as Hervieu-Léger had pointed
out, these productions, although written on topreligious practices and beliefs, featured
characters (with a few exceptions) that were free @itonomous to live surrounded by religion,
to accept it, but also to reject it as they plea&@n though the main plot of each soap-opera had
religion in their core, many of the existing sulipl@and secondary characters were affected by
religion in a very small scale or nor affected lgigion at all. This configuration shows, to a
smaller or larger degree, the modern aspect ofeggciwhere different religions play very
important roles and are experienced by a large qgdatie population, but where each religion is
experienced differently by everyone, and set withiready established social and cultural
boundaries. Although the example here takes pta8zazil, the pattern is somewhat similar in the
Western world, including the United States, whdre movie in mycorpustakes place, where
religion still plays an expressive role but witlw@rtain boundaries.

Such a society, which is open for the most diffesard diverse behaviors, convictions and
creeds that coexist, is only possible within thedera western capitalist system that rules, for
instance, Brazil in the early 21century. This coexistence of different religiousneictions,

however, is not a fact from the late™0@entury or early 21 century, but has already existed
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throughout history. Despite the many examples llcahow that have existed from ancient
through contemporary history, and also despite fit that the situations for a peaceful
coexistence in the present are not any similah¢osituations from the past, | would like to focus
on a specific historical period that shall be meghuil for my purposes.

The historical period I intend to mention is onatttvas contemporary to Jane Austen: the
American Revolution. This historical event had ge@nsequences for both England, the country
where the novePride and Prejudicenvas written, as well as for the United States afefica,
where the movi®ride and Prejudice: A Latter-Day Comeudas produced.

First of all, I would like to make it clear that B®ymerican Revolution | do not intend to
limit this title to the war between Great Britaindathe American Colonies for their independence,
but also to consider other important historicalrggeboth prior and after the Independence of the
United States that have played either causativ®nsequential roles on it.

Among some of the causative events that have lethdécAmerican Revolution are the
happenings of religious nature. One of them is kmaw The Great Awakening, which can be said
to have changed drastically the relationship betwesigion and society. Whereas in most
European countries religion and state were strictignected, and each state’s official religion’s
beliefs and practices imposed upon the populatlm Great Awakening in the United States was
intended to break many of the orthodox religiouacpices and to create new possibilities for
worshiping, thinking and teaching religion. If ihet past the King of England was the Church
mentor and God’s only authority on earth, now esdfabitant is free to accept any religious
minister as an authority from God. If before, thates had the power to say what was to be
practiced or believed, now each person is granigdthe possibility of having a personal relation
with God, with no need for an intercessor (suchtres saints in the Catholic Church or the
regulations by the state). This new social andjialis order turned the United States of America
to a land of religious freedom. This freedom wasrguateed in the Constitution of the United
States, where in the first amendment we read {tia]*‘Congress shall make no law respecting an
establishment of religion, or prohibiting the frerercise thereof; or abridging the freedom of
speech [...] or the right of the people peaceablssemble”.

This new formed nation would allow its inhabitatdsread the Bible in their own manner,
interpret it as they wished and even disagree thghr preachers and ministers, and perhaps start a
new church, where new doctrines and beliefs wessipte to be introduced, with no need for
political, royal or the Pope’s approval. It is, tbre, in this heterodox society that The Churth o
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Jesus Christ of Latter-day Saifitsthe religion institution that runs Brigham Youhlpiversity,
where the movi€ride and Prejudice: a Latter-day Cometdkes place, could have its start.

In the year of 1830, when the United States wasung, but well-established nation in
terms of its own political and cultural ideologisd independence, in the State of New York, that
The Church of Jesus Christ of Latter-day Saint whkially organized by its first president
(accepted by the Church members as a prophet,dnélgueferred to as such) Joseph Smith. The
Church had six official members on the day of itgamization and it had reached more than 14
million members by the end of 2010, in hundredsafntries in every continefit Such a growth
is of concern to the Church leaders either in e @ntury as well as on the@entury. These
concerns are not only with the membership’s smlity but also with their physical and
intellectual welfare.

First of all, | would like to give some emphasisighy, on the LDS Church’s doctrif® in
order to provide a better understanding, lattertfie cultural and religious environment existing
at Brigham Young University, where the movie | amrking with takes place. Being thus a
Christian church, we are to assume that its daggrare built upon the teachings of Jesus Christ, as
recorded in the Bible. And, if | were to abridge ttore of Christ’'s teachings in a few words, |
would say that the pursuit for perfection is Chigisity’s main objective®

According to its dictionary definition, “perfect” @ans: (1) lacking nothing essential, (2)
being without defect or blemish, (3) completelytadifor a particular purpose (or ideal), and (4)
accurate or exact. Definitions number three and $@em to be more related to scientific areas, so
| shall not focus on those. Definitions number ane two are, nevertheless, of great value for my

purposes.

%" |In this work’s introduction, | had stated that Bleurch of Jesus of Latter-day Saints is also knas/fiThe
Mormon Church”. From now on, | shall only referttee Church (or its faith, rites and doctrines) tsydfficial
name. Since the name is long, | shall use abbiengsuch as “LDS” or simply “The Church” when ngsary.
The reason for my choice is based upon an offspakech delivered by M. Russel Ballard, a membénef
Church’s Quorum of Twelve Apostles, the Church'sos®l hierarchical authority. My objective is to avo
confusion, since there are different religious gepopularly referred to as Mormons, but not alihefm with
the same beliefs. This speech was delivered atuacBlGeneral Conference, an event that takes phdace a
year (April and October), broadcast online and digkite to the different congregations of the Giuin
several countries, where many Church ministersrdeBpeeches concerning the Church’s welfare and
doctrines. The full speech is the first text in #dmexes section.
% According to official data published by the ChuinhApril 2011, 272,814 converts were baptized §thu
receiving their Church membership status), witbtaltmembership of 14,131,467 worldwide. (HALES12p
2 For a better understanding of the Church’s doetri have added an annex entitldgte Wentworth Lettera
letter written by the Church’s first leader, in P34vhich was published on a newspaper, explainboyathe
Church’s history and doctrine.
%%n the New Testament we read, in the Book of Matthchapter 5, verse 48, the following words proromad
by Jesus Christ: “Be ye therefore perfect, eveyoas Father which is in heaven is perfect.”
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Definition number two is perhaps the one that igarfoequently associated with the idea
of perfection in Christianity: that, in order to perfect, all the imperfections (or sins) need¢o b
washed away not “with corruptible things, as silaed gold [...] but with the precious blood of
Christ, as of a lamb without blemish and withoutdf. In this sense, religion seeks to warn and
prevent people from committing sins that would I¢élaeém astray, keeping them from achieving
perfection. This concept of sin and perfectionnportant for my purposes, but | shall discuss it
later, when discussing Austen’s work in more detalil

For now, | would like to focus on the first defioih of the word “perfect”, which means
“lacking nothing essential”. Earlier, | had statbet the LDS Church is concerned not only with
its members spirituality (the idea of avoiding sirorder to achieve perfection) but also with their
physical and intellectual welfare. This concernmwtiémporal matters by the Church is aimed at
perfecting the members in the sense that they dhmatl lack anything essential. If spirituality is
essential for ultimate perfection, then other tkitigat will lead to such spirituality also needt®
considered as essential. For instance: a family attends church regularly will hardly ever
cherish spiritual delight if the family householdégoes not have job in order to feed his/her
children, because the simple acts of working artthg@are essential for anyone’s survival and
development. Also, the householder might not firgbad job, or never improve his/her skills and
knowledge if he/she does not take proper instracéomd education. Hence, lack of formal
education is a type of imperfection, once sometlesgential for one’s growth is lacking.

Thus, | argue that for most Christian churchesafoleast for the one | am referring to)
perfection is not only and end, in a distant hegvéuture, but also an earthly lifelong process,
where daily essential things are to be sought, hdreit is a professional career, academic
performance or the fulfillment of basic needs, sasHinding the means to provide for oneself and
one’s family. Such is true of each social and relig environment in both the novel and the
movie. Religiosity itself is an important elemewhgther implicitly or not) both at Longbourn and
at Brigham Young University, but balance is necasdar the welfare of the characters. The
Bennet's do not spend all of their time in churelpecting that their physical needs will be
fulfilled by divine miracles, but they do actualyork for their own support. In the same way,
Elizabeth Bennet (the movie character) does natrgitwait expecting a book publisher to simply
publish her book with no effort on her part, bue sdctually goes after her desires through her
personal actions. In that sense, | argue that mytes an important role in both productions,and

religion an even more important role in the mowigjch is in harmony with the morals in the

31| Peter, chapter 1, verse 19.
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novel. Yet, the characters that succeed througtiamitplot only do so when finding a balance
between the social and religious culture in whiclytare inserted and other practical matters of
everyday life.

In order to better illustrate what | mean, | wolike to refer to two characters: Mr. Collins
and Wickham (that are present in both the novelrandie, and have, if not the same, extremely
similar roles in either the original and the addpteork). First of all, it is important to make it
clear that Austen has a moral agenda in the pdgesde and PrejudiceHarmony and peace can
only be found among Longbourn residents if theyedpect the already established moral values
and codes. Those values are found in the Chrigtiéim, and later developed and adapted to the
Anglican faith, but are meant to be observed by of that community, despite their level of
personal faith and devotion, so that order coulanlagntained in that social group. Moreover, the
life style we find in the pages ®fride and Prejudicepages has the morals based on religious
principal as an important aspect to its charactausreligion routine is not necessarily central to
them (or at least not mentioned).

Therefore, considering that those values are impotb the novel characters, Mr. Collins
and Wickham are two characters that go againstetivadues, each in an opposite direction.
Collins, the clergyman, is supposed to be the cbarahat best represents what Christians ought
to stand for. And for many chapters, Wickham ises&d to be, by everyone (except for Darcy), a
character who best mingles high standards of mynaith well fulfilled ordinary tasks through an
appropriate demeanor. Such expectations from thédere(and even from many characters) are,
however, destroyed. As soon as Collins enters thg i is very visible that his excess of
religiosity and morality is not what make him a doGhristian, but rather the opposite, turning
him into a ridiculous and caricatural character,tfging to live according to Christian principles
in a senseless and even fundamentalist manner.od ggample of how Collins is a character
who, albeit supposed to be Christian, goes agaungt moral is the letter he sends to Mr. Bennet

near the end of the novel, when he talks aboutd_gdd Wickham’s elopement, by saying:

“I am truly rejoiced that my cousin Lydia’s sad mess has been so well hushed up,
and am only concerned that their living togethdoimthe marriage took place should
be so generally known. | must not, however, negleetduties of my station, or refrain
from declaring my amazement, at hearing that yoaived the young couple into your
house as soon as they were married. It was an exggraent of vice; and had | been
the rector of Longbourn, | should very strenuoubbBve opposed it. You ought
certainly to forgive them as a Christian, but neleeadmit them in your sight, or allow
their names to be mentioned in your hearing.” (ABST 2003, p. 351)
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To that letter, Mr. Bennet reacts with disgust I{ffeewhich | believe most readers share
with Mr. Bennet), and replies to his daughter LizZihatis his notion of Christian forgiveness!”
(idem).

The other character whom | have previously mentoise Wickham. As stated in the
excerpt above, he elopes with Lydia, after presgntimself to the Longbourn community with
“such an expression of goodness in his countenasweh an openness and gentleness in his
manner.” [dem p. 220). Nevertheless, as we as readers of thel,rand Elizabeth, who believes
to be a good reader of character, move towardsrmilele of the novel, we learn that, despite
Wickham'’s first self presentation, he goes agaimstality in issues that are considered extremely
dangerous within the community. As he goes agdhlmestmoral codes, he is banished from that
society (even if virtually). When Lydia decides étope with him, the same happens to her.
Although described in a subtle manner, we learh Wi@kham and Lydia end up living far away
from the Bennet’'s, without much contact, becauselam and Lydia are responsible for the
Bennet’'s shame in facing their friends and acgaaitgs in Longbourn.

Thus, one can conclude that Austen’s work’s setseaarality was not merely based on
how religion and moral acted on the charactersféiler on how the characters acted before the
religious and moral codes that were placed befoemnt The criticism she does on these two
characters is that they did not look for a balanaesiwer between their situations, their purposes
and the common moral values. Collins tries so harghlease his matron, Lady Catherine de
Bourgh, and to fulfill his duty as a clergyman thatoverlooks the real essence of what the morals
really meant. And, in the opposite direction, Wiakh aware of what that society expected of
him, conceals his true motivations because he l|aksnarriage not as an end for a well
established relationship and family life, but rathe a mean for his own financial stabiftfywith

such purposes in mind, he does not care if hehwiitt the feelings of others or if they will be

%2 «Mrs. Gardiner then rallied her niece on Wickhami&sertion, and complimented her on bearing it sth. w
‘But, my dear Elizabeth,’ she added, ‘what sorgfis Miss King? | should be sorry to think oureind a
mercenary.’
‘Pray, my dear aunt, what is the difference in matnial affairs, between the mercenary and the @nuid
motive? Where does discretion end, and avaricenBdgast Christmas you were afraid of his marryirgg m
because it would be imprudent; and now, because tnging to get a girl with only ten thousand pdsnyou
want to find out that he is mercenary.’
(...)
‘But he paid her not the smallest attention tilt geandfather’'s death made her mistress of thiwif@? (...)
[It] seems indelicacy in directing his attentionsvards her so soon after this event.’
‘A man in distressed circumstances has not timaliahose elegant decorums which other people may
observe. Iishedoes not object to it, why shoulek?
‘Her not objecting does not justifyim. It only shows her being deficient in somethingsedf — sense or
feeling.’
‘Well’, cried Elizabeth, ‘have it as you chooste shall be mercenary, amstheshall be foolish.” (AUSTEN,
2003, p. 153)
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harmed somehow, nor if his actions will corrupttthmoral system. Therefore, both characters go
against morality, one by trying to live it to itgteeme, and the other by willingly trying to take
advantage of others’ naivité and vulnerability.

Despite such criticism towards those charactersgdy the novel does not necessarily
criticize the purposes and motives for going adaiosrtain previously established social
conventions, but the criticism lies on how one actsrder to achieve one’s purpose. As harsh as it
may seem, we could compare Charlotte Lucas withrg&e@ickham. Such parallel might seem
risky and wrong, because Charlotte is usually kezkby the reading public as a victim, whereas
Wickham is seen as the main villain in the novehétther one is a victim and the other a villain,
the fact is that their circumstances are not tifégrént. Both are deprived of personal wealth, and
are concerned with their future. Wickham servestha militia, but does not have the real
inclination for that. Yet, he serves because ha iseed of an income. For this reason, he sees in
marriage an opportunity for something that will yvdee him with what he needs and perhaps
somewhat better than the militia life. As for Clodtie, she does not have the inclination either for
matrimony, especially with Mr. Collins, but sees tims relationship the only (or the best)
opportunity for her financial stabilit§. The difference between Wickham and Charlottedieshe
means employed by them. Wickham was more activen@s usually were in Austen’s society in
proposing), and was willing to achieve his purpasesnatter what strategies he would make use
of. Charlotte, on the other hand, did not deceivgopardize anyone around her. She knows her
situation is far from ideal (and neither is Collias ideal husband), but she never tries to
manipulate or take advantage of anyone for persomaéfit. The reason that best describes why
Charlotte is regarded by many as both a victintlfaf legal and social system) and a person with
good moral standards is well presented in theiotig excerpt by Professor lan Littlewood:

“It is not, after all, the desire for worldly advage that motivates Charlotte but the
stark need for what Austen mordantly refers to ggeservative from want’. And in a
society that left unmarried women at the mercyhdirt relations’ charity, this was a
powerful consideration. (...) With the death of [anfly’s] father, the female members
of the family found themselves reliant on annualdrauts from [other people]. (...) In
any case, the outcome of Charlotte Lucas’s marriageot really be said to prove her
choice mistaken; she has made a bargain and liitesitwn reasonable contentment.

33«(_..) the boys were relieved from their apprehengi6 Charlotte’s dying and old maid. (...) Mr. Coblinto be

sure, was neither sensible nor agreeable: histgagas irksome, and his attachment to her musiriagjinary.
But still he would be her husband. Without thinkhighly either of men or of matrimony, marriage lehdays
been her objective: it was the only honourable ision for well-educated young women of small foguand,
however uncertain of giving happiness, must be thleasantest preservative from want. This presee/ahe
had now obtained; and at the age of twenty-sevéhout having ever been handsome, she felt alytas luck
of it.” (AUSTEN, 2003, PP. 122-123)
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However much the romantic heroine may deplordis, is the kind of compromise out
of which the texture of ordinary social life is wev” (LITTLEWOOD, 1999, p. VIII)

In this statement, it is clear that Charlotte makkes of good judgment and of common
sense to find a balance between her needs andadta lbehavior she is expected to have. Perhaps
she does not enjoy the same romantic relationsizptieth and Darcy do, but her choice is a wise
one that is neither harmful nor embarrassing tbeeither family or friends, differently from
Wickham and Lydia, who bring shame to the Benngtilfg jeopardizing the real possibility of
marriage for the other four Bennet girls. Even tjolwydia is raised with the same moral
teachings that Jane and Elizabeth are, she allevsel to be wrongly influenced by Wickham,
which leads her to tragic consequences. Of cotingeteachings might not be enough, because
Kitty had received the same manner of teachingd,stue has a very similar behavior to that of
Lydia. Fortunately, she is kept from travelling witydia by Mr. Bennet. Otherwise, she might
have had the same misfortune fate Lydia had. Lylokang influenced by bad companies, and
Kitty, not being able to interact with companiesttimight not have been wholesome, end up
having the different fates, despite their commotura dispositior’*

Therefore, | argue that Austen’s wdPkide and Prejudic&aims at showing that, no matter
what challenges one has to face or the situatienligas in, these already existing circumstances
should not be the elements that would control ohschoices (thus serving as a justification for
one’s wrongdoings). Rather, people should be seesiind wise enough to do their life choices
based on moral standards that will not be harméither to the person nor to anyone else, and
those choices should be made with a concern faonamon sense between what an individual
pursues and on how that social group will readt.t®therwise, an individual is in risk of being
either too dishonest, like George Wickham (for gshis circumstances as an excuse for his
obscure behavior, even if not utterly expressediorridiculous, like Mr. Collins (for being so
desperate to fulfill his religious responsibilitidgat, in doing so, he becomes so blind to realize
that his personal behavior is not always in harmwitly the ideals he claims to stand for).

