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CHAPTER I 

INTRODUCTION 

Cinema, though originally a technological and economic venture, has added to the 

aesthetic realm of life tremendously. With the Lumiere brothers' first film in 1895, a 

new art form was born, and it has become refined in its near century long span. As a 

close relative of the literary arts, cinema has seen some prejudice--considered more of 

a step child than a blood sister, especially in the area of adaptation. Both forms make use 

of similar tools to create characters and actions for the consumption of an audience. 

Because cinema is more visual, it is sometimes thought to be less intellectual. The film 

audience is not required to supply as much detail as the reader because that detail is 

shown rather than merely described. However, Morris Beja (1979) points out that there 

is " ... the possibility that written stories (for example novels) and filmed stories (what 

people mean by 'the movies') are really two forms of a single art--the art of narrative 

literature" (Beja, xiv). If so, then each should be judged on its own merit rather than by 

the criteria set up for another form. 

At its most simple level, cinema is a series of photos on a strip of celluloid 

illuminated by a light source and moved at a general rate of 24 frames per second-

moving pictures. Thus, the 8mm track of Uncle John's 30th birthday party is, indeed, 

cinema. This, of course, is like saying the first grade primer, The Adventures of Dick 

and Jane, is literature. Everything, however, must start at its most base and refine from 

there. No self-respecting critic of cinema or literature would spend his/her time applying 
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theory of any sort to either of these examples. When the form becomes complex, 

utilizing more sophisticated techniques, it then requires a more studied approach. When 

Uncle John begins choosing the ideal lighting, scene composition, shot length and depth, 

and dialogue for his party, the art of filmmaking begins to be utilized. When Dick and 

Jane begin to have backgrounds and experiences, when they interact with other complete 

characters, showing some conflict that requires resolution, then a more complete literary 

experience has been created. When the forms grow from their simplest constructions into 

complex structures, they become art. When the form is an art, it requires more complex 

study. Cinema and literature are both arts of the highest degree, and a look at some of 

the unique connections between the two should work to illustrate their complexity. 

Renowned filmmaker and theorist Sergei Eisenstein pointed out the connection 

between cinema and literature. He notes that film is not of "virgin-birth," but from many 

"parents" including the Greeks and Shakespeare; "each part of this past in its own 

moment of world history has moved forward the great art of cinematography" 

(Richardson, 12). Beyond its technological newness, cinema quickly became a form of 

artistic expression borrowing many of its techniques from literature. Since the two art 

forms are different, the techniques must vary. Dramatic scenes in literature cannot be 

transferred to film in totality for two basic reasons: film length is limited, and good 

literary words do not necessarily make good filmic scenes and dialogue (Murray, 292). 

As with any medium, cinema has its advantages and limitations, and a filmmaker must 

learn to work within his/her medium for the most effective outcome. 

Film, as we are considering it, is a narrative medium 
and, like literature, is an art based on language. One 
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is accustomed to hearing the word language used rather 
freely for arts such as painting ... but the elements of 
film narrative ... form not a figurative but an actual 
language .... The vocabulary of film is the simple photographic 
image; the grammar and syntax of film are the editing, cutting, 
or montage processes by which the shots are arranged. (Richardson, 65) 

The language of film begins with the senses. Being a visual art, cinema must use light 

and color to narrate the story. Filmmakers employ camera shots--varying their length and 

angles--to show their story. Edwin S. Porter gave cinema its first "grammar" when he 

created editing and cutting (Richardson, 36). By taking out parts of scenes, and/or 

rearranging the order of shots, Porter gave the filmmaker a very specific control over 

how a film would communicate. Editing is no new technique in the art of literature, so 

it is no surprise that cinema would borrow such an effective tool. 

Other tools of literature are also utilized in cinema. Point of view, so important 

to the audiences' grasp of the storyline, is effectively used by both arts. However, it has 

a distinguishing characteristic for cinema. The filmmaker has an unusually powerful 

control over point of view: he/she can dictate exactly what will be seen, and how and 

when and in what context which leads to the total effectiveness of cinema 

(Richardson,54). While an author sets up specifically who is telling the story in a written 

work, the filmmaker shows that person. In cinema, there is no doubt from whom or 

where the story is coming. The viewer sees and hears the attitude without ambiguity. 

Other common traits between the languages of the two arts include 

characterization, setting, and even the use of sound. In both mediums, characters are 

described both by how they look and how they act. Obviously, this is done visually in 
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film, but both arts utilize specific descriptive techniques to introduce and "flesh-out" 

characters. Setting is created similarly. Sound is an interesting aspect for both arts. In 

literature, sound is created with words. When literature was written to be read and/or 

performed aloud, the use of alliteration, consonance, and onomatopoeia effectively gave 

the written work true sound. Audiences experienced the whistling of the wind through 

the willows or the sizzle of bacon on the stove. Though literature is now a more silent 

medium, more often read to one's self than aloud for an audience, these sound techniques 

are still useful. When "talkies" emerged, the language of cinema was effectively doubled. 

Not only did filmmakers have shots and editing to express their story, they had words 

and dialogue. Though it tended to de-emphasize the visual grammar of cinema, sound 

expanded the power of the moving picture. No longer were audiences required to attend 

so closely to the action to pick up the story. With sound, the pictures became descriptive 

of what the characters were saying. 

Considering the many similarities between literature and cinema, it is only natural 

that a specific connection between the two would come to be. That connection is 

adaptation. Since cinema has been so heavily influenced by literature, as pointed out by 

Eisenstein, it is not surprising that cinema would succumb to the temptation of borrowing 

works from literature to create works of cinema. This is where the differences between 

the two mediums becomes apparent. Though there are similarities in technique as 

mentioned above, cinema and literature are two different art forms. It cannot be expected 

that one could be transferred directly to the other. In recent years, films have been 

adapted into written works for the literary consumer. Essentially, screenplays have been 
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revised into novel form and sold as books of films. This is not, however, the most 

common direction taken for adaptation. Works of literature, originally created in written 

form for the reading public, have been rewritten into screenplays and made into movies 

by filmmakers. This is the form of adaptation under consideration here: written works 

published and consumed by audiences that have been adapted into films; however, "not 

every written thing aspires to be a movie" (Boggs, 318). To reiterate the point made by 

Robert Richardson in his book on film and literature, good literary dialogue does not 

make good film dialogue. "A film version of a major novel," says Edward Murray, 

"should reflect through the means of its own medium the technical complexity and 

thematic density of the original" (Murray, 292). This statement brings up two good 

points: cinema must make use of its own language, and the original must have something 

to be adapted--some "technical complexity and thematic density" in order to be worth the 

effort of adaptation. 

The intention of this paper is to discuss the effectiveness of one cinematic 

adaptation of a literary work: specifically, Rob Reiner's Stand By Me, an adaptation of 

Stephen King's novella The Body. However, it would be prudent to discuss adaptive 

techniques as they have applied to other authors and works in order to better illustrate 

adaptation itself and Reiner's effectiveness as a filmmaker adept at adaptation. 

