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ABSTRACT 

Setyono, Februar Barkah Kusumo. (2026). The Plot Comparison between The 

Novel and Film of The Hunt for Red October: Ecranisation Study. Undergraduate 

Thesis. Department of English Literature, Faculty of Humanities, Universitas Islam 

Negeri Maulana Malik Ibrahim. Advisor: Prof. Dr. Mundi Rahayu, M.Hum. 

Keywords: Plot, Adaptation, Plot Structure, Film, Novel 

 

Ecranisation can be applied to analyze the different patterns of plot in novels and 

films, as this research aims to examine plot comparison in the novel and film The 

Hunt for Red October, which experiences changes in plot related between the novel 

and the film. The researcher used Erneste's ecranisation theory to analyze the 

differences between the novel and the movie The Hunt for Red October. The data 

was obtained from the novel, including sentences and dialogue, while the film 

consists of visuals and dialogue between characters. This study shows that 

ecranisation, including reduction, addition, and variation of changes or 

modifications, occurs in it. Through ecranisation process, this reseach also found 

that the book and movie contain five plot structures: (1) exposition, (2) rising action, 

(3) climax, (4) falling action, (5) resolution. The exposition takes place as the Red 

October sets sail for the United States, while the rising action occurs when Jack 

Ryan proves his theory about the Red Octoberôs captain defecting. The climax 

occurs when the Red October is pursued by V. K. Konovalov and faces internal 

sabotage. The falling action occurs when the saboteur is killed inside Red October, 

while the resolution occurs when Red October reaches the United States. The 

research highlights the importance of understanding plot comparison in both novels 

and films to better understand the difference. The results also reveal that reduction 

and modification was used between the novel and the film. 
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ABSTRAK 

Kusumo Setyono, Februar Barkah. (2026). Perbandingan Plot antara Novel dan 

Film The Hunt for Red October: Studi Ekranisasi. Skripsi Sarjana. Jurusan Sastra 

Inggris, Fakultas Humaniora, Universitas Islam Negeri Maulana Malik Ibrahim. 

Pembimbing: Prof. Dr. Mundi Rahayu, M.Hum. 

Kata kunci: Plot, Adaptasi, Struktur Plot, Film, Novel 

 

Ekranisasi dapat diterapkan untuk menganalisis pola plot yang berbeda dalam novel 

dan film, karena penelitian ini bertujuan untuk mengkaji perbandingan plot dalam 

The Hunt for Red October, yang mengalami perubahan plot terkait antara novel dan 

film. Peneliti menggunakan teori ekranisasi Erneste untuk menganalisis perbedaan 

antara novel dan film The Hunt for Red October. Data diambil dari novel, meliputi 

kalimat dan dialog, sedangkan film terdiri dari visual dan dialog antar tokoh. Studi 

tersebut menunjukkan bahwa ekranisasi, termasuk pengurangan, penambahan, dan 

variasi perubahan atau modifikasi, terjadi di dalamnya. Melalui proses ekranisasi 

juga ditemukan bahwa buku dan film tersebut memuat lima struktur plot: (1) 

eksposisi, (2) aksi yang memuncak, (3) klimaks, (4) aksi yang menurun, dan (5) 

resolusi. Eksposisi terjadi saat Red October berlayar menuju Amerika Serikat, 

sedangkan aksi yang memuncak terjadi ketika Jack Ryan membuktikan teorinya 

tentang pembelotan kapten Red October. Klimaks terjadi ketika Red October 

dikejar oleh V. K. Konovalov dan menghadapi sabotase internal. Aksi yang 

menurun terjadi ketika penyabot dibunuh di dalam Red October, sedangkan resolusi 

terjadi saat Red October mencapai Amerika Serikat. Studi ini menyoroti pentingnya 

memahami perbandingan plot baik dalam novel maupun film untuk lebih 

memahami perbedaannya. Hasil penelitian juga mengungkapkan bahwa 

pengurangan dan modifikasi digunakan antara novel dan film. 
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CHAPTER I 

INTRODUCTION 

In the introduction chapter, the researcher provides background of the study, 

problems of the study, significance of the study, scope and limitation, and definition 

of key terms. 

A. Background of the Study 

Ecranisation is the widescreening or adaptation of a novel into a film. 

Ecranisation is the process of filtering, transferring, or deleting new qualities from 

a film. In 1991, Eneste introduced the word ecranisation to Indonesia through his 

book Novel dan Film. This book defines ecranisation as the process of adapting a 

novel into a film. In general usage, however, the phrase encompasses the adaptation 

of any written or graphic work onto the movie screen. Film and literature work both 

have story ideas and motifs that must be conveyed to the viewer effectively, but 

through distinct means (Shakib, 2011 p. 25). Literature (particularly narrative tale) 

focuses on words and description to immerse the viewer in a situation, whereas film 

relies on visual and audible effects to achieve a sense of realism (Shakib, 2011 p. 

25). 

Nevertheless, in the present period, novels, particularly best-sellers, can be 

converted into films so that readers and ordinary folk can appreciate literature in a 

diverse range of ways (Kuijpers & Hakemulder, 2018 p.619). Therefore, 

adaptations exist for more than just commercial motives. Occasionally, adaptations 

can "update" the work. Stories that are continuously adapted for the big screen 
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throughout the years demonstrate how society changes and how our cultural 

perspective is influenced by the moment we live in and what we believe to be 

significant. Current adaptations may accentuate or change the work such that it 

discusses contemporary global issues, such as the environment or social media. 

Therefore, the context in which we live influences the original work's tone and 

adaptations. 

Thomas Leo Clancy Jr. better known as Tom Clancy is an American novelist 

whose novels are usually themed on military science and take place in the Cold War 

era. Many people know Tom Clancy's work because there are many movie 

adaptations and video games that take stories from his novels such as Patriot Game 

(1987), The Sum of All Fears (1991), and Rainbow Six (1998). Some of Tom 

Clancy's workôs main protagonists such as John Clark in The Cardinal of the 

Kremlin (1988) are always portrayed as honest, professional, highly disciplined, 

and patriotic. And one of Tom Clancy's novels that researchers use is a novel with 

the title The Hunt for Red October. The Hunt for Red October is the first novel 

created by Tom Clancy, released by the Naval Institute Press on October 1, 1984.  

In addition, the novel was also adapted into an English-American spy 

thriller film with the same title which was directed by John McTiernan and 

distributed by Paramount Pictures. The movie was released on March 2, 1990, and 

starred several Hollywood actors such as Sean Connery, Alec Baldwin, and Tim 

Curry. In the making of the Film, the director used various filming techniques such 

as a mock submarine made of fiberglass, a studio stage for the interior of the 

submarine, some digital effects, and even real submarines such as the USS Dallas. 
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The movie was nominated and won several awards in 1991. Even based on the 

IMDB site, this movie gets a rating of 7.5/10 with more than two hundred and 

twenty thousand ratings. Other researchers have studied cinematic narratives and 

fantasies are: the study by Rahayu et al. (2023), Sugihartono and Ali (2016) and 

Salam, and Masie (2026). 

The theory of ecranisation is used to investigate the process of novel 

ecranisation into film in this study. Transformation or ecranisation refers to the 

adaptation of a literary work to various forms of media, such as novel, film, or 

animation. This is congruent with Eneste's (1991) description of ecranisation as the 

transformation of literary works into motion pictures. Inevitably, the process of 

ecranisation will result in numerous alterations. Changes include modifications to 

the instruments used, the cultivation method, and the consumption procedure. 

According to Eneste (1991), the adaptation of a literary work for the big screen or 

film will also involve a process of reduction, addition, and variation. In the process 

of reducing the size of the film, events will be cut, and some characters and locales 

will be omitted because they are not essential to the plot. Some of these alterations 

will be examined later in this research, as it is true that the process of turning a 

novel into a film will undoubtedly result in a number of modifications. 

While conducting the research, the researcher found one previous study that 

used the same novel and nine studies using Erneste's ecranisation theory. However, 

it is uncommon to find studies on the novel itself since it is a military-themed novel. 

The first is a doctoral dissertation from Wibowo (2008) which analyzes the 

deconstructive reading of The Hunt for Red October by Tom Clancy. The second is 
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Fahmi (2020) which analyses the Ecranisation study on the characters and setting 

of M. Butterfly. The third is Yuni Triswela (2017) which analyses using the theory 

of ecranisation on the plot differences between the novel and the film Breaking 

Dawn.  The fourth is Charima (2017) which analyzes using ecranisation theory on 

the differences in Peter's characterization in the novel and film The Chronicles of 

Narnia: Prince Caspian. The fifth is Chasbullah (2018) which analyses using the 

theory of ecranisation on the plot differences between Sir Arthur Conan Doyle's 

novel ñSherlock Holmes: Study in Scarletò and Mark Gatiss and Steven Moffat's 

movie òSherlock: Study in Pinkò. And the sixth is Menjamin, et al. (2022) which 

analyzes using the theory of ecranisation on the differences between Pramoedya 

Ananta Toer's novel ñBumi Manusiaò and Hanung Bramantyo's film adaptation. 

