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.1. estionin  the Principle o  Adaptation in the Arts 

s expressed in the epigraph uoted at the start of this chapter, the 
central thesis of Gotthold phraim Lessing’s paradigmatic reflections 
on the boundaries of painting and poetry implies a fundamental dis-
tinction in the modes of adaptation of a sub ect matter between these 
different kinds of art. eacting to ohann oachim inckelmann’s 
widely debated interpretation of the celebrated aoco n and is ons, 
rediscovered in 06, which is set as a theoretical kickstart for the ris-
ing tide of Classicism during the nlightenment2, Lessing aimed at 
differentiating the fine arts, on one side, and literature, on the other 
side, from a structural point of view. In his idea, the material they are 
working with as well as the methodological approach to that material 
are fundamentally different, thus, taking Greek mythology as an ex-
ample, the adaptation of one and the same sub ect matter necessarily 
produces divergent outcomes. The products of painting and poetry 
sometimes even seem at odds with one another as noted by ohann 

 
1  he uote is ta en from the English translation by Ellen Frothingham (18 3) of 

otthold Ephraim Lessing s celebrated ao oon oder er die ren en der alerey und 
oesie (Lessing 195 , p. 91). 

2  inc elmann 1 56. 
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olfgang Goethe in his comments on the Laoco n group . Lessing’s 
neat separation of fine arts and literature due to the different adapta-
tion strategies they adopt indeed anticipated a distinction that would 
become paradigmatic in the Modernist understanding of the arts and 
their specific areas of competence. The so called i dende nste, com-
prising first and foremost painting and sculpture, deal with bodies 
( rper), which entail a spatial dimension ( a ), while literature 
and theatre are concerned with actions ( and n en) that rather im-
ply a temporal dimension ( eit) . Hence, even when considering the 
same sub ect matter, as in the case of the Tro an priest killed with his 
sons by the rage of the Gods, they necessarily have diverging adap-
tive approaches and concentrate on different aspects that resonate in 
each specific disciplinary field. They adapt, so to speak, the ob ect of 
consideration to the structural features of their reciprocal domain: the 
fine arts crystallise a specific moment during an event presenting its 
spatial features, while literature refers to a single aspect of the body 
that offers its best image in the temporal unfolding of an action. 

This categorical difference appears to be of mere empirical rele-
vance, though the uestion arises whether it implicates some sort of 
hierarchy among the different arts and the kinds of adaptation they 
provide. If an order did exist, this would make one art form superior 
to the other and the latter necessarily ancillary to the former. ot by 
chance, the interpretation given by Clement Greenberg to the rela-
tionship between different art forms saw fine arts in disadvantage, as 
it struggled historically to reclaim its autonomy from philosophy and 
literature . s seen from this perspective, the development of Modern 

rt from rench Bohemia to orth merican bstract xpressionism 
was characterised by a gradual liberation of the fine arts from their 
ancillary function. Greenberg’s claim would thus reassert that, far 
from being a transmedial process, the adaptive approach to a given 
sub ect matter remains anchored to the internal principles of a partic-
ular artistic discipline: every art, so to speak, has its own kind and 
rules of adaptation. This can be said to hold true at least until the in-
ception of ostmodernism, but particularly with the advent of time- 

 
  oethe 1960, pp. 129 141. 

  Lessing 195 , p. 91. 

  reenberg 1966, pp. 23 3 . 

Adaptation as a Transmedial Process 



 147 DAPTATION AS A RANSMEDIAL ROCESS 

olfgang Goethe in his comments on the Laoco n group . Lessing’s 
neat separation of fine arts and literature due to the different adapta-
tion strategies they adopt indeed anticipated a distinction that would 
become paradigmatic in the Modernist understanding of the arts and 
their specific areas of competence. The so called i dende nste, com-
prising first and foremost painting and sculpture, deal with bodies 
( rper), which entail a spatial dimension ( a ), while literature 
and theatre are concerned with actions ( and n en) that rather im-
ply a temporal dimension ( eit) . Hence, even when considering the 
same sub ect matter, as in the case of the Tro an priest killed with his 
sons by the rage of the Gods, they necessarily have diverging adap-
tive approaches and concentrate on different aspects that resonate in 
each specific disciplinary field. They adapt, so to speak, the ob ect of 
consideration to the structural features of their reciprocal domain: the 
fine arts crystallise a specific moment during an event presenting its 
spatial features, while literature refers to a single aspect of the body 
that offers its best image in the temporal unfolding of an action. 

This categorical difference appears to be of mere empirical rele-
vance, though the uestion arises whether it implicates some sort of 
hierarchy among the different arts and the kinds of adaptation they 
provide. If an order did exist, this would make one art form superior 
to the other and the latter necessarily ancillary to the former. ot by 
chance, the interpretation given by Clement Greenberg to the rela-
tionship between different art forms saw fine arts in disadvantage, as 
it struggled historically to reclaim its autonomy from philosophy and 
literature . s seen from this perspective, the development of Modern 

rt from rench Bohemia to orth merican bstract xpressionism 
was characterised by a gradual liberation of the fine arts from their 
ancillary function. Greenberg’s claim would thus reassert that, far 
from being a transmedial process, the adaptive approach to a given 
sub ect matter remains anchored to the internal principles of a partic-
ular artistic discipline: every art, so to speak, has its own kind and 
rules of adaptation. This can be said to hold true at least until the in-
ception of ostmodernism, but particularly with the advent of time- 

 
  oethe 1960, pp. 129 141. 

  Lessing 195 , p. 91. 

  reenberg 1966, pp. 23 3 . 

