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Abstract

The aim of this thesis is to define how transfenfrthe original writing of Edgar
Allan Poe into a comic book can harm or complentleatsource. Th€lassics lllustrated
adaptations of the original short stories and poeynBoe were used as a case study in this
thesis.

Currently more than two hundred comic book adaptatof Poe's writing exist. The
number of scholarly works that study those speeifiaptations however, remains very
limited. This thesis attempts to partially fill theoid.

This thesis first presents the taxonomy of theicemmedium which is necessary for
a further work on comic book adaptations. In thed®e and the Third Chapters the original
and modern comic book adaptations of Poe's wokksiaalyzed and compared when
applicable.

This analysis reveals important aspects of trangatied of the classic literature into
a comic book which can potentially harm or completitbe source. Those aspects can either
amplify and enhance the original message of thecepor oversimplify it. The results also
show that the development of the comics mediuneimegal brought an improvement in
quality of comic book adaptations. However, it isrthh noting that both the original and the

modern series contain successful and unsuccesiHptations.

Key words: comic book adaptation, Edgar Allan Rolassics lllustratedAdaptation

Studies, transmediation, Comics Studies
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Introduction

"Edgar Allan Poe...was the father of the detediile, and...I fail to see how his
followers can find any fresh ground which they canfidently call their own"
Sir Arthur Conan Doyle

Preface tcAdventures of Sherlock Holmes

Sir Arthur Conan Doyle's words can make creatoligmmimerable Edgar Allan Poe
adaptations feel uncomfortable at best. Even ifatltdor of Sherlock Holmes considered
himself to be no more than an imitator, how cary ttlaim their works to be something more
than a simplified copy? Especially if the mediumttthey use is a comic book, which
originally was considered to be "pure junk” (Chdf2).

However, Sir Arthur Conan Doyle's words are sligimisguiding. His works and
characters are no less famous than the works dlan Poe. And, in fact, Poe also used
adaptation in his works as he was often inspiretpbyp-culture genres and sensational
current events" (Perry, Sederholm 3). Moreover,esaoritics very straightforwardly call him
a plagiarizer (Kaplan 45). However, his importafaeAmerican literature is undeniable.
Poe's strong "connection to the contemporary [Aca@ii popular culture” (Perry, Sederholm
1) is also very significant.

Edgar Allan Poe was born in 1809 and from the w&ginning his life was very
uneasy. His father left the family when Poe was y@ars old and his mother died a year
later. An orphaned Poe was adopted by a family fRosammond, Virginia. Edgar did not
manage to establish a good relationship with hig faenily, because they "provided rather
material comfort than attention and warmth" (Sikian 1). Poe was a talented student,
especially learning languages like Latin and Fremt#heven joined the University of
Virginia, but left after the first year of studydsise of its "dissolute atmosphere" (2). After
leaving the University he joined the United StaAesy in Boston and received "the highest
possible rank for noncommissioned officer” (2),d&amnt Major. He even tried to proceed
with his service in West Point, where his stepdatielped him to enter (they shortly
reunited after the death of Poe's step-mother).d¥ew he left West Point shortly after the
remarriage of his step-father, who decided to bidaéll relations with Poe.

After that he started to live with his aunt, Ma@lemm, and her daughter, Virginia.

Edgar fell in love with his cousin and they got nett, even though Virginia was "barely
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past the age of thirteen" (3). After the marridge family moved to Philadelphia and Poe
started to work for literary magazines. At the saime he was working on his own writing
and wroteThe Fall of the House of Ushérhe Gold-BugThe Murders in the Rue Morgue
and others.

Even though Poe became quite popular, especiadly pdiblication ofThe Ravenhe
"barely scratched out a living from his writing")(& he situation was heavily intensified by
his addiction to alcohol and the mortal diseasei®beloved wife. Virginia had been
struggling with tuberculosis for several years, ¢hdtnot manage to fight it and died in 1847.

After Virginia's death Edgar Allan Poe was involvadelationships with several
women, as he presumably was trying "franticallgtebilize himself by remarrying” (5).
Poe's mental instability was severely intensifigcltohol and drug addiction. Nevertheless,
Poe managed to engage himself to Elmira Sheltomofvhe had courted during his
adolescence" (5). Unfortunately, their marriage ne&ger meant to happen because of Poe's
untimely death. The circumstances of Poe's deatBlarounded with mysteries. The only
thing which is known for certain, is that he lefcRmond on the 27of September 1849. On
the 3° of October he was found in Baltimore in an uncamss state and was delivered to
hospital, where he died on th8 @f October 1840. What had happened between the®7
September and®of October stayed unclear, as during his last dapespital Poe was
delirious and could not explain what happened . hi

The story of Poe's life is tragic and mysteriouswidver, his contribution to
American literature in general and to the estabiisht of such literary genres as detective
and horror fiction is widely acknowledged. For exden the famous horror writer, Howard
Phillips Lovecraft, stated that the "bizarre cortaeys, so awkward in unskillful hands,
become under Poe's spell living and convincingptsrto haunt our nights; and all because
the author understood so perfectly the very mecisaamd psychology of fear and
strangeness” (58).

Interestingly enough, another strong part of P@etng was the ability of the author
to collect the ideas from various sources and rentlaédm into new and popular stories. For
example,The Fall of the House of Ush&e-imagines elements from specific texts such as
Hoffmann's '‘Das Majorat,’ Warren's 'Thunder-Strumhg Clauren$he Robber's Castfeas
well as a broader array of gothic tropes" (Peredeé3holm 4). In his articles and short stories
Poe also used popular themes, which were circglatithe newspapers of the time: "balloon

! This texts are the examples of classic Gothicdttee.
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travel ("The Balloon Hoax"), unwrapping mummiesdh$ Words with a Mummy"),
lionizing military heroes ("The Man Who Was Used")Jgnd-of-the-world prophecies
("The Conversation Of Erios and Charmion"), the f&fabeing buried alive ("The Premature
Burial"), dying scenes ("Ligeia"), mesmerism ("Me=io Revelation™), and public
fascination with Antarcticalihe Narrative of Arthur Gordon Pyin(2-3).

In other words, as Poe's writing is an independeank, an adaptation also does not
always become a copycat version of an original wAdaptation is an independent artwork,
which reinterprets and recreates a work (or woblysanother author. One of the main
features of adaptation is that it acknowledgeg¢i@erpretation of the source (Hutcheon
1.8). Moreover, an adaptation can bring "repetitigt variation” (1.4), as an audience can
enjoy an altered version of the source. And, ofseuadaptations not only "make simplified
selections [of the source], they also amplify axtlagolate; they make analogies; they
critiqgue or show their respect” (1.3), and theypafgroduce the original writing to a new
audience.

It is also obvious though that transmediatibas its own particularities and
sometimes even difficulties. And the main questhow transfer from the original short
stories and poems into comic books can complenremaron Edgar Allan Poe's horror and
detective writing.

Edgar Allan Poe's fiction is a very popular sounreadapters. His poems and short
stories have been adapted into movies, comic ba@oksyation series episodeshge
Simpsonk and songs. It could be suggested that not delaty works attract the adapters,
but also "Poe himself, who certainly possessed nofithe depression, sensitiveness, mad
aspiration, loneliness, and extravagant freakissingovecraft 59), was a very interesting
person for them. The melancholic circumstancegslife and death turned him into a
"ready-made literary legend” (Perry, Sederholm 1).

As mentioned before, until quite recently, all ksnaf adaptations of classic literature
were considered to be "secondary, derivative" (Heno 1.2) or even "culturally inferior”
(Naremore qtd. in Hutcheon 1.2). The field of Addjon Studies started to appear about
twenty years ago and since then has developed sjgitdéicantly. One of the most important
books in the field of Adaptation Studies is the kvby Linda Hutcheo® Theory of
Adaptation which provides a detailed overview of the proagfssdaptation, emphasizing the
omnipresence of adaptations in the contemporatyreulAs she puts it "adaptations are

2 A transfer from one medium to another.
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everywhere today: on the television and movie sgree the musical and dramatic stage, on
the Internet, in novels and comic books, in yowarest theme park and video arcade" (1.1).
Unfortunately, she also mentions that "most ofvtloek done on adaptation has been carried
out on cinematic transpositions of literature"ifxieaving adaptations in other media outside
the field of research. It is interesting that etleough Hutcheon's work itself tries to build on
a broad range of media, contemporary researchaestbt, "while acknowledging the
multitude of the adaptation banner, many scholansieg from literature studies nevertheless
continue to explore the novel-to-screen adaptafigmihn, Gjelsvik, Hanssen 7).

As result of neglect, the study of comic book adtaphs ended up in a situation
which was even worse than Adaptation Studies ireggnNot only were adaptations
regarded as derivative, but the medilitself was considered to be low culture or "chsldi
(Duncan, Smith 177) until the end of the twentietntury.

The situation started to change slowly when thst ficholarly works on Comics
Studies started to appear. However, the theordtaalework for research on these specific
adaptations has not been established yet. Itesdasting that even Comics Studies scholars
rarely consider adaptations in their works. Theljelve that the comic book industry is
divided in two categories which consist of 90 pemtanainstream "rubbish” (for example,
vast majority of superheroes titles) and ten pat oéprogressive works that are exploring
the possibilities of the comics medium (for exampaus: A Survivor's Talby Art
Spiegelman oWatchmerby Alan Moore). Still it remains unclear where ptddions fit in
this spectrum.

As mentioned before, comic books were considerdskt@pure junk” until quite
recently. However, comics evolved from simple stigmd cartoons to full scale graphic
novels by the beginning of the twenty-first centudpwadays comics can take different
shapes and forms, presented in different art sgesconvey all kinds of story from fairy
tales to the personal stories of former Japaneserisan interneds Comics Studies has
been developing alongside the medium. The firstwesks appeared at the end of the
twentieth century. Some of them are concentratetth@nlevelopment of the medium from
comic strips in newspapers to underground comix@ikmics, Comix & Graphic Novels A
History of Comic Arby Roger Sabin a€omic Book Nation: The Transformation of Youth
Culture in Americéaby Bradford W. Wright. Other studies are focusedomics

conventions, for example, Tip@wer of comics: History, Form & Cultutey Randy Duncan

% The definition of the comics medium is treatedhia First chapter.
* SeeCitizen 1366y Miné Okubo.
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and Matthew J. Smith. The book not only brieflyaatuces the history of the medium, but it
also describes the encoding process, i.e. thepocation of the information in comics by an
artist, and the decoding process, i.e. the intéapom of artist's message by readers. One of
the most well-known scholarly works in Comics Sasis Scott McCloud's book
Understanding Comicst pays due attention to the media specific congpis of comics like
panels, word balloons, captions and layout. It &ésoses on such features of the medium as
color, balance between words and illustrationd,the particularities of time flow.

Studies of the graphic novel as an important commedium appeared very recently,
for example,The Graphic novel: An introductionritten by Jan Baetens and Hugo Frey. The
book explores the main differences between an geeramic book and a graphic novel
using the most famous as well as quite recent grajvels as case studies. It also
introduces an overview of the main theories aboutmonents of the comics medium, for
example, the theories of Benoit Peeters and Th@rognsteen about layout. It should be
mentioned that this book is one of the few studiegh considers comic book adaptations of
classic literature. It even has a distinct chaptée Graphic Novel and Literary Fiction:
Exchanges, Interplays, and Fusions", which is dgddtto the prospective of collaboration
between literature and graphic novels.

Nevertheless, the number of scholarly works on cdmbok adaptation is still very
limited. The problem of creating a comic book ad#iph that would not oversimplify the
plot and at the same time stick to the conventadriee comics genre is almost not studied
(excepting several case studies and brief articl&se cultural value of those crossovers is
likewise rarely considered. Finally, those caséistuthat do deal with adaptations mostly
describe the usefulness of those comic books ®etlucational process. For example,
literature can be turned into comics, so that caildvould not be scared away by its complex
languag& Almost all books mentioned above also either dioconsider adaptations at all, or
briefly introduce theClassics lllustratederies as an example of educational comics.

It is interesting to mention that currently there enore than two hundred Poe comic
book adaptations in existence. Only a few scholadyks address this topic. One example,
Adapting Poe: Re-Imaginings in Popular Cultusededicated to various modern Poe
adaptations, includinfihe Simpsonadaptation and heavy metal covers of Poe' s warid,

contains three brief articles on comics adaptatairi3oe's writing. One of them is a list of

® See, for example, Ada Pierce "New Books from Qlakning Classics into Comics” (Publishers Weekl$.25
51 (2009): 27-29).
® See R. Blar "Comics Draw Attention To Literature”.
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Poe's works' comics versidnshe two others are essays on a graphic novelctall
Nevermore: A Graphic Adaptation of Edgar Allan Boghort Storieand contains nine short
stories adaptatiofis

The article by Derek Parker Royal, "Sequential-PgeRecent Graphic Narrative
Adaptations of Poe", was publishedHoe Studies Journahnd it contains a broader
overview of Poe's adaptations and even brieflyttlesaipon the origin&lassics lllustrated
series. The contemporary series, however, remaisisidied.

