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Abstract: In 2018, Harper Lee’s (1926-2016) Pulitzer Prize-winning novel To Kill a Mock-
ingbird (1960) was adapted to a graphic novel by the English artist Fred Fordham. Heir 
to the Franco-Belgian bande-dessinée tradition, the artist shows panels filled with deli-
cate and pastel-colored illustrations that move at a proper pace, focusing on the younger 
characters’ perspective. The artist keeps important dialogues from Lee’s novel, while also 
offering his view. 
Any revision of a classic represents a challenge, especially because of the possible compari-
sons to the original. At the same time, an adaptation can bring new light and freshness to 
stories that deserve to be revisited. Far from intending to compare the graphic novel with 
the original, this analysis aims to comment on some essential matters concerning the new 
version. What are the unique formal –visual and written– aspects that the graphic novel 
provides? What are the new experiences it offers to the reader? What is the artist’s innova-
tive approach and input? Why it is important to bring this story back during these times 
of reemergence of nationalist governments, xenophobic and antifeminist movements and 
policies? In a few words, what is the merit of this adaptation in this millennium?

Keywords: To Kill a Mockingbird - graphic novel - adaptation - visual aesthetic - repre-
sentation.
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Stories, as human beings, need to adapt in order to evolve and also, to migrate to other 
contexts and formats (Hutcheon, 2006, p. 31). Therefore, adaptations always imply change 
no matter how familiar a narrative seems because the pleasure of experiencing it relies on 
“the comfort of ritual combined with the piquancy of surprise” (Hutcheon, 2006, p. 4). 
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To Kill a Mockingbird, a southern gothic story about a lawyer named Atticus Finch who 
represents an African American wrongly accused of a crime during the Great Depression 
might sound familiar, whether experienced through Harper Lee’s (1926-2016) Pulitzer 
Prize-winning novel, the 1962 Robert Mulligan film adaptation starring Gregory Peck, or 
even, just because we heard about it from a third source.
Scout Finch, the narrator, and her adventures with her older brother Jem trying to meet 
their reclusive neighbor, Boo Radley, are also well-known and multiply referred to in pop-
ular culture —and represented in Broadway. Therefore, it may not come as a surprise that 
this Bildungsroman has been adapted once more into a graphic novel by the English artist 
Fred Fordham (b.1985) and published in 2018. 
The graphic novel adapts most of Lee’s story in the same chronological order. It starts 
in the summer of 1933 and goes until 1935, revolving around the residents of Maycomb 
County, especially the Finch family. On one side, the children Scout and Jem have their 
own adventures with their new friend Dill trying to trespass the Radley’s property out of 
their fixation on the urban myths surrounding Boo, and playing at Mrs. Maudie’s lawn. 
At the same time, their father, Atticus, is appointed to defend Tom Robinson who has been 
accused of rape to Mayella Ewell. The town disproves because the defendant is an African-
American, so while adults try to intimidate Atticus, their children bully Scout. The trial 
demonstrates that the defendant is innocent —and also that Mr. Ewell drinks and abuses 
his daughter. Even though, the jury finds Tom guilty. For that reason, he tries to escape 
from prison and gets shot.
Still, Mr. Ewell seeks to take revenge and one night that the Finch children are walking 
home at night, he tries to hurt them, but Boo Radley saves them, killing the offender. 
However, the sheriff decides that the official version will be that Mr. Ewell accidentally 
killed himself. The novel ends with a comparison of this choice to the idea that it is a sin 
to kill a mockingbird.
It is not the first time Fordham illustrates a coming-of-age story with a crossover appeal or 
a narrative concerning sociopolitical topics like xenophobia. Before adapting Lee’s novel, 
Fordham published the Nightfall series (2013-2014) and The Adventures of John Blake: 
Mystery of the Ghost Ship (2017) written by Philip Pullman (b.1946). However, in this 
case, the stakes might be higher since any revision of a book that has been labeled as a 
modern American classic represents a challenge because of all the possible comparisons 
to the original. 
Hutcheon (2006) claims that “if we know the adapted work, there will be a constant oscil-
lation between it and the new adaptation we are experiencing; if we do not, we will not ex-
perience the work as an adaptation” (xv). As a result, an adaptation should not be judged 
in the lens of its fidelity to the source, but regarding its creativity. Even if it is recognizable 
because it derives from another oeuvre that has become part of our collective memory and 
so comes after it, an adaptation should not be a replica, a derivative or a secondary-order 
work (Hutcheon, 2006, pp. 4-9, 20). 
Far from intending to compare the graphic novel with the original source or a different 
adaptation, this study aims at understanding the importance of a reinterpretation in a 
format that can bring new light, freshness, and accessibility to a story that, as we argue, 
deserves to be revisited. 
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For this purpose, the first and second sections are dedicated to the analysis of how space 
and time are portrayed in the story. The third and fourth are devoted to a study of the 
unique narrative resources, metaphors and symbols employed. The fifth section ap-
proaches the graphic novel from a sociopolitical perspective. Finally, the last part presents 
a few remarks regarding the advantages of the adaptation in the comic format.