Edward Murray's The Cinematic Imagination discusses several writers and how 

their writing techniques relate to film. His book is divided into two parts consisting of 

dramatists in part one and novelists in part two. The focus will be on part two since the 

main topic here is of adaptation of prose rather than drama. While Murray discusses the 

5 



works of several prominent authors including Virginia Woolf, William Faulkner, and 

Graham Greene, his work on Ernest Hemingway and F. Scott Fitzgerald is particularly 

pertinent here. 

There is a certain irony to saying that Fitzgerald writes with cinematic technique 

in novels such as This Side of Paradise and The Great Gatsby since he spent some years 

in Hollywood as a scenarist for the movies. It is not surprising that many of his works 

discuss the Hollywood life (somewhat disparagingly). However, the most important 

aspect of Fitzgerald's work here is the fact that, though his works have become classics 

in the literary world, their cinematic adaptations have failed to earn such a reputation. 

This could have something to do with what Murray calls the "cinematic imagination," 

a style by which writers express their ideas in much the same way as film. Visual 

images, abundant action, and vivid characterization are all parts of a cinematic novel. To 

say that Fitzgerald did not have imagination in his work would be an utter lie; however, 

his works were not written in the cinematic bent. Though several of his works have been 

adapted to film, their true "identity" generally becomes clouded when seen through the 

camera eye. The 1926 adaptation of The Great Gatsby is an example. One of the 

Fitzgerald's main points in the novel was overt criticism of the American upper class. 

He pointed out, through rich, elegant, and mostly unhappy characters, that money and 

position do not define personal happiness. Debauchery and sexual freedom were staples 

of Gatsby's characters to the very end. This virtually disappeared in the film to be 
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replaced by the "discovery on the part of Tom and Daisy of real values and true love" 

(Murray,184), a rather sentimental thematic change from the commentary made by the 

novel. 

An adaptation fails if it does not relate the themes intended by the original. This 

is not to say that a filmmaker may not choose to focus on a less obvious theme from a 

literary work when he/she adapts it to film. It is to say, however, that the filmmaker 

must not change the original themes or add new pieces of action that do not connect with 

the original in any way. It comes down to simply remembering that this particular form 

of filmmaking is called adaptation not recreation; the filmmaker must use the tools of 

his/her trade to transform a written work into a visual work; nevertheless, it must still 

be the same story. This is where the adaptations of Fitzgerald's works seem to be 

lacking. Murray leans towards a great filmmaker like Antonioni for the adaptation of 

"Fitzgerald's magnificent writing" though he confesses that such a thought is "more than 

a little academic" since major directors are not interested in adapting the classics because 

they are already someone else's achievement (Murray, 184). A similar sentiment can be 

heard from writers about films. Fitzgerald knew that cinematic writing is a different 

animal from literary work. William Faulkner, too, had a feeling about this that points up 

the nature of filmmaking and its great difference from writing: 

Interviewer: Does a writer compromise in writing for the movies? 
Faulkner: Always, because a moving picture is by its nature 
a collaboration, and any collaboration is compromise 
because that is what the word means--to give and to 
take. (Authors, 198) 
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So it is obvious that though cinema and literature are two forms of a similar art-

narrative--their fundamental differences make the adaptation from one form to the other 

a complex problem, one that must be solved through respect for each form. 

A certain show of respect for cinema is seen in the middle works of Ernest 

Hemingway. He used cinematic techniques in his writing such as montage and flashback. 

One example is "The Snows of Kilimanjaro," where the protagonist's consciousness 

moves fluidly through time while the spatial setting remains fixed. The novel moves from 

scenes between Harry and his wife to close-ups of Harry and his inner consciousness as 

he recalls significant moments in his life. This is the same technique used by filmmakers 

when the audience is taken from present to past and back through camera close-ups and 

fades in order to change scenes. 

The same problem seems to exist for the works of Ernest Hemingway as with 

those of Fitzgerald when adaptation enters the picture. While some of Hemingway's 

works are indeed written with a "cinematic imagination," the adaptations fail for two 

general reasons: thematic changes that destroy the intent of the original, and 

Hemingway's famous natural dialogue in writing is completely ineffective on the screen. 

The Old Man and the Sea is an example where the filmmaker strove, and succeeded, to 

stay completely faithful to the novel. This was a bad choice on the part of the director, 

Leland Hayward, since the novel is introspective and abstract. Even Hemingway knew 

that this novel, "with its slow tempo and concentration on the thoughts and feelings of 

a man in a boat, could not make an exciting movie" (Murray, 242). Though it is 
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commendable, in a way, that Hayward tried to do the original justice by sticking to its 

style and themes, it is also sad that such a fine novel could be destroyed so completely 

on film. 

The Old Man and the Sea is a prime example of the fact that some literary works 

are not adaptable to film. In its written form, Hemingway's poetic style, "his cadenced 

Biblical rhythm" (Murray, 243), seemed appropriate to the subject matter. However, 

such abstractions do not transfer to the screen. It is from works such as this that 

complexity of adaptation is illuminated. It is that first step the filmmaker takes, choosing 

the work to be adapted, that sets the pace for the film's success. A filmmaker looking 

to do an adaptation must first choose the right material. That material must have a style 

not only accessible to readers, but one that film audiences and filmmakers can delve into. 

It is in this first step that Rob Reiner succeeds so well with Stephen King. Reiner is able 

to see the 11 cinematic imagination 11 in King's work. 

While Fitzgerald and Hemingway are known as two of the greats in the literary 

world, their writing styles tend to stay in that world. Considering their time, each writer 

used the tools of his trade as those tools had developed to that point. Remembering the 

criteria for a good adaptations as set up previously, adaptations must: (1) use the 

medium, cinema, to its fullest, and (2) remain faithful to the original thematic intent of 

the written work. Part of the ability of the film to do these things relies on the original 

written work. It must have a style affable not only to the reader, but to a film audience 

and to the filmmaker creating the adaptation. The art of literature has changed due to 

cinema as much as cinema has changed due to literature, and Stephen King's written 
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works are prime examples of some of those changes. This is not to say King is just a 

scenarist whose works are long enough to be called novels. "King's novels do exhibit 

extraordinary affinities with film, while simultaneously retaining their identity as 

individual approaches to narrative" (Collings, 17). It is those affinities must be so 

appealing to Reiner. Both artists, King and Reiner, however, make use of the language 

of their own medium to illustrate the same story. The following two chapters will look 

closely at each man's work focusing specifically on the use of the languages of literature 

and cinema, respectively, as they relate to the work of King and Reiner on this piece of 

work. King's 1982 novella, The Body, is a written piece that makes use of the author's 

cinematic imagination on the printed page. A look at his "transparent style," as it is 

described by Michael Collings, will illustrate the writer's use of the language of literature 

to create a full and complex narrative. A similar look at Reiner's use of the language of 

cinema will show the filmmaker's expertise at not only making a fine film, but at making 

a fine adaptation. Several aspects of each work will be discussed; however, a focus on 

specific scenes present in both works should be apparent. 