         Tableau  

 

  ieter ruegel the Elder, e rocession to al ary, 1564. il on oa  wood, 
124 1 0 cm. ienna, unsthistorisches Museum. 

based media and installation art these categories imploded, thus al-
lowing to transit from the canons of fine arts to the expanded concept 
of the visual arts . The boundaries demarcating the separation be-
tween painting and literature, as expressed by Lessing, certainly 
stopped being impermeable, but the uestion arises whether that old 
distinction is still useful to understand how visual artists today can 
employ different approaches to adaptation of a sub ect matter in their 
works. Considering time and space, bodies and actions, as necessary 
variables with which the visual arts are confronted even now, the 
next paragraph explores how principles of transmedial adaptation 
are employed by contemporary practitioners and what Lessing’s re-
flections can teach us to understand pro ects in media and installation 
art that recur to adaptive strategies. To further investigate this issue, 
this chapter addresses recent examples of transmedial adaptation 
that took place in the field of visual arts thanks to contemporary art-
ists that resolved to transfer artworks by ld Masters into monumen-
tal video installations. Two case studies shall be discussed, both of 
which use transmedial strategies to adapt a celebrated bidimensional 

 
  Foster et al. 2016, pp. 399 403. 
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  oseph ufour, es au a es de a er acifi ue e ati e eoples of t e acific 
cean , 1804 1805. oodbloc  printing, stencilling and hand brushed gouache on pa

per, 2,2 10,8 m. ellington, Museum of ew ealand e apa ongarewa. 

work of the past  specifically, a e t andschaft  into a new techno-
logical setting, thus addressing social and colonial violence in orld 
history. 

In first instance comes the multi-channel video installation r e e  
ite (20 0) created by olish film director Lech Ma ewski , who un-

ravelled ieter Bruegel the lder’s celebrated Procession to a ary 
( 6 ) and further produced the well-known feature film The ross 
and the i  (20 ). The second example considers the multiple-
channel video pro ection in P rs it of en s (20 2-20 ) by ew ea-
land artist of M ori descent Lisa eihana , a work which explores the 
early nineteenth century wallpaper decoration created by oseph 

ufour about the discoveries of Captain ames Cook. In order to do 
so, both artists employed transmediality to create a digital ta ea  i

ant, which expands the numerous micronarratives contained and 
suggested by the uoted artworks, further demonstrating how adap-
tation is capable of superseding structural differences between vari-
ous artistic media. The source material of these video installations are 
paintings from the past, which themselves are adaptations of a lite-
rary source: Bruegel’s Procession to a ary clearly refers to the Bible 
( ig. . ), while ufour’s es a a es de a er Pacifi e ( 0 -0 ) 
wallpaper was claimed to be taken from Captain Cook’s ournal ( ig. 

 
 A photogallery of the artwor s various installations can be found at  https lech 

ma ews i.com art 2 videoart bruegel suite  (last accessed 30 April 2023). 

  A photogallery of the artwor s various installations can be found at  https www.in 
pursuitofvenus.com  (last accessed 30 April 2023). 
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.2). In a sense, both Ma ewski and eihana appropriate an artwork 
of the past that is already derivative, hence uestioning the liminality 
of definitions such as appropriation art and derivative artwork. ur-
thermore, as far as the composition is concerned, both referenced 
artworks were conceived as a sort of panopticon or rather a e t and
schaft, that is an imaginary landscape containing multiple perspec-
tives filled with diverse actions and people, a type which appeared in 
the etherlands around 00 and influenced landscape painting over 
the centuries . ventually, these installations were featured as mon-
umental video installations at the enice Biennale in the 20 0s and 
offer the opportunity to analyse the environmental effect of the kind 
of adaptation these artists employed to untangle their source material 
and emphasise neglected aspects of social and colonial violence in the 
Modern ra. In doing so, the process of adaptation is explored focus-
sing on the practical implications of transmediality in contemporary 
art practice, thus trying to understand what kind of adaptation can be 
provided by means of media installations. 

. . The aoco n isp te and its Theoretical 
onse ences 

inckelmann’s comments on the Laoco n group published in his 
reflections on the Greek masterpieces, ascribing noble simplicity and 

uiet grandeur to the mentioned sculpture  eine edle infalt und 

 
  aldwin 1992, pp. 362 363. 
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eine stille Gr e   were clearly set to be problematic from the start. 
Indeed, as he pretended to demonstrate that the central figure of the 
Laoco n is not screaming despite the deadly pain he is suffering, but 
simply revealing a composed sigh in his face, this could not but un-
leash a heated debate in the years to come. However, it is true that 
the distorted body and face of the Tro an priest was already central in 
the widely participated dispute on the depiction of emotions inside 
the rench cademy in the second half of the seventeenth century . 

There are the poignant comments by cademy teacher Gr goire 
Huret in his treaty pti e de portrait re et peint re of 6 0, where he 
uses the Laoco n as a paramount example of how passions, such as 
the portrayal of extreme suffering, are made clearly visible by the tal-
ented sculptor 2. Huret himself was reacting to a conf rence held in 
66  that explicitly addressed the Laoco n, a debate among the 

members of the cademy stirred by a discourse of Gerard van pstal 
who focused on the supposed multiplicity of emotions undergoing in 
the central figure . eaching further back to the time the sculpture 
was rediscovered in ome, it must be noted that the Laoco n had 
fundamentally affected Italian enaissance, as can be seen for in-
stance in the reception of the motive by Titian and Baccio Bandinelli, 
and further in teaching the spectator to understand the visual lan-
guage of an anguished scream . This happened in an artistic context 
that was already accustomed to the kind of gestural expressionism 
that can be found in the a entation o er the ead hrist ( 6 ) by 

iccol  dell’ rca, which would anticipate the Mannerist fi ra sfor
ata of sculptors the likes of Giambologna . 

till in the mid eighteenth century no one would contend that the 
Laoco n was not actually screaming, hence inckelmann’s reversal 
of this perspective clearly depended on the aim to corroborate his 
specific view on Greek art in a uest to establish the principles of 