The seventh is Sanober, et al. (2023) which analyzes using the theory of ecranisation 

on the differences between novel and the film wuthering heights. For the eighth is 

Rahajeng (2023) which analyzes using the theory of ecranisation on the differences 

between novel and the film The Kite Runner. Next is Brigette (2024) which analyzes 

using the theory of ecranisation on the differences between novel and the film Half 

of a Yellow Sun. And lastly, Klismi (2023) which analyzes using the theory of 

ecranisation on the differences between novel and the film Little Women. 

Based on previous research, the research using Tom Clancy's novel The 

Hunt for Red October and its film adaptation by John McTiernan has never been 

studied using Erneste's theory of ecranisation. This research helps bridge the gap 

by investigating each element of ecranisation in military-themed novels in depth by 

using previous research that uses ecranisation theory as a reference. 
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The novel and movie tell the story of a Soviet Typhoon-class ballistic 

missile submarine named Red October that use caterpillar drive technology and 

makes the submarine undetectable by sonar. The submarine is captained by Captain 

Marko Ramius (played by Sean Connery) who is secretly planning a defection to 

the United States.  

On the other hand, an analyst from the CIA named Jack Ryan (played by 

Alec Baldwin) was sent to find the motive for Captain Marko Ramius' defection 

and justify his theory about the existence of the Red October submarine before a 

more severe conflict occurred. The story begins with Captain Marko Ramius 

conducting military exercises with the alpha-class attack submarine V. K. 

Konovalov to test the effectiveness of caterpillar drive technology. However, 

Captain Marko Ramius gave false information that they were traveling undetected 

to Cuba and sent a defection message to Admiral Yuri Padorin on the pretext of 

sinking his submarine in a rescue operation.  

While passing Iceland, the American Los Angeles-class submarine USS 

Dallas detected the sound of a stealth propulsion device but could not categorize it 

as a submarine. The sound recording of the stealth drive is used by Jack Ryan to 

theorize about Soviet stealth submarine technology and look for the submarine's 

motive for heading to the east coast of America. The story contains plot twists and 

conflicts of interest between characters with clever strategic intrigue.  
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In addition, the story also realistically depicts submarine warfare in the cold 

war which makes the audience tense and thrilling. Therefore, the researcher wants 

to know the comparison of the story plot in the novel and the film adaptation 

version. 

B. Problems of the Study 

 Based on the background of the study above, the researcher proposes two 

research questions: 

1. What is the plot difference that changes in The Hunt for Red October 

between the novel and film? 

2. What are the elements of ecranisation that make the difference in the 

film? 

C. Significance of the study 

Theoretically, the results of this thesis research are expected to contribute to 

Eneste's Theory of Ecranisation in Tom Clancy's novel and John McTiernan's The 

Hunt for Red October, which increases knowledge about this theory and in-depth 

insights into plot changes in the film adaptation of the novel. On the other hand, 

this study is expected to provide readers and researchers as reference material or as 

a new understanding related to the analysis of the novel and film The Hunt for Red 

October. 
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D. Scope and Limitation 

This research is limited to analyzing a novel entitled The Hunt for Red 

October by Tom Clancy, which was first published in 1984 with approximately 544 

pages and the film The Hunt for Red October directed by John McTiernan and 

published in 1990. The researcher who conducted this research focused on 

discussing changes in the plot of the story in the novel and film by using Erneste's 

theory of ecranisation. This research is only limited to the plot in the story, with the 

data obtained supporting Erneste's approach to finding the process of ecranisation 

based on a novel which is then adapted into a film. 

E. Definition of Key Terms 

1. Ecranisation  

An adaptation of a book, story, or other written literary work into a movie. 

(Erneste 1991, p.60) 

2. Adaptation  

The process of adapting something such as an artwork from a different 

medium, customization, or modification. (Erneste 1991, p.60) 

3. Plot  

Plot is the series of events that make up the story in a book, play, movie, or 

other narrative. (Kenney 1966 p.8) 

4. Plot Structure  

The series of events that make up a story, and how they are presented to the 

reader. This sequence is a way to guide the reader through the beginning, 

middle and end of the story. (Kenney 1966 p.8) 
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5. Film  

Also called a movie or motion picture is a series of still images that when 

displayed on a screen create the illusion of moving images and are then 

combined with sound to become audiovisual. (Klarer 2019, p.54) 

6. Novel 

Any relatively long work of narrative fiction that is usually in prose and 

commonly published as a book. (Saputra 2020, p.23) 
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CHAPTER II 

REVIEW OF RELATED LITERATURE 

In this chapter, the researcher presents the theoretical framework, which 

refers to the theory used. The description is presented sequentially, starting from the 

theory of ecranisation, plot, and previous studies that use the same object or theory. 

A. Structuralism And Itôs Relation to Ecranisation 

Based on M H Abrams and Harpham (2012 p. 10) many academic fields, 

including linguistics, and literature are influenced by Structuralism theory. In 

addition, Sartre's existentialism and his idea of radical human freedom were 

rejected by structuralism, which first developed in the 1950s and challenged the 

New Criticism.  This field of study focuses on how cultural, social, and 

psychological systems influence human behavior. It often provides a unified and 

comprehensive perspective on human existence that spans all academic disciplines. 

A famous book called Cours De Linguistique Generale (Saussure 2005 p. 8) written 

by Ferdinand de Saussure (1857-1913), is where structuralism first appeared in 

linguistics. This book became the foundation of linguistics in the 20th century and 

had an impact on many literary critics, including a number of French writers such 

as Jacques Derrida and Roland Barthes who considered whether structuralist ideas 

could be used to analyze literature. 

In the 1960s and 1970s, one of the most popular literary philosophies was 

structuralism. Structuralism focuses less on specific features or topics, but more on 

the underlying structures and patterns in literature. According to structuralists, 
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language is a system of signs and symbols used to convey meaning. They examine 

the relationship between various textual elements and the overall structure formed 

by those elements to assess literature. Structuralists also examine how writing 

sustains and reflects broader social and cultural structures. Structuralism has been 

applied to literary analysis to examine everything from conventional stories to 

experimental writing styles. 

Structuralism is a theoretical perspective focused on literary texts. 

Structuralism takes into account how the various components of a literary work 

interrelate with each other. The relationship between microtexts such as words and 

sentences, larger totals such as verses and chapters, and the intertextuality of other 

works from the same period can be studied. Mimetic theory, which states that 

literary works are imitations of reality, and expressive theory, which views literary 

works as imitations of reality primarily as expressions of the author's sentiments 

and character, are strongly opposed by the structuralism hypothesis. Various 

terminologies and ideas have evolved over time that are not similar and sometimes 

even contradict each other. 

According to Almeida (2015), the research targets of structuralist theory are 

positioned within a system or configuration of relationships that make them more 

manageable. Given that this theory is an ideological method for incorporating all 

sciences into a new worldview. Structuralism theory provides a methodical 

approach to understanding literary works. The structural relationship of a literary 

work can only be understood in the context of the overall relationship between the 

parts of the artifact itself because structuralism theory views literary works as art 
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objects. According to Naufan (2017), the term structural is used to describe and 

define the elements that contribute to the intrinsic value of a work. A literary text 

has elements such as message, theme, setting, characters, plot, and even language 

style. These elements are often called intrinsic elements, which interconnect to 

build a story. Based on Nurgiantoro (2010 p. 110), Intrinsic elements are tools that 

influence the author's success in creating a literary work. In addition, intrinsic 

elements are very important in analyzing the plot, setting, characters, and themes 

of a film adaptation. 

A literary work in the written form, such as a novel adapted into a film, can 

cause differences with the original story due to the application of the ecranisation 

method, namely reduction, addition, and variation of changes that have an impact 

on changes in plot, setting, character, and theme. 

B. Ecranisation 

Turning a novel into a movie is known as ecranisation. The French word 

ecran, which means screen, is the origin of the word ecranisation. Pamusuk Eneste 

is an Indonesian writer who came up with the theory of ecranisation. Film directors 

have used this idea for decades to adapt novels into films with various models 

developed in the literary world. In 1991, Pamusuk Eneste published a book entitled 

Novel dan Film. 

Based on Eneste (1991, p. 60), ecranisation can be defined as turning a novel 

into a film. He defines ecranisation as turning a story into a feature film through 

whitewashing, transferring, or appointing. The main element required in this 
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process is imagination, which enhances the splendor without substantially changing 

the plot or the source work. Some readjustments are unquestionably made to the 

original work during this adaptation process as the elements and methods of 

storytelling in novels and movies are quite different. A series of sentences or phrases 

is always used to describe various aspects of the plot of a novel. The content of 

novels or other literary works in written form must be converted into an audiovisual 

format, including both sound and motion visuals as part of the process of 

ecranisation. 