Drawing Maycomb

To Kill a Mockingbird graphic novel style originates from the author’s interest in the long 
tradition of the Franco-Belgian bande-desinée (Andrew Nuremberg Associates, “Fred 
Fordham”, n.d.). Thus, Fordham combines characters that are not completely realistic—
keeping a cartoonish touch, with entirely realistic landscapes.
In a short video, the artist explains how he visited Lee’s old home in Monroeville, Alabama 
—which was the inspiration for Maycomb where the story is set. As a result, what he draws 
in the adaptation is essentially a mirror image of that town (Harper Imprint, 2018, “To Kill 
a Mockingbird: A Graphic Novel”).
Pointner and Boschenhoff (2010) explain that pictures, as well as prose texts, have inter-
nal focalizers (p. 92). There is an image of a fence covering the whole page and showing 
the countryside painted in the background —to introduce the first part of the novel— 
which is presented from the perspective of Tom Robinson, whose hand is hanging from 
the fence. This is later confirmed when that same image reappears in the graphic novel, as 
the view from inside de prison when he tries to escape1. 
Furthermore, Pointner and Boschenhoff (2010) argue that a prose text has to describe one 
event or setting after another, while the comic can show everything at once glance like in 
real life and so, convey immediacy showing the subject towards the space (pp. 89-90). The 
story narrated by Scout starts in the next page showing Maycomb from a high angle which 
in the following panels closes up to the protagonists2. 
The display of the panels in the graphic novel is mostly conventional, but the color com-
position offers an original outlook. In the video, Fordham also explains how he did the 
drawings digitally, but manually added mixed watercolor washings to add texture to the 
pastel illustrations (Harper Imprint, 2018, “To Kill a Mockingbird: A Graphic Novel”). 
The use of color in the graphic novel provides a vintage aesthetic that helps to recreate the 
period in which it is settled, while also highlighting important aspects of the narration. 
For example, flashbacks are mostly portrayed in black and white or in a gray color palette 
which brings a cinematic feeling to the reader experience. For instance, this technique is 
used when Scout remembers seeing Mr. Cunningham —a farmer— paying Atticus’ legal 
services with crops3 and when Tom Robison tells what happened with Mayella Ewell4.
Moreover, to highlight certain dialogues characters are usually drawn placed against a 
white background which directs the attention towards their discourse. On the other hand, 
silences are captured too. This can be seen in the scene at the porch near the end. Atticus 
and Scout are hugging while Boo Radley is sitting at their left on the swing and looking 
down5. 
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Through the graphic novel, other panels covering a big part of the page and displaying a 
long shot or a medium-long shot of the characters, and sometimes even combined with 
close up’s capturing their expressions, are presented to translate the quietness of a moment.
The mirror resource is once again employed and intensified when the three children, 
Scout, Jem, and Dill, sat near the fish pool; the image shows what they are seeing reflected 
in the water —a full moon and clouds mixed with sea creatures and trees6. In fact, the 
graphic novel is filled with beautifully crafted illustrations of the countryside, natural rep-
resentation of seasons, the weather changes and other sceneries of the town.

Figure 1. Fordham, 2018, p. 61.