This thesis, then, will try to fill part of this b It will study the process of adaptation
of classic texts into comic books; distinguish edets that can harm or complement the
source; and research the particulars of adaptinghand detective genres into comics, using
Classics lllustratedcomic book adaptations of Poe's works as a casg.st

Classics lllustrateds one of the most famous comic books seriessipatializes in
the adaptation of classic literature into comidse Briginal American series was published
from 1941 until 1971. The modern series was pubtish the beginning of the 1990s by the
First Comics. Unfortunately, the publishing housé Buffered financial problems and
"stopped publishing new original material" (Levin)1992. This was the reason why the
series issued only twenty-seven books and wasdldse contemporary PapercUseries
began publication in 2008. It reprints the worksHigst Comics and also translates and
reprints works of the French Publishing House, Geicourt Productions. Both original and
contemporary series published adaptations of Ra#lag, however those adaptations have
been never compared before.

This thesis consists of three chapters. The Riapter describes a specific taxonomy
of the comics medium, which is necessary for thesseguent analysis of adaptations. The
taxonomy will be based on the key texts by S. Me@|dR. Duncan, M. J. Smith, J. Baetens,
H. Frey, R. Sabin and B. W. Wright on decoding amsas an art form. The definition of the
taxonomy will help us understand what the main conemts of the comics medium are and
how they potentially influence the creation of cosnadaptations.

The second chapter is dedicated to comparisonsgihal works of Edgar Allan Poe
to their comics’ adaptations published in the orajClassics lllustratederies. The third

chapter compares modern adaptations with origirmaksvand previous adaptations when

""Comic Book and Graphic Novel Adaptations of theMs of Edgar Allan Poe: A Chronology" by M.
Thomas Inge.

8 "Picturing Poe: Contemporary Cultural ImplicatiafdNevermor& be Michelle Kay Hansen; "What Can "The
Tell-Tale Heart" Tell About Gender" by Mary J. Celis.

® An American publisher of comic books.
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applicable. In addition to original poems and slstoties written by Edgar Allan Poe and
their comic book adaptations, this chapters wilbbhsed on critical essays on Edgar Allan
Poe’s writing™® works on Adaptation Studies, books on historyhef tcomics medium, and
works on literary genres of detective and horrating .** The analysis of the case studies
will help answer several important questions siuectvlay comic books adaptations are

created, how they are created and how they can bacompliment the original writing.

1% Eric Walter CarlsoiCritical essays on Edgar Allan Pgklall, 1987), Charles Edward M&dgar Allan Poe:
a study of the short fictioffwayne, 1991), etc.

1 Jack MorgarThe Biology of Horror: Gothic Literature and Fil§Southern lllinois University Press, 2002),
Charles J. RzepKaetective Fiction(Polity Press, 2005).
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Chapter 1. Defining Taxonomy

Like any other medium, the comics genre has its conventions. This chapter will
present an overview of terms associated with tieic®medium before looking more closely

at how those elements work in comic book adaptation
1.1 Comic Strips, Comic Books and Graphic Novels

The first thing that should be addressed is thanidiein of the comics medium and its
various types. According to Scott McCloud comias ‘guxtaposed pictorial and other
images in deliberate sequence, intended to comfeymation and/or to produce an aesthetic
response in the viewer" (9). Randy Duncan and Matth. Smith in their bookhe Power of
Comicsnote that this definition is quite broad as it caner a broad scope of artworks from
comic strips to cave paintings. In order to nardmwn McCloud's definition they suggest
treating comic strip and comic books as distinanf® of a sequential art. The main
differences between them are length and methodstflition. Comic strips contain few
panels and are distributed as part of a newspalikeough in the contemporary digital world
strips are also published daily on the websiteheif creatort. Comic books are distributed
on their own in volumes and therefore contain mplétpanels.

It is interesting that Duncan and Smith do notrikethe graphic novel as a distinct
form of sequential art as they say that it "mele¢sdefinition of the comic book™ (4). They
also state that the term graphic novel was priparitented to distinguish those works from
low quality comic strips and comic books. In th&@9, even Alan Moore and Art
Spiegelman considered the term to be a mere magkeick (Baetens, Frey 1.1).

Nevertheless, it should be said that there arerakspecific features that make the
difference between graphic novels and comics cuggeificant. The first one is the aspiration
of an artist to experiment with such things astyte, layout, or size and shape of panel, etc.
The second feature is the exploration of the unenhenal within the genre of comic strips
and conventional comic book themes, such as bibgragutobiography and historical

writing, etc. In other words content of graphic atsvtends to be more "mature”, "not in the
sense of pornographic, but in the sense of 'séti@lid1). It does not mean that comic strips

and comic books do not address serious and phihbstogpics at all. This division in "high"

12 See, for example, "Garfield" or "Cyanide and Hapgs" comic strips.
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and "low art" is too restrictive. After all the wbfcomic" in the name of the medium does
not automatically presume that its content hastodmical®. However, artists of graphic
novels have an aspiration to explore and expanddheentions of the comics medium either
in form or in content and sometimes even in bothalfy, graphic novels are usually
published in a single volume format, rather thaa serial format, though this is not a strict

rule.
1.2 Specific Components of the Comics Medium

Comic strips, comic books and graphic novels harg 8pecific components that
convey information to readers: panels, word balédhought balloons, captions, and sound
effects. A panel is the spatial unit of comics, ethéncapsulates a single scene. The
traditional form of a panel is a rectangle, althoug modern comics different shapes of
panels are used. The word balloon is one of the@ ma&thods to incorporate text into comics.
Word balloons are used to carry dialogue and demdéferent shapes in order to reflect
different voice tones. Protagonists thoughts epeasented by so-called thought balloons. Its
"edge is scalloped and the tail is replaced byri@sef small circles and bubbles”
(Kannenberg qtd. in Duncan, Smith 156). Captioesused to convey background
information and sometimes the narrator's voice.cémics is a visually based medium sound

effects are also presented in a form of text (gpelfl).

Where am ) | thvee vears oo | BOOIMY

Figure 1.1 Word balloon, thoughts balloon, captem] sound effect.

As we already know comic books and graphic novetgain multiple panels. The

relationship of a "single panel to the successigmaoels, to the totality of the page, and to

13t should be admitted, of course, that comicgstethas merely entertaining "funnies". It is justogncidence
that "'comics' had already been semantically stadkat art form" (Duncan, Smith, 4) by the timge medium
became generically diversified.
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the totality of the story" (Duncan, Smith 139) antrolled by layout. We also know that the
comics is a sequential art. The word "sequencelglier, does not imply that all panels in a
comics should be of a one size and organized Iyne#rmeans that they should be organized
in such a way that the reader is not completelyus®d by its disorder.

As comics is a visually based medium, sometimisstitought that illustrations
deprive the reader of the opportunity to imagireegtory on his own (281). However, the
power of imagination is as important in comicstas in books. An artist has to decide what
information he should depict in each panel and wh#&ave out. As panels represent a
moment (or a series of moments) in time, readers tmimagine what happens between
those moments depicted in the paffelShe selection of the depicted moments, theirtjmosi
on the page, and even the size of each panel gratieis crucial to the readers’ ability to
decode the artist's message (139). Therefore fothe onost important challenges for
creators of comic books is to perform a breakdaven,'divide a narrative into single
images" (Baetens, Frey 5.26), in such way thatuayall guide the reader through a comic
book, and will not confuse or bore him (McCloud .90)

There are different theoretical approaches towtirelselationship between words,
images and layout in the comics. Jan Baetens ago Htey in their booRhe Graphic
Novel: An Introductiorpresent the theory of Peeters and Groensteerglhasitheir own
addition to these theories. It is useful to brieflgborate on both earlier theories and modern
additions to those theories because they can sefpionly identify the specific features of
certain works, but also compare those works witthedher (5.29). According to Peeters,
layout can be used conventionally, decorativelgtatically and productively. Conventional
layout presumes "systematic repetition of the saimgture and form of tier and panel,
independent of any content, style, or author” (3t&hould be noted that this type of layout
is not culturally inferior to more ambitious on&me authors, like Art Spiegelman,
consciously choose conventional layout in ordertaatistract the reader from their thematic
innovations of the graphic novel. This type of lays used for verbally driven narrative in
comics. Decorative layout, secondly, is developetpendently from the content. To that
end the artist creates an "idiosyncratic page orgéon first that is then filled in with
contents” (5.2). Rhetorical layout is subordinatéhie narrative. Its main purpose is to
expand and enhance the narrative, using layoutgesainom one page to another depending
on the content and preferred pace of the narrafire.last type of layout is the productive

14 Scott McCloud uses the term "closure” to desdtili®process.
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one. In this case layout is an important drivingcéof the narrative, as the whole story could
be constructed around one strong visual associatipattern, which the author wants to
explore or deconstruct. Baetens and Frey mentiainthiss classification is a bit restrictive as
the type of layout can be changed from one pagadther.

Thierry Groensteen proposes two pairs of qualthes can help us interpret the page
layout. Layout can be either regular in size, sr@apsumber of panels or irregular. It can also
be either discrefd or ostentatious. An ostentatious layout usualiyaets attention to the one
particular quality of itself, whereas a discretgolat stays unnoticed by the reader.

Baetens and Frey add their own qualities that expla@ analytical taxonomy for
approaching layout of comics. They propose to cemgeit "the combination of the axis
stability versus instability with the distinctiortwveen page layout and panel content” (5.28).
In other words both content and layout can be stablinstable. A stable layout presumes
preservation of the same layout (or limited amafrdonventional layouts) throughout a
comic book. Therefore unstable layout is a consthift between different types of layout.
The content of panels can be called stable whentgwe a comic book focus on the same
characters. Therefore if events in a comic booklkevaround characters that change from
one page to another, its contents can be calle@ies Even though both taxonomies of
Groensteen and Baetens/Frey are quite subjedtieg bring the "interpretive input of the
reader” (5.25).

The last type of layout that should be mentionesl splash-page, which is a "full-
page panel" (Duncan, Smith 139). It is usually useehhance an action scene, although,
they rarely play an important part in delivering story. Art Spiegelman even described
them as "pretty wallpaper, but poor storytellin§p{egelman gtd. in Duncan, Smith 140).

In addition to questions about layout, the issueashbination of pictures and words
in a comic book should be also treated, as it isrgortant feature of the medium. Each page
of a comic book contains several panels and eaodl pan contain different types of
combination of pictures and words. Scott McCloudd#s those possible combinations into
seven categories:

1) "Word specific", where pictures serve as decoratiorthe words

2) "Picture specific", where words are either absemtrovide only sound effects
for the actions

3) "Duo-specific", where words and images convey #maesmessage

> Groensteen's book was originally published in Fnemnd there he uses the French word "discret'giwisi
antonym for ostentatious (Baetens, Frey NotesTtg.English version, however, uses the word "dtstre
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4) "Additive", where pictures and words complementheaiher
5) "Parallel", where pictures and words are convegntyely different messages
6) "Montage", where words and images compose a collage
7) "Interdependent"”, where a combination of verbal @sdal elements conveys
a message which cannot be understood if one eleémertluded from the
panel. (McCloud 153-155).
The last important component of comic books thau&hbe mentioned is art style.
Even though art style is "too elusive and individiier to be fully described by the theorist
or evaluated by the critic" (Duncan, Smith 146)géeneral terms art style can be described as
a set of qualities that distinguishes works of artest (or group of artists) from another. In
other words, the "very manner in which an artistiwe a line has expressive power" (146). In
the comics medium however, not only the visual pésdtyle is important. Jan Baetens and
Hugo Frey mention that an analysis of an dstistyle should take into account not only
drawing style, but also writing style. It is impant because not only "equally rigid and
crippling use of language” (6.15) should be avojded also because the "interplay between
words and images that [would] work" (6.16) shoudddpeated.
The combination of the theories presented aboveigea strong interpretive tool
that will help us analyze both the original Clad8igstrated series, which began publishing at
the dawn of the medium, and the modern series,ndppeared after the graphic novel
revolution of the 19808
The Second and the Third Chapters are dedicatiet tanalysis of both the original
and the contemporary Classic lllustrated serieswillesee what role all components of the
comics medium have in adaptations of Edgar Allae’®works into comic books. Of course,
the form alone does not make an adaptation "gootfiamd". It should not be forgotten
however, that artistic decisions taken during trecess of adaptation could complement or

harm the original text. How exactly it can happeh e discussed in subsequent chapters.