10 



CHAPTER II 

KING AND THE BODY 

By virtue of his career choice, Stephen King has become a master of language. 

The language of literature makes use of words, symbols, connotation, and description to 

relate a story to readers. King is adept at manipulating words, signifiers, to create 

believable characters in sometimes interesting and bizarre situations. The Body is one of 

the least bizarre of King's works; however, it is as well constructed as any. In this work, 

from the 1982 release Different Seasons, he makes use of symbolism and descriptive 

characterization of the main characters to develop the story of a group of boys and their 

journey to see a dead body. 

The Body is what one might call a "coming of age" story where a group of boys 

confront the death of a peer, their first confrontation with real death. This type of story 

is generally concerned with showing how from the beginning, a character or characters 

grow emotionally and/or physically by the end. There is a conflict, a decision must be 

made by one or more of the characters, a resolution comes about, and the character or 

characters are shown to have grown in some way. The Body accomplishes this through 

the use of several and various literary techniques. Techniques that Edward Murray might 

list under the heading Cinematic Imagination. 

How does the train motif fit into the whole of the story? The train and tracks 

symbolize the life cycle for the boys in this story. Like life, the train goes along a 
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destined track to an end. While there are many spurs any train might take along the way, 

there is still only one destination. The train and train tracks in this story fulfill the 

symbol well. The boys are making a journey that is important for their growth as human 

beings. They take this journey by following train tracks. The train itself is seen only 

twice. Both times it, the train, nearly runs one or all of the boys down. Symbolically, 

the life cycle powers our moves, "runs us down" as it were, whether we choose it or not. 

The train is the force that actually caused this trip in the first place. The boys would not 

be journeying to the Back Harlow Road if not for the train's lethal power over the 

Brower boy. Again, the symbol of life's cycle: start down the tracks, travel where they 

lead, die in the end. King uses this and other symbols, such as a cleansing rain, to point 

up the more far reaching aspects of this seemingly juvenile journey. Each boy travels 

toward some change in his life. 

Another literary symbol included in The Body is rain. Rain has often been used 

to symbolize a cleansing agent for the characters in a story. It often occurs after the 

conflict, and it sets up the idea that the characters have been cleared of the guilt, pain, 

the "dirt" of the conflict they have been through. King uses the rain in much the same 

way. He adds an interesting twist, as is his style, because the rain in this story is in two 

parts. When the boys first discover the Brower boy, at the end of their long tiring 

journey, a heavy summer rain falls. The dime-sized drops fall down on them in the 

cleansing way rain often falls at the end of a hot summer day. The boys are washed of 

their troubles; they found what they journeyed for, and now they can go home. The twist 

comes when Ace's gang shows up. A new conflict arises, one which will require some 
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courage on the part of the boys. When Chris deflates Ace's ego with the handgun and 

the big boys go away, another rain comes. This time the boys are not cleansed, but 

scrubbed clean with rain and hail. A more violent problem called for a stronger cleanser, 

and King supplied it. 

It is important to note that the growth made varies between characters. King's 

excellent characterization throughout the story makes this quite clear. Because of the 

medium in which he works, King must spend time creating characters with whom the 

audience can identify. Unlike cinema, audiences cannot see the characters and setting 

visually; therefore, the author must use words to create images in the minds of the 

audience. Interestingly, King characterizes the boys throughout the story; however, the 

action is set up in a series of scenes much like a movie. The Body is told in 34 chapters. 

All the chapters are not neat, sequenced scenes, but any of the major actions scenes, both 

the outside stories, and anytime the action switches from the boys to Ace's gang, a new 

chapter begins. The whole story has a definite, organized pattern. King's use of 

descriptive characterization for each of the main characters carries the reader through the 

story while the action of the journey continues chapter by chapter The reader gets to 

know the boys well. Their strengths and weaknesses, their humor and personalities, their 

characters are illustrated in such a way that the reader not only knows them but feels 

their growth. 

Two of the boys, Vern Tessio and Teddy Duchamp, are the ones who grow the 

least. Their physical and emotional descriptions throughout the story illustrate this well. 

Both boys have some physical traits that tend to diminish their characters. Vern is a 
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rather large boy with hair he kept combed "in a perfect imitation of his rock and roll idol 

Bobby Rydell" (King, 306). Teddy has poor eyesight, so he wears thick glasses. 

Moreover, due to an abusively violent father, Teddy's ears have been burned on a stove 

so that not only are they grotesque in form, but he also must wear a hearing aid. While 

it is not socially correct to judge a person's intelligence by his/her appearance in the real 

world, literature makes common use of such judgment. Since readers do not get to 

physically meet literary characters, writers commonly portray specifically vivid physical 

traits in order to extend characterization. King makes use of such a technique with Teddy 

as well as the other boys. This technique has the effect of painting particularly distinct 

pictures for readers, not only about what the character looks like but his/her personality 

as well. 

Personality traits are described as well. Vern and Teddy are described 

intellectually in the following manner: "Teddy Duchamp was only about half-bright, but 

Vern Tessio would never be spending any of his spare time on College Bowl either" 

(King, 309). Throughout the story, we see Teddy in his outwardly macho character 

dodging trains and yelling "Paratroops! Over the side!" His main concern is making sure 

the guys think he is tough. Vern is the complete opposite. He spends most of his time 

whining about being scared, getting caught and whipped, running from storms. Vern is 

the nay-sayer. Keeping in mind that the outcome of this story is to be growth on the part 

of each boy, King's characterization of Teddy and Vern gives the reader some idea of 
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what kind of growing they can do. On the whole, the reader sees that growth, for these 

two boys, is not going to come on the grand scale. Neither is equipped physically nor 

emotionally. 

Chris Chambers is another story completely. He is the real tough guy in the 

group. He comes from a highly dysfunctional family--his father is an alcoholic, his 

mother is rarely around, violence is common between parents, siblings, and parents and 

children. In their small town, everyone, including Chris, knows he is one of the 

Chambers, which means he has no future. Nevertheless, Chris' ambition separates him 

from everyone else in his family. Though he feels downtrodden he does see some light 

at the end of the tunnel. His intellect is more developed, to say the very least, than either 

Vern or Teddy. He has not spent much time sharpening that intellect prior to our meeting 

with him in this story, but he does have it. Chris is described as the best peacemaker 

among the group: "He was the toughest guy in our gang (maybe even tougher than Jamie 

Gallant, I thought privately), but he was also the guy who made the best peace. He had 

a way about it"(King, 362). It is Chris who insists on peace between Gordie and Teddy 

after the interrupted train-dodge attempt. Teddy flails at Gordie, screaming obscenities, 

and it is Chris who pulls them apart. As he holds Teddy, he attempts to end the fury: 

"'Calm down, Teddy,' Chris said quieti y, and he kept saying it until Teddy stopped 

struggling and just stood there ... " (King, 344). 