In a novel, the author only uses words to describe the setting, events, and 

characters. As a result, readers themselves must be able to imagine how they can 

interpret the story. In contrast, a film director utilizes his or her creativity to simplify 

the story so that the audience can only visualize the setting, events, and characters 

within the confines of the film. Nevertheless, authors and directors have different 

perspectives on how to put ideas into a narrative. Undoubtedly, the rise of novels 

and their movie adaptations is mainly due to the grievances of both parties. 

Therefore, the theory of ecranisation can be used to explain the changes in all these 

elements. Eneste suggests that these adaptations take the form of reductions, 

additions, and variations of changes or modifications. 

a. Reduction 

Based on Eneste (1991, p. 61), reduction is the process of decreasing the 

intrinsic elements contained in the film, such as the storyline displayed throughout 

the story, the setting of the place and time used, the characters that appear, and the 
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themes that are contained. This makes readers who usually spend days reading 

novels became shorter when the story is set in a film that is presented in more or 

less than 90 minutes. Because in the making of the film on its own, the film director 

only shows important information. Similarly, the storyline or setting in the novel is 

described in detail and complex, but in the film, only the most necessary parts are 

chosen to be shown. This is due to time limitations. 

According to Erneste (1991, p. 61), reduction is the process of decreasing 

the intrinsic elements contained in a novel when it is adapted into a film. These 

intrinsic elements may include the plot, setting, characters, and themes presented 

throughout the story. Reduction is one of the most common processes in adaptation 

because novels and films are fundamentally different media. A novel allows the 

author to present a story in great detail through lengthy descriptions, narration, and 

character development, whereas a film is restricted by its running time and visual 

storytelling techniques. As a result, not all elements found in the original novel can 

be transferred directly into the film adaptation. 

The process of reduction occurs because filmmakers must select the most 

important parts of the story to be presented on screen. Readers may spend several 

days or even weeks reading a novel, but a film usually presents the entire story 

within approximately ninety to one hundred and eighty minutes. Due to this 

limitation, directors often omit scenes, dialogues, events, or characters that are 

considered less significant to the main storyline. The purpose of this reduction is 

not to diminish the quality of the original work but to ensure that the story remains 
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coherent, engaging, and understandable for the audience within the available 

duration. 

Reduction can be clearly observed in the simplification of the plot. Many 

novels contain multiple subplots and detailed narrative sequences that enrich the 

story and provide deeper insights into the characters and their relationships. 

However, film adaptations tend to focus on the central conflict and the main 

storyline. Consequently, secondary plots that do not directly contribute to the 

development of the primary narrative are often removed. In some cases, several 

scenes from different parts of the novel may be combined into a single scene in 

order to convey the same information more efficiently. This allows the film to 

maintain a smooth narrative flow while preserving the essential elements of the 

story. 

Another aspect that frequently experiences reduction is characterization. 

Novels often introduce a large number of characters, each with specific roles and 

backgrounds. Since a film has limited screen time, not all characters can be 

developed adequately. Therefore, minor characters are frequently omitted or 

merged with other characters who serve similar functions in the story. This process 

helps simplify the narrative structure and enables the audience to focus on the major 

characters and their development throughout the film. 

In addition to plot and characters, the setting of place and time may also be 

reduced. Novelists have the freedom to describe numerous locations and extensive 

periods of time in detail. In contrast, filmmakers must consider production costs, 
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visual effectiveness, and narrative efficiency. As a result, certain locations may be 

eliminated, condensed, or replaced with alternative settings that serve the same 

narrative purpose. Similarly, events that take place over a long period in the novel 

may be compressed into a shorter timeframe in the film adaptation without 

significantly altering the core story. 

Themes can also undergo reduction during the adaptation process. A novel 

may explore multiple themes simultaneously, offering readers a complex and 

nuanced understanding of the story. However, film adaptations often emphasize one 

or two major themes that are considered most relevant to the cinematic narrative. 

As a result, some secondary themes receive less attention or may disappear entirely 

from the adaptation. This thematic reduction allows the film to communicate its 

message more clearly and effectively to the audience. 

Based on the explanation above, reduction is an inevitable aspect of the 

adaptation process. It occurs because of the differences between literary and 

cinematic media, particularly regarding narrative techniques and time limitations. 

Through reduction, filmmakers are able to transform a lengthy and detailed literary 

work into a concise visual narrative while preserving the essence of the original 

story. Therefore, reduction should be understood not as a weakness of adaptation 

but as a necessary strategy that enables a novel to be successfully presented in the 

form of a film. 
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b. Additions 

Based on Eneste (1991, p. 64), The addition happens because the director 

has assumed that there is a reason for the addition. Regardless, it comes from the 

requirements of the movie itself, which makes the story more relevant overall. For 

instance, the addition of a storyline, a time and place setting, or maybe even the 

addition of characters that are needed to support certain sequences. Also, the 

additions may be intended to complete story elements that have not been explained 

in the novel. 

One form of addition can be seen in the inclusion of new plotlines or scenes. 

A director may add certain events to provide a clearer explanation of the story or to 

improve the flow of the narrative. Since films rely heavily on visual storytelling, 

some information that is implied or briefly mentioned in a novel may need to be 

expanded through additional scenes. These added sequences help audiences 

understand character motivations, conflicts, and relationships more effectively. In 

some cases, new scenes are created to connect different parts of the story and ensure 

smooth transitions between important events. 

Addition may also occur in the setting of time and place. While a novel can 

describe locations and historical contexts through narration, a film often requires 

visual representations that are immediately understandable to viewers. Therefore, 

directors may introduce new settings that were not explicitly mentioned in the 

novel. These settings can enhance the visual appeal of the film, provide additional 

context for the story, or support the development of particular scenes. Likewise, 
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changes or additions in the temporal setting may be used to make the narrative more 

relevant to contemporary audiences or to improve the pacing of the story. 

Another significant form of addition involves characters. Film adaptations 

sometimes introduce new characters who do not appear in the original novel. These 

characters may serve various functions, such as explaining important information, 

supporting the protagonist, creating additional conflict, or representing certain 

themes. In some cases, added characters help simplify complex narrative structures 

by performing roles that would otherwise require lengthy explanations. 

Consequently, the inclusion of new characters can make the story more accessible 

and understandable for viewers. 

Furthermore, additions are often made to strengthen emotional engagement 

and dramatic impact. Filmmakers may create scenes that emphasize romance, 

tension, action, or conflict in order to capture the audienceôs attention. These scenes 

are frequently designed to meet the expectations of modern viewers and to enhance 

the entertainment value of the film. Although such additions may not exist in the 

original novel, they can contribute to the overall effectiveness of the adaptation by 

making the story more dynamic and visually compelling. 

In addition, additions may function as a means of completing story elements 

that are not fully explained in the novel. Some novels intentionally leave certain 

events, character backgrounds, or plot details ambiguous. A film director may 

choose to provide further explanations through added scenes or dialogues to avoid 
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confusion among viewers. By filling these narrative gaps, the adaptation can offer 

a more comprehensive understanding of the story and its characters. 

Based on Ernesteôs theory, addition should be viewed as a creative 

adaptation strategy rather than a deviation from the original work. The added 

elements are generally intended to support the cinematic narrative, improve 

audience comprehension, and enhance the overall quality of the film. Therefore, 

addition plays an important role in the adaptation process, allowing filmmakers to 

transform a literary work into a visual medium while maintaining the essence of the 

original story and meeting the demands of film production. 

c. Variations of Changes (Modifications) 

Based on Eneste (1991, p. 64), Changes in the film of the novel adaptation 

are necessary, even if some parts are not the same as those in the novel. 

Furthermore, plot modifications are more common regarding the sequence of 

certain events from the book to the movie. By modifying the plot in the story, the 

director hopes to make the story more interesting. However, the goals and 

objectives remain the same, despite some differences. This is a process that can lead 

to slight differences between the story in the novel and the movie called variations 

of changes or modifications. 

One of the most common forms of modification occurs in the plot structure. 

The sequence of events presented in a novel may be rearranged, shortened, 

expanded, or combined in the film adaptation. Directors often modify the order of 

events to create a stronger dramatic effect, improve narrative pacing, or maintain 
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audience interest throughout the film. Since a novel and a film utilize different 

storytelling techniques, a direct transfer of the original plot is not always effective. 

Therefore, changes in the plot are frequently necessary to ensure that the story can 

be communicated clearly and efficiently within the limited duration of a film. 

In addition to plot modifications, changes may also occur in character 

development. Certain character traits, motivations, or relationships may be adjusted 

to make them more understandable or appealing to viewers. In some cases, a 

character's role may be expanded or reduced to fit the narrative structure of the film. 

These modifications help filmmakers emphasize specific aspects of the story that 

are considered important for the cinematic adaptation while maintaining the 

essential function of the characters within the narrative. 

Modifications can also affect the setting of the story. Directors may alter the 

location, historical period, or social context of a narrative to make it more relevant 

to contemporary audiences or to accommodate production requirements. Such 

changes are often intended to strengthen the visual presentation of the film and 

create a more engaging viewing experience. Although the setting may differ from 

that of the original novel, the central message and purpose of the story are generally 

preserved. 