Nevertheless, Mr. Collins and Wickham are not theelis protagonists, so to say that the
concept of morality is in the core of the narratilit only acting on some not so central
characters, might not be reason enough to clairh sancept as a central attribute of the novel.
For such, we would have to take a closer look atrtbvel’'s hero and heroine, Elizabeth Bennet
and Mr. Darcy. As already mentioned earlier, Eletaband Darcy, in order to find their true

¥Such a situation is in accordance with the Christieral (present in both communities of Longbound a
Provo), as recorded in the New Testament bookGwrinthians, chapter 15, verse 33, where we read:rot
deceived: evil communications corrupt good manfiers.
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happy ending, need both to overcome some challenge#sding the ideas existing in the novel's
title, pride and prejudice. The word “prejudice’tef carries to our ears a sense of negativity, of
something terribly wrong, especially in the early'Zentury, when people have realized that so
many centuries of different types of prejudice haeen responsible for a vast majority of social
injustices and struggles. On the other hand, thedWpride” is a word whose meaning is not
totally clear. Actually, the meaning of the worddear, but whether it conveys a positive or a
negative message is a concept that might change $aciety to society, and from person to
person. Not only that, but depending on the situatione’s pride might be a totally invisible
attribute to oneself and to everyone else aroundhar.

According to The American Heritage dictionary, gridould mean (1) a sense of one’s
proper dignity or value or (2) arrogance. Both @sagf the word pride are found within the pages

of Pride and Prejudicgsince

“almost every character exhibits too much or ttitelipride, pride of a bad sort or silly
sort or pride of a good sort, sham pride or genpiige and so forth. Elizabeth Bennet
combines a dangerous cocksureness in her assessohg@ople with a proper sense
of her own worth. Jane is quite uncocksure. Sheagliffident. (...) There is no proper
pride, and so no fight in her. Their mother is &p&l and vulgar that she has no sense
of dignity at all, only silly vanities about herstlies and her daughter’s conquests. Mr.
Bennet has genuine pride. He does despise thecdbniBut it is inert, unexecutive
pride. He voices his just contempt in witty worddsit he does nothing to prevent or
repair what he contemns. (...) Bingley has no spexidk, and so, though a nice man,
spinelessly lets himself be managed by others whershould not. His sisters are
proud in the sense of being vain and snobbish.

Darcy is (...) haughty and snobbish, a true nephewadfy Catherine de Bourgh. His
early love for Elizabeth is vitiated by condescensiHe reforms into a man with pride
of the right sort. He is proud to be able to heligdbeth and her socially embarrassing
family. He knows what is due from him as well asaivls due to him. Mr. Collins is
the incarnation of vacuous complacency. He gldrieshat are mere reflections from
the rank of his titled patroness and from his owaius as a clergyman. He is soap-
bubble with nothing at all inside him and only hotgrefractions from other things on
his rotund surface.” (RILEY, 1968, p. 109)

If “every character exhibits too much or too litjaede”, it means that an average amount
of pride is possible and good. None of the characbove mentioned is considered a sinner for
having some sort of pride (or lack of it, like MBennet, who is so shallow that cannot have the
least amount of pride, whether of a good or of & s@t). Nevertheless, not conferring upon them

the status of sinners does not necessarily give the status of saints or of perfect beiffjhe

%0n this matter, Gilbert Riley further develops te&tion between Jane Austen’s moral ideas and some
different concepts of morality. He compares chaacsuch as Mr. Collins (frofride and Prejudicewith
Emma Woodhouse (frolBmmg, and proposes the following questions: Are thegd® Are they evil? Such
guestions could be posed to all of Austen’s charactind would probably be “equally unanswerabté an
equally uninteresting”. (RILEY, 1968, p. 115)
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novel opens with characters that are, in one wanother, in want of something, some change or
even someone, to make them better. Charlotte wgamt of matrimony. Elizabeth and Jane are in
want of true love. Not only that, but Elizabeth vedso in want of personal and emotional growth,

something she could not realize until Darcy showtei her. Her pride and his pride are not

necessarily the same, but they are not that diffeegher. First of all, both Elizabeth and Darcy

are humans, vulnerable to all the errors any peisddowever, perhaps due to the way they were
raised during their childhood, they were both diney knew everything about everyone. Darcy

has a more traumatic experience in his childhoath Wickham, and because of this and other
experiences, he develops an excluding type of pridere he attempts to exclude from his life

and from his social environment everyone who prissesome type of thredfElizabeth, in her

turn,

“trusted her judgment way too much (...). She wamsch cleverer than everyone she
knew except her father — who was always telling h@w clever she was — that she
imagined that everything she believed must be fust,because she believed it. She
didn’t think she needed to give other people a faaring. (...) Elizabeth was not
prejudiced in the modern sense of the word. She'tdjddge people before she met
them, because of the group they belonged to. Stgeflithem the moment she met
them, because she thought she could already tedlrydnng about them.”
(DERESIEWICZ, 2011, p. 49)

Thus, Elizabeth’s pride was perhaps even more dangehan Darcy’s. Had she acted
according to her first instincts, she might havd hanot very happy marriage with Wickham, and
the beloved romance we so love would not have heggheAnd, as arrogant as Darcy might have
seemed at first, his pride is the element in theshthat is responsible for important happenings in
the plot, such as the restoration of a respectapletation to Lydia, and his actual marriage with
Elizabeth. In that sense, pride could be seen tagrea vice or a virtue, because it can either
protect us or deceive us.

But how is it that Elizabeth is able to overcome personal pride and realize Darcy’s
genuine good deeds? According to William Deresiewghe overcomes her flaws by making
mistakes. As paradoxical and “non-Austenlike”, é@en non-religious, since religion, supposedly,
is aimed at avoiding or erasing one’s mistakeshadast sentence may seem, Deresiewicz claims

that it is through her mistakes that Elizabeth ieaand grows’! In his bookA Jane Austen

% Darcy excludes Wickham from his life, becausedm@esents danger to his sister Giorgiana. He dE®tb

exclude Jane from his friend Charles Bingley's, Ifecause the Bennet family (and their alleged eedion

for marriage) represent danger for Bingley, oncevhs in the jeopardy of having a miserable marriage

3" This is also in accordance with the Christian gifite of forgiveness. In Luke 15:7 we read: “| sao you,

that likewise joy shall be in heaven over one girthat repenteth, more than over ninety nine jess@ns who
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Education Deresiewicz talks about his personal experienite Aausten’s novels. The subtitle to
the book is:How six novels taught me about love, friendshigl #re things that really matter
With this explanatory subtitle, there is not muckea for further explanation. But what is
important to know is that the author dedicates ecudpter to each of Austen’s novels, and
develops on one moral value that, according toikimhat Austen was trying to teach not only to
her reading audience but also to hergelf.

In the book’s second chapter, devotedtme and Prejudicethe focus is on the subject of
“growing up”. The narrator highlights the fact thztzabeth believes to be knowledgeable enough
to read other people well enough. The narrator icmeg us, as readers, that Elizabeth is really as
knowledgeable as she believes she is. And sincéaheaoble intentions, we do not blame her for
behaving the way she does. Nevertheless, no niadtergood her intentions are, she does need to
grow up and understand that her instincts mightatefiys reveal what the truth about things
really is. After all, she was only in her early ties, going from youth to adulthood. In her youth
she had learned to recognize, as most teenagetedéeelings and perceptions about the world
around her. And according to her perception, Wickltmuld be her Prince Charming and Darcy
was probably a terrible person. But, if Elizabetanted to become an adult, she would need to
start doubting herself. That is why it was so slwgKor her to read Darcy’s letter. She realized
that she needed to think and to reason above hsorg® feelings. She learned that it does not
mean that just because she felt good or bad alomuething, that such was necessarily either a
good or a bad thing. Such a recognition comes dénieg from one’s own mistakes. According to

the author,

“by making mistakes and recognizing her mistakesl &sting her impulses against
the claims of logic, the heroine &fride and Prejudicdearned the most important
lesson of all. She learned that she wasn't theecesftthe universe. Growing up (...)
means coming to see yourself from the outside nasvery limited person.idem p.
72)

Earlier | had said that it might sound somewhatagaxical to say that through one’s
mistakes one can become a better person. Aftertsle stressed the importance of morality and
of religion to this work, concepts that aim at kegppeople from making mistakes. The author,

need no repentance.” Even if Elizabeth is not ancbaracter committing serious sins, she does maik&akes.
What makes her a heroine is the fact that sheléstalvecognize her weaknesses, learn with themraprbve.
% OnEmma the focus is on paying attention to the everytiiiygs, because that is what life is really about;
Northanger Abbeythe focus is on learning to learn by opening yoliteenew experiences; adansfield Park
the focus is on the difference between amusemehtrae happiness; dPersuasionthe focus is on how true
friendship really works; and, ddense and Sensibiljtshe focus is on falling in love with people whe a
different from you, and who challenge you.
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however, explains that those mistakes take plaenvame is maturing. Before the novel begins,
Elizabeth had “achieved the relative autonomy aflestence — learning to trust [herselfdgm

p. 68). But the only way for her to become an adal$ by “testing her impulses against the claims
of logic” (idem p. 72), the logic of her own feelings. Had shé made any mistake, she would
have grown up an old lady with the same pride amjudice she had as an adolescent. But of
course, she does not look for opportunities to nexkers. A mistake is often a consequence of a
misunderstanding or misconception, and not necés#ae willing disobedience to a moral code.
In that sense, Elizabeth’s mistakes are merely thsult of her misunderstandings about herself
and about other people. Her misunderstandingsHeatb make mistakes, but it is only when she
recognizes those mistakes that she is able to dfevhaps that is why she has to read Mr. Darcy’s
letter twice, so that in her second reading sheazkmowledge and say to herself that she was
indeed a victim of her own pride.

Thus, making mistakes will help one’s growth, butlyoif the person is willing to
recognize them and start acting differently. Lygiarhaps the most faulty of the Bennet sisters,
makes mistakes out of impulse and also of misutal®igng. She is not necessarily evil, and she
does not seek to embarrass her family by elopirth Wickham. In her understanding, if she
marries (no matter whom, no matter how), she wilfilf her social role, therefore enjoying a
better position than her sisters, or than otheglsigirls in her neighborhood. When Lydia returns
home, after her wedding, she shows no regret wle¢so

“Nothing of the past was recollected with pain. (Bt she [Lydia], who never heard
nor saw anything of which she chose to be insemsgdily continued, ‘oh, mamma, do
the people hereabouts know | am married to-dayad afraid they might not; and we
overtook William Goulding in his curricle, so | wdstermined he should know it, and
so | let downside glass next to him, and took off glove and let my hand just rest
upon the window frame, so that he might see ttgg and then | bowed and smiled like
anything.” (AUSTEN, 2003, p. 306)

The problem with Lydia is that she does not recoginneither to a smaller or greater
degree, the full impact of her disastrous choiaed Ay the manner her mother reacts when Lydia
returns a married woman, it is clear that Mrs. Berimerself is a woman who has never really
learned from her mistakes, and that Lydia, in ayv@milar manner, will never learn either.
Having said this, | would like to establish a coctien between the ideas by Deresiewicz(who
claims that Austen’s work defends certain moraliga), and on the idea exposed in the poem by
Eliza R. Snow, which | have used for this chaptefsgraph (which represents the ideas of

religiosity that | am trying to defend).
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Deresiewicz, when talking of his academic expemegrmoentions an often existing duel
between the fans of Jane AusteRitde and Prejudiceind Charlotte Bronte'3ane Eyre The duel
consists, on the fact that the fans of each noesewlifferent not only in their preference for one
literary work or the other, but mainly on the wack group sees life and understands how certain

values work. According to him,

“In Pride and Prejudicereason triumphs over feeling and will. Jane Eyre Charlotte
Bronte’s own typically Romantic coming-of-age stogynotion and ego overcome all
obstacles. Those of us who choddgéde and Prejudicecouldn’t imagine how you
could stand to read anything as immature and owermgitt. Those who choskne
Eyre couldn’t believe that you would subject your stoideto something as stuffy and
insipid asPride and Prejudice Our choices, of course, reflected our persoealiti
(DERESIEWICZ, 2011, p 70)

As he cites the opposition between the two novelgdther, between the reception from
their readers), he says that many of those whoatdike Pride and Prejudicedo it so because
they believe that Jane Austen did not know anythingut passion or feelings. But his point is that
“Austen valued the feelings and passions; shedigst't think we should worship them.idem
p.71). After all, “Lydia was nothingut the passions’iden), and we know that it lead her to tragic
consequences. Elizabeth also had passions andggehut she had to learn to control them. Just
as in the poem by Eliza R. Snow, people shouldirttesnpers train and evil passions bind”
(SNOW, 1985). The poem does not say one shoulddawpiexpunge one’s own temper and
passions, but to learn how to train and controhthé Lydia acts wrongly for not controlling her
passions and tempers, Mary acts, not necessardgghy, but perhaps just as ridiculously as Mr.
Collins does, because she seems to deny any typassion in her life. When Lydia talks to her

about an amusing event she engaged in, Mary answers

“Far it be from me, my dear sister, to depreciatehspleasures. They would doubtless
be congenial with the generality of female mindst Bconfess they would have no
charms fome | should infinitely prefer a book.” (AUSTEN, 2008. 217)

Reading books was good. Darcy and Elizabeth botkedoto read, and that is a
characteristic that surely adds a great amounnpbrtance and nobility to their heroic characters.
But, differently from Mary, they learn how to recoge their feelings and to control them. Mary
acted as if, by having or acknowledging certairifgs of pleasure, such would not be beneficial.
But it is only by paying attention to one’s persofeelings that one can find true love, such as
Darcy who, although seemingly cold at first, fetbls urge to reveal his true feelings to Elizabeth.
And the reason why the novel labels Lydia as widdyy as plain and Elizabeth as a heroine has to
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do with how well they are able to manage their oeawith their feelings, learning how to cope
with both.

Therefore, after all the considerations | have mamldane Austen’s novel, on morality and
on religion, | would like to establish a paralletiveen them, in order to show how my two objects
of study, the novel and the 2003 movie, are abllialmgue with each other, not only in matters of
plot or of adaptation, but in a deeper level of meg. If | were to say wha®ride and Prejudics
message is, | would probably refer to William Deésercz’s claim: people are not born perfect,
and in order to become better, they need to fibdlance between reason and passion, even if by
making mistakes. In that sense, we do find a comgrmoand between the morals defended by the
novel and the movie, morals that are in perfectroary with the teachings of Christianity, the
religion existent in both works. Of course, as preésas the Anglican Church or the Latter-day
Saints Church are, respectively, in the novel anthe movie, neither work can be said to be a
religious work. Not even the movie, which portragming adults who have a religious routine,
focuses on religion directly. By the end of the megwe learn that its overall message is that, in
order to find true happiness, one must live acogrdp certain moral standards. When living
according to those standards, an individual care lsatsetter judgment of things. It is this correct
judgment that leads to a happy ending. Elizabettath works, already lived by those moral
standards, but she also had to learn that in ligmpent she might be deceived, especially when
she learns that “[Darcy] has got all the goodness] [Wickham] all the appearance of it”
(AUSTEN, 2003, p. 220). Nevertheless, despite herarly judgment, because of the standards
she lived by, it was easier for her to recogniz 8he had failed, and to understand that a major
change in her life was necessary.

Then, going from that to religion, | had said ie fbrevious paragraph that neither the novel
nor the movie focuses on religiosity directly, evereligion was an important part of each work’s
social group. In the movie, for instance, it isacl¢hat Elizabeth and her roommates are church
goers, but the issue of faith is never addresskdreTare no evidences, for instance, if Mr. Darcy
is a churchgoer at all. Of course, this detaimglied, not so much for the general public, but to
the viewer who, before watching the movie, is alseaware of some particularities of the LDS
and BYU campus life style. The message the moves doy to convey, however, is that one can
be happy by making good choices and finding origlgt companion, and not necessarily by being
part of a religious group.

For better understanding of how this movie, that hawell-defined religious scenario, does not
necessarily focus on religiosity or faith issuag, instead, focuses on morality, | would like ttktariefly
on the existing opposition between the characteBaocy and Wickham. Since it is not clear, in thevie,

57



if Darcy is an LDS church member, and he is poddags the hero of the movie, in the same way he is
the novel, it cannot be said that the movie attenbptproselytize a religious message. As for Wickha
who is portrayed as the villain in both the novetian the movie, it is clear, from a dialogue he kath
Collins, that he does go to church (even if her@seen assiduous) in the movie. The reason foryBa
role as the hero in opposition to Wickham'’s rolettzes villain is not, therefore based on the faeit thy
being a churchgoer one is better than anotherabaér on how each of them decides to act towdrels t
fellow human beings, neither sporadically nor faigiy, but habituallyand genuinely.

Hence, if religiosity is not necessarily the foaighe movie, despite its location and LDS
characters, why have | proposed such a relationsétyween Austen’s novel, Black’s movie and
the referred institution? My point is that, despaté the historical changes that have occurred
between Austen’s time and the movie’s, there isang and pertinent dialogue between those two
works. Such dialogue does not merely exist becdlnisemain plot and characters have been
adapted or appropriated from the novel to the madvig mainly because both works agree on
some fundamental aspects pertinent to both theesgbpthics and moral values as well as to the
scope of religiosity, especially when it comes twi€tianity. According to Canon Harold Anson,

“Austen’s novels are religious not because theytaionreligious controversy or ‘a
strong ecclesiastical motif’, (...) but because thlegw ‘the underlying principles upon
which men live their lives and by which they judffee characters of others'.”
(ANSON, apudKELLY, 1998, p. 155)

That is, therefore, the existing dialogue betwesmeJAusten’s literary production, Andrew
Black’s cinematographic production and religionaf;hby living according to certain principles,
people (whether they be religious or not) oughtfitml a better balance in their life and,
consequently, happiness. And, since religion’s &no provide people with conducts that will
lead them towards happiness, the relation betweeritiginal work and the adapted work, with
basis on the moral both of them expect to bringpisonly suitable, but also pertinent.

My point in establishing a connection between theeeks of fiction and religion is best

described by T. S. Eliot’'s own words:

“The common ground between religion and fictiorb&havior. Our religion imposes
our ethics, our judgment and criticism of ourse/\aesd our behavior toward our fellow
men. The fiction that we read affects our behatowrards our fellow men, affects our
patterns to ourselves. When we read of human béiajjaving in certain ways, with
the approval of the author, who gives his benaaticto this behavior by his attitude
towards the result of the behavior arranged by &éiins/e can be influenced towards
behaving in the same way.” (ELIOT, 1975, pp. 10@)10
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According to T. S. Elliot, when reading a work défature, readers do not do it “with a
separate compartment of their mindsgler), one used for merely reading and another for ngaki
moral judgments. He claims that this “separatiomas, and never can be, complet@jidem),
because the “moral judgments of literature are nwadig according to the moral code accepted by
each generation, whether it lives according to tloale or not” ipidem p. 97). In other words, an
individual, who is a member of certain social growpthin a certain period of history, lives
according to certain moral standards that are filedyy common to everyone who belongs to that
group, and especially, to the same generation. & Btendards are very important in the group’s
reception and judgment of the artistic works withietn they will come in contact. And, quoting
Eliot again, “our religion imposes our ethics, gudgment and criticism of ourselves, and our
behavior toward our fellow menibjdem p. 100). In that sense, one’s religiosity, wheoperly
observed by the individual, is the driving forceha$/her most personal convictions. With those
convictions in mind, it is possible to establiske tmarallel that | intend to make here between the
works and the concepts of moral and religious \alUde reason why the novel dialogues with
the movie is due to their strong similarities imte of moral convictions, grounded on the religion
institutions that were part of each work, namelg #inglican Church and The Church of Jesus
Christ of Latter-Day Saints, respectively.