Chris is also a quick thinker and he has emotional depth which allows him to 

consider problems like injustice and prejudice. This is obvious when he evaluates his 

mistreatment after being accused of stealing the milk money. He must wonder: "I know 
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what people think of my family in this town. I know what they think of me and what 

they expect. Nobody even asked me if I took the milk money that time. I just got a 

three-day vacation" (King 394). Chris has it together; he is just afraid to use it for fear 

of rejection and failure. Chris has great potential for growth. 

The boy who might be called "the main character" is Gordon Lachance. Gordon 

is the smartest of the group with the most potential, on a social status scale, to achieve. 

He comes from a middle-class family. Up until the death of his brother, the beginning 

of the story, he lives the "normal" life--school, play, dinner with the family, etc. Gordon 

could be described as the "nerd"--makes good grades, will be enrolled in the prep 

classes, spends his time writing stories. The Body includes two "digressions" into 

Gordon's writing during the story. The first is a story called "Stud City" written when 

Gordon was in college. The second is entitled "The Revenge of Lardass Hogan," and 

Gordon recounts it to the other boys during the trip. Gordon is somewhat sheltered from 

pain, though he experiences it vicariously through his friends. He even feels a bit of 

jealousy for the others. His life is so simple; even when Dennis was alive, he did not 

beat up on Gordon like Chris and Vern's brothers. Gordon's father had never laid a hand 

on him, but Gordon feels little emotion at all for him. Teddy's dad, the hero of 

Normandy, spends a great deal of time wailing away at the boy, yet Teddy adores his 

father. The only pain Gordon endures during this story is the death of his brother; 

Gordon fears death period. It is this pain Gordon must deal with; his growth must help 

him to do so. The characterization of all four boys works together to develop the 

"coming of age" to be met in the story through chapter 4 "Vern's discovery of where the 
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body is," chapter 6 "Preparation for the trip," chapter 11 "Chopper, the Menace of the 

Dump," to the last chapter, 34, "Gordon, now." As readers journey with them down the 

train tracks to the Back Harlow Road to see the dead body of the Brower boy, over the 

river, through the leach-filled stream, during the confrontation with Ace and the guys, 

and back home, they experience the lack of growth in Vern and Teddy, the need for 

growth in Chris, and the desire to grasp the truths of life in Gordon. Their interaction 

works to give the story the complexity necessary in a "good piece of literature." None 

of the boys is the same, though they have some common traits. None of them will react 

to situations (leaches, guns, screams in the night, an oncoming train) in the same way 

as the others, but their differences make the story cohesive. The growth comes not just 

from seeing the dead body, not just from surviving the trip, but from interacting with 

each other as they see and survive. 

The story itself (its action, setting, plot) is complex as well. The basis of the story 

is one man's memory of an event in his childhood. That memory, recounted as a 

flashback (note King's "cinematic imagination"), is triggered by the death of one of his 

childhood friends, Chris Chambers. Death, again, is the reason for the journey. The 

story that unfolds is quite believable, non-melodramatic in terms of childhood 

experiences, and fully complete. The story is whole. Each of the parts discussed fits into 

the context of what the story is trying to say. In formal analysis, a story must be 

complex, cohesive, and all of its parts must work as a whole. The Body is an effective 

story with complex characters and actions that fulfills its purpose by narrating a complete 

story to an audience in order that they can grow and learn. 
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King's writing style is also conducive to creating bright pictures in the minds of 

the readers. Though he would not admit to having a style, critics and scholars have 

noticed the "extraordinary affinities" King's writing style has with film (Collings, 17). 

King thinks style is expendable, "like the hood ornament of a car" (Bare Bones, 94). 

However, it cannot be denied that he does indeed have a style and that style lends itself 

to accessible reading. He uses popular music, slang, recognizable settings, and 

characters. Throughout The Body, the reader sees such familiar titles as "Dragnet" and 

famous names like Elvis. These specific points transport the reader to the time and place. 

This has the effect of increasing the impact of the story. When a reader can "see" and 

"hear" exactly where he/she is witnessing the story, that story is even more real. One 

particular scene stands out--the train trestle incident. 

This scene, set up as chapter 14 in the novella, is seven and a half pages of pure 

action. King starts by setting the scene, describing the river and the trestle over which 

the boys must walk. Readers find out that the river is "better than a hundred yards across 

at that point" and that the train trestle "was pretty chintzy--the rails ran over a long, 

narrow wooden platform of six-by-fours" (King, 366-7). Next, the boys must haggle over 

whether or not to cross the dangerous trestle or walk the extra ten miles to the car bridge 

up the river. King points out that the boys must face not only the rickety trestle, but the 

possibility of a train taking precedence over their presence on the tracks. Teddy's 

undaunted "courage" wins over, mostly for the other's fear of being tagged "pussies," 

and the precarious trek begins. With a quick hand check of the rail, Gordie agrees 
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reluctantly, "and as [he] said it some guy pole-vaulted in [his] stomach. He dug his pole 

all the way into [his] balls, it felt like, and ended up sitting astride [his] heart" (King, 

368). 

The boys line up with Teddy and Chris in the lead, then Vern with Gordon 

bringing up the rear. King ventures into Gordon's mind at this point. In a recognizably 

scary situation, the reader identifies with Gordon's feelings as he becomes: 

acutely aware of all the noises inside ... 
and outside .... The steady thump of my heart, 
the bloodbeat in my ears like a drum being played with 
brushes, the creak of sinews like the 
strings of a violin that has been tuned 
radically upward, the steady his of the river, 
the hot hum of a locust digging into tight bark, 
the monotonous cry of a chickadee, and somewhere, 
far away, a barking dog. (King,369) 

King continuously points out the boy's fear of what the others will think, noting that 

Gordon will not turn back, will not bend down to crawl, will not take any of the "safe" 

options for fear of peer rejection. 

The reader begins to feel some tension here, possibly recalling a personal 

experience in a dangerous place. The tightening of the stomach so familiar is related 

directly through Gordon into the reader. King pounces on this chance to pick up the 

rhythm and carry the reader over the edge. Gordon gets a premonition, and he reaches 

down to touch the rail, to check for a train. When he realizes that a train is indeed on 

the way, recognizing the telltale sign of the vibrating rail, Gordon's fear takes over his 

body. 
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You've heard it said "His bowels turned to water"? I know what 
that phrase means--exactly what it means. It may be the most 
accurate cliche ever coined. I've been scared since, badly scared, 
but I've never been as scared as I was in that moment, holding 
that hot live rail. It seemed that for a moment all my works 
below throat level went limp and lay there in an internal faint. 
A thin stream of urine ran listlessly down the inside of one thigh. 
My mouth opened. I didn't open it, it opened by itself, the jaw 
dropping like a trapdoor from which the hingepins had suddenly been 
removed ... All my muscles were locked. That was the worst. My works 
went limp but my muscles were in a kind of dreadful lockbolt and I 
couldn't move at all. It was only for a moment, but in the subjective 
timestream, it seemed forever. (King, 370) 

Though it takes some time to describe all this in words, much like Gordon's paralysis, 

the reader zips through this terrifying narrative on to find out the even more horrifying 

truth. Gordon can feel the train coming by the vibrating rail, but he cannot hear it. He 

does not know whether it is coming from behind or in front. .. which way should he run? 