Furthermore, modifications may be applied to dialogues, themes, and 

narrative perspectives. Long descriptions and internal thoughts that are easily 

expressed in a novel often need to be transformed into visual actions or spoken 

dialogue in a film. As a result, certain conversations may be rewritten, simplified, 
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or expanded. Similarly, themes may be emphasized differently depending on the 

director's interpretation and the intended audience. These adjustments enable the 

film to communicate the core ideas of the story more effectively through 

audiovisual means. 

Despite these modifications, the fundamental goals and objectives of the 

story usually remain unchanged. The director's intention is not to alter the essence 

of the original work but to adapt it to the unique characteristics of the film medium. 

Through modification, filmmakers seek to preserve the central conflict, themes, and 

messages of the novel while presenting them in a format that is both visually 

compelling and accessible to audiences. Therefore, the differences that emerge 

between a novel and its film adaptation should be understood as a natural 

consequence of the adaptation process. 

Based on Erneste's theory, modifications represent a creative strategy that 

allows filmmakers to bridge the gap between literature and cinema. The resulting 

differences between the novel and the film are often referred to as variations of 

change or modification. These variations demonstrate how a story can be 

reinterpreted and reshaped without losing its essential meaning. Consequently, 

modifications play a crucial role in ensuring that an adapted film remains both 

faithful to the spirit of the original work and effective as an independent cinematic 

creation. 
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C. Plot 

Based on Dibbel (1988, p. 5), the general definition of plot is whatever 

happens in a story of novel. The plot is built from important events, as these events 

have important consequences in a particular story. The story itself is the cause that 

has an important effect and is considered the plot, cause, and effect. The plot is a 

way of determining what is important to show by arranging and connecting the main 

events in the story. 

a. Exposition 

Based on Schirova (2006, p. 12), The author introduces the characters and 

even the conflict in the story as well as the setting, place, and time. The purpose of 

the cause-and-effect relationships presented is to increase competition in the story. 

Additionally, exposition can occur in chapters to allow the reader to dive into the 

story. 

This stage provides readers with the background information necessary to 

understand the events that will unfold throughout the narrative. Through exposition, 

the author establishes the foundation of the story by presenting who the characters 

are, where and when the story takes place, and what circumstances shape the 

beginning of the plot. As a result, readers are able to develop a clear understanding 

of the narrative context before the main action begins. 

The introduction of characters is one of the most important functions of 

exposition. At this stage, the author presents the major and minor characters who 

will play significant roles in the story. Readers are given information about the 
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charactersô personalities, relationships, motivations, and positions within the 

narrative. This introduction allows readers to become familiar with the individuals 

involved in the story and prepares them to follow the charactersô development as 

the plot progresses. In addition, exposition often reveals important details about the 

protagonists and antagonists, which helps readers anticipate future conflicts and 

interactions. 

Another essential component of exposition is the presentation of the setting. 

The author introduces the time and place in which the story occurs, providing 

readers with a sense of the social, cultural, and historical environment of the 

narrative. The setting contributes significantly to the atmosphere of the story and 

influences the actions and decisions of the characters. By establishing the setting 

early in the narrative, the author enables readers to visualize the story world and 

better understand the circumstances surrounding the events that follow. 

Furthermore, exposition frequently introduces the initial conflict or the 

conditions that will eventually lead to conflict. Although the main conflict may not 

yet be fully developed, exposition often contains clues, tensions, or circumstances 

that foreshadow future events. These cause-and-effect relationships serve as the 

foundation for the rising action of the story. As readers become aware of potential 

problems or challenges faced by the characters, their interest and curiosity increase. 

Consequently, exposition plays a crucial role in creating anticipation and 

encouraging readers to continue following the narrative. 
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Robb also suggests that exposition may occur across several chapters rather 

than being confined to the opening section of the story. In longer narratives, authors 

may gradually reveal background information, character details, and contextual 

elements throughout the early chapters. This technique allows readers to immerse 

themselves more deeply in the story while continuously discovering new 

information. By distributing exposition across multiple chapters, authors can 

maintain reader engagement and avoid overwhelming the audience with excessive 

information at the beginning of the narrative. 

Overall, exposition functions as the foundation of the plot by introducing 

the characters, setting, and initial conflict while establishing the cause-and-effect 

relationships that drive the story forward. It serves as a bridge between the reader 

and the fictional world, enabling the audience to understand the narrative context 

and become emotionally invested in the events that follow. Therefore, exposition is 

an essential element of plot structure, as it prepares readers for the development of 

conflict and the progression of the story toward its climax and resolution. 

b. Rising Action 

According to Klarer (1999, p. 15), this section focuses on the tension that 

leads to the crisis, turning point, or climax. In addition, characters encounter many 

conflicts and stresses that escalate as the story ends. The author creates a story that 

makes the reader explore the meaning in this section until it gets to the point where 

the story comes to a head. The rising action marks the beginning of an event or 

moment that makes the story more complicated. 
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The rising action functions as a bridge between the exposition and the 

climax. After readers are introduced to the characters, setting, and initial situation, 

the narrative begins to present a series of events that complicate the storyline. Each 

event contributes to the development of the central conflict and increases the 

tension within the narrative. As the conflict grows, the characters are forced to make 

important decisions, face difficult situations, and respond to challenges that test 

their abilities, values, and relationships. These developments help shape the 

charactersô growth while simultaneously advancing the plot toward its most critical 

moment. 

One of the primary characteristics of rising action is the gradual escalation 

of conflict. The problems faced by the characters do not remain static; instead, they 

become more serious and difficult to resolve. New obstacles may emerge, existing 

conflicts may intensify, and unexpected events may alter the direction of the story. 

This process of escalation creates a sense of anticipation, encouraging readers to 

continue reading in order to discover how the characters will overcome their 

difficulties. Consequently, rising action plays a crucial role in sustaining narrative 

momentum and emotional engagement. 

Furthermore, rising action often contains a sequence of cause-and-effect 

events that contribute to the overall complexity of the story. Each action taken by 

the characters produces consequences that lead to new challenges and conflicts. 

Through this interconnected chain of events, the author develops a narrative 

structure that feels logical and meaningful. Readers are invited to explore the 



нр 
 

 
 

significance of each event and understand how it contributes to the progression of 

the story. As a result, the narrative becomes more dynamic and engaging. 

Nurgiyantoro also emphasizes that rising action is the stage in which the 

story gradually approaches its highest point of tension. The author carefully 

constructs situations that increase suspense and emotional intensity, preparing 

readers for the climax. During this phase, readers often experience curiosity, 

anxiety, excitement, or uncertainty regarding the outcome of the conflict. These 

emotional responses strengthen the readersô involvement in the narrative and make 

the climax more impactful when it finally occurs. 

In addition, rising action frequently reveals important aspects of the 

charactersô personalities and motivations. As conflicts become more challenging, 

characters are required to make choices that reflect their values, strengths, and 

weaknesses. Their reactions to adversity provide deeper insights into their character 

development and contribute to the thematic meaning of the story. Therefore, rising 

action not only advances the plot but also enriches characterization and thematic 

exploration. 

Overall, rising action is a vital element of plot structure because it marks the 

beginning of a series of events that make the story increasingly complicated and 

engaging. Through the gradual escalation of conflict, the development of suspense, 

and the progression of cause-and-effect relationships, rising action leads the 

narrative toward its climax. According to Nurgiyantoro (2010), this stage is 
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essential for maintaining readersô interest and ensuring that the story reaches its 

turning point in a meaningful and compelling manner. 

c. Climax 

Based on Schirova (2006, p. 12), the climax is the turning point of the most 

dramatic event in a literary work. Generally, this is the part where the story takes a 

turn or the main character inevitably makes a decision that must change their life. 

Furthermore, at the climax the author aims to immerse the reader in the story and 

allow them to continue reading until the end. The climax is the culminating point 

of the story when the characters reach the tension in the storyline. 

Generally, the climax occurs when the protagonist faces a situation that 

requires an unavoidable and life-changing decision. At this point, the main character 

is confronted with the greatest challenge or obstacle in the narrative. The decision 

made during the climax often has far-reaching consequences, influencing not only 

the characterôs future but also the outcome of the central conflict. As a result, the 

climax becomes a moment of intense drama in which the protagonistôs values, 

beliefs, strengths, and weaknesses are revealed. Through this process, readers gain 

a deeper understanding of the characterôs development and personal growth 

throughout the story. 

Furthermore, the climax is designed to create the strongest emotional impact 

on readers. The author carefully builds suspense and tension throughout the 

narrative so that readers become emotionally invested in the characters and their 

struggles. When the climax finally occurs, feelings of curiosity, anxiety, excitement, 
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and anticipation reach their highest level. This emotional engagement encourages 

readers to continue reading until the end of the story in order to discover how the 

conflict will be resolved. Consequently, the climax plays a vital role in maintaining 

readersô interest and ensuring that the narrative remains compelling and meaningful. 