Finally, religion receives Jane Austen’s literarporiis with open arms because she
incorporates in her novels the same teachings ghaéral Christian principles do, such as
compassion, forgiveness, honesty, etc. And in & @m era when the world has an innumerous
variety of options for personal guidance, life egylideologies and convictions, humanity does
seem to be not necessarily lost, but more puzzégdréd so many paths whose guarantee of an
expected promising end is not always certain. Bt possible path that does seem o lead towards
a promising end, and that seems to have achiesguliipose for nearly two hundred years, is the
one we find when reading Austen’s novels, wheretehehes us, in a witty and pleasant manner,
that we can also enjoy our happy ending. Howeves up to us to reflect upon many things,
including upon ourselves, and make the right clgit®at will lead us to our fulfillment.

Moreover, in the following and final chapter of myrk, | intend to work more closely
with the movie itself. With that in mind, | expettt explore the decisions that were made by the
director Andrew Black, as well as by the movie pcitbn crew, during the adaptation process.
By doing so, | hope to better illustrate how thaatdtion process works in the 2003 movie, and its

relevance to my writing.
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3. Relocating Jane Austen: from
Longbourn to Provo

“The narrative is no longer purely personal. Thergmality of the artist passes into
the narration itself, flowing round and round therpons and the action like a vital
sea. (...) The dramatic form is reached when thdityitaehich has flowed and eddied
round each person fills every person with suchlitece that he or she assumes a
proper and intangible esthetic life. The persowyabif the artist, at first a cry or a
cadence or a mood and then a fluid and lambentaiee, finally refines itself out of
existence, impersonalizes itself, so to speak estieetic image in the dramatic form is
life purified in and reprojected from the human giration. The mystery of esthetic,
like that of material creation, is accomplished.eTértist, like the God of creation,
remains within or behind or beyond or above hisdiaork, invisible, refined out of
existence, indifferent, paring his fingernails.”

(James Joyce, ihhe Portrait of the Artist as a Young Man

During a religious service held in August 1831, in the early days of the Church of Jesus
Christ of Latter-day Saints, an official statemevds given by the Church leader at the time,
Joseph Smith, concerning many policies and dodriné the recently organized church.
Considering that the church had been legally afidialfy established just a year before, many of
its members were probably wondering what type aihges in their lifestyle would be required of
them in order to live according to the faith theydhrecently become part of. Among the different
counsels and procedures that were delivered abd¢hasion, one is very particular because it
concerns not religiosity only, but also the congtemn’s temporal affairs. The members of the
congregation were in doubt as to what type of &ats/they could or should engage in, since they
had a new formed religion, and were thus expecis@n answer, a detailed list of things that they
ought to do and not to do. With that concern indnitney received as a response the following

counseling words:

“(...) it is not meet that | should command in alinps; for he that is compelled in all
things, the same is a slothful servant and notsa wervant; wherefore he receiveth no
reward. Verily | say, men should be anxiously emghin a good cause, and do many
things of their own free will, and bring to passahuighteousness.” (SMITH, 1981, p.
105)

Despite the fact that the LDS Church, just like th&ority of Christian churches, already
has a set list of “do’s and don’ts”, the purpose¢hef quotation above is to tell the church members
that they should not expect ecclesiastical aduicevierything they are supposed to do. Rather,

they should use “their own free will” in order to things that will be wholesome for them. And,
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if the “do’s and don’ts” list concerns mostly rebigs matters and ecclesiastical duties, then their
free time should be guided by themselves, as lsrthey are “engaged in a good cause”. If, within
church membership, there is to be a division betwkey and leisure, the same could also be said
to be true with people in general, not only chuodrg. Anyone who has duties with study, work,
or any other commitment, will look for a balancdvieen a proper and effective accomplishment
of his/her professional or academic responsibdig@d proper rest and enjoyment as a result of
entertaining activities.

It is in that context of fulfilling one’s duties drconsequently enjoying some spare time
with amusing activities that the LDS film industngs emerged. There have been official church
productions being made since the 1960'’s, but theement known as the LDS film industry is a
somewhat different concept. The official church mevare not commercialized, nor released in
commercial movie theaters. They are usually rethasteaight on video or in special movie
theaters run by the church, located in LDS Visgo€Centers, open to any visitor, and free of
charge. Also, these movies have a very clear agehdeoselytizing and delivering a message of
religious substance. Now, for the movies of the fid@ industry, the agenda is quite different.
Despite the producers’ good intentions in bringimg LDS moral values to the screen, one of their
main purposes is that same of any other movieishmmmercially distributed: to be viewed by as
many viewers as possible, consequently making ithgeebt gross gain as possible as well.

Another main difference between these two typegproduction has to do with their
content. As | said earlier, the LDS official protioas are made by the church, under the approval
and direction of church ecclesiastical leaders,hwat proselytizing purpose. As for the
“Mollywood” productions®, the idea, at least within the first group of firmade, was to create a
plot and characters that would entertain and toowinly, the LDS audience, by focusing on an
LDS environment, characters and situations. Somiheffirst set of movies, made in the early
2000 decade, were comedies that would depict, aftencaricatured manner (yet respectful, since
the moviemakers are, in one way or another, lagghinthemselves) some of the most common
stereotypes concerning the LDS people, their haitk culture. The problem (or not) with those
movies is that they were so centered on the jakesving the LDS lifestyle that the movies could
not be said to have “jokes”, but actually “insiad&gs”, which would only be understood by those

that were familiar not only with the LDS culturaytbmainly with the Utah LDS culture.

%9 |n an article published on The Deseret News bgeleyde, in 2003, he coined the term “Mollywood&aning
“the Mormon Hollywood”. In another article publighen The Seatle Times, in 2005, journalist Debhienrhel
talks more deeply about the LDS film industry, whlag¢ also refers to as “Mollywood”. Both full texdse present
in the appendix section of this work.
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Considering that many of those movies would poragaylture (the LDS Utah population)
within another culture (the LDS Church), the moywebether they had clever screenplays or not,
might have had a hard time finding a large puldind even perhaps empathy and understanding
from its already restrict public. For instance: LB®urch members, who live outside the United
States and who do not speak English as theirlrsgjuage, are very likely to find it difficult to
understand some of the inside jokes, because thaytalways depict common aspects of the
LDS faith, but rather very specific aspects of @pecific culture within a specific geographic
place. At the same time, even if the jokes tenthéarespectful because they are elaborated by
moviemakers who attend church regularly, they migittbe received in that manner by everyone.
Whereas a moviemaker finds room in a certain doetor ceremony to create a joke on that,
another member, even if sharing the same religimaliges, might find such comicalness offensive
and disrespectful.

On the other hand, however, a group of moviemakers the LDS film industry seems to
have gone towards the opposite direction in thé yasrs. Instead of creating movies whose
themes and motifs were purely centered on the UB culture (therefore restricted to the same
audience), these moviemakers have decided to makesithat would be able to be well-received
(thus well-understood as well) by both the LDS gdapan and the mainstream cinema public.
Some of those movies would present a narrativéensah LDS environment, but with a plot that
would be easily understood by those who are nouaoted with some particularities of the
institution, whereas others would have no cleameaction at all with the LDS culture, but would
still, through their stories and messages, coratecthe religious values, even if not in an explici
manner’

It is within this film production context that tH2003 Andrew Black movid’ride and
Prejudice: a latter-day comedgmerges. It is a modern retelling of Jane Austefdssic novel
Pride and Prejudiceset in the early Zlcentury at one of LDS official universities, Briyh
Young University. Since it takes place at the ursitg which is run by the Church, it cannot be
denied that several conducts of morality and belrasiressed in the university’s policies are

*0 Two examples of movies related to the LDS culthat were distributed to the mainstream audience aae
easily understood by those who do not have belonge LDS faith are 200The Other Side of Heavemd
2003Saints and Soldierg he first, which has Anne Hathaway in the cast was distributed by ©Disney,
portrays the true story of John Groberg, an undehgaite student at Brigham Young University wheeist$o
serve as an LDS missionary in Tonga, for nearlgghrears, in the 1950’s. The second takes pladegdur
World War Il, and portrays an LDS war soldier anitthe war conflicts and struggles. Both movieshaligh
depicting LDS characters in the leading roles, alsd presenting some important aspects of the Lia8logy,
can be appreciated and easily understood by therglgoublic, despite their convictions or religious
background, because the focus of those moviestismthe theology itself, but on the characters ted
development throughout the plots.
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based upon the Church’s beliefs and practitégevertheless, what makes this movie suitable for
the mainstream public is the fact that it doesdwell on church related issues (even if they are
present and pertinent), but focuses mainly on #telling of Jane Austen’s witty and romantic
novel. As | had mentioned in the previous chapter,movie does reinforce many religious values,
but it does it in the same way that Jane Austers doé&er novels, by “[showing] ‘the underlying
principles upon which men live their lives and bhigh they judge the characters of others™
(ANSON, apud KELLY, 1998, p. 155). Therefore, whereas it iststl in the movie dialogues hat
Wickham is a church member and there are no ekpéanarks on Darcy’s church membership,
the first is still portrayed as the villain and tecond as the hero, not because of their involaeme
and activity in the Church, but due to their bebawnd actions, which are consequences of their
moral values. Thus, even if the movie portrays LEI&racters and some of the LDS core
convictions and conducts, it is still a welcominmglaeasily understood work of art for everybody,
despite the cultural or religious background on@e® from.

As proposed in this chapter’s titlRglocating Jane Austen: from Longbourn to Prawy
aim here is to discuss some of the relocation phaes that have taken place during the
adaptation and appropriation process of Austensehinto Black’s movie. Considering that
cinematographic art and language are quite compled,that the movie could be explored in its
hundreds of elements, whether present in the smebehind the scenes, it shall not be possible for
me to develop on every possibility which each ciatgraphic detail provides. The elements
which | intend to work with are, however, concermadinly with the scenario and the characters
in the movie. And since, as | had mentioned eadiam working with the concepts of relocation,
adaptation and appropriation, my aim in working hwthose two elements is to establish a
comparison between the scenario and characteredrbg Jane Austen in the original work and

their respective recreations in Andrew Black’s mrodgay movie version.

3.1 Scenario

To start with, | would like to compare the novedsenario with the movie’s scenario. But
before starting to develop this, |1 would like to kmait clear that, since the word scenario,
according to each context and motivations, haemifit meanings, the meaning | plan to work
with here is that of the novel’s (and movie’s) sdccultural and geographical setting. With that
meaning in mind, it is not difficult to state tithe geographical setting of the novel is that afa®r

*1 According to the University’s Honor Code Statemetidents, whether they are Church members oanet,
expected to “be honest, live a chaste and virtiilesdbey the law and all the campus policies, alean
language, respect others, abstain from alcoholiefages, tobacco [...] and substance abuse [andhabte
dress and grooming standards” (fr&¥U’s Honor Code Statemé@nt
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Britain in late 18 and early 19th century. But, if we wish to be mspecific, we could say that
the novel portrays different settings within thejonaritish setting, such as the rural community
where Longbourn is situated, the exquisite landscapd wealth of Pemberley or the elopement
destination of Gretna Green, in Scotland. Eachhet& geographical settings in the novel has,
consequently and respectively, its own social amitural setting, and since there is no culture
without a society, they cannot be set apart frochezther. Each of them has an important role
within the novel, because it is due to their sosifilation that most of the events in the noveétak
place. For instance, if the reality of women livimgthe rural areas (and in urban centers as well)
of England did not require them to marry, becaudeancial reasons or for moral and emotional
support or various other reasordter the family male members were gone, we mighit Imave
had Mrs. Bennet’'s desperation for her daughtergrimany, nor Charlotte Lucas’ marriage with
Mr. Collins. And, if Gretna Green did not offer tpessibility for eloping couples to get married
quickly and easily, the fate of Lydia and Wickhangiht have been another one.

With those considerations in mind, it is clear tha situational internal elements of a
narrative (meaning here the temporal-historicakagpwhere the novel takes place) can be, and
are, oftentimes, crucial to the development ofriaerative itself. We might not have had James
Joyce’sDublinersin its specific context, if British colonizatiomd Catholicism were not relevant
social and political circumstances in Joyce’s Indlan the same manner, if World War Il had not
reached England and France, lan McEwaktshementwould have been a somewhat different
novel.

That is not to say, however, that the fictionalratives are enslaved to History. As a matter
of fact, “narratives are indeed structures indepeha@f any medium.” (CHATMAN, 1978, p. 20)
That is to say that narratives can exist in literat music, on the stage, cinema, historical

accounts, paintings, sculpture and in many othetian@lso,

“there are narratives not only in literature butcain other cultural utterances that
surround us. (...) our conversations with other peapintain narrative sequences. (...)
Our thoughts often assume a narrative form, and ewe dreams are like incomplete
and confusing stories. Human beings have a dedpesesed to establish narrative
patterns, something that is again connected wihtéhdency we have to see life as a
story — a temporally limited line of developmendrfr beginning to end, from birth to
death, in which we like to find each stage meanihghd to justify the choices we
make.” (LOTHE, 2000, p. 3)

Thus, narrative is a phenomenon that exists witliman language, despite the situation
one belongs to, or the medium one has chosen tordeid in. And, if narratives exist

independently of any medium or social circumstaitaggn also be said that the same narrative (or
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a very similar one) could exist despite its intématural location. By saying that, | argue that i
would be possible for Joyce to have writi2mblinersand for McEwan to have writtelttonement
even if the political situation of Ireland weredby different, and even if World War 1l had never
reached neither England nor France, or had nekentplace at all. Joyce’s Dubliner characters
could still face the same existential crisis they dven if Ireland were not marked by strong
British and Catholic influence. At the same timeioBy Tallis’ lie could have been as destructive
to other and to herself, even in a very peaceftlinge Nevertheless, choices ought to be made by
each work’s author in order to achieve his/her psgs. The author has to decide either to take
advantage of a historical situation in order to mgthe characters’ suffering or enjoyment, or to
create other narrative elements that will allow diféerent possibilities in characters’ behaviors
and reactions before varied life opportunities simdggles.

My objective in pointing that out is to talk abdhe choices that were made by Andrew
Black in the movie version oPride and Prejudice When other moviemakers produced other
versions of the novel as adaptations, such as Joght’ 2005Pride and Prejudiceor 1995
BBC’s homonymous television production there weoé many changes to be made in terms of
relocation and transposition. Of course, there vilmgortant choices in terms of adaptation that
had to be made, and that were well made, givingetheo productions the deserved acclaim and
respect they still cherish today. But when it contethe themes and social surroundings involving
the characters, the producers showed on screenblgosspresentations and interpretations of
events verbalized by Jane Austen. As for AndrewciBland the other producers involved in the
2003 movie, they had to elaborate different stiagego that Austen’s story would be suitable for
the new setting they planned to d8e.

When attempting to use a relocation, or a proxitmepaprocess, as the ones proposed by
Julie Sanders and Gerard Gennete, which were edpodbe first chapter, special attention needs
to be given to several details in the new workihst the adapted work is not rejected by its public
due to contradictions and anachronisms it mighsgme We can see that in other productions
based upon Austen’s works that have been mentibaszlalready, such &idget Jones’ Diary
and Clueless Both depict similar situations to those we fimdAride and Prejudiceand Emma

even if the social and economical surroundings hehenged drastically within two centuries.

2| do not intend, by this comment of mine, to makedgment of value between those two productiamsch
are often considered to be “faithful” to Austen&rative, and between the modern-day movie vergjon
Black, as if | were attempting to say to a groupfducers were better or worked harder than angtoaip. |
do believe that each production had its own chghsnwhether in trying to recreate Austen’s soocietio
recreate her story within another society. Eachkva@serves to be praised equally, despite the means
employed, for achieving, in one way or another,game spirit or message that Jane Austen interdgiktre.
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Thus, each production crew has to find mannersdmeate Austen’s stories, by eliminating certain
elements of the novel that would not be suitabtelie setting they planned to illustrate, or td ad
other elements that would be necessary for an stadeting of the same story within a totally

different setting.

3.1.1 Longbourn

In Black’s situation, he decided to use Brigham NguJniversity campus as the new
setting for his movi€. Hence, the Bennet family has moved out of thegbomrn estate, and
moved into Longbourn Avenue, in Provo, Utah. But alb of them have moved in. Mr. and Mrs.
Bennet have remained in their old residence, asdthe girls moved in to Provo. And, since in
the early 21 century families rarely ever have many childrére Bennet girls have moved in as
five roommates, and not as sisters (except foykitid Lydia, who remain siblings in the movie).
The new context is not merely any university, bidtB which has its own values and culture. As
previously mentioned, since BYU is run by the LD8u@h, and is a private university in the
United States, it is in charge of, and alloweddtaklish its own policies and moral codes. Among
the many values defended by the Church, and siyaeghforced at BYU campus, is the value
pertaining to the idea of marriage. If in thé"i@ntury rural England families were apprehensive
for their children’s (especially daughters’) magea the same can be said to be true within the
LDS community, especially among single universitydents who attend BYY Thus, Black
found a good and reliable setting for his productiwhere the issue of marriage was just as
strongly addressed.