 
1   inc elmann 1 56, p. 21. he established English translation is a noble simplicity 

and uiet grandeur  as found in aeumer 19 8. 
11  van elsdingen 19 8 9. 
12  uret 16 0, pp. 102 103. 
1   F libien 1669, pp. 35 3 . 
1   Loh 2011, pp. 413 414. 
1   Cole 2001, pp. 520 521. 
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beauty and posture that could affect the classicist position of his con-
temporaries . espite its whimsical rhetoric, the strength of authori-
ty inckelmann gained in the art field did not allow direct confron-
tation, such that later art criticism could neither ignore nor plainly 
deny his view at once. ven Goethe tried to come to terms with 

inckelmann’s interpretation by highlighting how the Laoco n 
group demonstrated Greek art’s ability to appease contrasting con-
cepts, such as pain and beauty, that is: den turm der Leiden und 
Leidenschaft durch nmut und ch nheit mildern . imilarly, in 
his essay Lessing does in no way deny the nobility of character dis-
played by the Laoco n, further confirming the absence of a proper 
scream, though he makes a difference in avoiding to make inckel-
mann’s perspective a valid rule for all artistic disciplines . Lessing 
makes the case for the existence of two modes of representation  
painting and poetry  which reveal each its capabilities and charac-
teristics when configuring the same essential human matter . inck-
elmann himself appears to have been aware that Lessing’s criti ue 
radically superseded his arguments, thus allowing art theory and lit-
erature studies to advance separately from one another2 . Indeed, 
they did go separate ways for almost two hundred years, but Les-
sing’s reflections have been extremely influential on both the criti-
cism of art and literature2 , such that they need to be scanned for ele-
ments useful in analysing today’s interdisciplinary practices, 
particularly the use of new media in the visual arts and, thus, trans-
mediality. 

The principal distinction highlighted by Lessing is the opposition 
between space and time, which has already been referred to: in his 
view, painting works with bodies and can thus represent only the 
most pregnant moment of a sub ect matter, while poetry addresses 
actions and therefore focusses on an aspect of the body in the succes-

 
1   udows i 1986, p. 238. 
1   oethe 1960, p. 132   mitigate the storm of pain and passions by means of grace 

and beauty  (my translation). 
1   udows i 1986, p. 236. 
1   Schneider 1999, pp. 28 288. 
2   Multhammer 2015, p. 200. 
21  oodyear 191 , pp. 238 239. 
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sion of time22. This categorical distinction is though problematic since 
both painting and poetry are understood as the echo of an originary 
event they try to represent each with its own means2 . In this sense, 
they must then be seen as two different forms of adaptation of one 
and the same sub ect matter that retains the uality of original human 
endeavour. recisely because of this, Lessing’s achievement helps 
underscoring how the medium employed by an artist necessarily in-
fluences the way a given sub ect matter is to be represented  that is, 
how it is adapted from the original2 . Hence, every medium has a po-
tential of its own, things it can do and things it cannot do, such as 
Lessing puts it with the task of making the invisible visible, which is 
something that he maintains poetry can do in an abstract way, while 
figurative painting at his time of course could not provide2 . This dis-
tinction however is not merely of theoretical advantage, because it 
also demonstrates that art and literature  and thus every other artis-
tic genre  are in a kind of social relationship: in fact, Lessing’s ra-
tional laws of genre specification may seem insurmountable, but they 
rather make border-crossing and genre-blurring all the more intri-
guing and attractive, such as in the case of illiam Blake who delib-
erately set forth to blend words and images2 . ndermining inck-
elmann’s view on the Laoco n allowed Lessing to shift attention from 
the mere empirical reception of an artwork  be it painted or written 
 to the mode of adaptation of a sub ect matter through a specific ar-

tistic means. ventually, when separate artistic means converge, gen-
res collapse and adaptation strategies fuse together, like in a sudden 
blur of time and space. 

. . ech a e s i s ltiple ents on the Way to 
r ci i ion 

The starting point of Lech Ma ewski’s acclaimed feature film The 
i  and the ross (20 ), starring utger Hauer and Charlotte am-

 
22  Multhammer 2015, pp. 202 203. 
2   Schneider 1999, p. 2 9. 
2   udows i 1986, p. 235. 
2   acobs 198 , pp. 506 50 . 
2   Mitchell 1984, pp. 110 111. 
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pling, was the encounter with the masterpieces of ieter Bruegel the 
lder preserved in aal 0 at the unsthistorisches Museum in ien-

na, particularly the Procession to a ary ( 6 ). eeing its picture 
plain as a world full of life, the olish film director aimed at accessing 
the realm of the sixteenth century lemish master via motion pic-
ture2 . The goal was not simply paying tribute to Bruegel, but also 
analysing and adapting his multiple narratives via a transmedial pro-
cess that produced another relevant outcome, that is the multi-
channel video installation r e e  ite (20 0) presented at the Louvre 
in aris, at the Muzeum arodowe in rakow, and finally at the  

enice Biennale in 20  ( ig. . )2 . This video installation was creat-
ed during the filming of the visually arresting The i  and the ross2  
and it appears of particular importance for the scope of this chapter, 
given the necessity to set the artwork in a three-dimensional space, 
which was most conveniently arranged in the last display at the 
Church of an Lio in enice where it could interact with a sacred 
space and the tradition of the ia r cis stations. The multiple narra-
tives contained in the original artwork would thus simultaneously 
surround the spectator and offer a twofold plot: Christ’s way to the 
Mount Golgotha on the right side, paralleled on the left side by the 
torture on the Catherine’s wheel of a poor Christ ideally drawn from 
Bruegel’s sixteenth century world . This environmental installation 
was further enriched by a digital reconstruction of the lemish mas-
ter’s painting turned into a ta ea  i ant with several groups of ac-
tors playing out the numerous scenes scattered around the landscape 
of the Procession to a ary . 
To better understand the kind of integrated adaptation strategy 
adopted by Ma ewski it is paramount to first contextualise the mas-
terpiece by Bruegel that was painted at the height of the repressive 

 
  See e ill and t e ross  nter ie  it  ec  a e s i, available at  https lech 

ma ews i.com film 2 the mill and the cross  (last accessed 30 April 2023). 

  For the e hibition history see https lechma ews i.com art 2 videoart bruegel
suite  (last accessed 30 April 2023). 

2   ern 2011, p. 65. 