Another important function of the climax is its role in revealing the outcome 

of the major conflict. In many literary works, the climax is marked by a 

confrontation between opposing forces, such as the protagonist and antagonist, 

individual desires and societal expectations, or internal and external conflicts. This 

confrontation represents the culmination of the narrative struggle and determines 

whether the protagonist succeeds or fails in achieving their goal. The outcome of 

this confrontation significantly influences the subsequent events of the story and 

prepares the narrative for the falling action and resolution. 

Moreover, the climax serves as a bridge between the development of conflict 

and its eventual resolution. Once the climax has occurred, the intensity of the 

conflict gradually decreases, and the story moves toward its conclusion. The 

consequences of the charactersô actions and decisions become apparent, allowing 

readers to understand the significance of the events that have taken place. In this 

way, the climax not only functions as the peak of dramatic tension but also as the 

foundation for the resolution of the narrative. 

In conclusion, Nurgiyantoro (2010) argues that the climax is the culminating 

point of a story where tension reaches its highest level and the central conflict comes 

to a decisive turning point. It is the stage at which the author fully immerses readers 
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in the narrative, encouraging them to remain engaged until the story reaches its 

conclusion. Through its dramatic intensity, emotional impact, and narrative 

significance, the climax becomes one of the most essential elements of plot 

structure in literary works. 

d. Falling Action 

These are events that occur after the climax, where the main character reacts 

to the changes that occurred during the climax of the story to resolve the 

complications or struggles in the story. It may contain the final tension that occurs 

in the story. 

During the falling action, the main character reacts to the outcomes of the 

decisions and events that occurred at the climax. The protagonist may experience 

success, failure, relief, disappointment, or personal transformation depending on 

the outcome of the central conflict. These reactions help readers understand the 

impact of the climax on the characters and provide insight into their emotional and 

psychological development. Consequently, falling action contributes significantly 

to character development by demonstrating how the characters cope with the 

consequences of their actions. 

Furthermore, the falling action focuses on resolving the complications and 

struggles that have been developed throughout the narrative. Conflicts that 

previously created tension begin to be addressed, and unanswered questions 

gradually receive clarification. The author uses this stage to explain the effects of 

the climax and to show how the various conflicts are brought closer to resolution. 
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Through this process, readers gain a clearer understanding of the storyôs direction 

and the eventual fate of the characters. 

Although the intensity of the conflict decreases during the falling action, this 

stage may still contain moments of tension. In some literary works, a final obstacle, 

confrontation, or emotional challenge may emerge before the story reaches its 

conclusion. These remaining tensions help maintain readersô interest and prevent 

the narrative from becoming anticlimactic. However, unlike the climax, these 

tensions are generally less dramatic and primarily function to complete the 

development of the plot. 

Another important function of the falling action is to reveal the 

consequences of the protagonistôs choices. The events that occur during this stage 

often demonstrate whether the characterôs actions have led to positive or negative 

outcomes. Readers are able to observe how relationships, situations, and 

circumstances have changed as a result of the climax. Therefore, falling action 

provides a sense of continuity and logical progression within the narrative structure. 

In addition, the falling action prepares readers for the final resolution or 

denouement. By gradually reducing tension and resolving conflicts, the author 

creates a smooth transition toward the ending of the story. This stage allows readers 

to reflect on the significance of the events that have occurred and understand the 

broader message or theme conveyed by the narrative. As a result, the conclusion 

becomes more meaningful and satisfying. 
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In conclusion, Al-Ma'ruf and Nugrahani (2017) define falling action as the 

stage that occurs after the climax, where the protagonist responds to the 

consequences of the central conflict and the story moves toward resolution. It is a 

crucial element of plot structure because it resolves remaining complications, 

reveals the effects of the climax, and prepares the narrative for its conclusion. 

Through falling action, the author ensures that the story develops logically and 

provides readers with a clear understanding of the outcome of the events presented 

throughout the narrative. 

e. Resolution 

Based on Klarer (1999, p. 15), resolution means the final part of the story. 

The resolution, which is usually called the denouement, is the final part of the story 

where the author takes the reader to a sad or happy ending. The conflict, which 

initially peaks at the climax, is settled and resolved until the reader or audience 

discovers the end of the story. 

The resolution plays a crucial role in completing the narrative structure. At 

this stage, the major conflicts that have driven the plot are addressed and brought 

to an end. Questions that emerged during the development of the story are 

answered, and uncertainties surrounding the characters and their situations are 

clarified. Through this process, the author provides a sense of completeness and 

coherence, ensuring that the events of the story form a meaningful whole. 

Consequently, the resolution helps readers understand the significance of the 

journey that the characters have undergone. 
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Furthermore, the resolution often determines the emotional impact of the 

story. Depending on the authorôs intention, the ending may be happy, sad, tragic, 

hopeful, or even ambiguous. In a happy ending, the protagonist successfully 

overcomes obstacles and achieves their goals, resulting in a sense of satisfaction for 

the audience. In contrast, a tragic ending may highlight loss, failure, or sacrifice, 

leaving readers with feelings of sadness and reflection. Regardless of the type of 

ending, the resolution serves to reinforce the themes and messages that the author 

wishes to convey through the narrative. 

Another important function of the resolution is to demonstrate the 

consequences of the climax. The decisions made by the characters at the turning 

point of the story lead to outcomes that become fully visible in the denouement. 

Readers can observe how the charactersô lives have changed and how their 

experiences have influenced their future. This stage often reveals whether the 

protagonist has achieved personal growth, learned valuable lessons, or undergone 

significant transformation. Therefore, the resolution not only concludes the plot but 

also highlights the development of the characters throughout the story. 

In addition, the resolution allows readers to reflect on the meaning and 

significance of the narrative as a whole. By presenting the final outcome of the 

conflicts, the author encourages readers to consider the moral values, themes, and 

messages embedded within the story. The denouement often leaves a lasting 

impression because it shapes readersô overall interpretation of the literary work. As 

a result, a well-crafted resolution can enhance the effectiveness and memorability 

of a story. 
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Moreover, the resolution contributes to the balance and unity of the plot 

structure. Since all narrative elements eventually converge at this stage, it provides 

a sense of order after the tension and uncertainty experienced during the earlier 

phases of the story. The transition from conflict to resolution enables readers to 

experience emotional release and satisfaction, making the conclusion feel natural 

and meaningful. 

In conclusion, Al-Ma'ruf and Nugrahani (2017) define resolution, or 

denouement, as the final part of a story in which conflicts are resolved and the 

narrative reaches its conclusion. It serves as the stage where readers discover the 

ultimate outcome of the events that have unfolded throughout the plot. Whether the 

ending is happy or sad, the resolution provides closure, reinforces the storyôs 

themes, and allows readers to fully appreciate the significance of the narrative. 

Therefore, resolution is an essential component of plot structure that ensures the 

story ends in a coherent and satisfying manner. 

C. Military Science Fiction 

Based on Pournelle (1983, p. 254-259), The term military science fiction 

has been used inconsistently since the 1970s with one of the earliest uses of the term 

being by Jerry Pournelle in his introduction to David Drake's Hammer's Slammers 

(1979), where he referred to military science fiction as a highly specialized art form. 

Based on Ammassa (2005, p. 329-339), He writes that military science fiction is 

interested in the details of military action and lifestyle, that it mostly follows one of 

a few patterns, usually featuring a small group of mercenaries or ordinary military 

soldiers against formidable odds, and that the action focuses on combat and tactical 
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maneuvers with little attempt to provide rich characterization or to examine the 

personal consequences of warfare. Military science fiction describes the use of 

science fiction technology for military purposes and usually the main character is a 

member of a military organization and is present in a variety of media, including 

literature, comics, film, television and video games. 

Military science fiction differs from other forms of science fiction because 

its primary emphasis is placed on military operations and the experiences of soldiers 

in futuristic or alternative settings. While traditional science fiction often explores 

scientific discoveries, space exploration, or social change, military science fiction 

concentrates on combat situations, military hierarchies, tactical decision-making, 

and the challenges faced by individuals involved in warfare. Consequently, the 

genre provides readers with a detailed representation of military life while 

simultaneously imagining future technological developments and their influence on 

armed conflict. 

D'Ammassa (2005, pp. 329ï339) further explains that military science 

fiction is particularly interested in the details of military action and lifestyle. Stories 

within this genre frequently focus on military procedures, command structures, 

discipline, and battlefield tactics. Rather than emphasizing philosophical 

speculation or extensive character development, military science fiction often 

prioritizes action-oriented narratives and strategic conflicts. As a result, readers are 

presented with realistic depictions of military operations within speculative 

settings, allowing them to explore how technological advancements might 

transform warfare in the future. 
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According to D'Ammassa, military science fiction generally follows several 

recognizable narrative patterns. One common pattern involves a small group of 

soldiers or mercenaries who must confront overwhelming challenges and 

formidable enemies. These protagonists are often placed in dangerous situations 

that require courage, discipline, teamwork, and strategic thinking. The narrative 

tension is generated through military engagements, tactical maneuvers, and the 

struggle for survival against superior forces. Such storylines emphasize the 

importance of leadership, loyalty, and professional military competence in 

overcoming adversity. 