Apart from the color, the lights and shadows when characters are sitting in the porches 
during the summer or when a scene is presented at night, and through the panels dedicat-
ed to the fire at Mrs. Maudie’s house, highpoint the narration, making Maycomb another 
character in the story.
About time and space, Kukkonen (2013) claims that “rather than confusing what words 
and images can do, it seems that comics are a medium which capitalizes on the overlaps 
of these affordances” (p. 21). To represent the change of seasons, Fordham repeats the last 
image presented with a different aspect in the following panel. For example, the pages 
dedicated to the tree where the children find little gifts at the beginning of the school-year 
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are followed by a panel enclosing a medium-long shot of the same tree, without leaves, 
while snowing7. 

At your own pace

Films are another medium that represents images and words, time and space. However, as 
Pointner and Boschenhoff (2010) argue, it seems to be more dismissal towards comic ad-
aptations than to film adaptations. While films are judged as separate works of art, comics 
are often judged on their faithfulness to the original literary source (p. 88).
Nevertheless, comics have advantages that films do not. “Comic works choreograph and 
shape time” (Chute, 2008, p. 454). It could be argued that so do films. However, in comics 
the author has not only to decide the general structure but what to put on each page. Hence, 
there is the possibility to juxtapose past, present, and future at one glance. It may happen 
in a prose text or a movie with flashbacks and flash-forwards, but not in such a direct way.
For example, the Finch family history is presented in a splash page over a map pointing 
the route their ancestor took to arrive at Maycomb —a sailing ship is drawn in the upper 
background and this is followed by a forefront image of slaves working in a cotton plan-
tation. On the page at the right, we see Maycomb from a high-angle accompanied by a 
caption where Scout mentions Atticus and her uncle. Finally, at the bottom down there is 
a drawing of the children silhouettes in black against a white background accompanied by 
a caption referring to how at present sometimes Jem feels estranged —and takes distance 
from the other children— when he remembers his mother who died when he was young 
(Fordham, 2018, p. 17)8. 
This happens as well on the tier dedicated to the part of the trial when Tom Robinson is 
interrogated by Atticus Finch. When it arrives at the moment when he is getting ready to 
tell that Mayella kissed him, the first panel on the page shows Tom Robinson’s expression 
at present through a close-up while remembering the events; then at the center and cover-
ing most of the page, there is a panel of a medium-long shot of Mayella kissing Tom in the 
past; and ending with another close-up image, on the panel located at the bottom of the 
page, of Mayella’s expression during the trial while she is waiting to be exposed9.
Pointner and Boschenhoff (2010) point out that the comic has also fewer time restric-
tions than a film (p. 88). Therefore, it can compress everything in a few panels or either 
take several tiers to convey the slow passing of time of a particular sequence of actions. In 
the graphic novel, the moment when Scout accompanies Boo Radley back to his house is 
portrayed in this delicate way. The whole route taken is presented and even the moment 
when Boo is opening the door is extended10. 
This display is important because it encourages readers to feel the pace from the point of 
view of the characters, which also happens when showing a routine. In the graphic novel, 
different drawings of the children playing during the summer are set on a splash page with 
fluidity11. Besides, the daily routine with a few variations is highlighted when Dill tries to 
convince Jem to go to Boo Radley’s house. One panel for each day shows how Dill repeats 
the same idea until Jem agrees to do it12. 
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Another example is when Scout says that the days in spring were longer and an image of 
Jem pushing her on a wheel swing hanging from a tree is colored black against a white 
background13. This moment captures routine and repetition in one panel. 
As for pausing the narrative, exterior images are represented. For example, during the trial, 
after the tier dedicated to Atticus’ final questions during his interrogation to Tom Robin-
son, there is one panel showing the view of the court from outside. In the next panels, the 
trial is resumed with the prosecutor substituting Atticus14. 
Furthermore, unlike a film where the duration of each scene is already established, in a 
comic, the reader is free to spend as much time as wanted or needed in each panel. Thus, 
even if the general order, pace, and frequency of a scene is predetermined by the artist’s 
conception, readers still have freedom concerning how they approach and interpret it.
As Kukkonen (2013) argues “unlike film, this allows readers to skim the pages and to jump 
back and forth between chapters if they choose to do so. Readers can also judge more con-
veniently how far into the novel or the comic they are in their reading and how long the 
story will last still” (p. 79). Even in terms of speed within the story, a reader can imagine 
how quickly a character is running or even, get dizzy watching the speed lines when Scout 
is moving inside a wheel, after been pushed by Jem, as part of a game15. 