  Cordioli 2011. 
1  his particular video piece was displayed on a monitor on the staircase at the Louvre 

in aris, then it was pro ected on a wide screen in a dar ened room in ra ow and 
finally on monitor in a shop window on the public s uare of San antalon in enice. 
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  ublic poster for the video installation rue el uite (2010) at the t  enice 
iennale (2011), Chiesa di San Lio, enice ( taly). 

measures, which were carried out by the panish rulers in the eth-
erlands due to hilip II’s religious intolerance, such that the Proces
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sion is crowded with visual references to these historical events 2. 
evertheless, the painting should not be interpreted as a hidden act 

of denunciation, since the painter’s environment, audience, and ad-
mirers rather belonged to the late Hapsburg elite and Bruegel himself 
was very familiar with the contents of Catholic theology, especially 
Marian devotion, to which he fre uently gave artistic form . Hence, 
the presence of the gallows and Catherine’s wheels scattered around 
the landscape of the Procession connect the assion of Christ to the 
more general contemporary visual culture of the lemish civic power 
that resided in the display of the tortured criminal body, as can be 
found in numerous depictions of the arly Modern ge . ot by 
chance Bruegel resorted to this sub ect in other paintings, where gal-
lows and wheels stand as reminders of death ( e ento ori) though 
at the same time being the ob ect of gruesome irony: such is the case 
of a man defecating on the gallows in the upper right corner of the 

ether andish Pro er s ( ) and that of the peasants merrily dancing 
underneath The a pie on the a o s ( 6 ). ather than contesting 
the violent religious clash in his country, by setting Christ’s way to 
the cross in a contemporary etherlandish human and natural land-
scape, Bruegel was referencing the lemish painterly tradition and 
trying to innovate two genres at once. Indeed, it must be stressed that 
the potpo rri of images conveyed on the canvas is derivative of the so-
called world landscape ( e t andschaft) of lemish tradition, in which 
Bruegel however expands the number of iconographic citations  
ranging from Bosch to aphael, from Mantegna to atinir  which are 
interwoven into multiple narratives balancing between the vernacu-
lar and classicising style . The Procession was also intended as the in-
version of another lemish genre, that of the worship image (An
dachts i d) that presents the viewer with a devotional composition 
expressing immediately discernible Christian truths: for this reason, 
Bruegel puts the Christ bearing the cross at the centre of his painting, 
though diminished in dimension, such as to hold together the spin-
ning world of the painter’s contemporary people activated by the 

 
2  regory 1996, p. 218. 

  ttner 2018, pp. 105 106. 

  obin 2018, pp. 21 22. 

  Meadow 1996, p. 193. 
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procession and thrust upon a comparable destiny . 
istancing himself from his earlier eclectic sub- urrealist style, 

for the Bruegel pro ect Ma ewski employed computer-generated 
imagery (CGI) to create a new kind of video which occupies the 
landscape of the painting and incarnates the numerous events fro-
zen on the canvas, thus translating it into a three-dimensional space 
where the people of the lemish master’s time come to live . In do-
ing so, the olish director operates through transmediality to free 
the painted scenes from their stasis, as well as from liberating each 

and n  from its supposed most pregnant moment in time, to 
speak with Lessing, thus leaving it to flow in a narrative way . s-
pecially in the feature film The i  and the ross, one can appreciate 
how Ma ewski expanded the narrative contained in the Bruegel 
painting, working in an imaginative way to play out the plenitude 
of episodes captured on the canvas . Interestingly, Ma ewski’s first 
act to dive into the painting was to remove all people from the 
landscape, in order to get a clean backdrop, thus surprisingly dis-
covering that Bruegel had used seven different focal points . These 
different pieces of interwoven landscapes offered the olish director 
the opportunity to play with a varied range of perspectives when 
filming  from close-ups to bird’s-eye view  thus constantly ues-
tioning the artificiality of composition as it grapples to represent life 
and, ultimately, humankind’s destiny . However, the feature film 
shares the same structural limits enunciated by Lessing, that is, the 
necessity to create a linear narrative of subse uent events, although 
of multiple nature, as is with literature. The video installation in 

enice achieves instead simultaneity of time and space because the 
viewer moves inside the church according to the symbolic tradition 
of religious architecture: four monitors on the aisles lead up to the 
two pro ection screens beside the high altar, spatially mimicking the 
ascendent movement of the tations of the Cross. Moving inside the 

 
  regory 1996, p. 209. 

  At inson 2012, p. 63. 

  Cordioli 2011. 

  e Mambro Santos 2015, p. 530. 

  Again, see e ill and t e ross  nter ie  it  ec  a e s i. 
1  At inson 2012, p. 64. 
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church space, only after a while the multiple videos surrounding 
the spectator disclose their profound meaning, reflecting a univer-
sal experience of human violence very much in the tradition of liv-
ing spectacles of the ia r cis 2. 

. . isa eihana s n oldin  ents in the Process o  
olonisation 

The encounter with another sort of e t andschaft of the past was 
the starting point for M ori artist Lisa eihana in her plurennial work 
in P rs it of en s (20 2-20 ), which re-elaborates the exoticizing 
landscape of the acific presented in the wallpaper es a a es de a 

er Pacifi e printed by oseph ufour at the height of British and 
rench colonial expansion in the early nineteenth century. ince the 

0s an exemplar dated 0  is preserved in its full ten-meter-length 
at the ational Gallery of ustralia, Canberra , where eihana 
stumbled against the classicizing attire of the natives which seems so 
distant from reality and, in her view, needed amendment after two 
hundred years . Having previously worked on the aesthetical reap-
propriation and self-definition of acific culture, such as with the 
photographic pro ect i ita  arae (200 ) which reimagined deities 
and ancestral figures, this encounter with the perspective of early co-
lonial power sent her on a uest to adapt the ufour wallpaper to the 
native imagination, such as to invert the narrative of estern coloni-
sation and make pictures that reclaim a personal M oritanga identi-
ty . xploiting CGI, the artist set forth not simply to make a film in-
spired by the prints originally designed by ean-Gabriel Charvet, but 
rather to adapt its narrative through a transmedial process that of-
fered the chance to re-enact and re-invent the micronarratives con- 

 
2  Cordioli 2011. 

  More recently, another e emplar of es au a es de la er acifi ue e nati e peoples 
of t e acific cean , 1804 5, M con, by Mr. ean abriel Charvet and Mr. oseph 

ufour (registration number  2015 0048 1) was purchased in 2015 with Charles 
isney Art rust funds for the Museum of ew ealand ( e apa ongarewa). 