18| this period Will Eisner'& Contract with God and Other Tenement Storfes Spiegelman'aus Frank
Miller's The Dark Knight Return®tc. were published.
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Chapter 2. The Origin&lassics lllustratedseries Adaptations of Poe

This chapter will offer an analysis of Poe adaptagithat were published in the
original Classics lllustratederies. It will allow us to understand how adaptet are created,
what kind of artistic decisions are made, and fnddow transmediation can harm or
complement the original work.

It should be mentioned that terms "complement” 'dmadm” do not entail a simplified
division into "good" and "bad" adaptations. Theg\pde tools for analysis which can help to
read and interpret adaptations as independent ikgwbhereby any aspects of adaptation
(such as change of focalization, genre, or usesoia dimension) which amplify, extend, or
highlight the original artwork's message can commglet the original artwork. If the
adaptation fails to convey or oversimplifies thessage of the original work and does not
substitute it with its own, it can certainly harhetsource.

It is worth noting that there are several aspd@s$hould be discussed at the very
beginning of a work on adaptations. The first a&delity of the adaptation to the source.
Complete fidelity to the text should not becomeitedon for the evaluation of an
adaptation. An adaptation is an independent artwudrikh is based on a work by another
author. And like any independent artwork it beamsessage that its author wants to convey.
Sometimes this message does not coincide withriaebthe source. The audience does not
just expect the repetition of their favorite novmlt also expects a "different experience"
(Leitch 63). Therefore a "lack of creativity andlisto make...[the adaptation]autonomous”
(Hutcheon 1.20) could both harm the source and radiptation unsuccessful.

The second aspect that should be mentioned isnthabst cases adaptations are
oriented to the mass market, particularly if they @ part of a series. The orientation to the
mass market does not imply a transition to vulgdow art, although it means that the
experience of readers should be more importanttti@artists' desire for self-expression. In
other words, even though mass market publisherkiguadapt and appropriate innovations
of experimental graphic novels, it is highly unlkéhat they would risk employing
experimental artists to work on their series.

Potential financial profit also plays an importaoie when it is decided what artwork
will be adapted. In order to ensure commercial ssgconly bestselling, famous or time-
tested works are usually adapted. Adapters alem aftoose artworks "that are no longer

copyrighted” (1.28) for both economic and legabkess. TheClassics lllustratederies



Vlasyuk s4444507 14

perfectly matches those conditions. Both the oaband the contemporary series adapt only
classic literary works that are in the public domai

The last thing that should be mentioned is that"antystic project...has to be
evaluated by the reader" (Baetens, Frey 5.27hdrcase of adaptations, artists should
remember that their aim is to satisfy "both knowamgl unknowing audiences" (Hutcheon
4.8). In other words, an adaptation should be @stémg and clear for those who are familiar
with the source and those who have never read it.

As we already know, the comics medium has movexh@ Way from comical strips
to graphic novels. The most notable period in tiseohy of comics was the 1930s and 1940s.
Those years brought generic diversity and wereriagbef serious change and innovation.
After the beginning of the Great depression in 192%erhero titles and crime fighting
comics became extremely popular, because audieacted/to see "strong men taking
control of their world" (Mayer gtd. in Sabin 54)y Bhe mid-1940s the popularity of action
comics diminished and publishers introduced several genres which included "westerns,
detective, crime, war, science fiction and hor(&@abin 66).

It is interesting to note that horror and mystitidds became the most controversial
and notorious ones. They contained extremely videanes like "beheadings, eviscerations,
gouged eyes" (67) and very soon became one oé#s®ns for the Comic book scare at the
end of the 1940s. In order to pacify concernedmgargublishers appealed for self-regulation
and created the Association of Comics Magazinesishaos (ACMP) and adopted a code
which ensured that comic books "met acceptabledatals for children™ (Wright 103). In
other words, the seal of approval by the ACMP guiaed that a book did not contain
extremely violent or pornographic scenes, did regict crime or criminals in sympathetic
ways and did not use vulgar language.

The 1940s also heralded a dawn for educational@or@ine of the first and the most
enduring comic book series with an educational psepvas th€lassics lllustratedseried’.

It is interesting that the main goal of those cobvoks was considered to be an introduction
of classic literature to its audience, and thereetbe ACMP's code was not covering them. At
the same time the series adapted mostly adventweds) detective and horror stories to meet
the readers' demand. The series adapted such fdithesi®f classic literature dhe Count

of Monte Cristdby Alexandre DumasThe Sign of the Foly Sir Arthur Conan Doyle, and
The Strange Case of Dr. Jekghd Mr. Hydeby Robert Louis Stevenson. The series was

" The series was launched in 1941 under the tittelagsic Comics, but in 1947 it was renamed intas€its
Illustrated.
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successful during several decades and even toddill monsidered to be iconic (Duncan,
Smith 280).

However, despite its success the series "was ribhouti critics” (280). First of all,
Classics lllustratedeceived the same type of criticism as any adaptaisually receives. Its
adapted texts were accused of infidelity to thees) and its illustrations said to "[rob the]
reader of the opportunity to visualize the storyrenwilly on his own" (281). Contemporary
comics researchers are also highly critical ofGlessics Illustratederies. Baetens and Frey
state that the series was a first attempt to mdkelge between comics and "serious"
literature, although they mention that the serres/ér managed to play a role other than that
of the model to be avoided at all costs” (6.16)dReéParker Royal, who focuses on comic
book adaptations of Edgar Allan Poe's works inrésgarch, states that the series "provide a
'safe’ or uncomplicated reading of the author, fienang more as adolescent [fiction], than as
insightful engagements with Poe’s texts" (58).

It is worth noting that the original Classic lllusted series was an assembly line: a
writer made a script, an inker drew sketches aadyneral layout, and an artist created a
final version. An adaptation was made by diffeqg@dple who sometimes were not even
credited in the book, and every member of the teasireplaceable. The whole series had a
unified drawing style as artists used soft linesinded shapes, pastel colors and realistic
images. The authors used stable, regular and thdengut as they usually combined several
types of conventional layouts. This system didleave any room for innovation and
experiment and ensured that every issue wouldtftthe concept. However, the series
managed to survive for thirty years and it evemmi@e its own fandom. The old issues are
still getting reprintetf and they were even digitized in 2012.

The main goal of this chapter will be an analysistoong and weak parts of the
original Classics lllustratechdaptations of Edgar Allan Poe texts. The firgichapter will be
dedicated to the first adaptationswhich were inetlioh collections of adaptations by various

authors.

18 Several different publishing houses like, forrypée, Classic Comic Store in the UK or PapercuthéU.S.
bought rights for reprinting the old titles of theries.
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2.1 The First Adaptations of Poe in the Classicstilated Series

The first texts written by Edgar Allan Poe whichrevéncluded in the series were
poemsAnnabel LeeandThe Bellswere printed on the last pagesidie Deerslayeby J. F.
Cooper and’he Hunchback of Notre Danhg Victor Hugo adaptations.

As the composition of poetry is based on meteméyand rhythm, there are two
main problems with the adaptation of poetry intaezs. First of all, transmediation of an
artwork sometimes presumes "subtraction and camdrdqHutcheon 1.18). In other words,
as artists of th€lassics lllustratederies had only a limited amount of space in cdromks
(because those books never had more than sixty{eagies) they had to decide which
details, characters or even subplots they wantedttout. Thereby subtraction of a poem can
be complex because it is very hard to exclude sevieEom a strophe without breaking the
rhyme. The second problem is the undesirabilityupturing the rhythmic scheme. The
beginning and the end of each strophe should l@ddmn the same page of a comics
adaptation in order to avoid a rupture.

Annabel Leas a poem about love, death and grief about tad.dé consists of six
stanzas and each stanza in adaptation has its awel. pTherefore neither rhythm nor rhyme
are broken by the layout. All illustrations of tAanabel Leadaptation could be classified as
"additive" according to Scott McCloud's classifioat Art style of illustrations fits into the
concept of the series . However, the artist usedivee phenomena to highlight changes in
the mood of the poem. At the very beginning wetaeefigures of the protagonist and
Annabel Lee walking by the sea under a clear biye Bhe moment of Annabel Lee's death
however, is accompanied by the appearance of m sfloud and a strong wind (Figure 2.1).
In general this adaptation can be called a suagessimic book adaptation. It does not bring
any innovation and looks quite old fashioned irditawing style, however, it also manages to

avoid all possible pitfalls of adapting poetry irtmmics.
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And this was the reoson thar long ago. -
In this kingdom by the sea

A wind blow out of o cloud. chilling
My beoutitul Annobel Lee

50 thor ber high-born kinsmern come
And bore her awoy trom me. = o

Yo shut ber up in & sepulecher &

i this kingdem by the sea

S,

Figure 2.1 The moment of death of Annabel Lee.a&uallLivingstoneAnnabel Legby E.A. Poe (New
York: Gilberton, 1944; print; 52; vol. 17 @lassics lllustrateyl

The Bellsis a poem about the cycle of life. Poe used ttimabulation*® as a
"concrete representation” of the "idea of deatbfonan's life on earth” (Davidson 96). The
poem has four parts, but in the adaptation itwvedeéd into three pages as the two first parts of
the novel are considerably shorter than the lass ohherefore the first page of the adaptation
is divided into two panels, whereas the other tveosplash-pages. lllustrations of the first
and the last pages are additive and representdtages of life: childhood, marriage and
death. The illustration on the second page isdefgendent with the text. It represents the
fast currents of life, and depicts fire which com&s screaming people, buildings and objects
such as a clock and a calendar. The drawing sfyleecsecond page is also considerably
different. On the first and the last page the ased soft lines, pastel colors and realistic
images whereas on the second page he used shacpoakdd lines, contrasting colors and
depicted people with frozen expressions of horrotheir faces (see fig. 2.2). This
surrealistic representation of the "tale of teri@te,The BellsA3) represents the
culmination of the poem and stands out as an exaof@ more ambitious art style when
compared to the other illustrations in bdthe BellsandAnnabel Leadaptations. It is
interesting that the first and the last pages lomhksiderably weaker than the second one. It
creates a misbalance between pages, becausehewgh the second page depicts the
culmination of the poem, the relatively poor quabf the other pages does not match the
outstanding performance of the second page. Nealegs, thd he Bellsadaptation can also
be called successful. It manages not only to agoténtial pitfalls, but it also partly

intensifies and enhances the message of the source.

¥ The word "tintinnabulation" was invented by Edgdlan Poe and it was used in the poem "The Bebs'tfie
first time.
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Heer the loud dlarumebells-
. ' Brazen bells!
N What o taje of terror, naw, their turbulency fell.
‘In the startled ear of night
How they scream out their afiright!
* Tea much horrified 1o speak,
They can only shriek. illnqk
Owu? of tune,
In & cloamorous appealing to ma mercy of the fire,
In'a mad expostulation with the deof and frantic firgs
. Leaping higher, higher, 'higher,
l'h o desperate desire;
And a resolute endeovor
,-é? Now-now to sit, or never
the side of the pale- futed moon.
(57  Oh, the bells, bells, bellg
! What a rale their terror tells

Of Despair! ;
How they clang, ond clash, and roarl
What a horror they outpour ]
©n the bosom of the palpitating air!
Yet the ear, it fully knows,
By the twanging,
And the clanging
How the danger ebbs and flows; | h
Yet the ear distinctly tells,
In the jangling
And the wrangling.
‘How the danger sinks and swells,
sinking or the swelling in the onger of the bells-
Of the bells,-
Of thé bells, befls, bells, bells,
sl

Bells, bell

-
clamar u&llh- clangor of rh- belist

Figure 2.2 The third part dthe Bellsrepresents the unstoppable flow of time. Thetarisnaged to
depict horror and despair that brings the awareofsaman mortality. Louis Zanskyhe Bellsby E.A. Poe
(New York: Gilberton, 1944; print; 57; vol. 18 6fassics Illustratefl

The third adaptation of a work by Edgar Allan Paeswhe adaptation dhe Murders
in the Rue Morgugvhich was published in ti&2Famous Mysteriesollection.The Murders
in the Rue Morgugvas the first short story in the cycle about thr&aseur detective C.
Auguste Dupin. The story is told by an unnamed-fierson narrator. In the story Dupin and
his friend solve the mystery of the double murdeviadame L'Espanaye and her daughter.
Because in Poe's work the murderer had an unusigad and slurred speech, possessed
superhuman strength and because non-human hafowas in the palm of one of the
victims, Dupin concluded that the murderer was@uarang-Outang" (Po&he Murders
133). At the end, the animal was caught by its awaaailor, and sold to a zoo.

