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Abstract 

Mousavi, Nafiseh (2021). The Art of Repeating Oneself: Migratory self-adaptation: media 

transformation and authorship in Persepolis and The Patience Stone, Linnaeus University 

Dissertations No 408/2021, ISBN: 978-91-89283-49-7 (print), 978-91-89283-50-3 

(pdf). 

This thesis studies the process and products of migratory self-adaptation: the practice of 

a migrant author recreating their own work in a new medium, and the baggage it brings 

with itself. Migratory self-adaptation is developed and analyzed in this research through 

a comparative and processual analysis of two cases of adaptation: Persepolis, a French 

autobiographical graphic novel written and drawn by Marjane Satrapi, the Franco-

Iranian artist and writer, later turned into an animation movie co-written and co-

directed by Satrapi herself; and The Patience Stone, a novel written in French by Atiq 

Rahimi, the Franco-Afghan author, which is adapted to a homonymous film in Dari-

Persian, co-written and directed by the author.  

With their intercultural position, migrant authors face particular challenges of 

positionality, visibility, inclusion, and survival. Various strategies have been developed 

to address these challenges and migratory self-adaptation, as is argued and demonstrated 

throughout this research, brings several of these strategies together. The research argues 

that the authorship constructed through migratory self-adaptation is multi-directional, 

transmedial, and transcultural. This multi-dimensional authorship is analyzed through 

the extended case studies, which include contexts as well as texts and processes alongside 

the products.  

Both works engage with narratives of violence, trauma, and oppression, respectively in 

Iran and Afghanistan, and address home and host cultures at varying degrees. In their 

multiple trajectories across media, languages, and geographies, they occupy different 

positions and offer varied possibilities for interpretation. As this study illustrates, 

transmedial movements, translational practices, borderworks, and memory acts are 

various facets of migratory self-adaptation materialized in Persepolis and The Patience 

Stone. 

The study adopts an interdisciplinary approach in theory and methodology and develops 

a transmedial understanding of migrant authorship and a multi-layered understanding 

of adaptation. In doing so, it joins the disciplines of intermediality and adaptation 

studies with literature and cinema of migration and also integrates theories of 

authorship, translation, border, and memory. By discussing various faces of adaptation 

in the migratory situation and the interconnection between different cultural 

mechanisms, this research addresses some of the fundamental questions regarding 

authoring in migration, including but not restricted to translational communication, 

cultural difference, dynamics of inclusion and exclusion, and survival.  

Keywords: migration, authorship, migrant author, adaptation, self-adaptation, 

intermediality, media transformation, mediasphere, border, transfer, translation, 

translingualism, memory 
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Preface 

What is studied in this thesis, in a nutshell, is the practical process of a migrant 
author re-creating their own work in a new medium, and the baggage this 
practice brings with itself, as is materialized in two adaptations: Persepolis and 
The Patience Stone.  Persepolis is a graphic novel (2000-2003) by Marjane 
Satrapi, the Franco-Iranian author, adapted by herself and Vincent Paronnaud 
to an animated film (2007) and The Patience Stone is a novel (2008) by Atiq 
Rahimi, the Franco-Afghan author, adapted to a homonymous film, co-written 
by Jean-Claude Carrière and directed by Rahimi in 2012. Conceptualized as 
migratory self-adaptation, these processes and their consequent products are 
studied in this research at the heart of the constant interplay between different 
languages, media, modes of authorship, audiences and cultural settings that 
have shaped them.  

In the introductory chapter, a primary outline of the notion of migratory self-
adaptation is provided, followed by a detailed description of the cases. The rest 
of the chapters are divided into two main sections, separating theory and 
methodology (chapters 2-3) from the analysis (chapters 4-7), ending with the 
conclusion (chapter 8). In the second chapter, which consists of three 
autonomous sub-chapters, the theoretical background of the research is 
established. The first sub-chapter offers a basic and transmedial understanding 
of migrant authorship and explains some of the fundamental strategies of 
authoring in migration. In the second sub-chapter, a brief survey has been done 
about the way relations between media and more generally the idea of 
mixedness have often been referred to in the contexts of migration. In the last 
sub-chapter, a basic concept of adaptation is developed in an intermedial 
framework. This intermedial understanding of adaptation –as media 
transformation– is the basis for other conceptualizations of adaptation that come 
up throughout the analysis.  

The interdisciplinary and intermedial methodological approach of the research 
is expanded in chapter three. In this chapter, various methodological concerns 
that shape this research are addressed, including the significance and the 
problematics of comparison and the methodological concerns that rise while 
working on different media with different modes of authorship.  