Finally he is able to take control over his vocal abilities and he screams a warning to the 

others: "TRAIN!" (King, 371). 

Now the race is on. The pace of the scene picks up tremendously even through 

Vern's insistence that he cannot go any faster. Ironically, Gordon uses the same threats 

to get Vern across to safety as Teddy used to influence the boys onto the trestle in the 

first place: "Run, you pussy!" (King, 372). The boys are yelling at one another to run, 

the train (coming from behind) is proclaiming its presence through its electric hom, and 

Vern and Gordon are finally urged by Chris and Teddy to jump, though Vern and 

Gordon can only read the other's lips. The train has "sucked all the blood out of the 

word, leaving only its shape in their mouths" (King, 373). Vern and Gordon do indeed 

jump to their safety and this particular trying moment io the journey is over. King leaves 
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the reader's heart pounding and his/her breath quick through this scene. His descriptions, 

from Gordon's fearful thoughts to the capitalized loudness of the train's horn 

(WHHHHHHHONNNNNNK! WHHHHHHHHHONNNNNNNNK!), create a vivid 

image in the reader's mind as well as a frightened lump in his/her stomach. 

King is an expert at using the language of literature to create new worlds where 

action and life occurs. He can manipulate historical facts with fictional creations to take 

readers to his world and make them see and feel the story. He can manipulate grammar 

rules and spellings to create sounds and sights for his readers. Effective use of language 

is the key to creating good literature. The scene above is only one exciting example. 

Through careful choices and varied techniques, some of which have a distinctly cinematic 

bent, King creates good literature. Because of the success of the story created with 

King's movie vision in written form, Rob Reiner has a prime original from which to 

create a new form; hence comes the film, Stand By Me. 
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CHAPTER III 

REINER AND THIS FILM 

Question: Why do you think that your books are so 
popular as film vehicles? 
King: The books are visual, I see them almost as 
movies in my head. (Bare Bones, 108) 

The key term here is almost. True, King's work is visual, and that can be 

attributed to his writing style. However, it is no easy task adapting a written work into 

a film. There are limitations on both ends that must be dealt with in order for the 

adaptation to ever occur. In answer to a question about the difference between horror in 

film and horror in books, King himself insists that "In a movie, [the filmmaker] can do 

things on an emotional level that just don't work in cold type" (Bare Bones, 97). Because 

of its visual nature, film has a power that written works can never have. Cinema has a 

special capacity to charge its narrative with greater emotional content than literature. 

Emotion, in tum, creates meaning of its own requiring more reflection by the audience 

in order to understand (Braendlin, 5). Stand by Me (1984) offers several visual moments 

that charge the screen with energy: the train trestle scene, the actual sight of Ray 

Brower's lifeless body, Ace's near brutal attack. These scenes, all included in the written 

work, send emotional shockwaves through an audience when they appear on the big 

screen. 

The written text too has its preeminence over cinema in certain areas. This is 
' ' 

one of the things that causes problems for the adaptation. A novel, or even a poem or 
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short story, can cover a larger scope than a movie has time for. When the discourse time 

is limited to a maximum of three hours (and that is a long film), the scope of available 

time and space is necessarily narrowed. A reader may take days, weeks, even months 

to read a novel. He/she can take in the entire history of the human race or even the 

history of a single family at whatever pace necessary for him/her to grasp it. The 

filmmaker who takes on an adaptation realizes that, in the time allotted, he/she must get 

the same story across with as much intact as possible. This is one of the important points 

for consideration in criticism of adaptation. In order for the story to be told in the 

discourse time available to the medium, it will necessarily change, from the combination 

of characters to the removal of entire scenes. This does not always mean that the 

filmmaker has "butchered" the original; he/she has merely molded the material to fit the 

medium. However, this is not a scapegoat excuse for bad adaptations. Some filmmakers 

take more liberties than others with written works in order to adapt them to film. Some 

go so far as to basically do nothing but use the name of the original work. Nevertheless, 

this particular limitation on the art of adaptation, the problem of discourse time, is one 

reason it is important to judge the film on its own keeping in mind that it takes its 

material from another source, but not judging it strictly by that source. 

When a written work has a good story to tell, it is a prime target for filmmakers. 

And why not? The characters are there, developed and living; the setting is described; 

and the plot is a good one. However, as Boggs points out, "[i]n a tightly unified plot, 

nothing can be transposed or removed without significantly affecting or altering the 

whole" (Boggs, 30). While this seems like a rather obvious statement, it holds a 
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connotation of "affecting or altering" being negative. A filmmaker will make changes in 

the story when he/she adapts it to film, changes that do alter the original story. This does 

not mean he/she has defiled the original. For example, Rob Reiner makes several 

changes in the story originally penned by Stephen King. The changes, in some cases, are 

minor and are made in order to work on the screen where the original form might not 

have. Some of the alterations, however, change the entire focus of the story. That change 

in focus serves Reiner's picture better than the original focus would have; that is 

sufficient enough reason for a change. Because he chose to focus more on Gordon and 

Chris, Reiner made some changes in the other boys. Vern Tessio is introduced by King 

with hair "he usually kept combed in a perfect imitation of his rock and roll idol, Bobby 

Rydell. .. "(King,306). Reiner's Vern is an overweight kid with a burr haircut. Teddy 

Duchamp has been physically abused by his father in both versions. King, however, 

gives Teddy hearing aids as a result of the abuse. There are no hearing aids in the film. 

One more prominent change about the other boys seems to have been a 

specifically focus oriented choice on the part of Raynold Gideon and Bruce Evans, the 

screenplay writers. In the film, the adult Chris is the only one of the now grown gang 

who is dead. The others have not been very successful in their lives, but they are alive. 

King's story has the adult Gordon as the only surviving member of the old gang. This 

change serves to illustrate that the differences in the boys remained as they grew older. 

The screenplay deleted some after-the-fact beatings each of the boys received from 

Ace's gang as well as some of Gordon's commentary on that youthful trip now that he 
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is grown. During this commentary, Gordon describes the adult Ace he has encountered. 

Ace has become a fat, unsuccessful factory worker who spends his evenings in the local 

pub. In the film, the adult Gordon informs us of the varying degrees of success his 

buddies have attained (not including Ace) which serves the same purpose as the Ace 

description in the book. The major change made in the film is the shift in focus during 

the climax. When the boys are confronted by Ace's gang about who has "dibs" on the 

dead boy's body, an overbearing Ace brandishes a switchblade at a defiant Chris. As Ace 

approaches to violate Chris, Gordon fires the pistol Chris swiped from his father's 

bureau. Gordon suddenly becomes the "tough one" to save Chris--a flip-flop of the 

original characterization. The words are the same as in the book, but the focus has been 

shifted to Gordon rather than Chris. As S. P. Somtow states in his review of the film, the 

25,000 + words of the book can describe the incongruities of the boys' characters 

through explanation and digression. "You can't do that in a film, but you can have a 

great, illuminating cinematic moment that explains everything about this special 

friendship in only a few seconds" (Somtow, 16). Reiner creates one quick moment that 

compacts all those important words King was allowed in his medium. Reiner knows the 

restrictions of his medium, and he seems to make all the right choices in this film. 