In the story Poe applied certain rules from thesiladetection literary genre. First of
all, he creates a mystery. Secondly, he providesscglso the reader has an opportunity to
solve the mystery and finally, Dupin has a sidekitio provides readers with access to all
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information available to the detective. Instea@xblaining his observations and conclusions
to the reader, the detective usually answers tlestmns of his sidekick. It preserves the
"feeling of intimacy" (Rzepka 77), but at the satinge gives the reader an opportunity to
solve the crime on his own. The only rule of clagi®@tection that Poe breaks is the use of
deus ex machindn a detective story the criminal should "[playinore or less prominent
part in the story" (Wright gtd. in Rzepka 14) ahd mystery should have a logical solution.
In The Murders in the Rue Morgugoweverthe murderer appears only at the end of the
story.

TheClassics lllustratecadaptation consists of ten pages and starts véfhesh-page
which introduces Dupin and his friend and setssttene. It also gives the reader a hint who
the murderer is. The image of a giant shadow oméileforeshadows that protagonists will
have to fight with a monster of some kind. The atgldecide to exclude first-person
narration from the adaptation, but they also doimmorporate the voice of the third-person
narrator. The reader, therefore, becomes a meotaspeof the adventures of Dupin and his
friend, who was named after Poe in the adaptation.

The notable disadvantage of this adaptation isitltktes not provide the reader with
any clues. In the source version the culprit da#sappear in the story until the very end,
however the author provides the reader with thescthat can help him understand that the
murderer is not human. In the adaptation two ingurtlues were left out, namely, the voice
of the murderer and hairs clenched in the palnmefictim. It becomes unclear how Dupin
guessed that the murderer was the "ape”.

In addition, the adaptation changed the endingp@ftory. In the original story the
animal was not punished for its deed, whereasarattaptation Dupin personally shoots the
"killer ape". The artist decide to turn this fighto an action scene. They mostly use duo-
specific, additive or interdependent illustratieghsoughout the story. The last fight between
Dupin and the animal, however, is depicted in petgpecific illustrations; almost all word
balloons are excluded and only sound effects sagaseft. The authors used those specific
illustrations in order to create an intense actioene, because the pace is usually
"defined...by the contents of the panel” (McClo®).9

Some critics state that original Poe's detectigged "lack a moral dimension” (Leer
78) because culprits are not punished for theidglelm the adaptation balance seems restored
at the first glance. However, the very manner afiplament creates a strong association with
the action and crime fighting comics, which wer@ular in the 1940s. Therefore the artistic

choice may have been motivated by a desire to pliesadolescent audience.
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The other huge disadvantage of this particular &dien is its poor language.
Classics lllustrateds supposed to be suitable for all ages. Theretoréhe one hand, the
language of an original artwork usually has to toerislated" into modern language, so
children would not be scared off by language comipleOn the other hand, the artist (or
writer) should not use an odious "rigid and cripgluse of language" (Baetens, Frey 6.15)
which can significantly simplify the adaptation amarm the sourc&he Murders in the Rue
Morgueadaptation, however, does not manage to avoigitial. It uses a oversimplified
paraphrase of the undoubtedly complex and old-fexstul language of the source text, rather
than translating it (see fig. 2.3).

i (il There is only one logical sc
A monster ape! A KILLER APE!

Figure 2.3 An example of the language which wasl us¢he adaptation. Arnold L. Hicks, "The
Murders in the Rue Morgue3, Famous Mysteriedqyy E.A. Poe (New York: Gilberton, 1944; print; 4&jl. 21

of Classics lllustrateyl

It should be mentioned, however that the main raféke adaptation of literature into
comics were not broken. The layout of comics caemitally harm the adaptation of
detective writing. Unwise use of space, for inse@arman prematurely reveal the culprit. It
should be remembered that even though a persos ceatics panel after panel, he also can
see the entire page, therefore the reader canemtally see the criminal before he reads the
conclusions of the detective. In this case a paggage layout becomes a powerful tool. If
the reader has to turn the page to see the cutpwiil] maintain suspense and reader's
curiosity and an adaptation should not lose thigimé of the original detective writing. The
adaptation in question follows those rules asag®lit does not misguide the reader, and the

only cliff-hanger is placed right at the end of ffege, so the reader has to turn the page to
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read the conclusions of Dupin. The authors alsluded all important narrative moments in
the adaptation, so both knowing and unknowing awagie could easily reconstruct the plot.

Nevertheless this early adaptationTdie Murders in the Rue Morgaeaptation is a
perfect example of an oversimplified version of so@irce. On the one hand it preserves the
story, on the other hand, however, it robbed taelee of the opportunity to solve the case on
his own. Moreover, poor language and adventureescenn the story into a regular crime
fighting comics. Poe turned the culprit into anmaai to show "crime as the outbreak of the
animal in the man" (May 89), whereas in the adaptahe animal is turned into a monster
that should be killed.

2.2Mysteries by Edgar Allan Poe

TheMysteriescomic book was published in 1947 and containegktiadaptations of
short stories by Edgar Allan Pdehe Pit and the Pendulum, The Unparalleled Adventdr
One Hans PfaallandThe Fall of the House of Usher

The Pit and The Penduluim a short horror story where the first-persomratar tells
how he was tortured both physically and mentallyh®/Spanish Inquisitiof.he Pit and The
Pendulunfits into the convention of the horror genre. Fofkall, as any other horror story it
explores the theme of human mortality. Secondly stiory contains violent scenes, because,
as Jack Morgan states in his bodkge Biology of Horror: Gothic Literature and Filrf{jt] is
characteristic of horror fiction that in it mortglis played out graphically” (15).

The Pit and The Penduluhas a happy ending, because the protagonist was
unexpectedly rescued by the French army. It ishvoating that the story is very ambiguous.
First of all, the reader neither knows why the mas prosecuted nor what happened after
his rescue. Secondly, the tortured man constaathnices between reality and a dream-like
or unconscious state of mind, so it cannot be featidure what really happened to him and
what did not. Finally, the whole story is "rathenightmarish, symbolic story about every
person's worst nightmare" (May 96) and the trickgling is "not an ending at all, but rather
the beginning of waking life" (97).

The comic book adaptation starts with a trial. Aga accuses the protagonist of
treason against the state, therefore the storyesdade an ambiguous nightmare, it
immediately turns into reality. Unlike the sourdége adaptation uses a third-person narrator.
In general a narrator's voice is easily incorpataecomics through captions and word

balloons. In comics, however, every type of texd tahave its own unique style, font, shape
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of caption or balloon in order to make the narrateoice distinctive from any other type of
text. This adaptation successfully meets the piagagquirement, as the narrator's voice is
incorporated into a rectangular caption with yelloackground, the font is unique and every
sentence of the narrator starts with a capitaddetblored in red.

The authors follow the concept of the series amdsgseral types of conventional
layouts in the adaptation. All of these are easbdable except the one which reminds of
metal panels on the wall of the protagonist's ¢elthis layout the first picture on the left is
larger than the right one, and, therefore, thers@qacture on the right is located higher up
than the second picture on the left. The layoetfiis not confusing, as the reader has to
figure out in which direction he should read onhce. However, the authors change the rules
every time this layout appears in the comic boa@me&times the reader has to read from left
to right despite the location of illustrations ($e 2.4), and sometimes he should look at the
pictures that are located higher than the othest (ee fig. 2.5). This constant change of

rules brings unnecessary confusion and does nopleoment the story.

Figure 2.4 These panels should be read from lafgtd. August M. Froelich, "The Pit and the
Pendulum”Mysteries by Edgar Allan Poadapt. by Samuel Willinsky (New York: Gilbertat947; print; 3;
vol. 40 ofClassics lllustratel

her Ti
;Ff!:nd inste s

s THE CONDEMNED
THE

Figure 2.5 These panels should be read from raglft. August M. Froelich, "The Pit and the
Pendulum”Mysteries by Edgar Allan Ppadapt. by Samuel Willinsky (New York: Gilbertdk947; print; 6;

vol. 40 ofClassics lllustratejl
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It should be noted that the language used is mbwligar as it is iThe murders in
the Rue MorgueThe main events of the story were preservedoatih the ending was
slightly altered. In the source the reader doeknotw how the narrator managed to escape
until the very end. In the adaptation the Frenchyaappears earlier and the reader realizes
that the army can save the protagonist. At the sameethe reader does not know if they will
be there in time to save him. As a result we canesis a quite intense action scene which fits
into the realistic style of the adaptation reasbnalell.

The adaptation ofhe Pit and the Penduluoertainly avoids the ambiguity of the
source version. It turns a nightmarish story iniengeality. Transmediation of the story also
did not pass smoothly, as some elements of layeut@fusing for the reader. Nevertheless,
it is notable that, unlike the adaptationTdfe Murders in the Rue MorguEhe Pit and The
Penduluncomics version does not seem to damage or oveifjirtige source. Therefore it
can be called a successful adaptation.

The Unparalleled Adventure of One Hans Pfaab science fiction short story about
a journey to the Moon. It was intended to be a hbakPoe included the most recent theories
about space travel in order to make the story leakstic. The story was supposed to have
another part, but, unfortunately, Poe "abandoneadhsrative of his balloonist as another
hoax rose to prominence" (Castagnaro 254), the Mtmax, which became more popular
than the Poe story. Therefore, it should be meatipthat the story has no clear ending.

In the story, Poe uses several stereotypic detadescribe the Dutch city of
Rotterdam and its citizens. For example, the Pfdiak¢ on the Sauerkraut alley and the
burgomaster cherishes his pipe so much that hegedrta hold it even when ballast bags
“rolled him over and over...in the face of everymiaRotterdam"” (Poéhe Unparalleled
26). The adaptation not only preserves but alsameds this stereotypic image. The reader
can see citizens of Rotterdam, who gather neandmiill, they wear traditional wooden
shoes and other traditional clothing and each &edyecharacter in the story, including the
women, smokes a pipe. The representation of Dusshiineough cultural symbols like
windmills does not seem to be insulting in genddal.the contrary, it makes the scene
immediately recognizable. However, the devil isha detail, and depiction of smoking habit
of the Dutch people is certainly an excessive tatimwadays such excessive attention to

smoking can be classified as inappropriate corfterthe youti’.

% For example, Marvel adapted smoking limitation2@®1, prohibiting smoking for background characters
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Some critics suggest that the story about HandIRfaa a failure because the "work
was too esoteric for ordinary readers to apprecimeause it required familiarity with special
kinds of knowledge" (Jones 10). The limited numiigpages in a comic book does not allow
all technical details that were described in thers® to be conveyed. Interestingly enough,
the absence of those details makes the narrative smoooth and vivid. The reader still
knows how Pfaall constructed his air balloon and he was able to breathe in space, but, at
the same time, the reader does not need to reapliteeboring description of old-fashioned
theories that Poe decided to include in his story.

Another considerable advantage of this adaptasidhat the humor of the source was
preserved and even improved. Although Poe's stasyn clear ending, the authors of the
adaptation managed to use one detail of the seoreegantly wrap up the story. Hans Pfaall
mentions that his wife did not protest againsttisney, and was in fact "rather glad get rid
of [Hans]" (PoeThe Unparalleled1). At the end of the story, however, he asks ssion
to return to Earth because he misses his familg.last panel of the adaptation depicts
Pfaall's wife who says that "he is too great a moanhis Earth" and gives the reader a sly
wink (see fig. 2.6). It is easy to understand #ie does not want him to return.

The adaptation ofhe Unparalleled Adventure of One Hans Pfaak perfect
example of an adaptation that complements ther@igiriting, because it managed to do
what the source could not. It turned an excessigetgiled story into a humorous and
exciting hoax. The only thing that should be avdideany cost is potentially provocative

cultural stereotyping that was implemented by tibars of the adaptation.