Another characteristic of military science fiction is its strong focus on 

combat and tactical operations. Battles, military campaigns, and strategic planning 

frequently occupy a central position in the narrative. Detailed descriptions of 

weapons systems, military technology, and battlefield strategies are commonly used 

to create a sense of realism and authenticity. Consequently, readers gain insight into 

both the practical and theoretical aspects of military conflict, even when the setting 

involves advanced spacecraft, futuristic weapons, or interplanetary warfare. 

Furthermore, D'Ammassa notes that military science fiction often gives less 

attention to rich characterization or the personal consequences of warfare compared 

to other literary genres. Although characters may experience challenges and 

conflicts, the primary focus remains on military objectives and operational success 

rather than emotional or psychological exploration. This characteristic distinguishes 

military science fiction from war literature, which frequently examines the human 

cost of conflict and the emotional experiences of those involved. In military science 



ор 
 

 
 

fiction, characters often function as representatives of military values such as duty, 

discipline, honor, and sacrifice. 

The genre has gained significant popularity because it offers readers a 

unique combination of action, technology, and military strategy. Through 

speculative narratives, military science fiction allows audiences to consider how 

future societies may organize their armed forces, conduct warfare, and respond to 

emerging threats. At the same time, it reflects contemporary concerns regarding 

military power, technological innovation, and international security. As a result, 

military science fiction serves not only as entertainment but also as a medium for 

exploring the potential consequences of technological and military developments. 

In conclusion, Nicholson (2016) and D'Ammassa (2005) view military 

science fiction as a specialized subgenre of science fiction that focuses on military 

life, warfare, and advanced technology. Characterized by detailed depictions of 

military action, tactical operations, and combat situations, the genre often follows 

narratives involving soldiers or mercenaries facing extraordinary challenges. 

Through its emphasis on military strategy and futuristic warfare, military science 

fiction provides readers with an engaging exploration of both military culture and 

speculative technological possibilities. 
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CHAPTER III 

RESEARCH METHOD 

Through this chapter, the researcher discusses the methodology used in this 

study. The research method includes four categories: research design, data sources, 

data collection, and data analysis. 

A. Research Design 

This research is classified as an ecranisation research. The researcher looks 

for plot differences between the novel and the film The Hunt for Red October, and 

how these differences occur during the ecranisation process. Eneste (1991, p. 60), 

Ecranisation is turning a story (or other literary work in written form) into a film. 

Ecranisation uses three methods: reduction, addition, and variation/modification. 

Later, the researcher aims to analyze the differences in the plot of the story depicted 

in the novel and the film. 

B. Data Source 

The research object used in this study is a novel by Tom Clancy entitled The 

Hunt for Red October. The book has approximately 387 pages and was published 

in 1984. Then in 1990, the movie The Hunt for Red October directed by John 

McTiernan was adapted from the novel which lasted 2 hours 35 minutes. Data 

sources in this study were obtained from Tom Clancy's novel in the form of 

quotations, including sentences, dialog, phrases, and even words. While from the 

film in the form of dialogs of the characters. 
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C. Data Collection 

Based on Creswell (2007, p. 118), data collection is a series of interrelated 

activities to collect important information to answer the problem formulation. The 

researcher used several steps to collect data for this research. The initial step is to 

read and comprehend The Hunt for Red October. In the second step, the researcher 

will reread the novel and highlight the words, phrases, and dialogues that pertain to 

ecranisation theory. In the third step, the researcher will view the film adaptation of 

The Hunt for Red October. In the fourth step, the researcher will identify actions 

and dialogues relevant to ecranisation theory. The researcher will categorize the 

data according to the ecranisation theory in the following steps. The researcher will 

analyze the data in the final phase and draw conclusions. 

D. Data Analysis 

Based on Rahardjo (2020, p. 117), data analysis is an activity of interpreting 

data by classifying, marking, and categorizing the data into several parts and 

obtaining findings to answer a problem. The data is in the form of text, which is 

used to explain the research variables so that it can be understood. The first step 

taken by the researcher in analyzing the data is to collect data based on the problem. 

The data was a series of lines and dialog taken from the novel and the movie The 

Hunt for Red October. Then, the researcher classified the data that marked the 

differences in story plots and compared them between the novel and the film The 

Hunt for Red October. The last step is to conclude by explaining the data that has 

been collected. 
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CHAPTER IV 

FINDINGS AND DISCUSSION 

In this chapter, the researcher discusses the findings and analysis of the two 

works by using the novel The Hunt for Red October (1984) and the movie The Hunt 

for Red October (1990) as research objects. By using excerpts in the form of 

sentences from the novel and dialogue from the film as data, then analyzed and 

elaborated to produce research findings related to differences in story plots based 

on the theory of ecranisation. 

A. Elements of the Plot Differences 

As has been explained in the previous chapter that plot structure according 

toDibbel (1988, p.5) is the general definition of plot is whatever happens in a story 

of novel. The plot is built from important events, which have important 

consequences in a particular story. 

Based on Eneste (1991, p. 60), reduction is the practice of minimizing the 

intrinsic elements of a work, such as the storyline displayed throughout the story, 

the setting of the place and time displayed, the characters that appear, as well as the 

themes presented. Reduction is to shorten the duration of the movie.  Additions in 

a movie are based on the director's interpretation of the narrative needs, so that the 

story becomes more resonant. This can involve adding plot elements, setting 

locations, or characters to support scenes, or complementing unexplored elements 

of the novel. Variations of Changes, also known as Modification, occur when 
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subtracting and adding, causing slight differences between the novel and movie 

stories. 

a. Exposition 

Exposition is a plot structure element that introduces background and 

important information to the audience. Based on (Schirova, 2006, p. 12), The author 

introduces the characters and even the conflict in the story as well as the setting, 

place, and time. In the exposition, there are two reductions, one is the introduction 

of Marko Ramius, and the other is his letter of defection. 

a) The Introduction of Marko Ramius 

In the novel, Captain Marko Ramius is introduced as the most respected 

submarine commander in the Soviet Union, who takes command of the Red 

October, a new Typhoon-class submarine equipped with a revolutionary and the 

ñcaterpillar driveò propulsion system. The novel also provides details about his 

activities while at the Soviet Navy Base in Polyarny until the submarine sets sail. 

Captain First Rank Marko Ramius of the Soviet Navy was dressed for the Arctic 

conditions normal to the Northern Fleet submarine base at Polyarnyy. (Clancy, 

1984, p. 1) 

Ramius is portrayed as a legendary Soviet submarine commander whose authority 

over Red October establishes him as a disciplined strategist rather than merely a 

military officer (Clancy, 1984, p. 15) 

Ramius looked over his new command with pride. Red October was the finest 

submarine ever built. (Clancy, 1984, p. 18) 

In the film, Captain Marko Ramius is introduced in a scene showing him 

standing on board the submarine Red October as it prepares to depart from 

Polyarny. The film version provides a more detailed visual depiction of the Red 

October submarine and the snow-covered Soviet naval base in Polyarny. 
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(The Hunt for Red October, 1990, 00:02:66) 

 
(The Hunt for Red October, 1990, 00:02:26) 

The snippet above shows Captain Marko Ramius (played by Sean Connery) 

and Vasily Borodin (played by Sam Neill) onboard the submarine Red October 

against the backdrop of the open ocean, introducing one of the filmôs main 

characters as well as its central conflict. 
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b) Ramiusôs Letter 

In the novel, a letter from Marko Ramius is sent to his mentor, Admiral Yuri 

Padorin, revealing his intention to defect toward Soviet Union and hand over the 

Red October and its technology to the United States following the death of his wife 

due to the negligence of a doctor protected by his connections to the Politburo. 

ñThe life of Natalia Bogdanova Ramius had been lost at the hands of a surgeon 

who had been drinking while on call - a court-martial offence in the Soviet Navy - 

but Marko could not have the doctor punished. The surgeon was him-self the son 

of a Party chieftain, his status secured by his own sponsors.ò (Clancy, 1984, p. 47) 

ñThe idea had taken weeks to form and was the product of a career of training and 

contingency planning when the construction of the Red October was restarted.ò 

(Clancy, 1984, p. 47) 

ñPadorin stopped and looked out of the window. The Kremlin wall at this point was 

a beehive of niches for the ashes of the Party faithful. He couldn't have read the 

letter correctly. He started to read it again. His hands began to shake.ò (Clancy, 

1984, p. 80) 

In the film, Marko Ramius's writing the letter of defection is not shown. 

However, there is a scene showing the envelope containing Marko Ramiusôs letter 

being delivered to Admiral Yuri Padorinôs office. Admiral Yuri Padorin then reads 

the letter and looks surprised at the end. 