Some newspaper and magazine critics claim the Reiner version is sentimental, 

mushy, and overdone. It seems more likely that Reiner made conscious choices by 

including every bit of the "too-much." Reiner chooses a director's interpretative point 

of view for Stand by Me. If the fact that the entire structure of the film is based around 

the memory of a man about a climactic childhood experience is considered, overacting 
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and sentimentality seem only appropriate. People are always more, and less, in memories 

than in reality. The tough guy is always three times tougher, parents are always worse 

punishers, and the real geeks are so bad in memories that it is unimaginable that they 

grew to adulthood. Reiner captures this memoryesque abundance in his characters and 

scenes through the basic technique of expressionism. The exaggeration of characterization 

is the way Reiner chooses to show us the innermost feelings of Gordon Lachance--grown

up and adolescent. 

By its very nature, the memory story is nostalgic, and King is good at 

reminiscing. He takes us back by using song titles like "King Creole" by Elvis and "Only 

the Lonely" by Roy Orbison, television shows like "Highway Patrol" and "Dragnet," and 

slang terms like "boosted" and "hocked." Cinema, and therefore Reiner, has to show 

rather than tell, so the audience gets to hear the songs, see the clothes and cars, hear the 

overused cut downs ("I don't shut up, I grow up, and when I see you I throw up!"). 

Reiner's score immediately takes us to a different time. The music is all the "good stuff" 

from the late fifties--"Lollipop" and "Great Balls of Fire." Obvious choices? Maybe, but 

they serve the purpose. Through these tunes, nostalgic memories flow back in the 

brightest of colors. 

And while some of the characterizations seem stereotyped, this, too, serves to get 

the audience into the memory more easily. We see the typical group of kids--the nerd 

(Gordie), the tough-guy (Chris), the weird kid (Teddy), and the fat kid (Vern). None of 

their immediately noticeable characteristics are very unique. We meet the thugs with the 

typical toothpick-chewing, knife-wielding leader in the character of Ace. Gordon's 
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parents are even types: housedress-clad mother doing laundry and conservative father 

working in the garden. All the characters seem quite flat when we are first introduced 

to them. Only the four boys gain any dimension through the story. This follows the 

expressionist idea to focus the audience's attention on the real story--Gordon Lachance's 

memory of the journey he made to see a dead boy. That journey turns out to be far more 

important to his later life than just giving the experience of seeing a dead body. Through 

his trip with his childhood companions, Gordie finds acceptance of mortality, focus for 

his future, a definition of loyalty, and the "intestinal fortitude" within himself to face 

seriously adverse situations. 

There are several examples of what might be called overacting in this film as 

well. When Gordon tells the "Revenge of Lardass Hogan" story to the boys around their 

campfire, Reiner skillfully takes viewers right into the story. While the nature of the 

story is somewhat overly dramatic, the acting really gushes. At the climatic about-to-puke 

moment, Lardass is swaying and flailing his arms, all the onlookers have exaggerated 

expressions, and the vomiting is created with second-rate special effects. With today's 

movie technology, special effects can seem quite real. Reiner chooses to leave the fiction 

overly apparent in the film. 

Back in the primary part of the film, viewers meet Mr. and Mrs. Lachance, 

Gordon's parents. They are distraught over the death of their oldest son Dennis, and both 

parents are portrayed as droning zombies. This is contrasted with their energetic 

enthusiasm for Dennis's pursuits during a dream sequence of Gordon's. This depression 

is completely overdone by the parent-actors, but it is not wrong. Reiner wanted viewers 
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to know that the zombie parents were what Gordon perceived. The boy felt deserted by 

his parents after Dennis's death, and the overly distressed mannerisms portrayed in the 

film mark Gordon's memory of how they treated him. 

There are also several instances where the boys themselves seem a bit 

melodramatic. They seem quite perceptive for twelve-year-olds, and their moods often 

change drastically in an instant. Early in the film, when Chris realizes Gordon really 

believes Chris knew the pistol they were looking over was loaded, Chris switches 

immediately from a hysterically laughingjokester to a judge-faced friend apologizing and 

begging for trust. Even the characterizations are a bit overdone. Teddy's verbal gouging 

of the others is absolutely non-stop. Vern never has a brave moment. All of these things 

seem to be attacking the viewers' intelligence with redundant information, but Reiner 

wants them to see the story, the action, as what it is--a memory from the mind of a 

grown man who has had twenty-plus years to think about the whole thing. Admittedly, 

the movie is nostalgic and somewhat overacted; consequently, Reiner is accosted by 

critics. However, the observant audience notices that only the flashback part of the movie 

is exaggerated. While the majority of the film develops in the memory-mode, the 

beginning and end are in the present with adult Gordon. Those parts are very realistic 

in their portrayal. This only illustrates more clearly that Reiner had every intention of 

making the film nostalgic and overacted. When there is an obvious difference in the 

direction of two separate parts of the film, but there is only one director, one must 

assume that the director made that choice intentionally. At the opening and in the end, 

the audience sees adult Gordon. At the end, he is with his own children. Though these 
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sequences are not very long, the action is realistic. When the film moves into adult 

Gordon's memory, techniques such as background music and voice-over narration to 

point up the unreal place to which the audienc has travelled. 

Technically, Reiner uses sound and camera angle to help the audience get 

involved with the young heroes. The movie opens with a high angle establishing shot of 

a peaceful meadow through which a road passes. On the road sits a jeep-type vehicle. 

The music, an instrumental rendition of "Stand by Me," begins and the shot cuts to 

close-up of Gordon (Dreyfuss) inside the jeep. The sadness Gordon feels is illustrated 

through the music; this technique of using music to coincide with character emotion is 

used throughout the movie. This is a common cinematic technique, and it is quite 

effective. When viewers see the boys, they hear "Lollipop." When Ace's gang is on 

screen, something more rebellious blares out. Other ambient sounds occur throughout to 

help set scenes and introduce and accompany characters as well. At one point early in 

the boys' journey, Teddy decides he wants to dodge the oncoming train. Chris 

manhandles him off the tracks just before the train whisks by, and Teddy is quite angry 

because of it. The angry boys begin yelling and pawing at one another as Gordie and 

Vern try to hold them back. The audience cannot, however, hear any of the argument 

because of the deafening noise of the passing train--the angry faces and volatile bodies 

can only be seen. Just as the train gets past, the fight loses intensity, and we can hear the 

voices once again. The train, roaring speedily by, was like the boys' tempers, like their 

fight--loud and violent, but over quickly. This, of course, is common for adolescent 

friendships. Jealousies and anger boil up occasionally, but the cool down is quick in 
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coming. Reiner tries to use sound and music to emphasize the emotional roller coaster, 

or train ride, that the boys are on when they set out to find the body of the dead boy. 