Sreat o man for
.gLe‘r him stay
MOOMN /e

AL
on the

Figure 2.6 The wife of Hans Pfaall gives the realhint that she does not want her husband torretur
Henry C. Kiefer, "The Adventures of Hans PfaNlysteries by Edgar Allan Ppadapt. by Samuel Willinsky
(New York: Gilberton, 1947; print; 33; vol. 40 6fassics Illustratefl
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The last short story which was published in¥hesteriescomic book wad he fall of
the House of Usheilhis mystical story is considered to be one ofRbe's masterpieces.
The story narrates of the mysterious mental diseB®derick Usher, which leads to his
death and the death of his twin sister, Madelinghé story the internal fears and mental
deterioration of the protagonist are mirrored i@ pinysical appearance of materialistic
objects. The first thing that a friend of Rodernakes, when he comes to visit the Ushers, is
that the house the Ushers live in inspires feelofgdread and terror. He is also surprised by
the good condition of the house even though eadleaeary stone is in crumbling condition
and a "barely perceptible fissure" (Pdbge Fall49) crosses the wall of the building. The
house represents the "fatal dislocation...whiclthasstory develops, destroys the whole
psychic being" (Davidson 196-197) of Roderick Uskerother important element of the
story is the ambiguous relationship between Roken Madeline. The Usher family was
"known for its inbreeding” (Kaplan 49) and Roderiakntioned that "sympathies of a
scarcely intelligible nature had always existedMeen” (PoeThe Fall57) his twin sister and
himself. Her "death" leads to the complete detation of his fragile mind.

The adaptation ofhe Fall of the House of Ushegrtes to preserve scenes that create
the dreadful mood of the story, but considerabiyddifies them. The narrator describes the
house as "horrible looking"” therefore creatingraage of a haunted house rather than a
physical manifestation of the mental disease abwser.

Another important element of the original storgarsistic self-expression of Roderick
Usher. Some critics suggest that Roderick's artigti was a partial cause of his insanity,
because Roderick is the "ultimate romantic artisowike Kafka's hunger artist, devours
himself" (May 107). Unlike the source the adaptasoggests that Roderick's art was an
outcome of his insanity, as he states that "[losjgs are as mad as [he id)ly(steries by
Edgar Allan Poe37).

Another considerable disadvantage of the adaptatitre depiction of Lady
Madeline Usher. At the end of the story, when sbraes to punish Roderick for her
entombment, she appears before the charactersecbiveblood and with the "evidence of
some bitter struggle upon every portion of her eatad frame" (Po€lhe Fall62). The
reader receives the clear perception that Madelamesuffering both mentally and physically
during her entombment. In the adaptation, wheneéWlad appears in front of her brother, we
can see a woman standing in a plain white robeaisthg her hands to the sky. Only her
facial expression evidences her insanity. Howesteg, looks like a mad ghost rather than a

person who suffered all the horrors of entombmEig 2.7).
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Figure 2.7 Madeline Usher. Harley M. Griffiths, "@Fall of the House of UsheVysteries by Edgar

Allan Poe adapt. by Samuel Willinsky (New York: Gilbertat47; print; 43; vol. 40 oflassics lllustrateyl

At the end it becomes quite clear why Madeline dejsicted as a ghost-like figure.
On one of the last panels the narrator looks bacdke ruins of the house and says: "He
loved his sister and had done no wrong, willfulgt she killed him through fear". The
ending not only "deromanticizes the tale by eliniimgany flights of fancy or narrative
ambiguity” (Royal 64), but also contradicts theyioas events as they exist in the
adaptation. In the adaptation it is made clear Ruaterick knew that he had entombed his
sister alive.

Unfortunately, the adaptation ©he Fall of the House of Usheannot be called a

successful one as it rather harms the originayst@an complements it. It puts the story
before the reader straightforwardly, deprivingfiambiguity and the dreadful atmosphere of

mental insanity.

2.3The Gold Bugnd Other Stories by Edgar Allan Poe

The Gold Bug and Other Stories by Edgar Allan Pokection was published in 1951
and contained adaptationsTdie Gold-BugThe Tell-Tale HeartandThe Cask of
Amontillada

The Gold-Bugs an adventurous short story about a quest tbdirhidden pirate

treasure. At the very beginning of the story, hogrethe reader does not know anything



Vlasyuk s4444507 27

about the treasure. All that he knows is that agganist, Mr. William Legrand, was bitten

by an unusual bug and that he started to act sthanbhe unnamed narrator and Legrand's
black servant, Jupiter, decided that Legrand becasmgally deranged. Poe manages to
intrigue readers and maintain suspense until tdeoéthe quest, when the surprised narrator
and Jupiter discover the real treasure. The lastopshe story is dedicated to explanation of
the events, which is no less important than thetsvef the story itself, as the "primary
interest lies in the analytical interpretation attern based on following certain conventions
and rules" (May 86).

The first thing that should be mentioned aboutati@ptation is that the language was
improved considerably in comparison to previougp#atzons. The adaptation either directly
guotes the source or translates the most old-fastiparts of it without oversimplifying the
text. For example, the speech of a black servaipitgl) is written in dialect in the source,
but in the adaptation his speech is indistinguih&dom that of the other characters. The
amount of text in the adaptation was also raisgudifstantly in comparison to previous
Classics lllustratedssues.

The adapters dfhe Gold Buglecided to preserve the first-person narration.
Captions, which contain the narrator's voice, wirgigned in a shape of a papyrus scroll (see
fig. 2.8). It certainly adds to the atmospheredfenture. It should be noted, however, that
even though the font of the narrator's voice alwstggs the same, the shape of the captions
varies from panel to panel, and sometimes it regesvdregular rectangular rather than a

scroll.

EB=sRAND BROUGHT ME THE BEETLE [
FRON A GLASS CASE IN WHICH IT f
WAS ENCLOSED.

\\‘\"".!-

ek

Figure 2.8 An example of a caption in a shape dyrus scroll. Alex A. Blum, "The Gold Buglhe
Gold Bug and Other Stories by Edgar Allan Padapt. by John O'Rouke (New York: Gilberton, 19aint; 5;

vol. 84 ofClassics lllustratejl



Vlasyuk s4444507 28

The first splash-page of the adaptation introdalcesnain characters and
straightforwardly says that the reader will seedtoey of the recovery of pirate treasure. It is
interesting that this information does not breakdhspense rather it creates a cliff-hanger
that makes the intrigued reader proceed with they st

The most considerable disadvantage of the adaptatithat it almost completely
excludes an analytical explanation of the storyer&fore the readers focus is shifted to the
adventurous part of the source text. It is cleawdwver, that the incorporation of the
cryptogram into the text takes up a lot of spad@civthe originalClassics lllustrateceries
never had.

Even thoughrhe Gold-Bugadaptation is not ambitious in any way as it doas
challenge the source, it can be called a successinic book adaptation. It manages to
convey the story of an exciting adventure, presgrguspense and the readers curiosity.

The Tell-Tale Hearis a story about murder and guilt. An unnamedatary who is
presumably insane, commits a murder in cold blétmvever, the sense of guilt overwhelms
him and he confesses to the crime. The most intrigpart of the story is the inner
motivation of the criminal. The narrator stated tha victim did not do anything wrong, or
insult him. The wealth of the old man also did mb¢rest the murderer. However, "a pale
blue eye [of the old man], with a film over it" (Bd he Tell-Tale203) disturbed, irritated
and scared the narrator. Critics, however, sugbasthe narrator's obsession has nothing to
do with the old man, because his hate and aggressce aimed at the narrator himself. It
appears that senses are very important for thatoarHe even states that "the disease had
sharpened [his] senses” (Pobg Tell-Tal203), especially, his hearing. Therefore, "when
the narrator says he must destroy the 'eye’, hasrteamust destroy the 'I"" (May 78). The
reader can find other evidence of self-destruatngives of the criminal because the narrator
tends to associate himself with the victim. Forregpke, the narrator pities the victim when
the old man groans, because for many nights haihaself felt this mortal terror. It is also
clear that the narrator could not hear the victime'artbeat from across the room and
especially after his death, so "he mistakes his logartbeat for that of the old man" (77).

The adaptation excludes several clues from thg.stdrerefore, when the narrator
says to the police that he was the one who screaimedeader cannot connect it to other
episodes of the narrator's identification with Wietim. The adaptation diminishes the

ambiguity of the source and turns the old man'sietgea real motivation for the culprit.
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The narrator's voice is incorporated into the texdxactly the same way as it is in
The Gold BugHowever, inThe Gold Bughe shape of the scroll is associated with pirate
maps and ancient treasures, whered$hmTell-Tale Hearit looks out of place.

Another disadvantage of the adaptation is its endiine original story ends abruptly,
when the narrator confesses to the police. In dagttion the last panel shows us the
narrator, who was placed in an asylum. It is pdesitat the adaptors decided to give the
story a clear ending. However the way they didrdrggly resembles the ending of every
episode of the Looney Tunes cartoon, when Bugs Beags "That's all folks" (see fig. 2.8).
In other words it adds inappropriate humor inteeemy serious story about madness, brutal

murder, and guilt.

Figure 2.8 The last panel of The Tell-Tale Heaamdtion. Jim Lavery, "The Tell-Tale HearThe
Gold Bug and Other Stories by Edgar Allan Padapt. by John O'Rouke (New York: Gilberton, 1,9&1nt;

28; vol. 84 ofClassics lllustrateyl

This adaptation harms the source, even thougledgoves the themes of crime and
guilt. First of all, it does not give the unknowiagdience a chance to understand the
motivation of the criminal. Secondly, the incorpitma of the narrator's voice into the
papyrus scroll captions looks inappropriate. Amgklfy, the clumsy ending does not
complement the original story.

The Cask of Amontilladis a story about revenge. The protagonist, Moaotrestates
that Fortunato offended him many times and thatiéets "not only [to] punish [Fortunato],
but [to] punish [him] with impunity” (Poélhe CasKL06). Montresor, however, is an
unreliable narrator, as he never mentions exactly Rortunato injured him. In fact, it is hard
to say if there were any injuries at all. The adtph resolves this problem quite
straightforwardly as it adds a panel where Fortigiatectly insults the narrator (see fig. 2.9),
thereby destroying the ambiguity of the narratorgivation.
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e "
1 HAVE Mv DOUBTS, BUT | (YOU ARE A FOO
T WAS SILLY-ENOUGH TO || [ANYWAY. 'TIS YO
PAY THE FULL PRICE WITH- | |WHD SHOULD BE
OUT CONSULTING WEARING THIS
| YOU IN THE MATTER FOOL'S COSTUME

Figure 2.9 Fortunato insults the narrator. RudyRalThe Cask of AmontilladoThe Gold Bug and
Other Stories by Edgar Allan Ppadapt. by John O'Rouke (New York: Gilberton, 1,9arint; 33; vol. 84 of

Classics lllustrateyl

The narrative manner of the story forms an "orakpntation directed at... [a] listener
rather than a manuscript intended for reading” (M@) because at some point the narrator
refers to "you, who so well know the nature of muls (Poe, The Caski06). On the one
hand, the adaptation quotes those words diredthigh it once again uses the captions in
the shape of the papyrus for the narrator's spegubh contradicts the manner of narration.
On the other hand, on the first and the last pHyeseader can see an old man, Montresor.
He sits behind the table and looks into the readsmes, which creates a perception that he
speaks directly to his listener. Unfortunately, #tiemosphere of intimacy created by the
illustrations is contradicted by the style of tlatons.

The adaptation is a slightly simplified versionRade's work, but it preserves the bitter
irony of the source. The narrator drinks a toastddunato's long life and constantly
pretends to be worried about his health. Fortunatwsiders himself to be a great connoisseur
of wine, but he lets Montresor to drunk him beftirey get to their destination. This
contradictory image of Fortunato is greatly intéiesi by the fact that he wears the
masquerade costume of a jester.

The Cask of Amontilladean be called a successful comic book adaptdtion.
manages to preserve the irony of the source, maistspense, and partially enhance the

atmosphere of the intimacy between the readetr@ndarrator.
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2.4 Conclusion

The originalClassics lllustratederies consciously removed the ambiguity of Poe's
work. However, the series still cannot be callezlitiodel that should be "avoided at all
costs" (Baetens, Frey 6.16).

The drawing style of the series was not ambitiansl, illustrations which managed to
significantly enhance the message of the source vegher an exception than a rule. For
example, an outstanding illustrationTihe Bellsadaptation, or the depiction of the old
Montresor inThe Cask of Amontilladcertainly complement the source. However, at the
same time, the drawing style brought necessaratvani for the knowing audience and
helped the unknowing audience to visualize theystor

The layout of the series was not innovative eitkast of all, not every graphic
novelist uses layout as a field for experimentatiod secondly, artists of the Classic
lllustrated series were successfully performingliteakdown in most of the cases. There is
only one example where authors brought confusitmarcomic book. IThe Pit and the
Pendulumadaptation, frequent changes of the reading direcbnsiderably complicated the
reading process.