Nevertheless, one of the main differences conctir@gnotivations for marriage in each
work. Of course, one of the main reasons for theeh® appeal to any audience, from any time or
place, has to do with an inherent human need t@r fiiendship and true love, but it is a fact that
in both works we come across several charactetscti@se marriage for different reasons. In

terms of personal motivation, each character freenmhovie presents similar motivations to those

*3 During the movie, at least in the DVD version,rehis explicit reference to the fact that the cheas attend
BYU. However, during an early scene, Elizabeth inexsea letter, and the address on it says “Longbdwe.,
Provo, UT". Considering that Provo is a city with2]000 inhabitants, and that BYU houses at lea$i084of the
population, it is not difficult to conclude thatktluniversity they go to is actually BYU, apart fréine fact that
BYU is the only university in Provo and the chaeasthave a very similar routine and culture toahe found at
BYU.
* Across the United States, especially around ceieand universities, the Church has created some
congregations that are referred to as “Singles Wa#l regular or family ward is a regular congreagatwhere
church members worship regularly. The singles wardsntended mainly for university age studentsn(f 18
to 30), who are still single. The purpose is toyte those young single students an environmentavtiey
can spend time with their peers, and consequeshdlyg people who share similar convictions andtfes.
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in the booK®. But in terms of social and collective motivaticthe reason is quite different.
Women in Austen’s time who did not have an incorhtheir own (who were but a few, including
Jane Austen herself, with her writing), would hawe depend financially either upon their
husbands or upon male family members, making ngerane of the only (if not the only) options
for financial support. As for BYU students todayifsidering that more than 90% of them are
LDS), there is no need for marriage for financiatgoses, but that does not mean that the idea of
marriage is not in the mind of the vast majorityB)U student&’. With that pursue in mind, the
transposition oPride and Prejudics original scenario into the BYU campus servesrtiwvie’s
purposes well, since the movie has been able todape a setting where the culture of dating and
of marriage is just as present as in Austen’s $pcie

If we were to compare the different settings of tlowel with the different settings in the
movie, there would not be much controversy in afiirg that the house where Elizabeth, Jane,
Lydia, Kitty and Mary live, situated on Longbournvénue, represents Longbourn estate, the
house of the Bennet family in the novel. ConsedyeBtYU campus could be compared with the
entire rural community surrounding Longbourn, inrtf@dshire. In the same way that the
community houses the different residences of theef®many characters (such as Lucas Lodge,
residence of the Lucas family, and Netherfield Pagkidence of Charles Bingley), the university
campus equally shelters many of the movie’s marmgragdters. Considering that in the post-
modern world, in cities with skyscrapers, wheravitialism is predominant and individuals tend
to be detached from external society, the idea wéighborhood environment in the*2dentury
similar to the one we find between the Bennet's, lthicases and the Gardiners, for example,
might sound somewhat difficult to take place, asvituld in the early 19 century. However,
placing the movie inside a university campus, afldive interaction between characters to be a
friendly one, similar to that we find in the novaimong the residents of the same region. Whereas
in most US American universities there are frategaiand sororities that are an important part of
students’ social life, BYU has none of these. Nthadess, the lack of these social groups does not
impede BYU students to have social interaction.hBat their social interaction with other
university students is likely to be even greatarce students from the same fraternity or sorority
are likely to interact mostly among members from same group, while BYU students have no
other option but to interact with any student ompas, because in this context family is replaced
by the Church and the University. Such a configaratalong with the LDS church routine among

*5 | shall develop more on the personal motivatioheazh character further, when discussing the chers
themselves.
¢ According to an article by XiaoheXu, entitli@tie Time of First Marriage: Are There Religious Mgions?,
when compared to young single adults from othegimis, LDS are the ones who wed the earliest.
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students, is what allows the interaction between rtiovie characters. It is just because such
interaction exists that Charles and Caroline Bipglee able to invite other students, whom they
did not know very well, to the party in the houpegsent in the movie’s early scenes. This party,
which resembles the Netherfield ball, is where mawayor events take place, at least in the movie.
It is at this party that the public has its venmgfficontact with some important characters, such as
Collins, Charles Bingley and Jack Wickham. Darcyeimitroduced in this scene, in a manner that
corroborates the very first impression Elizabeth dighim, from the scene in the bookstore. At the
same time, Wickham presents himself as an adoeatuleeligible bachelor. It is at this party that
Elizabeth makes her judgments as to who is suppmskd the good guy, and who is supposed to
be the bad guy, and such a judgment is what will lead to manyeptictions in the movie, and

mainly, to the movie’s main theme and message.

3.1.2 Pemberley

Now, if the BYU campus symbolizes the rural neigtiiomd where the Bennet'’s live, then
what resembles Darcy’'s mansion, Pemberley? Apdsrebarcy’s character in the movie is
always travelling on business, and is originallgnfr London, so that we never see his actual
residence. Nevertheless, there are three locaiiotise movie that are indeed connected to the
novel’s fictitious mansion of Pemberley.

. In the novel, when Elizabethvisits Pemberleyth@ company of her uncle and aunt, Mr.
and Mrs. Gardiner, she is astonished by the estatalberant beauty. Not only that, but while
visiting Pemberley and paying close attention te thrniture and decoration, she has a better
perception and understanding of Darcy’s persondlitiien Elizabeth first enters the mansion, we

read:

“Elizabeth, after slightly surveying it, went tonandow to enjoy its prospect. The hill,
crowned with wood, from which they had descendedgiving increased abruptness
from the distance, was a beautiful object. Evegpdsition of the ground was good;
and she looked on the whole scene, the river,rées tscattered on its banks, and the
winding of the valley, as far as she could tracewith delight. As they passed into
other rooms, these objects were taking differerditims; but from every window
there were beauties to be seen. The rooms weyedoft handsome, and their furniture
suitable to the fortune of their proprietor; buizBbeth saw, with admiration of his

*"In the same way that Elizabeth misjudges Darcy\&fickham, | believe the public might misjudge tham
well, as long as they are not acquainted with theysset. The very first time | saw the movie, Idhaot yet
read the book, nor seen any other movie versighehovel. Thus, when | saw the party scene, |suas that,
in a similar way to other “chick-flicks”, Darcy wadibe the bad guy, and that he would be punished tlzat
Wickham was the good guy, and that he would be mé&ehin the end. | believe this was the reasonnizte
me become interested in Jane Austen, the elemenirpfise and the realization that I, just likezBbeth, had
been deceived by unfair judgments.
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taste, that it was neither gaudy nor uselessly fingith less of splendor, and more real
elegance, than the furniture of Rosings. “And & fflace,” thought she, “I might have
been mistress! With these rooms | might now hawnbamiliarly acquainted! Instead
of viewing them as a stranger, | might have rejpice them as my own (...).”
(AUSTEN, 2003, p. 240)

In this part of the novel, Lizzy had already reegi\Darcy’s letter and learned some truths
about Wickham'’s relation to Darcy’s family, so thfDarcy’s] mind or manners [were not] in a
state of improvement; but that from knowing himteethis disposition was better understood”
(idem p. 229). She is not yet totally convinced oryullware of Darcy’'s good disposition, but
when she enters his residence, she starts to eealibbtly, that his taste was good. Considering
Elizabeth’s strong personality and judgment values,say that the furniture, landscape or
decoration of the estate would be enough to ch&egeconcept of Darcy would be somewhat
contradictory. Yet, after reading his letter andli®ng that she had misjudged him, to observe his
simplicity despite his wealth was definitely someththat would open her eyes, even if to a small
degree, about the possibility of his personalityahing hers.

In the movie, the fist place presented that coutdideentified as a transposition of
Pemberley estate is Rosing’s Restaurant. From #ny scenes of the movies, we learn that
Elizabeth is writing a novel of her own, while aitiing Literature and Creative Writing classes at
BYU. After many negative replies from publisherse seceives a positive answer from an editor,
with an invitation for a meal at Rosing’s Restatra#s she arrives there, she is surprised, and at
the same time intimidated, when she learns thaedi®r, or what is more, one of the publishing
company owners, is Darcy, who is about to talk ¢o &bout the possibility of her book being
published. The difference here from Pemberley badot with a chronological order, because in
the novel, Lizzy had already read Darcy’s letteowbWickham when first entering Pemberley,
but not in the movie. In the movie, their dinnerRaising’s Restaurant is what causes Darcy to
write her an e-mail with an explanation about Wenkh Still, this restaurant is where she has her
very first insight concerning the real characteDafcy. Even if, at this point, in the movie, ske i
not able to learn everything about him, she lednas he, by being a publishing house owner, is
perhaps more interested in arts, and much clodegrtthan she had first imagined.

The second place that could be viewed as anothesposition of Pemberley is a cabin in
the woods owned by Darcy, a type of holiday restéeof his. In the middle of the movie, while
writing her novel in an open landscape, Elizabeils fasleep and wakes up after sunset, under
rainy weather. Since she is not very familiar vitte region, she is lost and looks for shelter & th
nearest house she finds, which happens to be Baprgperty. Surprisingly enough, not only

Darcy is at the house, but also his sister Annayi(@lly Georgiana in the novel). At this point,
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Elizabeth learns (in both the movie and the nowal)ye about Darcy’s nature by seeing the way he
treats his sister. After hearing from different pleothat he was indeed good natured, but believing
to have strong reasons to doubt it, she is inuatttn where she has no other option but to accept
the fact that his disposition is good, because sb& cannot rely on anyone’s words, but is facing
his example for herself. In the movie, the cabis havery important role, because not only does
she meet Anna, and is able to interact with thiengjb in a friendly manner, but it is also the @ac
where their love and attraction becomes mutuak Ht this point, in the movie, that Elizabeth
starts to feel attracted to Darcy, and to treat imra manner that would show that. And, since we
never see his actual residence in London, thisesearest we get to see of his taste for decaratio
and furniture (as in the novel when we read abamliberiey). Not only that, but perhaps what
surprises Elizabeth the most is that Darcy (in kb#thnovel and movie) shows simplicity despite
his possessions.

The third place that could be considered a transposas well is a virtual one, since it is a
location that is just mentioned in the movie, ahiddbeth only goes there when her happy ending
with Darcy takes place. The place is London, thgliEh capital. While attending Literature at
BYU, she is offered an interchange program by hefeggsor in London. At this point, she sees
London as an opportunity for an academic upgradthimg more than that. She is excited to go,
but not so much for the city itself, but due to heademic purposes. Thus, in the scene mentioned
in the paragraph before, when Elizabeth goes tayarcabin, and during a moment in which
Anna leaves them alone, Darcy starts to descrilmeltwo in a very personal and emotional manner.
He, whom at first seems so concerned about his business, surprises Elizabeth when he
describes to her the feeling he has when seeingajoging the sight of London during the early
hours of the day. As simplistic as it may soundsiduring this conversation that her feelings
towards him change. Before, while talking to hind &is sister, she had felt he was a good person,
with a noble disposition, but it is only when thase by themselves, talking about London, that
something happens. From this point on, London didrepresent to Elizabeth just an opportunity
for academic enlightenment, but the opportunityp@ig a citizen of that place, in the same way
that the novel’s character feels when she reabhescould be the mistress of Pemberley, and that
this is the place where she might find true hapgsn#lot only that, but London, in the movie, also
represents to Elizabeth an important part of héu@l heritage. | shall not go too deep in detalil
on the subject, but | find it important to highlighat

“ancestors and heritage have an essential pla¢keeirMormon faith, as they do in

Austen’s novel. Admittedly, in Austen’s novel, astral ties are used to determine

social positioning in a way that they are not ia Mormon Church. Regardless, when
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Elizabeth mentions that her ancestors are fromdfglit is both a reference to Austen
and her text, and to Mormon culture as a wholeARESAY, 2008, p. 111)

It is a historical fact that a large number of Usahopulation nowadays are descendent of
LDS pioneers, many of them who came from EnglanthéoUnited States East Coast, and from
there, migrated into the West, to the regions whieday we have the modern states of Utah,
Idaho, Nevada, and others. This explains why th& lpdpulation in these states is considerably
larger than the population of other religious gréffipwhat is more, the state of Utah, especially
the Church, celebrates on a regular basis, théginoand their pioneer history. Thus, when
Elizabeth hears Darcy’'s heartfelt description ohdlon, the same land of her ancestors, she has
another reason to find in London something verymiregul, a possible connection between her
family roots and the new roots she is about to soth her new companion Darcy. This also
works as a way to approximate the average US Awrerieenager to the English context. The
movie does not mention Austen’s specific territobyt it emphasizes London, which to the
average US American teenager is what first comemited when mentioning Jane Austen’s
geographical context.

In short, these three places in the movie (beieghird a virtual one), can be interpreted as
possible “modern Pemberleys”, because in each @nthElizabeth (the movie character) has
similar insights about Darcy to the ones the nabaracter has, while visiting Pemberley, insights

which will lead to the solution of the conflict meten the protagonists in the end of the narrative.

3.1.3 Gretna Green

And, if BYU campus is to resemble the surroundiofjtongbourn estate, and there are at
least three different places in the movie that d@ymbolize Pemberley, then what is the match
for the Scottish destination of Gretna Green? Tiswar is quite obvious: Las Vegas, in Nevada.

Even if in the novel Wickham and Lydia never makeia Gretna Green, a famous
destination for young eloping couples, the placedraimportant role within the novel. After all, it
is only because of the possibility for a quick rmege, without the need for legal or judicial
parental approval in Gretna Green, that Wickham laydia elope. So, even if the marriage does
not take place in Gretna Green, it is of great irtgpwe. It is due to Lydia and Wickham'’s
disposition that a great scandal is about to dgshe Bennet family’s reputation. The jeopardy of
such a scandal is what causes Darcy to be sensawards Elizabeth’s family’s bad social

reputation, allowing him to act in a heroic mannerprder to save the family. And, after all the

8 According to data from the U. S. Religious Langse&urvey, from 2008, the LDS population in théestaf
Utah, Idaho and Nevada are, respectively 58%, 238614 %, versus the nationwide rate of 1,6%.
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insights Elizabeth has about his good nature,ishike act that makes her finally realize thatse i
indeed the man she had intended to marry from élgenhing of the story, when she stated that she
would only marry someone she could really love.

In the movie, the situation is not that differevitickham tries to elope with Lydia, not to
Scotland, but Las Vegas, which is just a few hdwrsoad from Provo. Considering that Las
Vegas is internationally famous as a place for easl/fast marriage ceremonies, there is no need
to develop much on the city. It is sufficient, hatgg to emphasize that, in the®2dentury, Las
Vegas serves as an elopment destination in theet@tates, in the same way that Gretna Green
served Great Britain in Austen’s time. And, in egar manner to that of the book, it is due to the
elopement that Darcy has the chance to save Lydma fn bad marriage, thus being seen by
Elizabeth with other eyes, allowing her to finallgderstand and accept her true feelings towards

him.

3.2 Characters

One of the most important elements in fiction outghbe the character. After all, it is the
character who, through his/her actions and devedmpmwill be greatly responsible for the
changes in the fiction’s story; he/she lives inetirdited space; and the character has his/her story
told within a certain period of time. If we consideny other 18 century work, such as Charlotte
Bronté’s fictional workJane Eyre we can see how most of the other fictional elasevork
around the novel’'s homonymous protagonist. It is ttuher actions and behavior that other events
in the story take place, whether it is of or agaies own free will. It is because of her behawasr
a child that she is sent to a boarding schools ibecause of her strong personality that she is
punished when at the boarding school; it is becatiber moral values that she refuses to marry to
Mr. Rochester upon her discovery concerning Beltgo, the time aspect of the novel is focused
on Jane’s growth. We are acquainted with her dudnifdhood, see her adolescence and her
adulthood. In terms of space, it is she who leddsréader to the different settings of the novel,
such as Lowood and Thornfield.

This is not different in Austen’s novel. Here, mdin@n in many other novels published in
her time, Austen would place most of the novel'sues inside characters, not outside them.

According to Deresiewicz,

“(...) Austen also altered the traditional patterramenormously profound way. In the
classic comic plot, a pair of young lovers are kapart by some external obstacle,
some ‘blocking figure’ that represents the etermaagonism of age and youth: a
possessive father, a jealous old husband, the &wiscustoms of an antiquated,
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repressive society. Austen changed everything ijnguthat obstacle on the insfde
Now we ourselves are the blocking figures who argsing us so much troubM/eare
the ones standing in the way of our happiness. RBEIEWICZ, 2011, p. 73)

This is evidently very different from fairy tales gothic romances, where evil creatures,
selfish stepmothers and witches’ spells are thegththat young lovers have to fight against, in
order to have their happy ending. In Austen, néxdess, the focus is on obstacles that are, at the
same time, of much harder perception, and alsoesHtgr impact. Moreover, as already explained
in the previous chapter, what keeps Elizabeth flomding true happiness are not external
elements, but her own inner feelings and motivestiavhich she needs to change if she wants to
find true love. Therefore, the narrative elementcbéracter is of extreme importance for the
novel’'s development. In the same manner, the mievédso built around the characters that are as
important as the ones in the novel.

The characters now live in new and modern setiimg different country and different
century, so some changes had to take place in twdeake the movie a coherent work of its own
(whether it is an adaptation or an original woriherence is an aspect looked for in any artistic
work). In the movie, some characters have beengdthslightly, some have changed drastically
and some have even been erased. In the followiragpephs | shall discuss a little more about

them.

3.2.1 The missing characters

Considering that now the five Bennet girls are pager sisters, but roommates, the
characters of Mr. and Mrs. Bennet have, consequeditappeared in the movie version. The
reason has to do mainly with a social-historicamedtion. While in Austen’s novel the parents
play a major role in their daughters’ love relasbips and other actions, in the movie the parents
have no voice at afl. There are some brief references to Elizabethtents and to Lydia and
Kitty's parents, and they do have some influencehanr decisions (Elizabeth mentions she was
encouraged by her father to become a writer anty Kés a rich father who owns the house where
the five girls live), but it is perfectly clear ttwghout the movie that the girls act on their oamg
never because of what their parents wish. In theelndhe parents participate in their daughters’
lives and are acquainted with their suitors, givingir opinions on who should marry whom. And

9 Deresiewicz may have exaggerated in his opinimabse, although Austen was important in highlightiow
a person needs to learn and overcome his/her shartgs in order to succeed in life, previous arghmve done
that, such as Shakespeare, whose protagonistsadeagic end as a consequence of their shortcansugh as
Hamlet.
* Even if the Church and BYU replace the parenthasuthority, the movie characters have much more
freedom than the characters in the novel do.
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of course, they did not do anything different frevhat most (if not all) parents and guardians in

19" century England would do concerning their children2003, in the United States, however,

those five girls have left home to study at Uniuigrgsome from overseas, as Jane, who is an
Argentinian student in the movie) and are totatiggadpendent. They still have a family, but they
are living their own lives, making their own deoiss and pursuing their own goals.

Therefore, now that we live at a time when girls perfectly capable of moving on with
their own lives and making their own choices, amspose certain characters that had certain roles
in Austen’s novel to the movie would create a feglof falseness due to its unlikelihood in the
movie’s setting. And since some characters carongdr have the role they once had, they have
disappeared in the movie version. Of course, mdraracters have not been transposed to the
movie because of limited movie length that would allow a plot with so many characters and
subplots as the novel does, but now | would likefdous on those characters that have been

purposely excluded from the movie so that it wdwdste a more plausible structure.

3.2.1.1 Mr. and Mrs. Bennet

In the opening page d?ride and Prejudiceve learn that many families in 19th century
England would look to “single [men] in possessimina good fortune (... ) as the rightful
property of someone or other of their daughterdd &XEN, 2003, p. 5). In the same page we are
introduced to Mr. and Mrs. Bennet, and soon weadiscthat Mrs. Bennet’'s main aim is to find a
rich husband for her daughters. On the other hamd, Bennet is not concerned about his
daughters’ marriage, and he actually comes to ¢ir@ pf mocking his wife in her search for sons-
in-law.

One of the main reasons for their absence has tawitlto LDS values concerning
matrimony. In the novel, Mr. Bennet expresses histfation with his marriage, as a consequence
of idle choices in his youth. His marriage was migerable, but it was not ideal either. And in an
environment where family plays a very importaneradnd where parents are expected to do and
be the best for their children, the presence afdlh parents would go against its message on the
importance of family.