Retelling a familiar story

Narratives establish what can be said and what can be shown (Chute, 2008, p. 459). Kuk-
konen (2013) claims that it has been traditionally considered that words are destined to 
tell a story, while images are better suited for showing (p. 36). However, “in comics, read-
ers pick up clues from both the images and the words, and mostly, the two modes work 
together toward unfolding the comic’s narrative in the panel sequence” (Kukkonen, 2013, 
p. 36).
As a result, words in comics are not only there to describe the setting and events, but they 
can also show the characters’ actions, especially through onomatopoeias. On the other 
hand, images “can tell through their composition and the characters’ bodies” (Kukkonen, 
2013, p.38). In the graphic novel, Jem’s rage toward his bitter old neighbor —who insults 
Atticus for defending Tom— is not only shown through images of him destroying Mrs. 
Dubose’s camellias, but also because of a close up to his facial expression that captures 
interiority16. 
Therefore, the input of a graphic novel adaptation of a popular story —that has already 
been adapted to a film and a play— relies on its ability to combine the best of both, the 
discourse with the visual features. Additionally, since the comic has fewer time restrictions 
than a movie or a play, it allows the author to adapt more of the story if wanted.
Still, “an adaptation which translates a classic for a new audience places it into a new con-
text and thereby suggests new perspectives on a well-known text” (Kukkonen, 2013, p. 80). 
As stated, Fordham’s graphic novel keeps Scout Finch as the narrator, but it also shows 
scenes that in the story are not experienced by the narrator or the main characters and so, 
in Lee’s novel are not shown, but only told through a third person.
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In this regard, Boo Radley’s story of why his family locked him in their house17, Dill’s 
made-up adventures to explain how he had escaped from his parents’ house and arrived at 
Maycomb18, Tom Robison’s account of what happened between him and Mayella Ewell, as 
well as his escape attempt and death, are shown —and not only told— in the graphic novel. 
The author of the graphic novel shows these scenes the way the characters that receive 
these messages might imagine them. Hence, the author as a previous reader of the novel 
—or source— shows his interpretation and puts himself in the place of the graphic novel 
audience. 
Another way of appealing to the audience is by keeping the tension in the narration. For 
example, when Atticus is preparing to shot a dog with rabies that appears in their street, 
there is a subject-to-subject sequence of him pointing the gun and of the sick dog ap-
proaching, which keeps the tension and the anxiety of the moment19.
Tension is expressed through the artist’s visual interpretation, and symbols and metaphors 
that need to be deciphered, just like with written prose (Pointner & Boschenhoff, 2010, p. 
96). Fordham chose to show rather than tell the adventure of the children trying to tres-
pass the Radley’s property. 
It immerses the reader more than text because, without words, the audience could feel 
directly how the characters are trying to remain silent  —walking on their tiptoes—not 
to be discovered. Even when they see someone appear, he is portrayed as a shadow and 
so, Fordham retains the ambiguity of the moment. The children run back home after that 
and hear gunfire which breaks the attempt of remaining quiet while creating intrigue20.

Figure 2. Fordham, 
2018, p. 64.
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Another moment that conveys tension and silence is when that same night after the ad-
venture, Jem goes to look for his pants that he had lost in the Radley’s property. Fordham 
chooses not to show what Jem does, but keeps the focalization on Scout who remains at 
the porch waiting for his brother and frightened. When Jem finally comes back with his 
pants, he just goes to sleep leaving her, and the reader, uncertain of what had happened21.
During the fire, Fordham again plays with uncertainty and surprise. On one page he shows 
a panel sequence of the kitchen with a kettle on the stove and then, the same image re-
peats surrounded by fumes coming from a pipe. On the next page, Atticus wakes Scout 
up in the middle of the night and gets her and Jem out of the house. This moment may 
trick the reader into believing that the Finch’s property is on fire. However, the next page 
shows that the house in front is the one on fire and then again the children, and perhaps 
the reader could assume that Mrs. Maudie is hurt. For instance, the first panel on the next 
page calms the audience with an image of Atticus telling his children that their neighbor 
is safe (Fordham, 2018, p. 83)22.