  See  agata asifi a, nter ie  it  isa ei ana on the occasion of the opening of 
i  infected  at AA  in 2015; available at  https youtu.be s  (last 
accessed 30 April 2023). 

  eplin 2010, p. 36. 
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  ublic banner for the e hibition isa ei ana  missaries at the ew ealand 
pavilion of the t  enice iennale (201 ), Arsenale, enice ( taly). 

tained in the original work setting them straight on the backdrop of a 
digitally enhanced acific landscape in a continuous multi-channel 
installation . The general structure of the work remains that of a con-
tinuous landscape drawn from the wallpaper with images scrolling 
towards the left and subse uent scenes of native or early colonial life 
in the acific unfolding one after another in a sliding ta ea  i ant. 
Interestingly, the pro ect evolved over a period of five years and was 
itself adapted several times to the exhibition space: it started as an -
minute video on two ad oining monitors in 20 2, either housed in an 
elegant anti ue vitrine or positioned onto a classicist table ; then it 
was pro ected as a single channel video at the imagi TI  ilm  
Media rts estival in Toronto in 20 ; later it expanded to a 2-
minute loop titled in P rs it of en s infected  pro ected as a linear or 
bent panoptical multi-channel pro ection, first for the uckland rt 
Gallery Toi o Tamaki in 20  and then finally for the enice Biennale 
in 20  as the representative of ew ealand ( ig. . ) . 

To dig deeper into the integrated adaptation strategy employed 
by the M ori artist, it is again necessary to recognise the artistic tradi-
tion the ufour wallpaper belongs to, both at a stylistic level and as a 
serial product for spectacular decoration of elite homes.  printer by 
profession who graduated at the prestigious cole de dessin in Lyon, 

 
  epia 201 , pp. 224 228. 

  he vitrine was used at Alberton ouse in Auc land in 2012 and without it in 2013 at 
the Museum an Loon in Amsterdam on the occasion of the group show uspended 

istories. 

  he e hibition history and the development of the video installation can be 
conveniently traced bac  on the official website of the pro ect  
https inpursuitofvenus.com . 
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curiously ospeh ufour was rather an anti-elitist man who had tak-
en part to the territorial spread of the revolutionary epublic, later 
establishing an ambitious workshop in M con, Burgundy, for papiers 
paint at the inception of apoleonic rule . In 02 he produced the 
first of a long series of panoramic wallpapers  the so-called pano
ra i e  that presented a long scenic view of an nglish Garden 
complete with follies, temples, and columns, drawing on the earlier 
idea of 60-degree panorama employed by obert Barker for his 
spectacular rotunda in Leicester uare, London . Besides various 
wallpapers depicting ancient myths or cityscapes, the most successful 
panorama he ever produced was indeed es a a es de a er 
Pacifi e, which built on the notoriety of ames Cook’s exotic voyage 
and reached far beyond rance with exemplars to be found in orth 

merica and ustralia . Technically speaking it is not an optical im-
age as in an eye-fooling 60-degree panorama, but a colour printed 
d cor made from over one-thousand woodblocks, though partially 
hand-painted with gouache through stencils, meant for serial produc-
tion to be applied as wall decoration referencing exotic phantasies in 
a Classicist manner 2. t a conceptual level, the ufour wallpaper 
drew on the notion of the noble savage enunciated by ean ac ues 

ousseau, while it stylistically adopted the rhetoric and iconography 
developed by eoclassicism . In fact, the posture, and gestures of the 
three dancing native women on the left panel are reminiscent of the 
Classical Three races, as much as the celebrated Portrait of ai 
( 6) by oshua eynolds resembles the e edere Apo o, since the 
aim was not a realistic representation of the native peoples but rather 
delivering a stereotyped image useful to contextualise and ustify 
imperialism . The ufour wallpaper was not intended to document 

ceanic people, but for the entertainment and imagination of a est-
ern elite through which spectators could physically access the coloni-
al discourse and even reinforce the role of nineteenth century women 

 
  iard 2013, p. 219. 

  yde 2015, p. 321. 
1  ayne 1922, p. 16. 
2  yde 2015, p. 322. 

  iard 2013, p. 220. 

  ostle 2005, p. 218. 
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 strictly confined at home in urope, but desirable and available in 
the imaginary acific . 

ather than activating the unrealistic scenes contained in the 
ufour wallpaper, as they were loosely based on the ournals of Cap-

tain Cook and other sailors of the time such as ean- rancois de Ga-
lup, Count la erose , eihana decided to keep an improved version 
of the original landscape as a backdrop for a transmedial re-
enactment of acific culture. The picture plain is slowly moving left-
wards, thus spectators can stand still and the space is virtually mov-
ing around them, while the events onscreen are dramatically unfold-
ing one vignette after another, reconstructing actual and imaginary 
encounters  that is infections’, in the artist’s view  between indige-
nous acific Islanders and early estern explorers . dopting dra-
matic re-enactment instead of plain documentation is an adaptation 
strategy deeply characteristic of an indigenous aesthetic, as can be 
found also in Inuit artist acharias unak, since it connects to the 
way native life is being experienced by its very community . In fact, 

eihana’s principal aim is challenging received notions of acific 
identity, though not so much for the re-education of gallery-goers, 
but with the intent to address the negative impact of estern stereo-
types on native’s self-perception . The digital video and installation 
practices of the expanded 2-minute version appear to heighten both 
the narrative and immersive effect of eihana’s intent, thus integrat-
ing the two distinct categories enunciated by Lessing  time and 
space. n one side, the scrolling micronarratives deepen sensory con-
tact with local culture and myth, allowing to explore lived history in 
its temporal unfolding . n the other side, the real-life dimension of 
the environmental installation flowing in front of the spectator de-
termines the possibility to gain physical access to and psychological 
involvement in the indigenous perspective through spatial contigui-
ty. 

 
  Mamiya 200 , p. 11 . 

  ayne 1922, p. 1 . 

  epia 201 , p. 228. 

  op ins 2006, p. 342. 