Also, even though Mr. Bennet is seen to be the sigp@f Mrs. Bennet in behavior and
thoughts, he is another unnecessary characteeimtvie. The simple fact that these girls have
moved to a university campus shows that, despieeamotional attachment they might still have
with their family, there is no need for their paerapproval in their love life. In the novel it is
very clear that, despite Mrs. Bennet’s wish to fantiusband to her daughters, Mr. Bennet plays

the male patriarchal authority over the Bennet kanTihus, he is responsible for approving the
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love encounters between the girls and their sudsraell as visiting them, so they will know they
are “allowed” to pursue the idea of marriage whik Bennet girls. That is well expressed in the
lines uttered by Mrs. Bennet to her husband whgndrto convince him to visit Charles Bingley:
“... consider you daughters. Only think what an dshment it would be for one of them. (...)
Indeed you must go, for it will be impossible fato visit him if you do not”idem p. 6).

The difference in behavior of people in genergpeeially girls, towards their parents has
gone under major changes. While in th& t@ntury parents would play a major role in chogsin
the future spouses for their children (sometimes/ipy an even more important role than the
children themselves), in the 2kentury a greater number of teenagers and youngsadre
conducting their romantic lives without their pasenknowledge, without the need for their
consent and approval. That does not mean thatareeyiding their lives from their family, but
that they are free to go out with different peoaial to start a romantic relationship before they
mention anything to their parents, a totally diéetr cultural scenario from that of Austen’s
time.Also, the authority of the parents is transfdy in the movie’s context, to the Church and to
the Univeristy.

Thus, in order to create a coherent structure enrtbw setting oPride and Prejudice
changes would need to occur. This happens withablsence of the Bennet's parents, because
there is no more room in the movie’s cultural aadia context for characters that would play the
same role the Bennet parents play in the novel.

3.2.1.2 Lady Catherine de Bourgh

To mention the role of Lady Catherine de Bourglhadonger necessary in the western
society of the 2% century is quite a risk. The truth is that, desptl the changes that have
occurred concerning inheritance, class hierarchy amanged marriage over the past centuries,
there are still examples that attest to the faat thany things still work in the same way they did
long ago. If we turn on the TV and watch a soapr@pe a “chick-flick”, or read some “chick-lit”,
we might come across characters and situationsatteavery similar to the ones Pride and
Prejudice especially the relation between Lady CatherineBdargh, Mr. Darcy and Elizabeth
Bennet. And not only instories that take place he past, but many stories that take place
nowadays will have something similar, presentinghswcircumstances and characters in a
convincing manner.

So, to say that the absence Lady Catherine de Bosrgnerely a question of cultural
relocation in time and space might not be good gho&vidently there has been a great change

concerning class and family hierarchy over the pastcenturies. It is more and more difficult to
/5



find parents or guardians like Lady Catherine, wtith expect their protégés to be part of an
arranged marriage because of money and sociaksi#tough that might be part of the reason for
her absence in the movie, there must be anothsomethat would allow us to be convinced that
Lady Catherine has no role to be played.

For such we need to stop looking at the culturatext of the movie, and turn to the movie
itself. As we become acquainted with Will Darcyegtmovie character) we learn that he is a
successful, rich, English businessman, and wha dftevels to the United States on business and
leisure. We are not provided with the details fldthim to his current economic situafigrbut
there is no evidence of a tutor, or that he haaiobtl the money he has out of family inheritance.
In the scene where Elizabeth goes to Darcy’s cdbarcy and Anna do talk briefly about their
parents, but there is no explicit information oaittsocial or economical situation, or even if they
are alive or deceased, as in the novel. In the Jbaltthkough Mr. Darcy has a fortune of his own, it
is clear that he has to account for his actionkisoaunt, Lady Catherine. In the movie, he is a
totally independent man, who seems to have mad®tiisie on his own, with no explicit need to
account for his doings to anyone in his family.th¢ same time, the idea of an arranged marriage
is not present in Darcy’s life (in the movie). Taely girl who wishes to marry him is Caroline
Bingley (as in the novel) but there are no refeesnat all that indicate she wishes to marry him
because of her parents’ initial motivation (likedyeCatherine’s daughter in the novel).

In conclusion, to make those three characters (B&nnet, Mrs. Bennet and Lady
Catherine de Bourgh) inexistent in the movie wa®ad alternative in order to show that during
the adapting process some social roles have aittearged or become inexistent. There are many
others, such as the Gardiner’s, the Philips’ antbi@d Fitzwilliam, that have also disappeared,
making room for a deeper development of the maarastters.

3.2 The present characters

In the previous section | have discussed a bit atimicharacters that were present in the
novel, but that are not present in the 2003 mowesion, and why their disappearance was
necessary in order to convey a new historical apclat context, and perhaps to suit some
technical needs. But since the movie director “hagolitical or ethical commitment [...] to
reinterpret [the] source text” (SANDERS, 2006, p.sbme of the main characters would have to

be present in the movie, even if with some sligt#trges. In the following paragraphs | would like

1 We know that he owns part of a publishing house jttis not clear if he has other economic adesit or if
that is the company that made him rich.
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to mention some characters that are important th bee novel and the movie, along with the

similarities and differences between the same chenrain each work.

3.2.1. Jane and Charles Bingley

If there is something the 2003 movie producers ies® be praised for is their ability to
select an excellent cast. By “excellent cast” hdd mean that the cast is formed by Oscar winners
or nominees, nor by famous Hollywood stars, neitheactor and actress with an outstanding or
superb performance. As a matter of fact, the mesbkthe cast are not really famous, but good
actors. Not only that, but they were also well @msn terms of their physical aspect, to play each
character. Kam Heskin (Elizabeht) is good-lookiagd has a similar physical aspect to that of
Renée Zellweger (who plays Bridget Jones in themim a possible contemporary version of
Elizabeth Bennet), and often wears glasses, sayaigshe is beautiful but she is also clever;
Lucila Sola (Jane) is even prettier, as descrilbethe novel; Kelly Stables (Lydia) has a similar
body type to that of Alicia Sylverstone (Cher, fr@tueless a possible 20 century Beverly Hills
version of Emma) and with her red hair, shows hendr?. As for the male cast, Orlando Seale
(Darcy) is handsome just like Ben Gourley (Bingldyt the first has, from the start of the movie,
a serious, almost aggressive countenance, whéredsst seems to be pleasant all the fitne.

The social and financial aspects from the noveladse present in the movie. Charles is
rich (his is the mansion where the party is takptece) and has a business that sells CD’s made
for dogs (which is portrayed in a pretty humorouanmer) that proves to be a successful
enterprise. As for Jane, there is no evidence ofbeeng poor, but we know she is a foreign
student from Argentina. Foreign students are oatsidThus, for Jane to be able to marry Charles
is an opportunity for her to achieve a higher dogiatus becoming an insider. Of course, in the
movie that is approached in a much lighter manaea, might not even been perceived by a naive

audience, but it is still an important part of g#esence of the characters as it was in the novel.

52 “Lizzy is not a bit better than the other; andnh sure she is not half so handsome as Jane, Iheplgood-
humoured as Lydia.” (AUSTEN, 2003, p. 8)
3 “Mr. Bingley was good-looking and gentleman-likex had a pleasant countenance, and easy, unaffected
manners. (...) his friend, Mr. Darcy, soon drew attenof the room by his fine, tall person, handsdestures,
noble mien. (...) he was looked with great admiratmmabout half the evening, till his manners gawdisgust
which turned the tide of his popularity; for he weiscovered to be proud, to be above his compard/above
being pleased; and not all his large estate in ¥3ibe could then save him from having a most fiuilrig,
disagreeable countenance, and being unworthy toitmpared with his friend.idem p. 12)
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3.2.2. Jack Wickham and Lydia

As mentioned before, when | first saw the movid thdahe object of this study, | had not
yet read Austen’s novel. Therefore, my expectaitiorelation to the possible romantic matches
followed those of any other chick flick: Wickham svihe hero who would marry Elizabeth, while
Darcy was some sort of villain. To my surprise, ttvast” in the movie was well developed and,
as | later found out, reflected the one in the hove

An interesting cultural relocation made in the neovias to do with Wickham's
elopement¥. In Austen’s novel, Lydia elopes with Wickham. Alseady pointed in the previous
chapter, their first plan was to go to Gretna Gréerscotland where, differently from England, a
couple under the age of 21 did not need parenfabagl in order to be married. Thus, Lydia and
Wickham could be married even if against her pasentll. The best solution for the screenplay
was to look for a similar place near Provo, Utalmere elopements could take place. Luckily
enough, within 380 miles from Provo is the famoitg of Las Vegas, in the state of Nevada,
known as a popular wedding destination, since theiage license is cheaper than in the rest of
the United States of America, and where option& sisc*drive-thru marriage” are available. Thus,
Vegas was chosen as the perfect setting for LyatiaVdickham’s elopement.

The main difference however in the movie concerrimgr elopement is that they do not
get married. The similarity however has to do vidtwrcy’s interference: in both the novel and in
the movie, he “saves” Lydia from public embarrassmé the novel, Darcy pays Wickham so
that he will marry Lydia properly (since the idefaogirl living with a man with whom she was
not married would be the social ruin for the otBennetgirls, keeping them from attending social
events and getting married); in the movie, as sDarcy finds out about Wickham’s plan (and
at this moment the audience already knows aboukNdim’'s previous marriages), he travels to
Vegas as fast as he can in order to prevent thairiage (which in the movie turns out to be a
possibility of happy ending for Lydia).

Something that is quite different from Lydia, theval character, and Lydia, the movie
character, has to do with her character constnuctiothe novel, Lydia is a flat character, frone th
first to the very last page, because she does lmntge at all, and she does not recognize her
mistakes. She always presents herself as a “hsghtrésing whatever it takes for her to find a
husband. And, even after she is married to Wickhzausing several problems to her family, she
is still as “vain, ignorant, idle, and absolutelycontrolled” (AUSTEN, 2003, p. 226) as she was in

the beginning of the novel.

54| use this word in the plural because in the modifferently from the novel, we hear that Wickhaas
married at least two girls.
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In the movie, however, Lydia goes through a drashiange. Here, differently from the
novel, she is prevented from marrying Wickham dué&lizabeth and Darcy’s intervention. In the
movie, Wickham’s situation was even worse thandhe in the novel because, whereas in the
novel his act is considered immoral, in the movies both immoral and illegal. He ends up being
arrested for polygamy, a practice not only conddstenhy culture and society, but also by the law.
Thus, perceiving Wickham’s misconduct and illegtbies, Lydia has a greater shock than the
novel’s character, which leads her to a changesbébior.

Throughout most of the movie, Lydia is a “huntressho readsThe Pink Bibl&>, a
fictitious self-help book aimed at helping singlemen, in the book’s own terms, “to bring your
man to his knees”. She follows every piece of aglwicthe book, believing it to be helpful in her
search. Yet, she is so worried about following s$leé rules of the book that she is portrayed as
vain, once she does not pay attention to her fgelat all in her quest. Obviously, she is not
anxious for a relationship in the same way thaeJanor that Elizabeth later becomes. Lydia’s
concern has more to do with the fact that she wanit&ve a “trophy husband” so that she can be
popular among her peers.

Considering Lydia’s initial behavior, it would bepected for her to have a similar fate to
that of Lydia, the novel character. But, when sheshocked before Wickham’s concealed
strategies, she decides to change. The girl whoowes reading a book targeting, as the own book
says, at “huntresses” in search of a “trophy hughdnllowing every line of it with no hesitation,
through Machiavellian methotfs has now gone in a totally different direction.dia/ ends the
movie as a writer and conference speaker, shan@gdea that women can be happy and lead a
successful life without the need of a husband. &loee, Lydia can be said to be a character
(perhaps the only one) who, in the adaptation frmvel to movie, has had a major transformation

as a character, and actually surprising the audienc

3.2.3. Elizabeth Bennet and Fitzwilliam Darcy

Our hero and heroine are given the proper treatimnetite movie version and remain just
as heroic as they are in the novel. Just as imtwel, both movie characters are independent,
strong about their opinions and values, and somesthlborn (or, in Austen’s own terms, proud
and prejudiced). Their very first encounter is guitisastrous at the bookshop where Elizabeth
works, and the same awkwardness takes place ag@imdes’ party. Neither Darcy nor Elizabeth

> Some excerpts from theink Bibleare in the annexes section.
*In an early scene, Lydia, in an attempt to sedingley, causes Kitty to suffer an electric shoakd does
not feel any type of guilt.
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seems to have the least empathy towards each atkery similar aspect with the novel. Since the
movie is narrated by the came, from Elizabeth’snpaf view (with her voice narrating the
movie), in the same way that the novel is (althongha ' person narrator, all the other elements
in the plot are portrayed through Elizabeth’s pecspe), so what the viewer, as the reader as
well, perceives, is the same Elizabeth does. It sease, the movie also introduces the two
opposed characters, Darcy and Wickham, in the saayethat Elizabeth perceives them at first.
The viewer is led to believe, in the same way #iegt does, that Darcy is not a nice person, while
Wickham is. Her premature judgment is responsiblgart, for her lack of empathy with Darcy,
which takes a while to change. Also, she is poetdayrom the very first seconds of the movie, as
the movie’s protagonist, and we learn in her firgts that she dreams of being a great writer, that
she has good intentions and that, consequentlydeberves a good romantic relationship. Thus,
when Darcy first appears the way he does, the viemight picture Darcy as the last man with
whom Elizabeth ought to be involved.

First of all, he acts arrogantly with her in theokstore, complaining to her boss about her
behavior towards costumers, behaving not only w@galetly and embarrassing her, but possibly
also causing her to lose her job. Afterwards, i@ plarty scene, his first dialogue with Bingley
shows him as an antisocial type, who prefers te Indthe garage, sit on a car and read a book
rather than interact with other people, becauseprding to him, most girls are not worth
knowing, due to their lack of psychological and ¢iomal depth. In the following minutes, when
he meets Wickham (who is accompanied by Elizabdib)tells him to leave the premises
immediately. Later on, he goes to Elizabeth’s wankg asks her out on a date, but does it in a
strange manner. Instead of just saying that he dvbké to have dinner with her, he starts by
saying that even if she is not as good as he exgeetven if her friends are an embarrassment, he
still feels “strangely attracted” to her. No matkexw good his intentions were, after an invitation
of this nature there could be no other answer thaefusal from Elizabeth. Thus, his actions,
which are well intentioned, but poorly executediegt, give both Elizabeth and the public, the
feeling that Darcy was nothing but a terrible parsoot differently from what happens in the
novel.

But, if Darcy has a hard time presenting himsel&iproper manner, and if Elizabeth has a
hard time in her judgment of people, their struggiee what lead them, in one way or another, to
the happy conclusion of their inevitable romanééadrcy is introduced, at first, as an antisocial
type of person, itis because he is displeased gvith like Lydia, who are so desperate to find a
male partner, that they become shallow, and notaldapof having a strong and lasting

relationship. Thus, it is when he meets Elizabdtht the meets a girl who is everything but
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shallow. Despite her immaturity in judging peopége has a very good disposition, turning her
into a selfless person, something that Darcy resla an early stage of the movie. He sees in her a
woman of great depth, who is not necessarily oppts¢he idea of marriage (while everyone else
is only thinking about it, but merely for sociala@nience), but is not willing to marry just
because of impulse or peer pressure. Elizabetls lcording to the moral values of her religion,
but she does not do it blindly. She does questmh evaluates the practices, specially the one
concerning marriage, that are believed in withiat thocial context. It is due to this difference
between Darcy and Elizabeth and most of the otharacters in the movie, that these two are able
to find in each other not only a matching partier, mainly one of the few people with whom

they could learn to grow and truly love.
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Conclusion

“Who did not know the whole story before the enthefday?”
(Jane Austen, iRride and Prejudicke

As | conclude my work, | would like to resume aadadission | had proposed in the
introduction and first chapter. During the firstagiter, especially, | made use of different theories
concerning the spectrum of intertextuality. Aftdr as | had stated in the introduction, my purpose
was to work with Jane Austen’s 1812 noWwride and Prejudiceand with one of its adapted
versions, Andrew Black’s 2003 moviride and Prejudice: a latter-day comedyly aim was to
work mainly with the second work in terms of théemextual relations it was able to establish with
the first work. In other words, referring back ter@&tte’s vocabulary, my aim was to work with the
movie, which is a hypertext of the novel, beingdfere its hypotext.

During the first chapter, | introduced some theorieom different theoreticians on the
subject of intertextuality, and my aim in doingwas to, by the end of my work, be able to classify
the movie within the definitions provided by thdfeiient concepts | have made use of. Among
these concepts, | had mentioned Genette’'s wortlypdrtext and hypotext, a very clear distinction
between the novel and the movie, as well as hisrghef movement of proximization, the
phenomenon existent in the movie, once it bringsdbre of its hypotext closer to its audience,
whether in temporal, cultural or geographical sggi This is what the movie, doubtlessly, does. It
does bring Austen’s original story from a ruraltisetin England during the early ®entury to a
21% century university in the United States.

Other authors | worked with are Linda Hutcheon donlbla Sanders. Hutcheon works more
with the concept of adaptation, but Sanders gogte@mfurther and proposes a distinction between
adaptationandappropriation As a matter of fact, one of the reasons for sudistinction has to do
with the fact that a vast majority of people arenswhat confused in the use of terms such as
“based upon”, “adapted from”, and so many othemggrwhen having contact with a hypertext.
According to Sanders, then, the difference betwsaptation and appropriation is the following:
when a work is an adaptation, the relation betwberhypertext and hypotext is very clear. In that
sense, no matter what choices have been made dhengdaptation process of the hypertext, its
hypotext remains the most visible, or at least nvasble, element of the adapted work. As for an
appropriation, the difference consists in the fhett the hypertext is much more visible than its

hypotext. In an appropriation, there might be aafdhe hypotext in its entirety, or just a few ade
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The hypotext is there, but it is not very cleaegplicit, or if it is, the hypertext author is tbae in
charge of leading the hypotext towards any direchie/she wishes.

Thus, considering Sanders’ definition, | argue tha movie can be classified as an
adaptation and appropriation at the same timet Bfrall, there is no doubt that, during the entire
movie, Jane Austen as an author is present in esegpe. The name of the characters, plot
similarities, borrowing from the novel’s own dialogg, transposition of names of places, and some
many other elements, are already enough to justiéyreferences to the hypotext towards the
hypertext. And, even for those who might not haaadrthe novel, thus not being able to establish a
connection between the novel and the movie, theienav every scene, makes use of title cards.
These title cards use the novel’'s own lines in ptdentroduce the events or characters that véll b
present in that scene. Below the text, there igatdn of the text's source, which always comes
with the name of the noveP(ide and Prejudickand the volume and chapter where it was taken
from. Therefore, even if we only have the movieBiack’s production, it is clear that what the
public is watching is not only his creation, bus@his reading of Austen’s text, and the public is
reminded of that in every scene.