It should also be noted that the series was cothgiamproving its quality. In the first
adaptation of the Poe's short stoFige Murders in The Rue Morguge see a small amount
of text, use of vulgarly low language, reductiortlod narrator's voice and oversimplification
of the plot. It can be said with confidence thas @idaptation is unsuccessful and it harms the
source. Almost all subsequent adaptations userbatiguage and even quote Poe's stories
directly, experiment with the incorporation of tharrator's voice into adaptatiéhs
eliminate ambiguity of Poe's stories but do notrsweplify them.

There is only one Poe adaptation in the origllaksics lllustrategeries however,
which undoubtedly complements the souridee Unparalleled Adventure of One Hans Pfaall
adaptation managed to turn an unsuccessful ho®obynto an exciting and humorous
adventure story. Authors excluded excessive teehdetails, preserved and enhanced humor
of the source, and managed to find an interestiig@gical ending to the story.

Other analyzed adaptations, excluding unsucceadaptations of he murders in
The Rue Morgue, The Tell-Tale Heamd The Fall of The House of Ush&an also be

called successful and complementary adaptatiotagh their performance is not as

2L For example, authors shift the first-person narrd the third person narrator Tine Pit and The Pendulum
adaptation, or incorporate the caption for theatarts voice in a shape of the papyrus scrollhie Gold Bug.
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brilliant and outstanding as the oneldfe Unparalleled Adventure of One Hans Pfaall
adaptation.

In the subsequent chapter we will analyze adaptatioat were published at the end
of the twentieth century and in the beginning & tiventy-first century. Some of Poe's works
which had been adapted in the origiGédssics lllustratederies were re-adapted in the
modern series. Therefore we will have an opporyumitt only to see how modern artists

approach the adaptations, but also compare thanaldhe new versions where applicable.
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Chapter 3. The Moder@lassics lllustratedseries Adaptations of Poe

The originalClassics lllustratederies was shut down in 1971. In the beginninthef
1990s publishing house, First Publishing, decideldinch a second run of tR#assics
lllustrated series. The new series was much more innovatiteris of art style. Each book
had its own style, and adaptations were usuallyentigatwo people (writer and artist). They
were accompanied by a team of editors, art directmordinators and other members of
staff. At the same time the series followed seveadalitions of the original one. As was
mentioned before, the series adapted only classraty works that were in the public
domain. The series also had a limited number oépaas each book contained roughly fifty
pages. Unfortunately, the publisher released aminty-seven issues and the series was
closed, because the First Comics ceased to pubiginew issues. Among the released issues
were two adaptations of Poe's workbe Raven and Other Poearsd The Fall of the House
of Usher

In 2008 an American publishing house, Papercutzyed the series. They decided to
split the series into two branches. The first @@lassics lllustratedwas created to reprint the
issues by the First Comics publishing house. ilttsresting that Papercutz states that those
adaptations are graphic novel adaptations, evargththe First Comics did not use this term
in the description of their works. The second bha@tassics lllustrated Deluxeeprinted
graphic novel adaptations of a French publishingskeo Guy Delcourt Productions, which fit
into the concept oflassics lllustratetf. However, those works initially were not intended
be a part of th€lassics lllustrateceries, and therefore they have more pages tiean th
original series. Th€lassics lllustrated Deluxmcluded only one adaptation of Poe's stories:
The Murders in the Rue Morgue and Other Tales lyaEdllan Poe

It is worth noting that one of the differences bedw the originaClassics lllustrated
and the moderglassics lllustratederies is the cover art. As was mentioned abbwee, t
original series used a "more or less mimetic [dn@)vstyle" (Royal 57), and the covers of
adaptations reflected this absence of a distinciragving style. As each adaptation of the
modern series was made by a different artist, covgroduced both content of a comic book

and a unique drawing style of an artist. BaetemsFary suggest that one of the distinctive

22 As we already know, the series includes only ttested works which are in the public domain.
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features of graphic novel covers is the "continbiggween parateXtand text, which both

can easily share the same content... as well asathe grammatextifaffeatures” (6.23). It is
worth noting, that the quality of modern serieserswas considerably improved. For
example, the cover dthe Fall of the House of Ushaot only represents the drawing style
and briefly introduces the contents, it also réfean the one of the main themes of the story,

the role of Madeline Usher in the tragedy of théaéfs family (see fig. 3.1).

The Flof
the

House 0]‘

UISHER |
PRAGRISEL |
oo |

Figure 3.1 The image of Madeline Usher which im3eough fissure that destroyed the house of
Usher. P. Craig Russéthe Fall of the House of Ushdyy E.A. Poe; penciling and inking by Jay Gelghof
(Chicago:First; New York: Berkley, 1990; print;\®&l. 14 ofClassics lllustrateyl

In this chapter we will analyze Poe adaptationscivlivere published in both the
Classics lllustratecseries by First Comics and tBé¢assics lllustrated Deluxseries by

Papercutz.

% paratext includes the title, the name of the aytid other additional information which is priiten the
cover.

24 Grammatextuality is a term coined by Jean-Géraphkherie. It refers to the "graphic substanctef
letter, line, and page" (Harpold qtd. in BaetensyFs.19). In the comics this substance includasekample,
the "form of the lettering, the configuration o&ttvords on the speech balloons and the insertibtese
balloons in the panels" (Baetens, Frey), etc.
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3.1The Raven and Other Poems

The Raven and Other Poemas published in 1990. It contains texts of ninem$>
by Edgar Allan Poe, which were illustrated by Gakdison. Wilson is a well-known
American cartoonist whose illustrations were puig#sinThe New YorkeandPlayboy It is
interesting that he is famous not only for his "afae illustrations" (Th&aven and Other
Poems56) of horror stories, but also for several clatlds books he wrote and illustrated
himself®. Therefore he seems to be one of the most seitatibts for creating adaptations
of mysterious and terrifying Poe's works, whichthet same time should be suitable for all
ages. And indeed, the artist manages to combirnéised and pastel colors with

surrealistically twisted shapes and dark themeteath and madness (see fig. 3.2).

Figure 3.2 The illustration foFhe RavenGahan Wilson, "The RaveriThe Raven and Other Poegms
by E. A. Poe (1990. New York: Papercutz, 2009;tptis; vol. 4 ofClassics lllustrateyl

Unfortunately,The Raven and Other Poeméhich is stated to be a "full-color
graphic novel adaptation” has several quite seriligesdvantages. First of all, the adaptation

itself occupies only forty-eight pages out of fitix in the book. The last eight pages are

% The RavepAnnabel LegLines on AleThe City in the Sedhe SleepeiEldoradq Alone The Haunted
Palace andThe Conqueror Worm
% See, for exampl&he Bang-Bang Famil{l974),Harry the Fat Bear Sp{1973), etc.
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used for the advertising of another graphic nodelpgation byClassics lllustratedThe
second and most important, is that on occadibe,Raven and Other Poemsly vaguely
resembles a graphic novel. lllustrations and ééseveral long poems seem to exist
separately from each other. The book is not dividénl panels, and the amount of splash-
pages is limited. In most cases one drawing ilies several stanzas, and some pages of the
book contain only text without any illustrationsadit

It was already mentioned before that the form gfahic novel should be ambitious
and innovative. It is also worth noting that graphovels can include not only panels but
also a combination of distinct illustrations angttdt has already been used in some graphic
novels, for example, i€itizen 1336y Miné Okubo (see fig. 3.3). Nevertheless, onthef
most important features of the comics medium ignterplay between words and
illustrations. InThe Raven and Other Poeiftigstrations and words function as separate
elements rather than as integral parts of the coitlisstration. The books does provide
enough space for the incorporation of text intogtgrsplash-pages, or a combination of
comics elements and separate illustrations. Howéwerauthors decided to use illustrations
that resemble splash-pages only for relatively spaw@ms likeAnnabel Le@r Eldorado(see
fig. 3.4), which are located in the second pathefbook. The first part being occupied with
The Ravempoem, which contains a lot of text with very ligttillustrations. It strongly
creates the impression that the reader holdswastréited book rather than a comic book

adaptation in their hands.

Figure 3.3 Miné Okubo's graphic novel about therimnent camps for people of Japanese origin,
which were constructed during the years of the Ba&torld War in the USMiné Okubo,Citizen 13660
(Seattle and London: U of Washington P, 2014, Ptiog).
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ELDORADO

A gallant knight,

In sunshine and in shadow,
Had journeyed long,
Singing a song,

In search of Eldorado.

Py =

Figure 3.4 lllustrations of relatively short poelike Eldoradoresemble splash-pages. However, the
first impression of an illustrated book, which reated by the first poerithe Ravenis very hard to change.
Gahan Wilson, "EldoradoThe Raven and Other Poenhy E. A. Poe (1990. New York: Papercutz, 2009;

print; 32; vol. 4 ofClassics lllustrateyl

In conclusion it should be said that, even tholigh Raven and Other Poems
contains incredible and outstanding illustratiahsannot be called either a comic book or a
graphic novel. It is interesting, that even thotigh old adaptations of Poe's poems did not
have a distinctive art style, they managed to eraatinterplay between illustrations and
words, and therefore those adaptations could bedcadore successful thaihe Raven and
Other Poems

3.2The Fall of the House of Usher

The Fall of the House of Ushesas published in 1990 by First Publishing. The
adaptation has forty-four pages and does not aoatay additional stories. The story was
adapted by P. Craig Russell and Jay Geldhof. Rg®uassel is famous for adapting operas
into comics and cooperating with Neil GaimanTdre Sandmaseries. Jay Geldhof worked

on such titles aSpidermanGrendeland theEpic lllustratedseries.
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The first thing that should be said about this &ak&gn is that, unlike the old
adaptation, it preserves the ambiguity of the s@ufhe authors decided to include not only
the ambiguous story of the Usher family, but alsodontested state of mind of the narrator.
In the old adaptation there was no mention of 8o that the events of the story "affect the
narrator in any dramatic way" (Royal 64), whergathe new adaptation he is certainly
disturbed and scared by the mysterious house amgd¢upants.

The interesting feature of the adaptation is tleeafcolor. In several key scenes
"single-color saturation" (McCloud 188) is usedaapress a dominant mood" (190). In the
very beginning of the story, when the narrator apphes the house, the reader sees a castle
and its gloomy surroundings depicted in black ahitev The white road crosses the black
forest with crooked trees, and the entirely blaagtle can be seen in the distance. The only
spot of color on the page is the tower's windowe @bminance of black and white creates a
mysterious atmosphere and intensifies the senfeafreadful terror, which the narrator

finds unreasonable at first (see fig. 3.5).

Figure 3.5 The mysterious house of the Ushers, wiares the narrator at first sight. P. Craig Bluss
The Fall of the House of Ushdyy E.A. Poe; penciling and inking by Jay Gelgt®@hicago: First; New York:
Berkley, 1990; print; 2; vol. 14 @Elassics lllustratejl
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Another key scene, which happens when a mystesitous surrounds the house, is
depicted in a glowing green color, highlighting wgernatural origin of the regular weather
phenomenon. The last scene, the sudden destruéttbe house, is colored in black, white,
and various shades of red. It not only createsrmosphere of fear and madness, but also
expands the description of the scene by Poe. Tlhedbred moon" (Poéelhe Fall63), which
is seen through the widening fissure on the howsalls floods the whole scene with its
dreary light.

The adaptation successfully transmediates the gotsts of the story. The first
appearance of Roderick Usher, which is precedeu thé description of the dark story of his
family, becomes a shock for readers. The exhawsstiedy man with tired red eyes and white
uncombed hair looks directly at the reader fromlibek's page. One half of his face is
hidden in the shadow, and it only intensifies taelihg that the man suffers from a severe

mental and physical disease (see fig. 3.6).

Figure 3.6 The disease changed Roderick Usher&aagpce significantly, so the narrator even did not
recognize him at first. P. Craig RussBhe Fall of the House of Ushday E.A. Poe; penciling and inking by Jay
Gelghof (Chicago: First; New York: Berkley, 1990im; 2; vol. 14 ofClassics lllustrateyl

His sister, Madeline Usher, appears as an elusiaéasw for the first time. The reader

sees her silhouette, but her facial expressionirematangible. The development of the story



Vlasyuk s4444507 40

however, shows that she lives under the "presduneramalady” (Po€eThe Fall52), and it
brings her unbearable suffering, as we see hedisigimvith her fists clenched, her head
thrown back, and her face frozen with the expreseigain. The most impressive scene with
her presence, is the climax of the story whergtieeumably dead Madeline appears in front
of the terrified narrator and Roderick. Her whitegsk is torn apart and resembles mummy
bandages, her hands are covered in blood, andcedenss with pain and rage. The realistic
drawing style greatly enhances and expands the sérisar and disturbance. The artist
manages to depict the worst nightmare of Roderislkdd, which finally kills him.