  Mc inney 2010, p. 48. 

  eilly 2006, p. 339. 
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. . nte rated Adaptation thro h im ltaneity and 
eappropriation 

The video installations of Lech Ma ewski and Lisa eihana dis-
cussed in this chapter served to verify whether the basic categories 
enunciated by Gotthold phraim Lessing still hold some meaning in 
the contemporary use of time-based media in an artistic environment. 

r e e  ite and in P rs it of en s clearly demonstrate that adapta-
tion strategies employed to transfer a static representation of time in-
to a moving image installation must make an integrated use of the 
concepts of space and time: on one hand, they emphasise the spatial 
situatedness of the work such as to involve the audience at a physical 
level; on the other hand, they activate the micronarratives contained 
in the original work in order to expand their temporal scope and play 
out the scenes and manifest their implicit dramatic conse uences. 
Ma ewski presents us with a double-tire history of human violence, 
the one perpetrated on Christ the Lord and the other reflected on a 
poor Christ, underlining the universality of evil that befalls human-
kind for religious, political, or social reasons. eihana’s adaptation in 
contrast is more subtle since the scenes of ceanic life don’t spill over 
into a main plot of violence, though at the same time her solution is 
more radical suggesting the pervasiveness and ineluctability of colo-
nial oppression brought onto entire populations and trickling down 
irreversibly like a poisonous infection. 

Besides these different takes on the sub ect matter, Ma ewski and 
eihana both achieve complete integration of space and time through 

a transmedial process that transforms the original artwork into a 
panopticon of people and actions or, so to speak, a mediatic ta ea  
i ant that adapts the concept of e t andschaft to the technological 

era. This achievement is due to the skilful use they make of the land-
scape background of the referenced artworks, the Procession to a a
ry and e a a e de a er Pacifi e, which is kept as the backdrop 
that glues the diverse episodes together in diachronic order. In fact, 
while Bruegel’s painting and ufour’s wallpaper have the landscape 
as a unifying space a  onto which different scenes are p aced like 
vignettes of a sketchbook, the two video artworks adapt the land-
scape to become a theatrical or cinematic scenography in which the 
action and n  ta es p ace. urthermore, being situated as envi-
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ronmental installations, the works of Ma ewski and eihana involve 
the spectators at a physical and psychological level inside a monu-
mental ta ea  i ant that plays out the conse uences of human vio-
lence and oppression  either in the form of religious and political vi-
olence in Modern ra urope or in the form of ethnic and territorial 
exploitation at the inception of worldwide Imperialism. 

till, there is a subtle difference in the way that the two considered 
artists employ the categories of time and space to create their respec-
tive technological ta ea  i ant. n his part, Ma ewski seeks tem-
poral simultaneity of the scenes drawn from the original artwork 
through the adaptation of a key element that is present in the Bruegel 
masterpiece, which is the physical closeness of events, thus over-
whelming the spectators with the simultaneous vision of religious 
violence and surrounding them with six screens inside the sacred 
space of a church architecture. n the contrary, eihana seizes tem-
poral dilation of the depicted scenes and people through the adapta-
tion of a key element from the ufour wallpaper, that is the se uen-
tial unfolding of events lined up on the all-surrounding d cor, thus 
employing spatial scrolling on the wide frontal screen to let the view-
er gradually slip into the aesthetic  that is, also sensory  perspective 
of the indigenous population who are being contaminated by est-
ern colonists. lthough with different aims, both artists achieve the 
adaptation of the original e t andschaft by means of a transmedial 
process that performs the contained events on the screen and physi-
cally involves the audience in the environmental installation. In do-
ing so, to speak with Lessing, Ma ewski and eihana make an inte-
grated employment of the different signs or means of imitation that 
belong both to painting and poetry  at the same time using forms 
and colours in space, as well as articulating sounds in time. 

Wor s cited 
T INSON    Review of      by ech Ma ewski, Mi-

chael Francis Gibson        
ALD IN    Review of         

  , by W. Gibson     
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somewhere in between, and I think that the beauty is to switch, travel 
and create sometimes between these two forms of reality. 

 

Abstracts a  tr b t rs 

    Boundaries and Crossings: Why Adaptation 
and Transmediality Theories Should Dialogue 

Combining adaptation theory and transmediality theory can pro-
duce nuanced readings of adaptations that cross media boundaries. 
The advantage of applying both vantage points is shown through 
Lorraine Hansberry’s 6  screenplay of her drama A aisin in the 

n   playwright’s adaptation of her own work facilitates neglecting 
the original-vs-adaptation focus and challenges readers to fathom 
which differences between the two works are genre-based or related 
to other issues. Hansberry demonstrates her clear sense of cinematic 
possibilities in the attempt to heighten the argumentative prowess of 
her stage play through film. 

   is ull rofessor of merican tudies and 
Intermediality at the niversity of Graz, ustria, where she also 
heads the Centre for Intermediality tudies in Graz (CIMIG). Before 
20 , she taught at the universities of Mainz, aderborn, and egens-
burg (in Germany) and at the niversity of California, avis. ithin 
her focus on - merican and Canadian literatures, her research ad-
dresses intermediality and adaptation theories, life writing across 
media, hip hop (particularly rap as poetry and contemporary Indige-
nous and laskan artists), frican merican literature, and contem-
porary theatre and poetry. Contemplating borders and mobility  be 
it between nations, cultures, languages, or media  informs much of 
her work. 
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   The T o Te t henomenon: Thoughts on 
Adaptation and Transmediality ith a Dis ussion o  the Blues o  

o erto Ciotti  a ilm on Carlo i helstaedter  and ther Case 
Studies 

This essay reflects on transmedial adaptations as operations that 
do not ust achieve new ends, but signally transform their begin-
nings. By producing creative changes to their source, adaptations in-
troduce to it subtexts, pretexts, and offscreen features. In the process, 
the relationship between primary and secondary works  or the 
two-text phenomenon   becomes a key issue for readers familiar 

with the pre-adapted source, finding its site of reception along a mo-
bile axis of interpretation. fter theoretical reflections on the presup-
positions of adaptation and transmediality, the essay examines case 
studies that include the blues of oberto Ciotti, the back-and-forth 
adaptations of I  enera e e a o ere by Indro Montanelli and o-
berto ossellini, ante rap, a film by aolo Magris, and the literary 
rock of Glass ave. 

  is rofessor in the epartment of uropean 
Languages and Transcultural tudies at CL  ( niversity of Cali-
fornia at Los ngeles) where he specializes in aesthetics, intellectual 
history, literature, and the related arts. He is the author of f rid es  
A Poetic and Phi osophica  Acco nt ( niversity of Chicago, 202 ), arte 
de inco pi to (Castelvecchi, 20 ),  The ancipation of isso
nance ( niversity of California, 6), and ssayis  onrad  si   
Pirande o ( ohns Hopkins niversity, 2). 