The movie also operates with the process of apjatiqgm. Even if the text we have in the
movie has a strong dialogue with Austen’s text,cBlaad to be an author on his own in order to
make the movement of proximization work in a coeung manner. As a matter of fact, the movie
is clearly an adaptation of Austen’s work, but Bldtad to interfere strongly in the hypotext.
Considering that the movie takes place just nearby/centuries later than the novel does, and even
more, that it does not take place at any univer&ity at a religious one, where religious moral
values are overly emphasized, certain changes dhaakeé place, so that the hypertext would be
suitable and convincing within its new context. Tdmanges that Black makes, such as eliminating
some characters, relocating the scenarios andrghdipé characters’ situation, are an adaptation
process. The hypertext is an Austen text, butntaay be conceived, in this new modern setting, if
the hypertext is also a text authored by Blackpatiag to its needs. Therefore, it works as both an
adaptation and as an appropriation.

Moving ahead, the other author | mentioned was W§tbRomano de Sant’Anna. He quotes
other authors, such as Tynianov and Bakhtin, aogqgses the following denomination with the
intertextuality phenomen&arody, paraphraseandstylization He does not make use of the terms
hypotext and hypertext, but claims that these tlpescesses work in a relation of deviation
between the hypotext and the hypertext. In paraghrthe process is of a minimal, or even a

desirable deviation, in conformity with the hypdtestylization is the process of a tolerable
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deviation, the remodeling of the hypotext. Withstkérminology in mind, it is possible to see how
the movie works with those processes.

In terms of paraphrase, Sant’/Anna claims that ssithe process of a desirable or minimal
deviation from the hypotext. In that sense, the im@an be perceived as a paraphrase of Austen’s
work. The simple fact that it is no longer a wmitteext, but a cinematographic one is enough to
make it undergo some deviation, even if to a smakgree. There is a deviation, but it is minimal
because it keeps some of the most relevant aspedtslements of Austen’s narrative.

And, in terms of stylization, Sant’Anna compareis firocess to a game where there is a set
of rules, but the results are always a surprisealige the players are free to interact as they, assh
long as they do not disrespect the rules. In tretmar, the movie can also be seen as a stylization.
There are rules that are known to Black and tartbeie’s audience, and he is able to play the game
in his own way with no need to break any rule. Hegrespect what Austen had originally
conceived, but he also brings new elements that the hypertext, not necessarily a different
meaning, but different possibilities on how to explthese already existing meanings.

Thus, considering that there is no room for thenitedn of parody in Black’s production,
but that the other two definitions by Sant’Anna,tlas definitions by Sanders are suitable for this
comparison, | would like to propose a combinatidndefinitions. If a paraphrase is a minimal
deviation from the hypotext and adaptation is tingremacy of the hypotext over its hypertext, then
why not talk of them in equal terms? On the othand) if stylization is a tolerable deviation from
the hypotext, where, despite the already estallishies, each participant is free to interact as
he/she wishes and bring surprising results, andpgropriation signals a more distant relation
between hypotext and hypertext, then why not woitk them in similar terms as well? Even if
there is some difference in terms of theory, conbexmotivation between Sanders and Sant’Anna’s
concepts, they do present, in one way or anotteey, similar ideas. And, these four ideas, or better
these two sets of ideas, are both present in theemo

The movie mingles both the concept of adaptatiah@araphrase, as well as the concept of
appropriation and stylization (considering thentvas sets of ideas, and not as four totally separate
ideas), in a suitable manner. This happens badteatevels of structure and meaning of the movie,
when in comparison with the novel. In terms of stuwe’’, the transposition made is not very hard
to be verified. The Bennet girls, even if no longod relations, are still sharing the same rasf,
university roommates. The idea of marriage is alopgdo them, and the presence of two new

> When discussing the comparison between the stescaf both the movie and the novel, it is impartan
highlight that the language of each work is resfimador the way the structure works. That is esuesthat
deserves to be studied deeply, but | shall notw#hlit in my work.
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handsome and rich bachelors within, or around,cimapus is an event that really excites them,
similar to the Bennet's excitement on the occasibBingley’s arrival at NetherfieldPark, in the
novel. Not only that, but there was a proper mamage within the transposition process of each
character, as well as in the decision to elimiragain novel characters that would have been
either unnecessary or culturally not suitable ia thovie’s geographical and temporal context,
considering that each scenario from the novel wassposed to another scenario in the United
States. Also, this is the case in terms of howntlaén characters are introduced, and how little by
little, not only Elizabeth, but also the publicatas about their real nature. This is an important
aspect from the novel’'s structure that has been. Kefherwise, had Elizabeth and the audience
already learned the truth about each character thenbeginning, she (and we as well) would not
have had an opportunity to learn from her own rkesa Thus, the movie finds a way to be an
adaptation and paraphrase of the novel, becauseegsentially Austen’s work, and at the same
time, to be an appropriation and stylization, beeagven if the hypotext is much more present than
the hypertext, the final work is only possible besmBlack has decided to reform the original work,
through his own reading and interpretation, addiegminating and adapting the several
hypotextual elements in order to have a coherepetigxt.

In the spectrum of meaning, my purpose in this weals to establish a connection between
the movie, the novel and religion. Neverthelessgproach the subject of religion within Austen’s
narratives is quite debatable. After all, she doest include any explicit references to faith or
religiosity, and the two most religious characier®ride and PrejudiceMr. Collins and Mary, are
portrayed in a ridiculous manner. Yet, besidessih@larities between the structures of each work,
they also have something in common, in at least soeial aspect. In both f9century
HertfordshireCounty, as well as in 22kentury BrighamYoungUniversity, religion plays an
important role in society. However, the fact istthath in the novel and in the movie, the subjéct o
religion is not approached directly, but findsaarhonious possibility for dialogue due to the moral
values Austen wants to defend. As William Derestewpoints out, behind her apparently simple
stories, there are great teachings and moral véhaAusten tries to present to her readers, dven
in a subtle manner. Thus, the dialogue existingvbeh the two works is not necessarily on
religion, but rather on morality. Considering tlevaral changes in western society that have taken
place over the last decades in terms of religipgitg coherent to state that Austen’s works ahal fi
in religious communities a welcoming public. Sasitthat not only the movie | am working with,
contextualized within a Christian LDS environmeiritends to recreate Austen’s themes in
religious oriented communities, but other workshsas Bollywood productioBride and Prejudice

and Debra White Smith’s noveélirst Impressiondo as well. It is due to Austen’s lasting values
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concerning love, loyalty, friendship and so manlyeottopics, that Black was able to reshape and
recreatePride and Prejudicen a very different setting from the original oréth its own culture
and own peculiarities. The movie tries to combimese particularities in a way in which they will
be suitable for the mainstream public, not restdcto those who belong to the LDS or BYU
environment, with its particular culture and values

In conclusion, | would like to express my appraomtfor Jane Austen’s work. It did not
come at first, because I, just as Elizabeth Bermas, blind due to my pride and prejudice towards
her work. | used to imagine that her novels westricted to a feminine reading public, interested
in reading lame romantic stories that were jusstzalow as their readers. And since | had good
reading habits from my childhood, | imagined | knewil enough to be able to judge a work, even
before reading it. It was not until | was in my lgawenty’s, that | had my very first contact with
Jane Austen, when | had the opportunity of watchimg movie | have worked with here. My
experience was perhaps not as violent as the amabeth had to face when she reads Darcy’s
letter, but it was still just as important for m&y that | could realize that maybe | was also
prejudicial and proud, which had kept me, for mgewars, from having contact with an author |
ended up learning to admire deeply.

What is more, and that is what | desire to realgkenunderstood as | conclude my work, is
to show that, just as | realized that Austen caelich me, she can still reach any reading public.
Even if | have mentioned a specific religious palfthe Latter-Day Saints, specially the Brigham
Young University students), throughout my text Vé@anentioned several other movies, television
productions and books, aimed at the most variedigaytoriginated in the most diverse time and
places, as a way to show that Jane Austen doegach only a few people, but that she can reach
anyone who is willing to overcome his/her pride &ods any prejudicial statements one may have
heard about literature from female writers, andrdhat she can be as insightful and as valuable

today as she was back in her days.
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Note on the appendixes

The first appendix consists of an interview | wateao have with Andrew Black via e-mail
on April, 2012. Since the interview took place whanst of my work was concluded, | have not
changed any part of my work due to the influencBlatk’s answers.

The second appendix is a chart with the quotes frmmovelPride and Prejudiceexhibited
in the movie in order to introduce a scene, esthlrig explicit connections between Black’s movie

and Austen’s novel.
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Appendix 1

INTERVIEW WITH ANDREW BLACK, DIRECTOR OF PRIDE AND PREJUDICE: A
LATTER-DAY COMEDY

DUDLEL: First of all, why Jane Austen, and whyPride and Prejudice?

ANDREW: After the modest success of Halestorm’séT3ingles Ward” in 2002, myself and the
producers felt that raising financing for a low-get LDS film was viable. Unlike the Halestorm
productions, we wanted to make something that vimed primarily at a younger female audience and
something that was very “LDS-lite”, that is somathifor which ignorance of LDS culture would not d&e
barrier for non-LDS audiences but still would hagsonance for LDS viewers. Adapting an existingubap
story seemed the best path as a novel like “Prioi Rrejudice” has built-in worldwide appeal. We
entertained a number of possible adaptations bstefts comedy of manners seemed to be the perfect f

and seemed like the right choice as soon as weythai it.

DUDLEI: Do you believe another novel by Austen coul have been equally adapted within the
BYU setting?
ANDREW: | think Sense and Sensibility could detiety work. | remember we discussed the novel

but P&P seemed like a better fit, in terms of stamg international appeal.

DUDLEI: Many novel characters no longer exist in tle movie. Some of them, such as the
Gardiner’s, are not really necessary for the moviedevelopment. But others, such as Mr. and Mrs.
Bennet, or Lady Catherine de Bourgh, are importantcharacters in the novel. Why have they
disappeared? Was it motivated by financial or techital reasons (such as movie length), or more
cultural reasons?

ANDREW: A mixture. In the LDS version, Collins refeto President de Bourgh but | never
seriously considered featuring the character muag that. The Bennets were always intended todterfed
but financial considerations (script length andatimns) saw their scenes removed from the script &ethe
last minute, something I've always regretted. Ordly Elizabeth joined her parents for a vacationLake
Powell (S Utah resort) where she unexpectedly ameos Darcy, Bingley and Caroline. When her jetski
breaks down on the lake, Elizabeth swims to a Hmesefor help only to come upon Darcy and Caroline
(this action was transferred to the cabin). | lovled idea of a slightly “redneck” version of Elizb’s
parents (who are undoubtedly some of the best ctesisain Austen’s novel) and they were probably my
favourite part of the script. | mourn their lossleWsed to, half-jokingly, discuss the idea of a &Wthe

Parents”-style sequel which would centre on Daregting Elizabeth’s family.
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DUDLELI: Talking about characters again, why the chace of marrying Collins with Mary?
ANDREW: It just seemed to make sense. We didn'tehawom” for Charlotte Lucas as a heavily

developed character and so Mary and Collins sedike=eln obvious, and audience-pleasing, pairing.

DUDLEI: Reading and hearing different people’s opinons on the movie, there does not seem
to be unanimity on the relation between the movie rad religion. Many mention the movie as a
“Mormon movie”, where religion plays an essential ole. Others, and many of them who are not LDS,
say that they have not identified the Mormon cultue within the movie at all. When writing the movie,
what was your aim? To discuss religion or to justreate a romantic comedy? From your perspective as
the movie director, how important is the religiousaspect in the movie?

ANDREW: | always wanted to make the film “LDS-liteT knew that something that was too
dependent on an insider knowledge of LDS/Utah celtmight have limited/local success but would not
translate to wider audiences. | also think thanifigant portions of the LDS audience enjoyed sgeirfilm
which featured LDS characters who seemed “mainsttelly focus was more to make a romantic comedy
than discuss religion. In all honesty, the religi@spect was not that important but | never constycshied

away from it either.

DUDLEI: While researching about the movie, | learnal that there are two movie versions, the
theatrical and the DVD version. Since | have only &d the opportunity of watching the DVD version, |
would like to know what are some of the main diffeences between them? What was the motivation
behind this choice?

ANDREW: If you have the US DVD you can accessltbsS version as an Easter Egg - Go to the
Second Page of the Scene Selections and thentli®mords "Main Menu," hit down three times. Thid w
highlight Lydia's CTR ring. Hit enter and it willay the uncut theatrical version of the film. I'notnsure
about international editions of the DVD. To answeur questions, we basically removed a few moreatove
LDS references (Mission Presidents, Bishops, ¢it).sorry to say | can’'t remember them all but they
necessitated a few minor picture edits and a samadlunt of dialogue replacement. Overall, I'd saat tie
changes were very small. The motivation was comialeM/e, and the distributor, felt that the film wd

be more successful if it was as accessible aslpessid didn’t feel overly parochial.

DUDLEL: | know that you have studied at BYU. In the movie, characters are varied in terms of
personality, moral behavior and religious commitmer, even if they are supposed to have share similar
values. According to your experience, would you saghat such a difference exists among BYU
students, whether they are LDS or not? Or was it yar intention to create different characters in orde

to recreate Austen’s original novel?
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ANDREW: Both your hypotheses are correct! In my exgnce, BYU students run the gamut of
morality and religious commitment (though there amxtainly more Collins’ than Jacks!). The most
important concern was replicating the personaliGéshe novel's characters and the BYU setting didn

create a barrier for this.

DUDLEI: In your experience as a BYU student, origirally from Scotland, how was your
adaptation process at BYU? Would you say that it ieasy, because even if it is a very conservativedan
religious institution, it is not that different fro m any other university? Or would you say that it d@s
have its own culture, and that an outsiders reallyeeds to learn the difference and to adjust to it?

ANDREW: | found it very hard, to be honest, despite fact that the Theatre and Film Department
is probably the most un-conservative, relativelgadgng, in the university. It definitely has its mwulture
and though it can be quite welcoming at the same tioutsiders” such as myself need to work to adjus

it. 'm not even sure that | ever successfully ttidt.

DUDLEL: In the past decade, there seems to be groWwtin the LDS film industry, or in
“Mollywood”. Do you believe this industry has a pramising future, not only among the LDS public,
but also with the mainstream public?

ANDREW: It definitely has a future. I think that general the more successful films will tend to be
the ones which look beyond exclusively LDS storie&P was one of the few “Mollywood” films which
gave a good return to the investors — Saints atdié8® was another — both aimed for markets intamdio
Utah and LDS audiences. | believe exclusively aadvily LDS films could still be successful but they

won't be the norm.

DUDLELI: To conclude, | would like to know if you have future plans for other movies. You
have already adaptedPride and Prejudice. Would you consider adapting another literary clasic?
Which one? Would you do it within a LDS context agan?

ANDREW: | don't think I'd adapt within an LDS conteagain, though I'd never say never! | have
lots of future plans and there are many novels Wldkdove to adapt - most of these tend to be SHutti
Scotland has a tremendous body of literature whieh never been adapted for tv or film and tendseto
little known outside of Scotland. Neil Gunn’s “YagiArt and Old Hector and Nancy Brysson Morrison’s
“The Gowk Storm” are particular passions of mineeTatter is probably closest to “Pride and Prajetias,
although darker in tone, it concerns three sisterdined within a patriarchal and prejudiced socidétve
also written a contemporary adaptation of John Wéelss“The Duchess of Malfi” — again, it couldn'eb
further from my P&P film in tone, but does featumestrong female protagonist so maybe there’'s a

connection.
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Appendix 2

QUOTES FROM THE NOVEL PRIDE AND PREJUDICE PRESENT IN THE MOVIE

Quotes from Pride and Prejudice in

Localization in

Related movie scene

the movie the book

“Lydia and Kitty were ignorant, idle, Vol. 1l Ch. XIV Lydia tells her roommates about Biery and

and vain.” Darcy while “studying” from The Pink Bible.

“Charles Bingley, a single man ofvol. I Ch. | Elizabeth and the other girls go tonBiey’'s

great fortune. What a fine thing for mansion where a party is taking place

our girls.”

“Mary worked hard for knowledgeVol. | Ch. VI During Bingley's party, music is inteipted

and accomplishments, and was due to Lydia’s electricity interruption. Mary

always impatient for display.” after reading in an old magazine that women
should not hide their talents, starts to sing
aloud in front of all the guests at the pal
embarrassing herself and her roommates.

“How ashamed | should be of npwol. Il Ch. XVI Collins proposes to Elizabeth and iiejected

being married before three and by her.

twenty.”

“Those who do not complain arévol. | Ch. XX Elizabeth tells her boss that she sloate, but

never pitied.”

all the wrong guys. Darcy goes to her work

and asks her out, and is rejected.

“The dullest topic might be rendered/ol. | Ch. XVI

interesting by the skill of th

speaker.”

(D

During a church meeting, Collins l®lthe
entire congregation about Elizabeth’s rejecti
saying that if a woman rejects a respec
single man (which he believes to be),
probably means that she is not a v
honorable woman.

on,
tful
it

ery

“A fortnight later...”

Vol. Il Ch. XIX

Jane receiveand e-mail from Bingley, sayin

that he breaking up with her because was

going on an expedition.

“Angry people are not always wise.

Vol. Il Chl I

At a dinner in Rosings Restaurant with Dar
Elizabeth believes he is persecuting her

her friends, talks to him angrily and leaves
restaurant abruptly.

“One morning, about a we¢g

k Vol. lll Ch. XIV

Afteeceiving Darcy’s e-mail, explaining g
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after...” the misunderstandings between him and
Elizabeth, she and Jane feel strongly
depressed.

“Health, good humour, angVol. Il Ch. XIX Lydia, in her bossy but helpful maer, helpg

cheerfulness began to re-appear.”

Elizabeth and Jane to overcome depress
Mary goes on a date with Collins. Elizabeth

ion.

told by her professor that she is eligible fof a

Literature course in London.

“What are men to rocks an

mountains?”

dvol. Il Ch. IV

Jane and Bingley reunite. Elizabathwriting
in the woods and gets lost. While looking 1

help, she accidently ends in Darcy’s cab

where she starts to have feelings for him.

“Nest to being married, a girl likes t

ovol. Il Ch. |

be crossed in love a little now and

then.”

Kitty tells Elizabeth and Jane thatidkham
and Lydia have eloped to Las Vegas.

“Happiness in marriage is entirely
matter of chance.”

a/ol. 1 Ch. VI

Darcy impedes the marriage betweendiby
and Wickham to take place. Lydia learns
true story about Wickham, who is arrested.

“Who did not know the whole stor|
before the end of the day?”

yVol. lll Ch. V

The movie reaches its happy ending.
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Note on the annexes

| have made use of seven texts in the annexesosgedtiith the expectation of better
clarifying and exemplifying some aspects of my work

The first two texts are official publications frothe Church of Jesus Christ of Latter-day
Saints. Considering that the name “mormon” is oftesunderstood and misused by a large part of
the population, including the media, | found it fpent to include two official texts that better
explain the real believes and practices of theahportrayed in the movie | work with.

Annexes 3 and 4 were published on newspapers, i@edsgme insight on the LDS film
industry, also referred to as Mollywood.