Reiner makes effective use of voice-over narration in this film. With the difficulty 

of changing a long written work into the visual medium, Reiner chooses to get the 

exposition in through the voice-over technique. Adult Gordon describes to the audience, 

as they view the headline on his newspaper that reads "Attorney Chambers Stabbed to 

Death," that he was 12 in the summer of 1959. The words which follow explain the 

place and time while the shot cuts to young Gordie purchasing a comic book (for 25 

cents). Adult Gordon's voice returns several times throughout the film, but the effect is 

not disruptive. Reiner uses the voice-over whenever an important idea or piece of 

information cannot be shown, but must not be deleted. 

The camera is fairly mobile in this film. Viewers see the boys and their journey 

from a variety of distances and angles. Close-ups are used when the audience needs to 

see the character's expression; Gordie is the most common target of these type shots. 

One close-up stands outs particularly well. Immediately following Gordie's escape from 

the feared Chopper, and Teddy's tongue-lashing from the junkyard proprietor, feelings 

are hurt and flaring, and Teddy apologizes for "spoiling the party." At this point the 

camera zooms in on Gordon, and the audience sees a face that looks much older and 

wiser than before. "Maybe it shouldn't be a party," Gordon says, and the camera cuts 

to the other boys. They, too, look older, more mature. This is a turning point for the 

boys in their journey. They no longer want to "discover" the dead boy and become 

heroes; now they need to see the boy, they need to complete their journey. These close-
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ups to faces of mature young men rather than boisterous twelve year-olds tell viewers 

that the point of no return has been reached. 

Later, Reiner uses the camera to help us get a feel for the danger the boys put 

themselves in. When the journey takes them to the Royal River, the boys must decide 

whether to take the ten-mile walk around to the car bridge or the ten-minute walk across 

the narrow train trestle to the other side of the river. The trestle turns out to be the route 

of choice, and each boy makes his way onto the crossties. Chris and Teddy head up the 

group, tripping across deftly. Gordie gets stuck in the back behind a very unsure, 

crawling Vern. Viewers get some feel for how high above the water the bridge actually 

is when Vern's comb inches out of his pocket and falls through the trestle. The subjective 

camera watches as if through Vern's eyes from a place just above the crossties as the 

comb floats down and down and finally into the water. Then the view cuts to beneath the 

bridge at Vern's pudgy face peering disappointedly through the crossties. As Vern and 

Gordie progress along the bridge, Gordie leans down to grasp the rail, nervous that he 

has heard the train. His nerves are right, and the vibrating rail tells all. In a slow motion 

shot, Gordie's fear exaggerated face screams "TRAIN!" The internal rhythm 

immediately picks up as Gordie physically pries Vern from the tracks to get him to run. 

Vern is crying, "I can't! I can't!" even as he is up and running and the camera shifts to 

an eye-line shot. This is one of the most effective camera angles of the entire film. Now 

viewers see what Vern is seeing: his chubby feet speedily stepping from crosstie to 

crosstie over twelve-inch open spaces that go nowhere but down ... way, way down. 

Viewers can immediately connect with the crying Vern. Now they understand why he is 
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so scared. The camera shifts to the safe side of the trestle where Chris and Teddy are 

waiting for their friends. The shot allows viewers to see just how close the train is 

getting, and the suspense builds. At the end of the sequence, Reiner keeps the energy up 

by pulling the camera back far enough that the fate of the two boys is still in limbo. 

Viewers cannot see actual land, but they do know the boys have gotten over the river. 

This is the point at which Gordon and Vern must jump. Chris and Teddy must wait for 

the train to pass before they can get to the side where their friends may or may not have 

met their fate. In the end, the boys escape the train unscathed mostly, but Reiner's live 

screen choices make the suspense of the moment all the more thrilling. This is one of 

many points at which Reiner stayed very close to the original. This action packed scene 

of danger survived by the boys is almost exactly the same in the written work. The 

action of the scene, in both mediums, helps create the feeling of the friendships between 

these boys. They must live through all types of situations together. It also serves as a 

point of reference for the audience to track the growth of each boy through this "coming

of-age" story. With each scene, there is some piece of each boy that the audience know 

more about. The train trestle illustrates Vern's lack of courage, and Gordie's abundance 

of it even through his very human fears. 

Some of the minor changes include the deletion of Gordon's story entitled "Stud 

City." However, Reiner chose to include "The Revenge of Lardass Hogan" in the film. 

This serves the picture well in that Reiner aimed the audience at the adult Gordon's 

recollection of the boys and their journey, not his college career (during which "Stud 

City" was supposedly written), his current life, etc. The audience sees the juvenile, 
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though humorous, story Gordon writes as a child, not the more macho-violent "Stud 

City" he penned later in life. Reiner keeps the focus on the growth of the boy. Reiner's 

story also ends with the boys' journey; the audience is left to conjecture about what 

happened during the next few days or weeks. King tells all. In the written work, the 

reader finds out about a brutal beating Gordon receives at the hands of Ace and his 

buddies, about the adult Gordon witnessing the downfall of Ace later in life, and all the 

details of the time following the journey down to Back Harlow Road. Again, this change 

serves to keep the focus on the growth of the boys at the time. The audience, sometimes 

left with greater responsibility for creating meaning in film than literature (Braendlin, 5), 

must decide how much or how little the journey affected the boys. While all of the 

discussions between the boys during their trip penned in the original are included in the 

film, Reiner gives them more practical placement for his medium. Many of the changes 

in the film are minor; they really have no major altering effect on the original story. The 

changes occur by necessity because of the change of narrative medium. However, some 

of the focal changes do change the effect of the story on the audience. Those changes, 

though, are specifically chosen by the director to place the focus of the audience where 

he wants it. 

The major focal changes Reiner chooses are of greater interest. In The Body, it 

is always Chris who comes to the rescue in dangerous situations and always Gordon who 

makes the peace. Reiner rearranged this in order to illustrate the characters of his boys 

more clearly. In order for viewers to connect the adult Chris's demise at the hands of 

thugs, they must see him as the peace-maker, as someone who would step between two 
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arguing strangers to make peace. It is a characteristic Reiner gives Chris Chambers 

throughout the film. Most importantly, the audience must see the growth made by the 

passive, weaker Gordon by the end of the journey. Opposite from the written work, it 

is Gordon who fires the pistol and threatens Ace in the complication scene between the 

two "gangs" in the film. The original dialogue is exact; Reiner could hardly improve on, 

"Suck my fat one, you cheap dimestore hood!" However, those somewhat juvenile but 

very powerful words gain even more impetus when they emerge from the mouth of meek 

Gordon in order to save tough Chris. 