The adaptation consisting of forty-eight pagesta@ms only one story. At the same
time, the source is quite short. It means thagatitbors had a large number of pages for a
short source. Consequently the adaptation abountdsplash-pages, especially in the first
and last parts of the book. In the first, theywsed in combination with additive, parallel and
interdependent illustrations which are drawn onatiining pages, helping to introduce the
dreadful atmosphere of the house. The last fouepafthe story however, are filled in with
splash pages, which are combined only with addaive picture specific illustrations. One of
those pages contains four illustrations in a rdweygng the widening fissure, which seems
excessive and perhaps almost does not contribtite tetorytelling.

However, as was mentioned before, not all of thassppages in the book should be
evaluated as "pretty wallpaper, but poor storyiglli(Spiegelman gtd. in Duncan, Smith
140). One of the examples of a perfectly fittintasp-page can be called an incorporation of
Roderick Usher's rhapsody into the book. The rhaypsells a story about a kingdom that
falls into a state of decay, and therefore the ptasthetically mirrors the story itself" (May
106). The rhapsody contains six stanzas, and oes@pdouble-page spread. The first page
depicts the royal couple standing in front of géand beautiful castle. On the second page
the reader can see the diseased queen and thefsbiking. The "good angels” (Po€&he
Fall 54), which are depicted in the shape of fire faioa the first page, transform into
malformed creatures on the second page. Somescsiiggest that the decay in the poem
"identifies the haunted palace of art with the persf Usher himself, complete with images
of eyes as windows and pearl and ruby as teettigsfas] the door" (May 106). The
authors of the adaptation, however, decided to emenpsher with the king of the palace.
Moreover, the depiction of the queen's death onhaaces the identification of Roderick
Usher with the sorrowful king.

The Fall of the House of Usheran outstanding graphic novel adaptation. Itoeim

does not experiment with the contents, but eveegneht of the visual part of the adaptation
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enhances and expands the atmosphere of terror.asgdnd despair. It carefully follows
Poe's descriptions but at the same time does Batusecessary violence and gruesomeness,
which can easily overshadow the plot and turn aptdion into a type of story where
violence is exploited for violence's sake. The atgtsuccessfully incorporate Usher's poem
into the adaptation only slightly altering its mew®n This change, however, only highlights
the similarity between the poem and the storyfitdeferestingly enough, the only
disadvantage of the novel is an excess of spadehwtimulated the authors to use an
unreasonable amount of splash-pages and pictucdispkustrations at the end of the
adaptation. Nevertheless, this disadvantage ddesigroficantly harm the source, and, it is
overshadowed by the other elements that complethersource and help to create a

remarkable graphic novel adaptation.

3.3The Murders in the Rue Morgue and Other Tales lyaEdllan Poe

The Murders in the Rue Morgue and Other Tales lyaEdllan Poewas initially
published by a French publishing house, Guy DeldBurductions. The book includes three
stories by Edgar Allan Po&he Murders in the Rue MorguEhe Gold-BugandThe Mystery
of Marie RogétThe stories' adaptations were published sepgnat@008, 2011 and 2012
respectively. Papercutz united them in one boo#t,iewas published in th€lassics
lllustrated Deluxeseries in 2013. The stories about C. Auguste Dwgire adapted by Jean
David Morvan (writer) and Fabrice Druet (artiskhe Gold-Bugvas adapted by Eric
Corbeyran (writer) and Paul Marcel (artist). Thaséhors are quite famous in the French
comics industry. For example, Corbeyran is widelgwn as the writer oAssassin's Creed
comics. It is worth noting that even though thelbmoranked suitable for children over eight
years old, it has an additional mark of parent&isaaty on it, as it contains quite violent
scenes.

The Murders in the Rue Morgaelaptation starts with the depiction of the crime
scene. First of all, the reader sees dead Madagspahaye lying on the street with her
throat cut wide open. The subsequent two pagesade from the first person point of view,
SO it creates a perception that the reader petgarakers the door of the house, goes up the
stairs, sees bloody traces on the floor and a re@amred with blood, notes a mess in the
room, and finally discovers the body of Madame p&saye's daughter in the chimney. All
illustrations of the crime scene are picture specithe authors use advantages of the visual

dimension of the comics, and provide readers witheene close-ups of the crime scene to
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draw the readers' attention to potential cluesyTiso focus on the details of the crime scene
in order to create the mood of the story. The paxgte contains panels with extreme long
views and close ups, which are used to set theesaaah introduce the city of Paris. It is
interesting that those illustrations occupy a los@ace, but do not contribute to the
development of the story. This is why they candrely found in comic books with a limited
number of pages. As the book was not intended &t of theClassics lllustratederies,

its artists had an opportunity to insert those ssdgee fig. 3.7).

Figure 3.7 The illustration provides reader withadls of the crime and reveals potential clues.ricab
Druet, "The Murders in the Rue Morgu&@he Murders in the Rue Morgue and Other Tales lyaEdllan
Poe adapt. by Jean David Morvan; transl. by Joe Jomi2008. New York: Papercutz, 2013; print; 3; \id).

of Classics lllustrated Deluye

Authors use rhetorical, unstable, and discreteday®ach page has its own layout and
it is changed in order to expand the narrative.dx@mple, testimonies of withesses are
accompanied with a distinct type of layout. It &awvith a panel, which contains a smaller
panel. The smaller panel depicts the witness, vithddarger, shows his relation to the crime

or victims (see fig. 3.8).
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Y HAVE ALWAYS RES/IDED
IN THE NEI/GHBORHOOD
AND | SAW THEM MOVE
GO.

MOREAU, PIERRE N\
IOREAU.

L'ESPANAYE'S
TOBACCONIST.

Figure 3.8 The owner of a tobacco store givesnesty about the crime. Fabrice Druet, "The Murders
in the Rue Morgue'The Murders in the Rue Morgue and Other Tales lyaEdllan Poe adapt. by Jean
David Morvan; transl. by Joe Johnson (2008. NewkYBapercutz, 2013; print; 20; vol. 100kassics

lllustrated Deluxg.

Some critics suggest that Poe's first detectiviy stontains three parts that do not fit
together smoothly (Leer 68). The first part corgaimformation about Dupin and his
analytical skills, the second one consists of nepsparticles about the crime, and the final
one narrates Dupin's investigation. The old adeptatvhich was published in the original
Classics lllustratedsolved this problem quite radically, as it simpkcluded the first two
parts from the adaptation. Unlike the old adaptatiee modern one does not exclude those
parts from the story. The first part, the monologtithe unnamed narrator about Dupin's
analytical skills, was left in the adaptation. Heeg it is incorporated in the form of
dialogue between the narrator and Dupin. Theretorpiite complex philosophical discourse
is turned into a vivid discussion. It is also wontbting that the adaptation widely uses the
complex language of the source. Some phrases areeséd or excluded, although the writer
almost does not simplify the text.

As was mentioned before, the adaptation includasenies of witnesses of the
crime. Even though in both the source and the atiapttestimonies are incorporated
through a newspaper article, the adaptation vigeslinose testimonies and mixes them with
comments of the narrator and Dupin. Thereforertesties become an integral part of the
whole story, whereas in the source they seem todeparate part, which is later commented
on by Dupin.

The adaptation ofhe Murders in the Rue Morgiga good example of a successful

graphic novel adaptation. Its visual part is noiowative, but it complements the source,
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especially, the skillful use of space guides tlaes through the story but does not confuse
or exhaust him with an excessive amount of splasjep or picture specific illustrations. The
authors preserved the main clues, namely eyewesesko provide readers with clues about
the unusual voice of the culprit, and hairs clutthethe victim's hand. Moreover, the
authors managed to incorporate those clues, asag/éiie philosophical part of the story
elegantly and smoothly, significantly improving tharrative flow.

The second adaptation in the booK e Gold-BugAs it was made by another artist,
the drawing style looks considerably different. Hnist of The Gold-Bugalso prefers to use
rhetorical, unstable, and discrete layout. Howewnslike the artist oThe Murdershe
sometimes uses panels without clear borders. Fompbe, when Legrand explains where he
found the treasure map, the author uses only diftex in distance to divide the page into
several distinct illustrations (see fig. 3.9). hother scene, when Jupiter climbs up an
"enormously tall tulip tree" (Po&@he Gold-BudL15), an image of a large tree serves as a
background for events that happen in the foregrolisdbranches cross the borders of the

panels, and it helps the reader visualize howel@éghe tree.

Figure 3.9. The page does not have clear divisigranels, however, the composition of the page can
be easily distinguished from a splash-page. Paut®a'The Gold-Bug"The Murders in the Rue Morgue and
Other Tales by Edgar Allan Ppadapt. by Eric Corbeyran; transl. by Joe Johr§86a1. New York: Papercutz,

2013; print; 70; vol. 10 oflassics lllustrated Deluje
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It is interesting, that in the new adaptation therator's voice is also incorporated
through captions in the shape of a papyrus s@aslit was done in the old adaptation.
However, in the old adaptation the papyrus scrall wometimes turned into a regular
rectangular, whereas in the new adaptation thearaptways has a distinctive shape of the
scroll.

Unlike the old adaptation, the new version doesreatal the plot from the very
beginning. The reader is involved in a mysterioud adventurous story, and he does not
know whether Mr. Legrand is mad or not. The wayahest drew Mr. Legrand only
enhances the perception. At the very beginning@ftory he looks like a normal man, but
when he persuades his friends to follow his questappearance changes considerably. On
every illustration his eyes are wide open and siginhis face has an expression of nervous
anticipation or even impatience (see fig. 3.10) hhrrator, Jupiter and the reader himself
start to have serious doubts about Legrand's meaiatly. However, Legrand returns to a
normal state as soon as the treasure is discovanddhe reader understands that he was
tricked.

| THOUGHT SO/--I|
KNEW IT! COME!
WE MUST BACK,
THE GAME'S
NOT UP YET!

Figure 3.10 Mr. Legrand's appearance makes thdereaire that the gold bug, which bitten him,
infected him with some serious disease, which &dfbtegrand's mental sanity. Paul Marcel, "The &id",
The Murders in the Rue Morgue and Other Tales tyaEdllan Poe adapt. by Eric Corbeyran; transl. by Joe
Johnson (2011. New York: Papercutz, 2013; prinf;v@8 10 ofClassics lllustrated Deluye

Authors also interestingly use the gold bug itk detail which was used by Poe to
distract the reader's attention. The gold bugesgmt on every page of the adaptation,

because the number of the page is written on diy.bbhe bug, however, is not simply
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located in the corner of the page. It can be fatlimdbing up the tree, sitting on a stone or
hiding on the tree's leaf. It creates a percephanthe bug is extremely important for the
narrative, whereas in reality it is simply a distnag element.

The new adaptation can be rather called a sucdesshic book adaptation rather
than a graphic novel. The visual elements complé¢med partly enhance the narrative,
although they are not ambitious or innovative. &llaptation manages to convey the plot and
preserve all the elements of the story, includimglast part, where Legrand shows the
solution to the treasure map's riddle. Howeverkenfhe MurdersadaptationThe Gold-Bug
does not significantly improve the story or brinyyanoticeable changes in the plot.

The last adaptation of the booKTike Mystery of Marie Rogéfhe adaptation was
made by the authors ®he Murdersso the art style of the previous adaptation was
preservedThe Mystery of Marie Rogét the second detective short story in the cybtaua
C. Auguste Dupin. The story was based on a reale;rihe murder of Mary Cecilia Rogers,
which happened in the US in 1841. In the story, iDtpes to solve the crime without
leaving the house. He analyzes materials from th&Eture and newspaper articles to find
out the truth about the murder. Finally, he sugg#sdt the murderer was Marie's lover, the
sailor. However, the story ends "prematurely withracketed 'editorial’ passage assuring
readers that the case was solved despite theimatsdtilure to detail that solution” (Leer
66). The authors of the adaptation decided to predbe unclear ending.