пн 
 

 
 

  
(The Hunt for Red October, 1990, 00:32:43) 

(The Hunt for Red October, 1990, 00:33:13) 

The first snippet shows the unopened envelopes from Marko Ramius among 

other letters and the second snippet show Admiral Yuri Padorin (played by Joss 

Ackland), who is startled by the contents of Marko Ramiusôs letter and spilled his 

drink. 
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b. Rising Action 

Rising Action in a plot is a series of relevant events and occurrences that 

create tension or suspense to build interest in the story. According to Klarer (1999, 

p.15), this section focuses on the tension that leads to the crisis, turning point, or 

climax. During the rising action, there is one reduction and two modifications of 

change, the first involves the role of HMS Invincible and the British Navy, and the 

second involves Jack Ryan's helicopter landing and the third is the boarding 

sequence on the Red October. 

a) Role of HMS Invincible and the British Navy 

In the novel, the British aircraft carrier HMS Invincible plays a key role in 

detecting the Red October and also serves as Jack Ryanôs operational base. There, 

he also meets a British officer who is fluent in Russian, Lieutenant Owen Williams, 

who later board the Red October together. 

The Invincible was moving on the seas, but not as much as before. He got up to 

look out of a porthole and saw the last red glow of sunset aft under scudding clouds. 

He checked his watch and did some clumsy mental arithmetic, concluding that it 

was six in the evening, local time. That translated to about six hours of sleep. 

(Clancy, 1984, p. 185) 

ñI'm Jack Ryan.ò He extended his hand. ñOwen Williams. So, what are we up to?ò. 

òThe submarine is named Red October -ò. ñKrazny Oktyabr.ò Williams smiled. 

(Clancy, 1984, p. 378) 

In the film, the role of the British Navy and its intelligence services was 

entirely omitted. However, it does show the American submarine, the USS Dallas, 

detecting the Red Octoberôs ñcaterpillar driveò and hearing its crew sing the Soviet 

national anthem. 
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(The Hunt for Red October, 1990, 00:28:56) 

 

(The Hunt for Red October, 1990, 00:31:34) 

The first snippet shows Petty Officer Ronald ñJonesyò Jones (played by 

Courtney B. Vance), USS Dallasôs sonar operator, detecting the Red October 

activating the ñCaterpillar Drive.ò The second snippet shows Jonesy hearing the 



пр 
 

 
 

Red October crew singing the Soviet national anthem as they moved away from the 

USS Dallas 

b) Jack Ryan's Helicopter Landing 

In the novel, the CIA attempt to flies Jack Ryan and a team of specialists to 

rendezvous with the Red October by helicopter. Unfortunately, the helicopter 

crashes during stormy weather, killing the entire crew except for Jack Ryan. 

The rotor's momentum twisted the Stallion savagely around, and it dropped rapidly 

Two of the men in the back, who had loosened their seat-belts, jerked out of their 

seats and rolled forward. (Clancy, 1984, p. 374) 

It was twenty seconds before they hit. He fought with his airfoil controls and tail 

rotor in order to jerk the aircraft around. He succeeded, but it was too late. (Clancy, 

1984, p. 375) 

Ryan watched from the bridge as the medics carried the tretcher into the island. 

Another crewman appeared a moment later with a briefcase. (Clancy, 1984, p. 375) 

In the movie, this scene was changed to show Jack Ryan boarding a 

helicopter, then jumping into the ocean, where he was later picked up by the USS 

Dallas. 

 
(The Hunt for Red October, 1990, 01:26:05) 
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(The Hunt for Red October, 1990, 01:27:05) 

The first snippet shows the USS Dallas crew's attempt to rescue Jack Ryan 

as he dangles from a helicopter. The second clip shows Jack Ryan (played by Alec 

Baldwin), who has been rescued by the crew of the USS Dallas, greeting Captain Bart 

Mancuso (played by Scott Glenn). 

c) The Boarding Sequence on the Red October 

In the novel, Jack Ryan, along with a British officer, Lieutenant Owen 

Williams, boards a DSRV (Deep Submergence Rescue Vehicle) named The Mystic 

to meet the Red October underwater. The Mystic itself is launched from the 

submarine rescue ship, the USS Pigeon. 

The DSRV was nothing more than three metal spheres welded together with a 

propeller on the back and some boiler plating all around to protect the pressure-

bearing parts of the hull. Ryan was first through the hatch, then Williams. They 

found seats and waited. A crew of three was already at work. (Clancy, 1984, p. 389) 

When he pulled the hatch up, he found another that had already been opened from 

below. The lower perpendicular hatch was shut. Ryan took a deep breath and 

climbed down the ladder of the white painted cylinder, followed by Williams. After 

reaching the bottom Ryan knocked on the lower hatch. (Clancy, 1984, p. 390) 
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In the film, Jack Ryan, along with the captain of the USS Dallas, 

Commander Bart Mancuso, and sonar operator Ronald ñJonesyò Jones, board a 

DSRV (Deep Submergence Rescue Vehicle) to rendezvous with the Red October 

underwater after staging the Red Octoberôs own sinking. The DSRV is launched 

through the hull of the USS Dallas. 

 
(The Hunt for Red October, 1990, 01:47:44) 

 
(The Hunt for Red October, 1990, 01:48:10) 
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(The Hunt for Red October, 1990, 01:48:38) 

The first snippet shows Vice Admiral James Greer (played by James Earl 

Jones) asking the commander of the USS Reuben James (played by Peter Jason) to 

order the USS Dallas to launch the DSRV after they successfully faked the sinking 

of the Red October. The second snippet shows Jack Ryan (played by Alec Baldwin), 

Commander Bart Mancuso (played by Scott Glenn), and Petty Officer Ronald 

ñJonesyò Jones (played by Courtney B. Vance) boarding the DSRV. The third 

snippet shows the DSRV being launched from the hull of the USS Dallas. 

c. Climax 

The climax is the turning point that changes the fate of the main character. 

The climax is the turning point of the most dramatic event in a literary work. 

Generally, this is the part where the story changes direction or the main character 

inevitably makes a decision that must change his or her life (Schirova, 2006, p. 12). 
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In the climax, there are two modifications, the first is a deceptive plan to sink the 

Red October, and the second is Igor Loginovôs sabotage. 

a) The Deceptive Plan to Sink the Red October 

In the novel, the Allies use a decommissioned submarine, the USS Ethan 

Allen, both as a replacement and to disguise the Red October, which appears to 

have been sunk. It is also explained that the Red Octoberôs instrument panel was 

planted among the wreckage of the Ethan Allen to make the Soviets believe their 

submarine had been destroyed. 

The USS Ethan Allen was about at the end of her string. Commissioned in 1961, 

she had served her crews and her country for over twenty years, carrying Polaris 

sea-launched ballistic missiles in endless patrols through sunless seas. Now she 

was old enough to vote, and this was very old for a submarine. Her missile tubes 

had been filled with ballast and sealed months before. She had only a token 

maintenance crew while the Pentagon bureaucrats debated her future. There had 

been talk of a complicated cruise missile system to make her into a SSGN like the 

new Russian Oscars. (Clancy, 1984, p. 285) 

They had put four Pave Pat Blue bombs on the Ethan Allen. The Pave Pat 

Blue was a FAE (fuel-air explosive) bomb. Its blast efficiency was roughly 

five times that of an ordinary chemical explosive. Each bomb had a pair of 

gas release valves, and only one of the eight valves failed. When they burst 

open, the pressurized propane in the bomb casings expanded violently 

outward. In an instant the atmospheric pressure in the old submarine 

tripled as her every part was saturated with an explosive air-gas mixture. 

The four bombs filled the Ethan Allen with the equivalent of twenty-five tons 

of TNT evenly distributed throughout the hull. (Clancy, 1984, p. 413) 

In the movie, this scene was changed to show the Americans launching a 

Seahawk helicopter from the USS Reuben James, which was armed with torpedoes. 

The helicopter then dropped the torpedo, which exploded near the Red October. 
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(The Hunt for Red October, 1990, 01:46:46) 

 
(The Hunt for Red October, 1990, 01:46:52) 
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(The Hunt for Red October, 1990, 01:47:28) 

The first snippet shows a U.S. Navy Tactical Action Officer (TAO) ordering 

a Seahawk helicopter to drop a torpedo. The second snippet shows a Seahawk 

helicopter dropping a torpedo into the sea. The third snippet shows the torpedo 

exploding near the Red October. 

b) Igor Loginovôs Sabotage 

In the novel, Igor Loginov, a GRU agent posing as a cook on the Red 

October, sabotages Captain Marko Ramiusôs plan by, among other things, opening 

fire on the Red Octoberôs bridge, killing Gregoriy Kamarov and wounding 

Lieutenant Owen Williams. 