These transpositions of characteristics do have a significant effect on the whole 

of the story; however, the effect, the alteration, is a good one. It is one that allows the 

audience to focus on what the director intended, the growth of these boys brought on by 

their journey through the woods to see a dead body. The story, its action and characters, 

even the outcome, remains the same even though the film and the book are not identical. 

Reiner's cinematic adaptation of King's original work is a good one. The major themes 

of growth and discovery remain intact, the major characters and actions remain basically 

true to the original. Reiner's directorial choices for change come in two areas: change 

by necessity for the medium used, and change by choice to dictate focus. As a 

ftlmmaker, he has the right to change these things. As a ftlmmaker making an adaptation, 

he makes right choices that keep the adaptation a good one, not a mere rip-off of the 

original. The major illustrator of Reiner's intentions is the change of title. Title can 

suggest theme (Boggs, 73). This is evident in the comparison of the two titles. In The 

Body, King was intent on telling the story of how the sight of a dead body affected a 
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group of boys. Reiner's intent, in Stand by Me, was to show the importance of 

friendships and loyalty in the face of difficult situations like seeing a dead body. Both 

point up growth, but the specifics of that growth are different for each artist. 

Change is a necessity in adaptation. It is the degree of change that determines 

whether or not the film is a good adaptation of the original or a mere use of bits and 

pieces of a written work. Through his use of expressionism, ensemble acting, a 

generalized score, and a mobile camera, Rob Reiner is able to take us to the world of 

twelve-year-old Gordon Lachance and his traveling buddies throughout not only a tough 

hike in the forrest, but through that rite of passage into the adult world. None of the boys 

make earth-shaking discoveries, but they all find a new, more "grown-up" part of 

themselves, especially Gordon and Chris. Three days in the life of four young boys 

seemingly have little to do with the general public; however, Reiner shows that those 

three days with those four boys have everything in the world to do with the viewers' 

lives--they are the viewers. 

Reiner makes some changes in King's original work, but that is to be expected. 

Reiner's work shows how even focal changes can be used in an adaptation without 

destroying the original to create a fine piece of cinema. 
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CHAPTER IV 

CONCLUSION 

Adaptation is a part of the art of cinema that is difficult to master. Rob Reiner 

seems to have grasped the key steps, however, in making a successful adaptation. Stand 

by Me is not a copy of the original, for as Ghislain Geloin points out, "A filmatic 

adaptation differs necessarily from the original if the potentialities of the medium are to 

be fully exploited" (Geloin, 141). Reiner is adept enough at his medium not to let it be 

held second to the art of written literature. His medium has its advantages, and Reiner 

uses them to the fullest. In choosing a subject for this adaptation, he looks to one which 

has potential for good film work to go along with its achievement in the literary world. 

Stephen King is a fine choice because of his "cinematic imagination" on the page. The 

Body, though not transferred directly and unchanged to film, lent itself to adaptation 

because of its filmic composition, thanks to King's style. 

Peter Brunette brings up a problem for the filmmaker involved in making an 

adaptation: 

Any representation ... whose claim to privilege relies on the 
idea of its being a faithful copy is caught in ... a bind. If 
it is a repetition of the model, it can have no value itself; 
but if it is not a simple repetition, it is not a faithful 
copy. (Brunette, 69) 

In order to follow the guidelines of a "good" adaptation, the filmmaker must strive to 

stay faithful to the original work. However, no artist, filmmakers included, wants his/her 
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art to be valueless, so a mere copy is out of the question. Artists desire to supply their 

own creativity to any project. 

Reiner, in making this adaptation, had to deal with the thought that in using a 

work already consumed in another form, he is only copying creativity rather than 

creating himself. He combats this downfall by choosing to focus on a part of the original 

work the author did not point up as strongly, the strengthening of the friendships between 

the boys and their personal growth through the journey's situations, as well as changing 

the title of his work to reflect this change. By doing this, Reiner effectively creates a fine 

film from a piece of literature. As seen in the example from Ernest Hemingway's work, 

a "faithful copy" is not always the best film. However, the filmmaker must not change 

so much that the film strays from the intent of the original; if he/she does, the adaptation 

fails as is seen with Herbert Brenon's film version of Fitzgerald's The Great Gatsby. 

Rob Reiner seems to have an eye for the art of adaptation. He can feel for the 

strongest themes cinematically without betraying the original work. Stephen King's work 

appeals to Reiner's director's senses because its filmic nature is so strong. He even 

turned to King again when he created the adaptation of Misery, an award winning film. 

Narrative art has been enjoyed by audiences for many years. With the emergence 

of cinema, there are now two form of this popular art: written works and moving 

pictures. The connection between literature and cinema is a strong one. It is safe to say 

that each has been profoundly affected by the other in many ways. Adaptation, the tie 

that binds the two arts together, has and will continue to be popular in the world of film 
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among directors and audiences alike. It is through artists like Reiner in cinema and King 

in literature that the best collaborations will emerge. 

The combination of art forms is in great demand today. Performance artists 

combine painting, theatre, music, and cinema to create full aesthetic experiences for their 

audiences. Literature has for many years been a mainstay in the art world and " ... the 

power of literature chiefly resides in its presentation of special symbols, characters, and 

patterns of action to which we respond at the deepest levels of our being" (Keesey,131). 

Remembering Beja's definition of written stories and movies as two forms of narrative 

literature, Keesey hits the point most important. Audiences, whether of cinema or 

literature, long to be touched at the "deepest levels of our being." When an artist of Rob 

Reiner's caliber can combine his art with that of someone like Stephen King to create a 

new piece with just that power, his expertise should be noticed. 

It has been illustrated that adaptation is a complex art that must follow two rules 

in order to be successful: l)it must use the medium of cinema to its fullest capabilities 

and 2) it must remain faithful to the original work in thematic intent. A third rule, or at 

least an important criteria for directors considering adaptation, is that the original work 

must have some cinematic imagination. If a written work has made use of the techniques 

that are useful only to its medium, that work is not going to transfer to the screen well. 

The filmmaker must search for a written work that offers characters, dialogue, action, 

and most importantly themes that he/she can make work on the screen. 

It has been illustrated that Stephen King writes with a cinematic imagination. This 

particular example, The Body, is not only "picture-provoking" for its audience, it is 
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organized in scenes and the scenes have action and dialogue that transfer well into a 

screenplay. Moreover, this work deals with a theme that is common to both literature and 

film. It is a theme with which audiences can identify and to which they can respond. 

Reiner's talent with his own medium, its techniques and abilities, has also been 

shown. He can use a camera to manipulate focus and attention. As a filmmaker, he has 

the ability to create. His filmmaking skills are put to real practice with adaptation. His 

ability to choose an original with cinematic possibilities is obvious. The Body and Stand 

By Me are two forms of the same story. This is a successful adaptation. He has followed 

the rules established and the result is a well made adaptation and a fine film in its own 

right. Reiner seems to have the respect necessary, not just for his own art, but for the 

work of Stephen King and others in the literary world, to keep integrity in adaptation. 

Rob Reiner is indeed standing by The Body. 
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