The mockingbird and other metaphors

Kukkonen (2013) argues that:

Comics are generally considered to be less “literary” than novels: they seem to 
be less ambiguous, they seem to represent less cognitive complexity, and they 
seem to offer a more straight-forward and less perplexing reading experience. 
But comics can also leave readers to draw their own conclusions, display a plu-
rality of perspectives, and reflect on the features of their form (p. 84). 

Fordham’s (2018) novel is not an exception. One of the most important lessons that At-
ticus teaches Scout is that “you never really understand a person until you climb into his 
skin and walk around in it” (p. 39). This speech is accompanied by the view from the 
Finch’s porch. Atticus and Scout watch Mr. Raymond, a man known for having a mixed-
race family, riding a horse which renders Atticus’ speech literal23. 
Birds are important symbols in the story too. When Scout as the narrator explains that the 
summer is coming and therefore, Dill, an image of the sky is presented with birds flying to-
wards Maycomb. Dill who has also migrated to Maycomb appears in the following panel24. 
Another familiar metaphor in the story is the comparison of Boo Radley to a mocking-
bird. In the graphic novel, it is represented through sequential panels showing the exte-
rior of the Finch’s house, while Scout and Jem discuss their views on the families of the 
town —which we know because of the speech bubbles that come out of the second-floor 
windows where their room is located. A mockingbird is standing on the fence outside the 
house. When Jem says that he understands why Boo Radley would prefer to stay at home, 
the mockingbird flies away (241)25. 
In this respect, Chute (2008) explains how comics have a double-coded narrative because 
images and texts that are presented together may mean different, but remain complemen-
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tary for narrative purposes (p. 459). This moment shows the hybridity of semantics that 
words and images could bring to a graphic novel because while Boo does not leave the 
nest, the mockingbird sings and then flies free. 
Another moment of musical representation is when the Finch’s African-American house-
keeper, Calpurnia, takes the children to her church. The members of the congregation 
sing gospels. This moment is presented without panels, but through lyrics conveyed in a 
fluid way that evokes movement, along with the singing faces —most of whom are doing 
it with eyes closed26. 
The artist plays with eyes expression in the graphic novel once more, through the pan-
els dedicated to Tom Robinson’s reaction after hearing his verdict. The word “guilty” is 
first shown in a black background which gives the sensation of hearing it from Scout’s 
perspective who is closing her eyes on the panel before, but at the same time, from Tom’s 
perspective who has his eyes closed in the upcoming three panels. Tom’s facial expressions, 
captured through close-ups, portray his feelings of deception, impotence, and frustration 
at that moment that ends up with another image of his face with tears in his open eyes —
this time. The word guilty is repeated several times through those panels27.
The next scene in which Tom Robinson reappears in the graphic novel is when he is trying 
to escape the prison and, as a consequence, he is shot dead. A double-page spread with 
striking drawings shows Atticus and Calpurnia telling the awful news to Tom’s wife while 
she is in the grass crying distraughtly. This drawing overlaps with a big image of her face 
highlighting her desperate expression and another showing Tom Robinson shot dead with 
his fingers touching the fence. His body blurs and dissolves with the grass. This fence im-
age calls back to the scene that opens the whole book28. 
The collage technique, with overlapped images of the same characters on different sizes, 
is once again employed when referring to Mayella’s loneliness during the trial29, as well as 
when Scout recognizes Boo Radley30 after the accident —with Jem and Mr. Ewell near the 
end of the story. Moreover, the way the characters are drawn helps to emphasize how they 
are struggling with mental health disorders.