Lieutenant Williams had been hit in the head and chest. He was still breathing but 

unconscious. The head wound was only a crease. The chest wound, close to the 

heart, made a sucking noise. Kamarov was not so lucky. A single shot had gone 

straight through the top of his nose, and the back of his head was a bloody 

wreckage. (Clancy, 1984, p. 408) 

Ryan took the pistol from the deck. "Here's his recipe file. I think he was a GRU 

agent. He was trying to blow us up. Captain Ramius, how about we launch this 

missile--just jettison the goddamned thing, okay?" (Clancy, 1984, p. 410) 
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In the film, Igor Loginov, a GRU agent posing as a cook on the Red October, 

sabotages Captain Marko Ramiusôs plans which one of his methods being to open 

fire on the Red Octoberôs bridge, which kills Vasily Borodin and wounds Captain 

Marko Ramius himself. 

 
(The Hunt for Red October, 1990, 02:00:16) 

 
(The Hunt for Red October, 1990, 02:01:30) 
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The first snippet shows Captain Marko Ramius (played by Sean Connery) 

witnessing Vasily Borodin (played by Sam Neill) utter his last words after being 

shot in the chest. The second snippet shows the wounded Captain Marko Ramius 

and Jack Ryan taking cover from Igor Loginovôs gunfire. 

d. Falling Action 

The falling action occurs as the conflict between the protagonist and 

antagonist unfolds, which happens right after the Climax. It may contain the final 

tension that occurs in the story (Alve, 2025, p.4). In the falling action, there is one 

modification and one reduction, which is the first is the fate of the V. K. Konovalov, 

and the second is the heated debate between the Soviet government and the U.S. 

government. 

a) The Fate of the V. K. Konovalov 

In the novel, during the scene where the V. K. Konovalov is chasing the Red 

October, the Red October rams into the V. K. Konovalov causing the submarine to 

sink. 

The Red October rammed the Konovalov just aft of midships at a thirty-degree 

angle. The force of the collision ruptured the Konovalov's titanium pressure hull 

and crumpled the October's bow as if it were a beer can. (Clancy, 1984, p. 530) 

Contact with the October ended at this point, when the Konovalov's flooded 

compartments made her drop stern first toward the bottom. The political officer's 

last conscious act was to yank at the disaster beacon handle, but it was to no avail: 

the sub was inverted, and the cable fouled on the sail. The only marker on the 

Konovalov's grave was a mass of bubbles. (Clancy, 1984, p. 530) 

In the movie, the V. K. Konovalov launches a torpedo at the Red October, 

but before it hits, the USS Dallas shields the Red October from the torpedoôs path, 

causing the V. K. Konovalovôs torpedo to change course. The Red October then 
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takes advantage of that momentum to close in on the V. K. Konovalov, forcing the 

torpedo to hit V. K. Konovalov and sink itself using its own torpedo. 

 
(The Hunt for Red October, 1990, 02:04:34) 

 
(The Hunt for Red October, 1990, 02:07:20) 

The first snippet shows the USS Dallas (right) shielding the Red October 

(left) from V. K. Konovalovôs torpedo path. The snippet clip shows the Red October 
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(bottom) approaching the V. K. Konovalov (top) while still being targeted by a 

torpedo. 

b) The heated debate between the Soviet and the U.S. 

In the novel, this debate is very heated; the American side is represented by 

the President, a judge from the Supreme Court, and the National Security Advisor, 

Dr. Jeffrey Pelt. The Soviet side, meanwhile, is represented by the Soviet 

ambassador, Alexei Arbatov. 

"Good morning, Mr. Ambassador," the president said. Arbatov noted that again 

Dr. Pelt was standing at his master's side behind the large antique desk. He had 

not expected this meeting to be a pleasant one. 

"Mr. President, I am here to protest the attempted kidnapping of our seamen by 

the United States government." 

"Mr. Ambassador," the president responded sharply, "in the eyes of a former 

district attorney, kidnapping is a vile and loathsome crime, and the government of 

the United States of America will not be accused of such a thing--certainly not in 

this office! We have not, do not, and never will kidnap people. Is that clear to you, 

sir?" (Clancy, 1984, p. 453) 

"The name of the submarine is--was Red October," Pelt said. "It exploded and 

sank three hundred miles from the coast of South Carolina.ò (Clancy, 1984, p. 454) 

In the film, this scene is simplified to a meeting between the Russian 

ambassador and the National Security Advisor. In this scene, the Soviet side appears 

to be begging for U.S. support rather than engaging in a debate. 
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(The Hunt for Red October, 1990, 02:08:15) 

 
(The Hunt for Red October, 1990, 02:09:03) 

The first snippet shows Dr. Jeffrey Pelt (on the left, played by Richard 

Jordan), a National Security Advisor, delivering the tragic news about the sinking 

of the Red October. The first clip shows Andrei Lysenko (played by Joss Ackland), 

the Soviet ambassador, asking the U.S. for help in locating another missing 

submarine, the V. K. Konovalov. 
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e. Resolution 

The resolution is the part that summarizes the events from the downward 

end of the action to the actual end of the story. Resolution means the final part of 

the story. The resolution, usually called the denouement, is the final part of the story 

where the author takes the reader to a sad or happy ending (Klarer, 1999, p. 15). 

The resolution includes one reduction, one modification and one addition, the first 

is the Red Octoberôs hiding place after the battle, and the second is the Red 

Octoberôs final location, and the third is Jack Ryan boarding the plane. 

a) The Red Octoberôs Hiding 

In the novel, it is stated that after successfully fighting against V. K. 

Konovalov and evading the Soviet fleet, the Red October went into hiding for two 

days in the depths of the ocean. After that, the Red October returned to normal 

depths and was then escorted by the USS Dallas to U.S. territory. 

"When everybody thinks Red October has sunk, we'll head northwest to the 

Ocracoke Inlet and wait. USS Dallas and Pogy will be escorting us. Can these few 

men operate the ship?" (Clancy, 1984, p. 395) 

Jones was experimenting with the Russian sonar. The active gear, he'd found, was 

not too bad. The passive systems he didn't want to think about. When the Red 

October had been lying still in Pamlico Sound, he'd been unable to track in on the 

American subs. They had also been still, with their reactors only turning 

generators, but they had been no more than a mile away. He was disappointed that 

he'd not been able to locate them. (Clancy, 1984, p. 484) 

In the movie, this scene was cut, and the story jumps straight to the end, 

where the Red October has reached U.S. territory while escorted by US Navy 

Destroyer. 
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(The Hunt for Red October, 1990, 02:07:20) 

The first snippet shows the Red October (right) being escorted by an 

unnamed U.S. destroyer (left) in U.S. territory. 

b) The Red Octoberôs Final Destination 

In the novel, after reaching U.S. territory, the Red October was escorted to 

a dry dock in Norfolk, Virginia, where its crew was subsequently taken into custody 

by the National Security Agency. 

The Red October sat alone with the dry dock draining around her, guarded by 

twenty armed marines. This was not unusual in the Eight-Ten Dock. Already a 

select group of engineers and technicians was inspecting her. The first items taken 

off were her cipher books and machines. They would be in National Security 

Agency headquarters at Fort Meade before noon. (Clancy, 1984, p. 544) 

In the movie, the Red October is escorted to the Penobscot River north of 

Searsport, Maine. At this point, Jack Ryan and Marko Ramius share stories about 

their respective past experiences. 
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(The Hunt for Red October, 1990, 02:07:15) 

 
(The Hunt for Red October, 1990, 02:09:44) 

The first snippet shows the submarine Red October being escorted, with on-

screen text indicating its location on the upper Penobscot River in Searsport, Maine. 

The second clip shows Jack Ryan (left, played by Alec Baldwin) recounting his past 

to Marko Ramius (right, played by Sean Connery) aboard the Red October. 
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c) Jack Ryan Boarding the Plane 

In the novel, after the Red October incident is resolved, Jack Ryan is 

described as having arrived at Dulles International Airport and immediately falling 

asleep as the plane took off, with no detailed description of the situation inside the 

plane. 

Ryan missed the dawn. He boarded a TWA 747 that left Dulles on time, at 7:05 

A.M. The sky was overcast, and when the aircraft burst through the cloud layer 

into sunlight, Ryan did something he had never done before. For the first time in 

his life, Jack Ryan fell asleep on an airplane. (Clancy, 1984, p. 544) 

In the movie, thereôs an additional scene where a teddy bear sits on the seat 

next to Jack Ryan, which is a souvenir for his daughter. 

 
(The Hunt for Red October, 1990, 02:11:41) 
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(The Hunt for Red October, 1990, 02:11:46) 

The first snippet shows Jack Ryan (left, played by Alec Baldwin) fell asleep 

near the airplane window. The second snippet shows a teddy bear with bow tie 

sitting next to Jack Ryan. 

The process of shifting the plot between the novel and the movie The Hunt 

for Red October presents some differences in plot. However, the time constraints of 

the movie limit the story to only describing some phases of the conflict as described 

in the novel. Despite these differences, the two works still share the same theme, 

which is Cold War tensions. Furthermore, the researcher presents the process of 

ecranisation in both works through a table, thus enabling a more precise 

representation of the data as follows: 

 

 

 
