 
   oo ing or Beauty   as Transmedial 

Adaptation 

In the varied landscape of contemporary theatre, estern opera 
may feel like a relic of a past era, a time when emotions where pow-
erful, costumes lavish, black men were portrayed by singers in black-
face, and women could be killed by their partners in a shower of tears 
and applause. Itself a genre born out of the practice of adaptation  
operas from the main repertoire often adapt novels and or plays  
today the genre represents a fraught legacy for directors who still feel 
the need to engage these works without removing contemporary is-
sues and concerns. tarting from a diachronic assessment of the inter-
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sections between opera and director’s theatre, this contribution offers 
some preliminary groundwork on e ieoper as adaptation; in particu-
lar, i ei ei’s 2022 staging of uccini’s T randot will be analysed 
to unpack the role of transmediality in stagings that aim to contami-
nate opera with other visual arts (cinema and video art especially) to 
tackle the complexity of staging it for contemporary audiences. 

  is ssociate rofessor of nglish Literature at 
the niversity of L’ uila. Her research interests encompass theatre 
in nglish with a focus on theatre translation and adaptation, and 

ueer literature and performance, with a methodological preference 
for gender and cultural studies. Her work on the reception of opera 
in contemporary nglish-speaking culture is published in a pri

adonna a opera  critt ra e perfor ance ne  ondo an ofono (Tangram 
dizioni cientifiche, 20 0) and onne di passioni  Persona e de a iri

ca tra differen a sess a e  c asse e ra a ( ditoria  pettacolo, 20 ), as 
well as in several essays in ournals and collections. Her work on 
feminist translation for the theatre resulted in the Italian translation 
of Caryl Churchill’s Traps and the book a trad ione essa in scena  

e rappresenta ioni di ary  h rchi  in Ita ia (Morlacchi, 20 ). he is 
a member of the ociet  Italiana delle Letterate, I CLI (Italian sso-
ciation on nglish Language Cultures and Literatures), CI  (In-
ter- niversity Centre for ueer esearch), and the Centro tudi sulla 
Transcodificazione ( niversity of L’ uila). 

 
   u ri  modernista  ettura di  

  

In order to understand the relationship of the film yes ide h t 
with its source, chnitzler s Tra no e e, it is necessary to analyse 

ubrick’s relationship with the cultural milieu of the early 20th cen-
tury and modernism. ubrick has been called the last modernist au-
thor, but in what sense can we accept this definition  This essay, 
through a close reading, relates the film to the philosophy of oucault 
and eininger and shows that the filmmaker through this film wants 
to close the modernist era and the 20th century. 

  is ull rofessor of Contemporary Italian 
Literature at the niversity Ca’ oscari enice. He has dedicated 
most of his studies to the 20th century and 2000s novel, especially re-
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garding the relationship with cinema, e.g. in iterat re and cine a (La 
cuola, 200 , then chol , 2020). ther studies have dealt with literary 

and film narration at the end of the century ( innesto, Mimesis, 20 ) 
or with representations of the hoah (I  sacrificio di ess, Mimesis, 
20 ; o ance e hoah, dizioni Ca’ oscari, 202 ). or some years he 
was a collaborator of some important film critic magazines such as 

uel , Itinerari mediali  and ilmcronache . 
 

   ensare per le s ene: l adattamento di  tra 
teatro e inema 

The purpose of this study is to show, thanks to the novel acci, 
some features of omenico tarnone’s narrative: the scarce exploitabil-
ity of the narrative material for mass-market productions and the re-
nunciation of the epic tone which would make the story paradigmatic 
of an historical period or of a particular geographical context; but also 
the use of typifications and thematic elements constitutive of the 
bourgeois novel , which characterize the appeal for the general pub-

lic. In acci, the reflection about the twentieth-century theme of iden-
tity is related to the adaptability for the theatrical and cinemato-
graphic scene, where the analysis of the character is translated 
respectively into the monologic voice of the protagonist and into the 
voice-off  device. 

  is an d unct rofessor in Contemporary Italian 
Literature at the niversity of L’ uila, and in Literature for ocial 
Integration at L M , in alermo. Her main research interests con-
cern the relationship between genre literature and non-fiction and the 
novel of the second half of the twentieth century. he collaborated in 
the curatorship of the volumes Paso ini y e  tercer ndo ( T , 
2022) and tre adatta ento  arra ioni espanse  inter edia it  trans

edia it  irt a it  (il Mulino, 2020). he also published the volume 
a  nero a  ero  i re e te i de  po i iesco ne a narrati a ita iana di non

fiction (Mimesis, 2020). 
 

   Adaptation as a Transmedia Serial ro ess: 
Transmedia Storytelling  Superhero ni erses and the Cultural ogi  
o  opular Seriality 

The essay discusses the idea of transmedia storytelling and its re-
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o  opular Seriality 

The essay discusses the idea of transmedia storytelling and its re-

    

lationship with the process of adaptation by emphasizing the role of 
serial narratives in the context of contemporary popular culture. By 
revisiting the development and impact of Henry enkins’ concept of 
transmedia storytelling on media studies, it argues that the analysis 
of the strong connection between transmediality and seriality helps 
understand both the potential and the limits of that notion, also re-
vealing its ideological background. In its final section, the essay high-
lights how the history of the superhero genre and its unfolding over 
different media in the course of more than 0 years offer a variety of 
telling examples of how serial narratives have long provided the ide-
al material for transmedia storytelling, and that they adopted a set of 
innovative narrative strategies which are now used in contemporary 
media. 

  teaches ilm and Media tudies at the niversi-
ty of Chieti- escara. His current research focuses on popular serial 
narratives and transmedia circulation, with a particular attention to 
the crime genre. His most recent volume is entitled entin Tarantino 
and i  Theory  Aesthetics and ia ectics in ate Post odernity ( al-
grave, 2020). 