Figure 3. Fordham, 
2018, p. 262.
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Still, it should not be forgotten that To Kill a Mockingbird, no matter how touching and 
emotional it is as a story, it is also filled with humorous moments told from a precocious 
child’s point of view. This is not overlooked in the graphic novel where Scout sometimes 
appears doing pirouettes while playing with Jem. Humor is presented through form too, 
for example, when Scout reads a letter from Dill. The text is written in a drawn letter at-
taching Dill’s new stepfather photograph31. 

White male privilege 

Brenner (2011) claims that “comprehending a confusing topic is a key appeal of the 
graphic format” (p. 257). To Kill a Mockingbird certainly deals with difficult themes such as 
segregation, xenophobia, gender roles, rape, coming-of-age, social classes, and especially 
white male privilege. 

Figure 4. Fordham, 
2018, p. 246.
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Even though this story is settled in the thirties, the novel and its film adaptation appeared 
during the sixties —a period that witnessed the emergence of the Afro-American, Femi-
nist and other important social movements. 
The Broadway play and the graphic novel appeared in 2018. The play is for now only avail-
able to a few and maybe expanding to other theaters in the upcoming years. On the other 
hand, the graphic novel has already been published by fourteen different editorials around 
the world and thus, translated into several languages (Andrew Nuremberg Associates, “To 
Kill a Mockingbird (Graphic Novel)”, n.d.).
Thanks to the fact that the comic format has few length restrictions, it was able to include 
most of Harper Lee’s text. This means that unlike in the film, the references to gender roles 
and coming-of-age struggles that come from the point of view of the young characters 
are portrayed in the same significant way that the Tom Robinson case plot is represented. 
Hutcheon (2006) argues that “the context in which we experience the adaptation —cul-
tural, social, historical— is another important factor in the meaning and significance we 
grant to this ubiquitous palimpsestic form” (p. 139). This means that the context also 
helps determine what is repressed or accentuated in terms of racial and gender politics 
(Hutcheon, 2006, p. 147). 
For instance, at the linguistic and syntactic levels, the adaptation includes expressions 
that have been recognized as micro-aggressions. For example, when Jem refers to Scout 
as behaving like a girl in a diminishing way or when on the topic of religion, women are 
associated with impurity and sin. The adaptation also keeps references to behaving like a 
lady and what boys are not supposed to do —for instance, when Scout tells her cousin that 
boys don’t cook (Fordham, 2018, p. 98). 
On a postscript note on why racial slur was translated to the graphic novel, Fordham 
(2018) explains how “…its dehumanizing power and ease with which was used —is cen-
tral to understanding the themes of the novel” (p. 274). We believe that this decision also 
applies to other aforementioned offensive expressions rendered to the new format. After 
all, discourse shapes social constructions and is also a product of it.
Other choices regarding images in the graphic novel that are linked to the stated topics 
can be noticed, for instance, the first time a black person is mentioned in the narration. 
The panel only shows the person’s legs while walking, a choice that could be interpreted as 
trying to represent someone faceless for that society32.
However, when the trial is almost done, a panel of Tom Robinson’s face at the forefront is 
juxtaposed with a picture in the medium-front of Atticus telling the jury that is drawn in 
the background, to do their duty (Fordham, 2018, p. 221). This moment portrays white 
privilege in one panel, an appeal for accountability for what has been done, not only for 
the fact that the one guilty for abusing Mayella —which is never doubted in the narra-
tion— appears to be her own father, but also for the bigoted accusation. 
Even if Hutcheon’s A Theory of Adaptation (2006) was published at the beginning of this 
century, we agree when she says that “the time is clearly right, in the United States, as 
elsewhere, for adaptations of works on the timely topic of race” (p. 143). It is still the 
right time because racial minorities, as the Black Lives Matter movement proves, have not 
stopped to be wrongly accused of crimes and to suffer from police brutality. 
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We would say that conceptions of women and gender roles are also timeless topics that 
need to be brought again to our context and not only because sexual aggressions to wom-
en, as the #MeToo movement shows, have not stopped to happen since the thirties or the 
sixties, but also because gender constructions and roles still rule our society at present. 
In this context, boyhood and girlhood are portrayed on several pages in the story since 
the point of view of the story, as have been stated, comes especially from the Finch’s sib-
lings. Their relationship with Dill especially captures these ideas. Fordham introduces on a 
splash page, first, a drawing of Dill on one knee proposing to Scout and then, another one 
of him playing alone with Jem, while Scout looks them from a distant point33. 
Scout, as the narrator, explains that after proposing, Dill has neglected her even if she 
punched him a few times and that now she spends more time with her neighbor (Ford-
ham, 2018, p. 52). Mrs. Maudie is shown on the next page with hard facial features work-
ing on her garden, while on the next panel she is sitting in her porch wearing a dress while 
Scout explains that this character is a sort of chameleon (Fordham, 2018, p. 53). 