Annexes 5 and 6 are messages delivered on the aaditelevision prograrmlusic and the
Spoken Wordit is show that has been on radio since 1929 reviilbe Mormon Tabernacle Choir,
the LDS official choir, sings religious, classi@ld popular music, and the host always delivers a
message. Both messages pay homage to Jane Aubtefodnotes on annex 6 were published in
the original texts.

The final annex contains excerpts frarhe Pink Bible the fictitious self-help book that

Lydia reads in the movie.
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Annex 1

THE IMPORTANCE OF A NAME

By M. Russel Ballard

General Conference of the Church of Jesus Christ dfatter-day Saints
October 2011

Since last April's general conference, my mind heygeatedly focused on the subject of the
importance of a name. In these past few month&rakgreat-grandchildren have come into our family.
Although they seem to come faster than | can kgewith, each child is a welcome addition to our
family. Each has received a special name chosehidyr her parents, a name to be known by
throughout his or her lifetime, distinguishing hanher from anyone else. This is true in every fami
and it is also true among the religions of the dorl

The Lord Jesus Christ knew how important it waglearly name His Church in these latter
days. In the 115th section of the Doctrine and @aws, He Himself named the Church: “For thus shall
my church be called in the last days, even The €haf Jesus Christ of Latter-day Saints” (verse 4).

And King Benjamin taught his people in Book of Ma@mtimes:

“l would that ye should take upon you the name bfi€l, all you that have entered into the
covenant with God that ye should be obedient umaend of your lives. ...

“And | would that ye should remember also, thas tilsithe name that | said | should give unto
you that never should be blotted out, except ithbeugh transgression; therefore, take heed thatye
not transgress, that the name be not blotted oymwaf hearts” (Mosiah 5:8, 11).

We take the name of Christ upon us in the waterbagitism. We renew the effect of that
baptism each week as we partake of the sacramgmifysg our willingness to take His name upon us
and promising always to remember Him (see D&C 2078j.

Do we realize how blessed we are to take upon asndme of God’s Beloved and Only
Begotten Son? Do we understand how significant igafThe Savior's name is the only name under
heaven by which man can be saved (see 2 Nephi)31:21

As you will remember, President Boyd K. Packer assed the importance of the name of the
Church in last April’s general conference. He ekpd that “obedient to revelation, we call oursslve
The Church of Jesus Christ of Latter-day Saintsetathan the Mormon Church” (*Guided by the Holy
Spirit,” LiahonaandEnsign,May 2011, 30).

Because the full name of the Church is so importa@tho the revelations from the scriptures,

the First Presidency’s instructions in letters 882 and 2001, and the words of other Apostles who
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have encouraged the members of the Church to upimldeach the world that the Church is known by
the name of the Lord Jesus Christ. This is the nlynehich the Lord will call us at the last dayidt
the name by which His Church will be distinguistfienm all others.

| have thought a lot about why the Savior gavertime-word name to His restored Church. It
may seem long, but if we think of it as a descvitoverview of what the Church is, it suddenly
becomes wonderfully brief, candid, and straightfardv How could any description be more direct and
clear and yet expressed in such few words?

Every word is clarifying and indispensable. The avbheindicates the unique position of the
restored Church among the religions of the world.

The wordsChurch of Jesus Christeclare that it is His Church. In the Book of Mam Jesus
taught: “And how be it my church save it be caliedny name? For if a church be called in Moses’
name then it be Moses’ church; or if it be calladhe name of a man [like Mormon] then it be the
church of a man; but if it be called in my namentlteis my church, if it so be that they are buitton
my gospel” (3 Nephi 27:8).

Of Latter-dayexplains that it is the same Church as the Chthrah Jesus Christ established
during His mortal ministry but restored in thest#dadays. We know there was a falling away, or an
apostasy, necessitating the Restoration of Hisangecomplete Church in our time.

Saintsmeans that its members follow Him and strive toHi® will, keep His commandments,
and prepare once again to live with Him and ourvdaly Father in the futur&aintsimply refers to
those who seek to make their lives holy by coveangrib follow Christ.

The name the Savior has given to His Church tallsxactly who we are and what we believe.
We believe that Jesus Christ is the Savior andRé@deemer of the world. He atoned for all who would
repent of their sins, and He broke the bands ofhdaad provided the resurrection from the dead. We
follow Jesus Christ. And as King Benjamin said te people, so | reaffirm to all of us today: “Ye
should remember to retain [His] name written alwiaygour hearts” (Mosiah 5:12).

We are asked to stand as a witness of Him “atirakg and in all things, and in all places”
(Mosiah 18:9). This means that we must be williadet others know whom we follow and to whose
Church we belong: the Church of Jesus Christ. Waaiody want to do this in the spirit of love and
testimony. We want to follow the Savior by simplgdaclearly, yet humbly, declaring that we are
members of His Church. We follow Him by being Lattiay Saints—Ilatter-day disciples.

People and organizations are often given nicknamgesthers. A nickname may be a shortened
form of a name, or it may be derived from an evansome physical or other characteristic. While
nicknames do not have the same status or signtiicas actual names, they can be properly used.

The Lord’s Church in both ancient and modern tirhas had nicknames. The Saints in New
Testament times were call&hristiansbecause they professed a belief in Jesus Chhat. fame, first
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used derogatorily by their detractors, is now a @ahdistinction; and we are honored to be called a
Christian church.

Our members have been calldrmonsbecause we believe in the Book of Mormon: Another
Testament of Jesus Christ. Others may try to usevtdtrdMormonmore broadly to include and refer to
those who have left the Church and formed variqlisiter groups. Such use only leads to confusion.
We are grateful for the efforts of the media taaef from using the wortMormonin a way that may
cause the public to confuse the Church with polyigeror other fundamentalist groups. Let me state
clearly that no polygamist group, including thosdling themselves fundamentalist Mormons or other
derivatives of our name, has any affiliation whatser with The Church of Jesus Christ of Latter-day
Saints.

While Mormonis not the full and correct name of the Churcld aven though it was originally
given by our detractors during our early years efspcution, it has become an acceptable nickname
when applied to members rather than the institutitfe do not need to stop using the
nameMormonwhen appropriate, but we should continue to giwpleasis to the full and correct name
of the Church itself. In other words, we shouldidvand discourage the term “Mormon Church.”

Through the years as | have filled assignmentsrarole world, | have been asked many times
if I belong to the Mormon Church. My response haerh “I am a member of the Church of Jesus
Christ. Because we believe in the Book of Mormohicl is named after an ancient American prophet-
leader and is another testament of Jesus Chrisgreveometimes called Mormons.” In every instance
this response has been well received and in fastopgned up opportunities for me to explain the
Restoration of the fulness of the gospel in thatter days.

Brothers and sisters, just think of what an impaetcan have by simply responding by using
the full name of the Church as the Lord has dedlare should do. And if you cannot immediately use
the full name, at least say, “I belong to the Chuot Jesus Christ” and later explain “of Latter-day
Saints.”

Some may ask, what about the Internet sites sudhoasmon.org as well as various Church-
initiated media campaigns? As | said, referringlemtively to members ddormonsis sometimes
appropriate. As a practical matter, those outsfdmiofaith come looking for us searching for thaim.

But once you open up Mormon.org, the proper nanthefChurch is explained on the home page, and
it appears on each additional page on the sits.imipractical to expect people to type the fulineaof
the Church when seeking to find us or when loggingo our website.

While these practicalities may continue, they sdadt keep members from using the full name
of the Church whenever possible. Let us developh#i®t within our families and our Church activitie
and our daily interactions of making it clear th&e Church of Jesus Christ of Latter-day Sainthés

name by which the Lord Himself has directed that&dnown.
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A recent opinion poll indicated that far too mangople still do not understand correctly
thatMormonrefers to members of our Church. And a majoritp@bple are still not sure that Mormons
are Christian. Even when they read of our Helpirandis work throughout the world in response to
hurricanes, earthquakes, floods, and famines,dbayot associate our humanitarian efforts withsua a
Christian organization. Surely it would be easmrthem to understand that we believe in and follow
the Savior if we referred to ourselves as membEThe Church of Jesus Christ of Latter-day Sailmts.
this way those who hear the naMermonwill come to associate that word with our revealadhe and
with people who follow Jesus Christ.

As the First Presidency asked in their letter obrbary 23, 2001: “The use of the revealed
name, The Church of Jesus Christ of Latter-day tSain , is increasingly important in our
responsibility to proclaim the name of the Savimotighout all the world. Accordingly, we ask that
when we refer to the Church we use its full nameneter possible.”

Back in 1948 at the October general conferencesidiret George Albert Smith said, “Brethren
and sisters, when you go away from here, you magdseciating with various denominations of the
world, but remember that there is only one Churchll the world that by divine command bears the
name of Jesus Christ, our Lord” (in Conference Regfct. 1948, 167).

Brothers and sisters, may we also remember thisveadeave conference today. Let our
testimonies of Him be heard and our love for Himvagls be in our hearts, | humbly pray in His name,

the Lord Jesus Christ, amen.
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Annex 2

THE WENTWORTH LETTER
By Joseph Smith
Published in the newspapeiimes and Seasons, in May, 1842

“I was born in the town of Sharon, Windsor Countyermont, on the 23rd of
December, A.D. 1805. When [l was] ten years old, payents removed to Palmyra, New York,
where we resided about four years, and from thereeemoved to the town of Manchester. My
father was a farmer and taught me the art of hudtyallVhen about fourteen years of age, | began
to reflect upon the importance of being preparedafduture state, and upon inquiring [about] the
plan of salvation, | found that there was a gréaditin religious sentiment; if | went to one sbgie
they referred me to one plan, and another to anotfaeh one pointing to his own particular creed
as thesummumbonurof perfection. Considering that all could not ght, and that God could not
be the author of so much confusion, | determinethvestigate the subject more fully, believing
that if God had a Church it would not be split appifactions, and that if He taught one society to
worship one way, and administer in one set of @wdes, He would not teach another, principles
which were diametrically opposed.

“Believing the word of God, | had confidence in tiieclaration of James—'If any of you
lack wisdom, let him ask of God, that giveth torakn liberally, and upbraideth not; and it shall be
given him.” [James 1:5.] | retired to a secret plata grove, and began to call upon the Lord; evhil
fervently engaged in supplication, my mind was taksvay from the objects with which | was
surrounded, and | was enwrapped in a heavenlyryiaod saw two glorious personages, who
exactly resembled each other in features and ldsensurrounded with a brilliant light which
eclipsed the sun at noon day. They told me thatdiious denominations were believing in
incorrect doctrines, and that none of them was awlketged of God as His Church and kingdom:
and | was expressly commanded ‘to go not after thatrthe same time receiving a promise that
the fullness of the Gospel should at some futune tbe made known unto me.

“On the evening of the 21st of September, A.D.318&hile | was praying unto God, and
endeavoring to exercise faith in the precious psasiof Scripture, on a sudden a light like that of
day, only of a far purer and more glorious appeasgaand brightness, burst into the room; indeed
the first sight was as though the house was fillgth consuming fire; the appearance produced a
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shock that affected the whole body; in a momene@gage stood before me surrounded with a
glory yet greater than that with which | was alngadrrounded. This messenger proclaimed himself
to be an angel of God, sent to bring the joyfulngd that the covenant which God made with
ancient Israel was at hand to be fulfilled, that greparatory work for the second coming of the
Messiah was speedily to commence, that the timeatvhand for the Gospel in all its fullness to be
preached in power, unto all nations that a peoptghtbe prepared for the Millennial reign. | was
informed that | was chosen to be an instrumentehands of God to bring about some of His
purposes in this glorious dispensation.

“l was also informed concerning the aboriginal ibit@nts of this country and shown who
they were, and from whence they came; a brief Bketaheir origin, progress, civilization, laws,
governments, of their righteousness and iniquityl #ne blessings of God being finally withdrawn
from them as a people, was made known unto meslalgo told where were deposited some plates
on which were engraven an abridgment of the recofdbe ancient Prophets that had existed on
this continent. The angel appeared to me threestiime same night and unfolded the same things.
After having received many visits from the angdiscod unfolding the majesty and glory of the
events that should transpire in the last dayshenntorning of the 22nd of September, A.D.1827,
the angel of the Lord delivered the records intohagds.

“These records were engraven on plates which hadypipearance of gold; each plate was
six inches wide and eight inches long, and notegsitt thick as common tin. They were filled with
engravings, in Egyptian characters, and bound heget a volume as the leaves of a book, with
three rings running through the whole. The volunas\womething near six inches in thickness, a
part of which was sealed. The characters on thealed part were small, and beautifully engraved.
The whole book exhibited many marks of antiquitytenconstruction, and much skill in the art of
engraving. With the records was found a curiousrunsent, which the ancients called ‘Urim and
Thummim,” which consisted of two transparent stoseisin the rim of a bow fastened to a breast
plate. Through the medium of the Urim and Thummitrahslated the record by the gift and power
of God.

“... This book ... tells us that our Savior made Hipegrance upon this continent after
His resurrection; that He planted the Gospel heralli its fulness, and richness, and power, and
blessing; that they had Apostles, Prophets, Pasteachers, and Evangelists, the same order, the
same priesthood, the same ordinances, gifts, powaedsblessings, as were enjoyed on the eastern
continent; that the people were cut off in consegeeof their transgressions; that the last of their
prophets who existed among them was commanded ite am abridgment of their prophecies,

history, etc., and to hide it up in the earth, dhdt it should come forth and be united with
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the Bible for the accomplishment of the purposessofl in the last days. For a more particular
account | would refer to the Book of Mormon, whicdn be purchased at Nauvoo, or from any of
our Traveling Elders.

“As soon as the news of this discovery was madevkndalse reports, misrepresentation
and slander flew, as on the wings of the wind varg direction; the house was frequently beset by
mobs and evil designing persons. Several timessishat at, and very narrowly escaped, and every
device was made use of to get the plates away mnerrbut the power and blessing of God attended
me, and several began to believe my testimony.

“On the 6th of April, 1830, the ‘Church of JesusriSt of Latter-day Saints’ was first
organized in the town of Fayette, Seneca counate sif New York. Some few were called and
ordained by the Spirit of revelation and propheayd began to preach as the Spirit gave them
utterance, and though weak, yet were they strengthdy the power of God, and many were
brought to repentance, were immersed in the wated, were filled with the Holy Ghost by
the laying on of hands. They saw visions and prsiglae devils were cast out, and the sick healed
by the laying on of hands. From that time the waorked forth with astonishing rapidity, and
churches were soon formed in the states of New ,YBennsylvania, Ohio, Indiana, lllinois, and
Missouri; in the last named state a consideraliteesgent was formed in Jackson county: numbers
joined the Church and we were increasing rapidlg; made large purchases of land, our farms
teemed with plenty, and peace and happiness wgogeehin our domestic circle, and throughout
our neighborhood; but as we could not associatk autr neighbors (who were, many of them, of
the basest of men, and had fled from the facewlizg@d society, to the frontier country to escape
the hand of justice,) in their midnight revels,ith®abbath breaking, horse racing and gambling;
they commenced at first to ridicule, then to pemsecand finally an organized mob assembled and
burned our houses, tarred and feathered and whippeg of our brethren, and finally, contrary to
law, justice and humanity, drove them from theibitetions; who, houseless and homeless, had to
wander on the bleak prairies till the children lgfé tracks of their blood on the prairie. Thiskoo
place in the month of November, and they had neratbvering but the canopy of heaven, in this
inclement season of the year; this proceeding wiakea at by the government, and although we
had warranty deeds for our land, and had violatethw, we could obtain no redress.

“There were many sick, who were thus inhumanly @riirom their houses, and had to
endure all this abuse and to seek homes wherecindyg be found. The result was, that a great
many of them being deprived of the comforts of,lé&d the necessary attendances, died; many
children were left orphans, wives [were left] widgwand husbands, widowers; our farms were

taken possession of by the mob, many thousandattké,csheep, horses and hogs were taken, and
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our household goods, store goods, and printingspaesl type were broken, taken, or otherwise
destroyed.

“Many of our brethren removed to Clay county, whéney continued until 1836, three
years; there was no violence offered, but thereewleeatenings of violence. But in the summer of
1836 these threatenings began to assume a mooeiséorm, from threats, public meetings were
called, resolutions were passed, vengeance andudist were threatened, and affairs again
assumed a fearful attitude; Jackson county wadfi@ient precedent, and as the authorities in that
county did not interfere, they [the Clay county heurtties] boasted that they would not in this;
which on application to the authorities we found®&too true, and after much privation and loss of
property, we were again driven from our homes.

“We next settled in Caldwell and Daviess countishere we made large and extensive
settlements, thinking to free ourselves from thevgroof oppression, by settling in new counties,
with very few inhabitants in them; but here we weo allowed to live in peace, but in 1838 we
were again attacked by mobs, an exterminating amdsrissued by Governor Boggs, and under the
sanction of law, an organized banditti ranged tghothe country, robbed us of our cattle, sheep,
hogs, etc., many of our people were murdered inl ¢dbod, the chastity of our women was
violated, and we were forced to sign away our priype the point of the sword; and after enduring
every indignity that could be heaped upon us bynéwaman, ungodly band of marauders, from
twelve to fifteen thousand souls, men, women, dnldlien, were driven from their own firesides,
and from lands to which they had warranty deedsséless, friendless, and homeless (in the depths
of winter) to wander as exiles on the earth, aaek an asylum in a more genial clime, and among
a less barbarous people. Many sickened and diednsequence of the cold and hardships they had
to endure; many wives were left widows, and chitdpe@ere left] orphans, and destitute. It would
take more time than is allotted me here to desdfilgeinjustice, the wrongs, the murders, the
bloodshed, the theft, misery and woe that have baased by the barbarous, inhuman, and lawless
proceedings of the state of Missouri.

“In the situation before alluded to, we arrivedhe state of lllinois in 1839, where we found
a hospitable people and a friendly home: a peogie were willing to be governed by the
principles of law and humanity. We have commencetuild a city called ‘Nauvoo,’ in Hancock
county. We number from six to eight thousand hieesjdes vast numbers in the county around, and
in almost every county of the state. We have adityrter granted us, and charter for a Legion, the
troops of which now number 1,500. We have alsoaatehfor a University, for an Agricultural and
Manufacturing Society, have our own laws and adstriaiors, and possess all the privileges that

other free and enlightened citizens enjoy.
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“Persecution has not stopped the progress of thuthhas only added fuel to the flame, it
has spread with increasing rapidity. Proud of tiese which they have espoused, and conscious of
our innocence, and of the truth of their systemidatncalumny and reproach, have the Elders of
this Church gone forth, and planted the Gospelrroat every state in the Union; it has penetrated
our cities, it has spread over our villages, ansl ¢eused thousands of our intelligent, noble, and
patriotic citizens to obey its divine mandates, badjoverned by its sacred truths. It has alscasipre
into England, Ireland, Scotland, and Wales, whieréhe year 1840, a few of our missionaries were
sent, and over five thousand joined the Standartrath; there are numbers now joining in every
land.