 
   Tearing p the ages o  the Boo  The Transmedia 

Adaptation o  lse as er S h ler s Tino s ights in Baghdad 
A ording to Coniglio iola: an ample o  Augmented iterature 

This chapter intends to analyse the process of a transmedia adap-
tation, in the hands of the video-artist duo Coniglio iola (Brice Co-
niglio and ndrea aviola), of the book Tino s i hts in a hdad ( ie 

chte der Tino on a dad, 0 ) by the German author lse Lasker-
ch ler. In the first part of the chapter, there will be a brief survey of 

the relationships between transmedia and adaptation studies, provid-
ing several theoretical coordinates for reference. In the second part, 
an attempt will be made to frame the video-artists’ work as an expe-
rience of a ented iterat re (organised around ugmented eality 
technology for the visual translation of the original text into a moving 
image), and ocati e edia for a narrative texture strongly focused on 
the spatial dimension. The wealth of practices and techni ues em-
ployed in this particular adaptation makes Coniglio iola’s artistic 
operation a complex media work, the analysis of which cannot be ex-

Tino’s Nights in Baghdad
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hausted by focusing solely on the transition from one medium to an-
other, but which needs us to consider the convergence between nar-
rative techni ues and media experiences, between the transience of 
experience and its preservation.  

  is enior Lecturer at niversity of L’ uila, where he 
teachs History of ilm and Cinema and Media. He published the 
book apoca isse post oderna tra etterat ra e cine a  atastrofi  o etti  

etropo i  corpi (Le Lettere, 20 ). He edited the following books: with 
. rcolino, M. usillo, L. enobi, I a inary i s in iterat re (Brill-
odopi, 20 6); with . ntosa, e t a ities  orfo o ie de  corpo tra i

sioni e narra ioni (Mimesis, 20 ); with M. usillo, L. Marchese, L. ai-
enza, tre adatta ento  arra ioni espanse  inter edia it  trans edia
it  irt a it  (il Mulino, 2020). He also edited with H.- . Backe, M. u-

sillo the special issue of Between ournal, Trans edia ity  Inter edia ity 
 ross edia ity  Pro e s of efinition (vol. 0 no. 20, 2020). He is mem-

ber of ICL  esearch Committee on Literatures, rts, Media (CL M). 
 

   Turning an ld asters  Weltlands ha t into a 
Te hnologi al   ntegrated rin iples o  Adaptation in 
the ideo nstallations o  e h a e s i and isa eihana 

The paper addresses adaptation strategies bridging fine arts and 
new media by focussing on contemporary pro ects that transfer the 
bidimensional work of ld Masters into monumental video installa-
tions. The approach to adaptation is thus explored as a transmedial 
process capable of integrating theoretical categories that originally 
differentiated various disciplines, especially the fine arts from litera-
ture as in the perspective of Gotthold phraim Lessing. Lech Ma ew-
ski’s r e e  ite (20 0) and Lisa eihana’s in P rs it of en s (20 2-

) serve as case studies that employ transmediality to create a tech-
nological ta ea  i ant expanding the numerous micronarratives 
contained in the referenced artworks, respectively ieter Bruegel the 

lder’s Procession to a ary ( 6 ) and oseph ufour’s ames-Cook-
inspired wallpaper. Integrating seemingly diverging principles of 
adaptation, Ma ewski and eihana blend the spatial and temporal 
dimension, further emphasising aspects of human violence that shine 
through the chosen e t andschaft of the past. 

  is a Tenure-Track aculty in Contemporary rt 
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  is a Tenure-Track aculty in Contemporary rt 

    

History at the niversity of alermo, with a h  Magna Cum Laude 
at  Berlin, focussing his research on art market studies and arts 
management, media and performance art, as well as digital and pub-
lic humanities. He published with publishers of international renown 
such as algrave, Bloomsbury and Marsilio, further holding speeches 
at top ranking institutes like Bibliotheca Hertziana di oma, otheby’s 
Institute of rt, niversity College London, ew ork niversity, 

ri e niversiteit msterdam. His book The oad To Parnass s 
( ernon ress, 20 ) was long listed at Berger rize 20 6. He was di-
rector assistant and ury secretary at the enice Biennale. Later he cu-
rated the archives of ouglas Gordon (Berlin), igmar olke (Co-
logne) and ulia toschek ( sseldorf). He collaborated with the 

eggy Guggenheim Collection, rt erona and La enice Theatre. He 
is an author for the documentary programme i iradio on ai adio . 

 
       no sguardo ai musei 

d arte attra erso l ntelligen a Arti i iale 

The digital strategies adapted to the museum place correspond to 
a technological reading of it in a panic key, seen as a total inclusive-
ness together with a complete immersion in the place of conservation 
and artistic creation. It is no coincidence that, in defining the artistic 
ob ect, thanks also to its reproduction in  ( igital rt ork) for 

T platforms, we consider its phygital form , both real and digital, 
establishing the added value of the art work. This article aims to present 
this duplicity assumed by the artistic ob ect through the lens of rti-
ficial Intelligence, by examining how this technology intervenes with-
in the museum, alongside with historical research; investigating the 
process of artistic creation; supporting the visitor in the process of 
recognition and interpretation of the cultural asset. 

   is a Tenure-Track aculty at the niversity 
Ca’ oscari enice, in the epartment of Humanities, where she 
teaches History of Contemporary rt, igital and ublic rt, igital 
Iconography and Iconology tudies. he is also a member of the enice 
Center for igital and ublic Humanities ( e H). Her interests and 
research include digital museography, virtual access to the museum 
environment, description models for digitized collections, technolo-
gies to support art historical research and digital art history.
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This miscellaneous volume aims at offering a fresh and updated 
view of adaptation and transmedial practices. In the wake of 

Linda Hutcheon’s groundbreaking study, A Theory of Adaptation 
(2006), it discusses theories and exemplary case studies from dif-
ferent critical perspectives and points of view assessing past and 
present trends, and envisioning future prospects. The volume is 
divided in three macro-sections: Theories explores some method-
ological and theoretical facets of adaptation; Practices I includes 
analyses of literary, cinematographic and theatrical texts; Practices 
II discusses transmedial examples relating to arts. The book ends 
with the interview with the Czech-German artist Michael Bielický, 
a pioneer in the use of multiple media (especially digital ones).

Mimmo Cangiano teaches Literary Criticism and Comparative 
Literatures at University Ca’ Foscari Venice. He has mainly dealt 
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