Figure 5. Fordham, 
2018, p. 52.

The confusing ideas towards sex and gender that Scout sees is that for a man being a boy 
and a gentleman is considered positive; on the other hand, for a woman being a girl or 
even a tomboy is not, she can only be a lady. This means that coming-of-age for a male 
and a female is different when regarded socially which is another topic captured in the 
graphic novel. Scout and Jem are drawn sitting on their beds on the same room back to 
back which captures the fact that Jem is becoming a teenager and that it is difficult for 
Scout to understand34. 
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This adaptation brings back a story that might be important during these times of reemer-
gence of nationalistic governments and xenophobic and antifeminist movements and pol-
icies. As Chute (2008) claims “comics expand modes of historical and personal expression 
while existing in the field of popular” (p. 453). Form and politics intertwine in comics, it 
is a format capable of materializing history and thanks to this process, to aspire to ethical 
engagement too (Chute, 2008, pp. 457-459). To Kill a Mockingbird graphic novel is cer-
tainly not the exception. 

Appealing to new audiences

Adaptations of a particular narrative emerge because of the continuing historical, socio-
cultural and psychological relevance. As a result, any successful adaptation relies on giving 
freshness to a familiar story that the audience is willing to revisit. However, it must be 
accessible to audiences that are aware that it is an adaptation and know the source, as well 
as, to unknowing audiences (115-21).
Accessibility not only promotes the commercialization of the cultural product but also 
an important role in education since scholars and students “provide one of the largest 
audiences for adaptations” (Hutcheon, 2006, p. 117). This happens because adaptations 
“increase audience knowledge about and therefore engagement in the back story” and 
so, “this get-them-to-read motivation is what fuels an entire new education industry” 
(Hutcheon, 2006, p. 118). 
Adaptations of books are considered educationally important for young readers because 
they are capable of bringing literature to a larger public, cutting away the literacy differ-
ences that come from a lack of access (Hutcheon, 2006, p. 120). Harper Lee’s novel has 
been read for a long time within formal education. Hence, the graphic novel as a new for-
mat could appeal to the public who is more interested in comics and also offer the feeling 
that it is a recreational reading different from the novel in the required lists.
Hatfield (2011) agrees that graphic novels powerfully motivate the young audience to read 
(p. 103). This author highlight that “the world’s most popular and influential comics have 
always been rooted in ideas about childhood and they had had millions of child readers” 
(Hatfield, 2011, p. 101). To Kill a Mockingbird graphic novel helps a story —told from the 
perspective of young characters— to age well and to appeal to the new generations.
“Nowhere has the fissure between adult sanctioned and self-selected children’s reading 
been more boldly marked than in regard to comics” (Hatfield, 2011, p. 100). To Kill a 
Mockingbird novel has also suffered from a similarly controversial and contradictory re-
ception since its publication eighty years ago from different audiences, due to the nature 
of the topics it covers, characters’ depiction and the use of offensive words. Therefore, 
the graphic novel might carry these burdens, but as have been analyzed in this article, it 
should not be dismissed.
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Singing its heart out