“Our missionaries are going forth to different oas, and in Germany, Palestine, New
Holland [Australia], the East Indies, and othercps the Standard of Truth has been erected; no
unhallowed hand can stop the work from progresspegsecutions may rage, mobs may combine,
armies may assemble, calumny may defame, but titte &f God will go forth boldly, nobly, and
independent, till it has penetrated every contineisited every clime, swept every country, and
sounded in every ear, till the purposes of Godldielaccomplished, and the Great Jehovah shall
say the work is done.

“We believe in God the eternal Father, and in $ti® Jesus Christ, and in the Holy Ghost.

“We believe that men will be punished for their ogins, and not for Adam'’s transgression.

“We believe that through the atonement of Christrelnkind may be saved by obedience to
the laws and ordinances of the Gospel.

“We believe that the first principle and ordinancéghe Gospel are: (1) Faith in the Lord
Jesus Christ; (2) Repentance; (3) Baptism by imioerf®r the remission of sins; (4) Laying on of
hands for the gift of the Holy Ghost.

“We believe that a man must be called of God bypexy and by the laying on of hands,
by those who are in authority, to preach the Goapdladminister in the ordinances thereof.

“We believe in the same organization that existedhe primitive Church, viz.: apostles,
prophets, pastors, teachers, evangelists, etc.

“We believe in the gift of tongues, prophecy, reiln, visions, healing, interpretation of
tongues, etc.

“We believe the Bible to be the word of God, asdarit is translated correctly; we also
believe the Book of Mormon to be the word of God.

“We believe all that God has revealed, all thatddes now reveal, and we believe that He

will yet reveal many great and important thingstaeing to the kingdom of God.
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“We believe in the literal gathering of Israel aimdthe restoration of the Ten Tribes; that
Zion will be built upon this [the American] contimie that Christ will reign personally upon the
earth; and that the earth will be renewed and vedés paradisiacal glory.

“We claim the privilege of worshiping Almighty Gaatcording to the dictates of our own
conscience, and allow all men the same privilegtethem worship how, where, or what they may.

“We believe in being subject to kings, presidemtders and magistrates, in obeying,
honoring, and sustaining the law.

“We believe in being honest, true, chaste, benenphldrtuous, and in doing good &bl
men;indeed we may say that we follow the admonitioPatil, We believe all things, we hope all
things, we have endured many things, and hope @bl@eto endure all things. If there is anything
virtuous, lovely, or of good report, or praisewgrtive seek after these things.

“Respectfully, etc.,

“*JOSEPH SMITH.”
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Annex 3

M ORMON FILMMAKERS HOPING UTAH CAN BE A WHOLESOME HOLLYWOOD
By Debbie Hummel
The Seattle Times, November 6, 2005

OREM, Utah — After almost five years of making mewifor Mormons, the group of
filmmakers who were part of the genre's most gmiiroduction studio are branching out with
projects that leave the church jokes behind withitbpes of engaging a broader audience.

And they want to do it in their own backyard. Coulthh become a "Mollywood" of sorts
— a family focused, film-making Mecca that stiltees to Molly Mormons, the nickname given to
those who embrace the faith's clean-cut morality?

If filmmaker Richard Dutcher started it all with 8@'s Army,"” his 2000 film about
missionaries for The Church of Jesus Christ ofdratiay Saints in Los Angeles, Dave Hunter and
Kurt Hale perfected it. The two formed Halestorntdttainment in 2001 and went on to release a
string of movies over the last four years, mosthmedies, aimed exclusively at a Mormon
audience.

Members of the LDS church are discouraged from mmagcR-rated films.

Halestorm's films are made with small budgets Hrat easily reclaimed by screening in
states such as Utah, Arizona and Idaho, whererafisant number of the population belongs to
the Mormon church. DVD sales of the movies are wlieey make their money, they said.

While Hale says the niche possibilities are endles&here are three or four great stories
on my desk right now ... a Mormon horror comedy@mon musical" — Hunter and Hale are
ready to develop a broader, commercial base andbentayn Utah into a wholesome Hollywood
along the way.

Their company has captured the attention of magpiciure industry insiders by shooting
films for $400,000 to $500,000 and making doubldriple that back. But that seems to be the
ceiling.

The company also has been an incubator for othemfakers, including Jared Hess, who
had a breakaway hit in "Napoleon Dynamite" lastryea

"We're done engaging the Mormon audience,” Hurdéat. Added Hale: "There's just not
enough Mormons."
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Early next year, Halestorm plans to move into arion production studio with 46,000
square feet of space that will house all of itsce, production and distribution, as well as two
large sound stages.

"We'll be able to do a film from beginning to emdtihe studio,” Hunter said.

They hope the studio, combined with Utah's unigeeggaphy, will draw one big outside
production each year. Within an hour of the studiarew could be filming on desolate salt flats,
sand dunes, mountains or dense forests, and jdistea-hour drive away is Utah's red rock
country.

While Halestorm will remain true to its family fndly ethic, it won't monitor what other
film producers want to do.

"To have a censor board to read scripts and apgrmeuctions, that would not only be
damaging to us, it would be damaging to the statétah,” Hunter said.

Marketing to the Mormon niche has boomed recemtigyiding the devout with ample
entertainment focused on their faith, including ETWork and the Glory" trilogy bankrolled in
part by Utah Jazz owner Larry Miller. Its secondtaiiment had a nationwide release last
weekend.

A sampling of plots from Halestorm movies includeomantic comedy set in a singles'
congregation of the church, the trials and tribate of a young man back from his two-year
proselytizing mission and a spoof about a fictiddarmon boy band.

Halestorm begins its foray into the mainstream whi upcoming release "Church Ball," a
farce about how viciously competitive Mormon chutmdsketball leagues can be. It has a more
recognizable cast, including Fred Willard and G@ogleman, and the religious denomination of
the church players is obscured.

Halestorm deserves a lot of credit for finding aedeloping a niche market, said Jason E.
Squire, an instructor of cinema practice at theversity of Southern California's School of
Cinema-Television.

He said such films as "Napoleon Dynamite" and "Mig Brat Greek Wedding" are
examples of how to break out of that niche whilgniy to maintain a certain ethic. "It doesn't
matter what kind of movie it is. What matters iptcaing the audience's imagination,” he said.

Other filmmakers who have ties to Halestorm, akd Hale and Hunter were in the film
program at church-owned Brigham Young Universigydigone on to their own successes outside
of strictly Mormon plot lines.

Ryan Little was a director of photography for mariyhe Halestorm movies and struck out

on his own to direct "Saints and Soldiers" in 200B8e film about a band of World War Il soldiers
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during the Battle of the Bulge had some criticatcass, including awards at some small film
festivals and a nomination for an Independent Saiviard.

Little is filming an adventure film called "The Qanv Trail." The movie follows a young
boy who has inherited a belt buckle that belongeBitch Cassidy.

The director said his goals are to make movieslfesncan enjoy together and help build
the film community in the state.

While Utah has lured filmmakers to its scenic \@ssance the days of the spaghetti western,
it's never fully capitalized on its proximity to 8@&ngeles, less than two hours away by plane.

Utah lawmakers are considering increasing incestite entice more production
companies.

Mormon-genre films have made their mark on the URim Commission's revenues,
bringing in $500,000 in 2001 and more than $2 wnilllast year, said commission director Aaron
Syrett. But that's still a fraction of the moreth860 million the commission sees annually from
filming in the state.

Mark DeCarlo, the host of the Travel Channel's t&ad America" program and the star of
Halestorm's current release "Mobsters and Mormasad he enjoyed working in Utah and was
charmed by the "good, honest people” he met onséteBut to lure more productions, local
filmmakers need to have a more Hollywood-like pssfenalism, he said.

"They use a lot of friends and favors," DeCarlalsain order for it to really compete with

Hollywood you need a professional class of persath in front of and behind the scenes.”
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Annex 4

LET'S HEAR IT FOR MOLLYWOOD : FILMMAKER SAYS LDS VERSION OF 'PRIDE AND
PREJUDICE' HAS A MARKET

By Jesse Hyde

Deseret Morning News, June 212003

PROVO — Hollywood. Bollywood. Mollywood.

The first needs no explanation, the second is #ineenof India's film industry, and the third .
.. well, the third has just been born.

Mollywood is the term Jason Faller, a film produeéro recently studied at Brigham Young
University, uses to describe a new genre in LD@rhlbking — the Mormon chick flick.

"Charly" was probably the first of the kind, butllea thinks his updated version of the Jane
Austen classic "Pride and Prejudice" will be anreligger smash.

"It's not an inside Mormon joke. It has a markétjller said. " 'Pride and Prejudice’ has a
huge following. It's kind of like 'Star Wars' foomen."

And that's why Fuller thinks his film will not onlplease "Molly Mormons" across the
Wasatch Front but fans of the book everywhere.

In Fuller's version of the beloved classic, thdisgtis Utah's frenzied dating scene instead
of the English countryside, and the girls are fB¥U roommates rather than sisters. The story
follows Elizabeth, whose resolve to remain singhiluishe graduates is tested by two courtiers:
Wickham, a smooth-talking playboy, and Darcy, asg#a businessman.

The film will feature cameo appearances by Carmasniisen of "American Idol," the
entire entourage of the Miss Utah pageant andweliDS girls who appeared on ABC's "The
Bachelor."

One night this week, Fuller's cast and crew gathatethe old Utah County correctional
facility in south Provo to film a scene in which &ham tricks a naive BYU co-ed named Lydia
into eloping with him. The actors were dressedeinar wedding clothing, and the room had been
painted in bright red and pink hues to give thmfd stylized look similar to "Down With Love" or
"Legally Blonde."

The lead actor, Orlando Seale, who has dark cwalydnd speaks with an English accent,

said he knew nothing of Mollywood before this filin.fact, he knew nothing of the LDS Church.
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Seale says the LDS culture — which encourages mgrgpoung and discourages premarital
sex — lends itself well to the story. But he sdys film is not overtly religious and should appeal
to a broad audience.

Seale also found an ironic parallel between theksamccount of Darcy's trip from London
to a small isolated English village and his ownexgnce coming to Provo from London.

"I came from a place very different than here. #swery Bohemian, very permissive, very
artistic,” Seale said. "When you arrive here yoel fike you are coming into a whole new world,
and as an outsider it's a very surreal experidhogally hits you."

Most of the actors in the film are not LDS, and I8esaid making a film with LDS
undertones has been an eye-opening experience.

"It would be a great thing if this film helped pdé®ee this is just a normal community, that

there's nothing mysterious about it," he said. ‘@se there is that (mysterious) perception.”
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Annex 5

SIMPLE GIFTS OF THE HEART
Delivered by, Lloyd D. Newell
From radio and television broadcast oMusic and the Spoken Word, program # 4021

On the bookshelf of many a reader and romantiteinovels of Jane Austen, celebrated
British author. She died in 1817 at age 41 afteintamonths of ill health with remarkable faith and
optimism. Her grave lies beneath the worn stoner ftd the massive medieval cathedral in
Winchester, England. Carved in stone is a tribotihis accomplished writer who devoted her life

to much more than writing. The words read:

“In Memory of Jane Austen. . ..

She departed this Life . . .after a long illness
supported with the patience and the hopes of asiian.
The benevolence of her heart, the sweetness oéimgrer,
and the extraordinary endowments of her mind

obtained the regard of all who knew her,

and the warmest love of her intimate connections."

Jane Austen’s gift for writing made her famous, et family remembered her simpler
gifts—her friendship, her personal strength, herdyess and kindness. Other graves lie nearby,
with tributes telling of one person’s accomplishin@rbattle and another’s great contributions to
society. But Jane Austen’s uses words bkaevolence, sweetneasdwarmest loveo
memorialize a woman who nurtured those close tpgrered their contributions, and was a trusted

and treasured friend.

What will be said of us? Will our legacy too beasered in the simple gifts of the heart?
Will such qualities as charity, tenderness, andueantte be found in our hearts and someday carved
in stone? We write our own memorials with our livEach new day is a new opportunity to choose

what our legacy will be.
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Annex 6

TO QUIETLY SERVE
Delivered by Lloyd D. Newell
From radio and television broadcast oMusic and the Spoken Word, program # 4066

In her endearing novélride and Prejudicebeloved author Jane Austen writes of a fictional
clergyman, “Mr. Collins is a conceited, pompoustroa-minded, silly man,” with “a very good
opinion of himself.” For all his pretensions to fgieMr. Collins does nothing in the novel to bless
or help others; rather, he takes every opportunityelittle those of a lower social standing, aed h
advises the father of a wayward daughter to “thodfayour unworthy child from your affection for
ever, and leave her to reap the fruits of her omindus offence.*

Such overblown self-righteousness reminds us tiadet who really are good and who do
the most good for others do so quietly. They devéar their goodness like a medal and call
attention to their acts of charity or even bravémyfact they usually prefer anonymity, contenteb
gratitude in the hearts of others be the only magnirto their service.

Mother Teresa, who spent her life serving the pstooéthe poor and doing good to all she
met, felt no need to promote herself. When prafsetier work, she said, “I'm just a little penail i
[God’s] hand.? She believed that “there should be less talk” mwde action. “Take a broom and
clean someone’s house,” she taught. “That saysgtnSu

Those who leave a legacy of good deeds generalig e limelight. They would rather
modestly push a broom, or quietly bind up a wowrdend a private shoulder to cry on than bask
in adulation. The kindest actions and the best lgeape often unheralded by the clamorous and
cynical public. Instead they receive the highestdms from those whose opinion really matters—
from the people they serve and from God, who “seetfecret.”

! (2003), 133, 69, 282.

’No Greater Lovg1997), 53.

3In The Joy in Loving: A Guide to Daily Livingpmp. Jaya Chaliha and Edward Le Joly (1996), 390.
*Matthew 6:4.
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Annex 7/

Excerpts from The pink bible, as found in the movieThe booklet was written for the
movie by Brandon Mull, under the pseudonym Maren M.Jepson.

Introduction

Every woman pursues men in different ways, and ingles strategy stands supreme. Each
huntress has different specialties and strengths. plurpose of this manual is not to spoon-feed
every conceivable technique relevant to securingreyjagement ring - if those methods were listed
in their entirety, all the libraries of the worldwd not contain the books that would be written.
Instead, this handbook establishes the basic cts\gep must master in order to become an active
participant in the hunt. For some this will be duahle review. For others it will serve as an
essential introduction to the art of capturing mateention. Remember, all of the principles
contained herein can only be perfected throughlydsiripture study” and individual adaptation.
Welcome to the hunt.

Man: a species apart

A huntress must understand her quarry. The firstake made by inexperienced women on the
hunt is to treat men as equals. Men are simpldunes If you deal with them as equals, they will
become frightened and confused.

The key to the hunt is convincing the man he isabgressor. He will be yours only after he
believes he has caught you. If your quarry realpesare stalking him, all is lost.

Some of the differences between men and women aresb appreciated by comparison
Men gawk. Women glance.

Men brood. Women discuss.

Men count. Women calculate.

Men forget. Women remember.

Men dance poorly. Women dance well.

Men scowl when angered. Women smile.

Men want to get bigger. Women want to get smaller.

Men get angry. Women get even.

(--)

Stalking your prey

Men can be found virtually anywhere. Accordinglye tclever huntress always looks her best.
You never know when big game might cross your pBth.not limit your vision by only hunting
men at clubs or social events. Sometimes the basé po ensnare a husband is a less predictable
location, where you can move in while their guardowered. Classrooms, health clubs, gun shops,
rodeos — the options are endless.
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For example, single men do their own shopping. Timdes the supermarket an ideal hunting
ground. Men love to eat. If they associate you wathd, it might help you get added to the menu.
Do not forget the importance of first impressioayRttention to what your cart says about you.

To arouse the male’s romantic interest, fill your art with the following items:

* Any fruit which may be easily fed to a partner, lsas grapes or berries.

» Pineapples, kiwis, or coconuts. These will make g@em exotic.

« Vegetables. Men rarely buy vegetables, so theymalke you seem mysterious.

* Flour, sugar, and baking powder. These creatdltis#on you can cook.

» Bottled water. It makes you seem athletic.

e Gum. It implies fresh breath. Avoid mouthwash, whimplies you have a problem.

» Steaks. If men think you will provide them with ks, your foot is already in the door.
* Never put feminine hygiene products in your cadt them through the internet.

(...)

Sorting the catch

The seasoned huntress can afford to be selecthaereTare many fish in the sea, but very few
are keepers. In the end, the limit is one, so ohaasefully. All tastes are different, but here are
some guidelines.

Good looks are not the only qualification for aping husband. Do not forget popularity,
money, clothes and car.

Nerdy men can be a pain, but they are easy to eatdhwill usually support you.

Avoid fixating on how much money a guy has. Devegeial attention to his earning potential
and the economic status of his family.

Some guys try to seem cool. Do not be fooled. Thia pathetic attempt at misdirection. No
guy has ever been cool, no guy will ever be coehdath the facade, all guys are like your dad.

All husbands were once goofy single guys. Make sore have properly examined, weighed
and measured every specimen before throwing hirk. li2an’t let a good one slip through he net.

(...)

The art of camouflage

For a hunter to get near enough to make a killnhist become invisible. A huntress seeking a
husband should attract loads of attention, whiteng their true nature.

Sell the dream, not the reality.

You wear makeup because the illusion of rosy cheekklong lashes is more important than
how you really look. This is the same idea.

Men don’t marry realities. They marry fantasiesnmce and reality cannot coexist.

Only let him see you at your best. Keep your reaspnality hidden. Never complain, and he’ll
assume nothing bothers you. Never act sad, anbifm@gine you're always happy. Never mention
your ambitions, and he’ll figure you're a pushovBy. the time he discovers it was all a mirage, it
will be too late.
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Bagging big game

Single men see life as a buffet. To appease tmjirattention spans they move from treat to
treat. You must become the only item on the merald His attention with teasing. Offer samples
of affection, but no meals. Kiss his face but nistlips. Keep him off-balance. Leave him wanting
more, and he’ll always be back.

Once you have a relationship with your quarry, mdeehim feel he has your total devotion
until after your wedding day. As soon as he thinksvon your heart, he will begin to lose interest.
Men want what they can’t have. If you want him ® yours forever, keep him insecure. He must
believe that the only way he can ever truly posgessis through marriage. Men need to feel they
have married someone out of their league, so yast appear unattainable.

Never initiate a conversation about your relatiopskVhoever starts that kind of discussion is
stuck in the weak position. For maximum effectt@nel you never realize you had a relationship.

Trophy husband

At last the happy day arrives. Months of meticulgakulation finally culminate as your prey
voluntarily enters into a contract to care for ywways. Everyone comments that you look radiant.
It is because you are reveling in your triumph.

The victorious huntress has not killed her preye $las harnessed him. If she continues to
employ subtlety and guile, she can steer him likeafor the rest of her life. And on her wedding
day, she smiles inwardly as the oblivious ox rejeihis conquest.

After the honeymoon a new chapter of duplicity amtigue commences — a lifelong contest
even more intricate than the hunt. But that, myspeative brides, is another story.

119