At the same time, the adaptation starts with aesedrich cannot be found in the
source. Readers can see the execution of one Lieszehais character is presumably based
on a real historical person, Pierre Francois Laicepnaho committed a double murder and
was executed for his crime in 1836. The eventstthppen in the adaptation suggest that
Dupin was the one who helped catch the culprit. jidge obliges Dupin and the narrator to
watch the execution to ensure that Dupin wouldarcuse suspects lightly. Before his death

Lacenaire shouts to Dupin:

Look at me, detective! Contemplate your victor! Tarire belongs to brilliant
scoundrels like me. No to stern upholders of l&® {1... The Murders in the
Rue Morgue and Other Tales by Edgar Allan R68)

Dupin closes his eyes in order to not witness tems of the murderer's beheading
(see fig. 3.11).
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Figure 3.11 Dupin closes his eyes disturbed by Hahscene of the beheading and the murderer's last
words. Fabrice Druet, "The Mystery of Marie Rog8tie Murders in the Rue Morgue and Other Tales by
Edgar Allan Poeadapt. by Jean David Morvan; transl. by Joe Jomi(2012. New York: Papercutz, 2013;

print; 100; vol. 10 oflassics lllustrated Deluje

The main problem of the scene, is that it doedihotto the narrative. The warning
of the judge, and Dupin's reaction to the execupiemmise a moral dilemma which the
detective will have to solve. The last words of thieninal create the impression that at the
end of the story, Dupin will prove that the crimimas wrong, and the rule of law will
triumph. However, the adaptation leaves the stanybng unchanged, so at the end of the
story the reader can only guess if the crime whsedpwho was the culprit and how he was
punished. And the opening scene does not ever eaappthe story, making the reader
wonder why it was included in the adaptation.

The visual part of the adaptation is exactly theeas it was iThe Murdersit
includes not only drawing style and layout, bubdlse way the artists perform the
breakdown. The opening scene, which introducesrih@ scene and shows the dead body
of Marie, is made with the use of picture spedificstrations, which focus on the details of
the brutal murder.

The adaptation leaves the reader with mixed fesgli@m the one hand, the authors
had an ambition to expand Poe's story by addingxéma scene. This scene reveals the
personal qualities of Dupin, as it shows that helwa quite sensitive man who has to make
difficult moral decisions. On the other hand, flitene does not have significant influence on
the main events of the story, and therefore the@ddene only partially complements the
story. The visual part of the adaptation compleméme source, but it does not surprise the
reader, as it stays completely the same dheMurdersadaptation. The disadvantages do
not turn the adaptation into an unsuccessful oméh@authors managed to convey the
original story. However, the adaptation can beechiin average comic book adaptation,
rather than a graphic novel adaptation.
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3.4 Conclusion

The moderrClassics lllustratedseries is certainly less restrictive than thearid.

The series, which was published in the 1990s, prede limited number of pages and the
general concept of the old series. At the same, tileepublishing house employed different
artists to ensure that each issue would have itsuvique drawing style. Thelassics
lllustrated Deluxeseries, which started to reprint the French adiapisin 2008, can be
distinguished from the old series not only becaafdbe drawing style, but also because of
their length.

Nevertheless, the decreased number of restrictioas not assume immediate
improvement of the adaptations' qualithe Raven and Other Poenisr example, can be
called a failed attempt to adapt Poe's poetry. G&kdson is an incredibly talented artist,
and his skills allow him to create arabesque, magdiut, at the same time, non-violent
illustrations, which perfectly fit into the concegittheClassics lllustratederies. However,
the presence of remarkable illustrations is noughdo create a complementary comic book
or graphic novel adaptation. lllustrations and &hauld create an interplay, which the
adaptation failed to do. The elements of the boagt separately from each other, and,
therefore, the book cannot be attributed to theicomedium.

The Fall of the House of Ushdyy contrast, is a complementary graphic novel
adaptation. It does not challenge the text, busadoanage to convey the message of the
source, and preserve its ambiguity without over$iigipg it. The skillful use of color, the
successful transmediation of the characters, @ poration of Roderick's rhapsody, and
even the intriguing cover constitute the visuak pathe adaptation, which certainly
complement the source. Even the excessive usdasispages at the end of the adaptation
cannot be called a serious disadvantage.

The Murders in the Rue Morgue and Other Tales lyaEdllan Poeis referred to
as a graphic novel adaptation. However, only ontebthree stories can be called a graphic
novel adaptationThe Murders in the Rue Morgseccessfully rearranges the events of the
source, so that the narrative becomes more integesivid, and smooth. The visual part
with its skillful use of space and detailed depiotof the crime scene complements the
narrative.

The Mystery of Marie Rogéwhich was adapted by the authorg bé murders
adaptation, is not that successful, and can bedtallcomic book adaptation rather than a

graphic novel. It preserves the plot of the soalogost without changes, but includes the
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extra scene, which does not relate to the maints\arihe story. On the one hand, the scene
reveals the personality of Dupin, but, on the otteerd, it does not influence the plot. The
visual dimension imitates the first story in evetgment, which does not harm the
adaptation, but, at the same time, does not implhesseader, because he has already seen it
in the previous story.

The Gold-Bugdaptation has several strong elements which canguiethe source.
The depiction of the presumably mad Mr. Legrand,ghnels without borders (which creates
an impression that the illustrations flow smootinip each other) and the presence of the
gold bug on each page intensify and enhance tlaes ioiethe source. Those elements, in
combination with a good incorporation of the tepdate a successful and complementary
comic adaptation, which is, at the same time, ndtiaous enough to become a graphic
novel.

It should be noted that the mark of parental adyiso the book is totally justified.
First of all, scenes of violent murders in the déte stories can be too intense for younger
audiences. And secondly, adaptations use the lgegofahe source almost without
simplifying it, and, therefore, it can be quite qalex for children.

In conclusion it should be said, that even thounghrhodern series applies all of the
innovations of the comics industry, it still stagJeser to successful comic books adaptations,
than to graphic novels. Only two out of the fouapihtions manage to complement the
source with almost every visual and narrative el@mehich expanded and enhanced the
message of the original. The other two stories egas# the message of the source, but did
not intensify it significantly.

Nevertheless, it should be noted that the modetassdoes not contain adaptations
which harm the source, as the adapters do notiovaify or fail to deliver the original
stories. The only controversial adaptatioi e Raven and Other Poemaghich does not fit
into the comics convention, and therefore simplyldmot be evaluated as a comic book

adaptation.
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Conclusion

Comics has its medium-specific aspects which ctlreeharm or complement comic
book adaptations of the classic literature. Fonga, layout can become a powerful tool for
conveying a story. It can help to construct a lagmarrative, manipulate pacing, maintain
suspense and preserve the rhythmic scheme of #teyp®n the other hand, irrational use of
space can confuse the reader, prematurely revegldoh and break the rhyme of a poem.

Visual dimension can contribute to the creatioa sticcessful adaptation. It can help
readers envision their favorite characters, fingeslto solve enigmas within the story and
strengthen the emotional response to horror writthgnique art style can add an unexpected
twist to a well-known story. However, reliance aaual style and use of poor language can
turn adaptation into a "pretty wallpaper" (Spiegangtd. in Duncan, Smith 140), which fails
to convey a stofy.

Comics also have a great possibility to incorpobeti first-person and third-person
narrators. However, in order to avoid confusionribeator's voice should be distinctive
from the other types of text in the comics. An adapn which manages to avoid all pitfalls
of transmediation and succeeds in conveying thegrai message of the source can be seen
to be a successful comic book adaptation. Howeéiven, author decides to experiment with
form or content, the adaptation can be seen todsaghic novel. This thesis has shown how
specific theoretical aspects can culminate in aesgful comic book adaptation.

The originalClassics lllustratederies has an iconic status for good reason. Even
though both contemporaries of the series and ma#searchers criticized the series, it
should be acknowledged that most of its workshit tconcept of a successful adaptation.
First of all, they convey the stories for both kmogvand unknowing audiences. In most cases
the adaptation was deprived of the ambiguity shimathe source, but not oversimplified.
Secondly, they managed to use all comics mediunpooents in such way that readers
could follow the plot easily. And, finally, the wial aspect created the variation which is
crucial for any adaptation.

It should be admitted though that not all of thatdtions of the original series can
be called successful. First of all, the oversiniqdifion of the plot certainly harmed the
original stories off he Fall of the House of UshandThe murders in the Rue Morgukhe

latter story was also significantly harmed, firkad, by extremely simple language being

27 |t should be mentioned though that experimentaedice adaptations that do not use words at all starged
to appear recently.
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used in the adaptation, and, secondly, by an iityabil the authors to transmediate the clues
which were provided in the original story.

The authors of the most successful Poe adaptatitire @riginal seriesThe
Adventures of Hans Pfalnanaged to improve an unsuccessful Poe's hoamalication of
the technical part of the story and amplificatidrih@ comical part made the adaptation far
more dynamic and exciting than the source. Thetatiap almost does not contain elements
harming the source, although the exaggerationenéstypic image of the Dutch citizens
seems excessive and inappropriate concerning mathandards.

The main disadvantage of the series stems fromiital concept. The approach of an
assembly line did not let the authors choose edhawing style or layout, as the series had a
standardized concept. It considerably limited thistec choices and almost did not leave
room for experiments. Those limitations had a natfegative impact on the adaptations. The
series contained nine adaptations, two of them weseiccessful and harmed the source, six
contained both complementary and harmful eleméuiisin general could be called
successful, and only one almost entirely compleptetite source. As was mentioned before,
the most successful adaptation was the comicalldreAdventures of Hans Piall partially
supported the negative stereotype about the confich stated that the medium existed for
mere entertainment. Nevertheless, it should beawlatged that the series was published at
the dawn of the medium. It is obvious that toddgaks quite old-fashioned, but it followed
all the trends of that time and its adaptationsstdinbe called quite successful.

The modern series, of course, was not that limitegtie choice of drawing style.
Moreover, the publishers were consciously striimmgthe diversification of the art styles in
order to make the series more attractive and ctitiveein the modern comics market.
However, this diversification did not always brisgccessful result3he Raven and Other
Poemsfor example, had intriguing illustrations, builéd to create an interplay between the
text and illustrations, and stayed an illustratedkrather than a graphic novéhe Fall of
the House of Ushen its turn was transmediated brilliantly, asdtghors used all
possibilities of the medium, including color (o8 @bsence), layout, amplification of the
narrative with the visual dimension, and outstagdiaver art.

TheClassics lllustrated Deluxseries not only provided readers with new adapiati
of Poe writing, but also introduced the represérgatof the French comics industry. The
book contained adaptations by two different groofpartists who have considerably different
art styles. The book included two detective stobge$oeThe Murders in the Rue Morgue
andThe Mystery of Marie Rog8tnlike the original series the new adaptatioi lo¢
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Murders in the Rue Morgyarovided readers with clues, as authors usedléeteiose-ups of
the crime scene. The authors managed to improvstding considerably by rearranging the
events of the source. This rearrangement madeatinative flow smoother and created a
more vivid story. InThe Mystery of Marie Rogéauthors decided to add an extra scene which
was quite intriguing, especially for knowing audienas it created an impression that the
ending of the story would be changed. Unfortunateen though the scene revealed the
personal qualities of Dupin, it did not influent® tmain events of the story. The authors not
only decided to preserve the ending, but also didecall the added scene in the subsequent
course of the story.

Those detectives were adapted by the same ausiwotisey share the art style. On the
one hand, the art style is distinctive. On the olfad, unfortunately, the art style of both
stories is not just easily recognizable, but is etim In other words, the authors simply copy
the visual patterns fromhe Murders in the Rue Morgwathout altering them. It does not
harm the visual part of the adaptation, but it dogissurprise the reader as he had already
seen it in the first adaptation. The mimetic visstgle combined with some storytelling
failures turn the book into an average comic batker than a graphic novdlhe Gold Bug
adaptation does not change the text significamityits visual part is not ambitious, although
it brings necessary repetition with variation, whinakes the work a successful comic book
adaptation. Its visual part includes such compldargrdetails as an image of the gold bug
on each page, an image of one of the protagonlstshvhighlights his presumable madness,
and layout which lets the reader envision the sfzetulip-tree.

It should be acknowledged, that even though theemmoseries positions itself as
graphic novel adaptations of the classic literattire adaptations still stay closer to comic
book adaptations. They neither bring radical changelots nor experiment with the visual
part of adaptations, and "graphic novels are naiichDf taking liberties with the material
they adapt” (Baetens, Frey 8.14). Neverthelessagsmentioned before, the division on
comic books and graphic novels does not presumsialivon "high" and "low" art, so the
adaptations can be still considered successful.

The thesis explores how comic book adaptationdheam and complement the
original Edgar Allan Poe stories by using the extnab theClassics lllustratederies. As
we already know there exist more than two hundfdeoe adaptations, and they, certainly
include real graphic novel adaptations, for examigérermore: A Graphic Adaptation of

Edgar Allan Poe's Short Storieghe thesis suggests some aspects that can harm or
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complement the source material, and this list peats could certainly be increased by

further analysis of other Poe adaptations.
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