As we have discussed, one of the advantages of the comic format is that it combines the 
best of other media: texts with images. In this particular case, the author has been able 
to translate most of what makes To Kill a Mockingbird a timeless story and also, add his 
viewpoint through the visual interpretation and the structure, whilst identifying himself 
with the reader. 
The audience is also able to experience this familiar story in a new way. Readers have 
freedoms regarding the pace in which they decide to approach the text, each page, and 
panel. Besides, the format conveys immediacy regarding space and time —juxtaposing 
past, present, and future at one glance. 
Therefore, the adaptation has merits that go from the visual to the pace, from what is 
shown and told in the narration, to the use of symbols and metaphors whilst directing 
the attention to the topics of white male privilege that needs to remain part of the agenda. 
The film adaptation focuses on the Tom Robinson case plot because of the length or may-
be the time when it was adapted. Whereas the graphic novel is able to highlight other im-
portant parts regarding gender roles, as well as the fact that it is told from the perspective 
of a young girl. 
The novel has been mandatory reading for a long time and thus, related to school, while 
the graphic novel emerges as a new format that could be more appealing and accessible 
for both the public that is familiar to the story and also the one that is not. Or even bring 
audiences together as a crossover. 
To Kill a Mockingbird graphic novel shout not be discredited because of the lifelong chal-
lenges to Lee’s novel, or because the comic format has been underestimated, and neither for 
being an adaptation because as a mockingbird just does one thing, sings its heart out to us.
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Resumen: En el 2018, Matar a un Ruiseñor (1960), la novela de Harper Lee (1926-2016) 
ganadora del Pulitzer, fue adaptada a novela gráfica por el artista inglés Fred Fordham. 
Heredero de la tradición franco-belga de la bande-dessinée, nos muestra paneles llenos 
de ilustraciones delicadas pintadas en colores pasteles que avanzan a ritmo acertado, en-
focándose en la perspectiva de los personajes más jóvenes. El artista conserva diálogos 
importantes de la novela original, ofreciendo además su propia visión.
Cualquier adaptación de un clásico representa un desafío, especialmente debido a las po-
sibles comparaciones con el original. Al mismo tiempo, una revisión puede aportar luz 
y novedad a historias que merecen una relectura. Lejos de pretender comparar la novela 
gráfica con la original, el presente análisis gira entorno a esta nueva versión con el fin de 
comentar sobre algunas cuestiones elementales. ¿Cuáles son los aspectos formales, visua-
les y textuales, que la novela gráfica presenta de manera original? ¿Cuáles son las expe-
riencias nuevas que ofrece al lector? ¿Cuál es el enfoque innovador que el artista pretende 
aportar? ¿Por qué es importante que esta historia resurja en estos tiempos de reemergencia 
de gobiernos nacionalistas y movimientos y políticas xenofóbicas y antifeministas? En 
pocas palabras, ¿cuál es el mérito de la adaptación en este milenio?

Palabras clave: Matar a un Ruiseñor - novela gráfica - adaptación - estética visual - repre-
sentación.

Resumo: Em 2018, To Kill a Mockingbird (1960), o romance de Harper Lee (1926-2016) 
Vencedor do Pulitzer, foi adaptado para uma história em quadrinhos pelo artista inglês 
Fred Fordham. Herdeiro da tradição franco-belga da bande-dessinée, mostra-nos painéis 
repletos de ilustrações cores pastel delicadamente pintadas que avançam no ritmo certo, 
com foco no perspectiva dos personagens mais jovens. A artista preserva importantes di-
álogos do romance original, também oferecendo sua própria visão. Qualquer adaptação 
de um clássico representa um desafio, principalmente devido ao possível comparações 
com o original. Ao mesmo tempo, uma revisão pode trazer luz e novidade para histórias 
que merecem uma releitura. Longe de fingir comparar a história em quadrinhos com o 
original, esta análise gira em torno desta nova versão, a fim de comentar algumas questões 
elementares. Quais são os aspectos formais, visuais e textuais que o A história em qua-
drinhos se apresenta de forma original? Quais são as novas experiências que oferece ao 
leitor? Qual é a abordagem inovadora que o artista pretende trazer? Por que é importante 
que Essa história ressurge nestes tempos de ressurgimento de governos e movimentos na-
cionalistas e políticas xenófobas e antifeministas? Em suma, qual é o mérito da adaptação 
neste milênio?

Palavras chave: To Kill a Mockingbird - história em quadrinhos - adaptação - estética 
visual - representação.
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