Theorization does not stop at this level and continues throughout the second 
section which covers the analysis. Chapters four to seven consist of an 
extended, comparative analysis of both of the cases in four steps. In chapter 
four both of the cases are studied in terms of the different positions they have 
occupied through their transcultural and transmedial movements. In other 
words, the contexts of production and reception of the adaptations is mapped 
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out in this chapter as multiple self-locations across different mediaspheres, or 
marked territories of media usage.  

Chapter five studies the mobilities that have engendered these positionalities 
and describes them in the framework of borderwork and transfer. With a cross-
pollination of notions of media border with insights from border-theory, 
adaptation is formulated in this chapter as an act of (re)bordering. The border 
positionality of the authors, as migrants and media border-crossers, is 
scrutinized and the resulting borderworks are studied in two dimensions: the 
border between the book and the film, and the rebordering of the mediaspheres 
through migratory self-adaptation.  

In chapter six, the cases are studied with a look at the different translational 
practices which have shaped them. After discussing translation, migration and 
adaptation in relation to each other at a conceptual level, migratory self-
adaptation is examined as a counterpart to self-translation. With this 
background, different translational practices at work in these cases are 
analyzed, including translingualism, self-translation, collaborative translation 
and translation in, and of films. 

 In chapter seven, adaptation is viewed as memory work. In the last step of the 
analysis in this chapter, it is argued that a main function and outcome of these 
two processes of migratory self-adaptation is to construct and disseminate 
remediations of individual and collective memories. To expand this argument, 
the mechanisms of memory works are studied in detail for each case. 

These four chapters expand a four-step argument moving from where (chapter 
4, self-locations) to how (chapters 5-6, border-crossing; transfer; and 
translation) and finally to why (chapter 7, memory work) of these practices of 
migratory self-adaptation. At the same time, they can be viewed as autonomous 
analyses on these works from four diverse points of view of reception, borders, 
translation and memory. In chapter eight, the conclusion, all the four steps and 
viewpoints are brought together in the notions of repetition and survival and 
migratory self-adaptation is briefly discussed as a claim to multiple cultural 
citizenships.  

Migratory self-adaptation is studied in this research as both a media 
phenomenon and an authorial practice, happening at an intercultural zone which 
is determined by dynamics of inclusion and exclusion. To formulate 
multilayered understandings of adaptation and migrant authorship, insights 
from various fields are brought together in this research that are not necessarily 
already in dialogue, including intermediality and adaptation studies, translation 
studies, border studies, migration literature, migration cinema, and memory 
studies. By this theoretic and methodological cross-pollination, I aim for an 
analysis rooted in the practicalities of cultural production in migration: an 
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analysis which is not trapped in one-sided evaluations of identity 
representation.  
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Chapter One: Introduction  

 

1-1- Migration, adaptation and authorship at a 
crossroad  

Migratory self-adaptation first attracted my attention with its double nature. 
As an authorial practice, it seems to oscillate between two drives, one being the 
desire to control the life of one’s work, and the other the inevitable necessity 
for the less-visible and the less-audible –here the migrant– to shout and repeat 
to be heard and seen. Migratory self-adaptation is migratory because its main 
practicing agents, as well as the resulting works, have moved and continue to 
move between different cultural and geographical settings. It involves self 
because there is one persistent person disguising once as a novelist or a graphic 
novelist and then as a director, maintaining and performing different versions 
of a self via individual and collective modes of authorship. Finally, there is 
adaptation, first of all, and simply, because the film is promoted as an 
adaptation of the book, and furthermore, due to the numerous layers of 
sociopolitical, psychological, and cultural adaptation happening to the works 
and their authors during their transcultural movements. Migratory self-
adaptation is repetition with difference, not only of a narrative, but, more 
broadly, of the baggage which does not seem to ever stop burdening the migrant 
author.   

Marjane Satrapi and Atiq Rahimi have both engaged with different media in 
their careers more than it is common for an author in the conventional division 
of labor in the modern culture industry. Migratory self-adaptation is one and, in 
my view, the most visible and comprehensive instance of their engagement with 
variations of media. Self-adaptation appears more than once in works of both, 
the recurrence giving it the aura of a professional tactic or an authorial style. 
Three years after Persepolis, the duo of Satrapi and Paronnaud repeated the 
process of adaptation with her other graphic novel, Poulet aux Prunes (2004b), 
this time choosing a motion picture accompanied with brief animated scenes 
(2011). Rahimi began with adapting his less-known novella Khâkestar-o-Khâk 
(1999) to a film with the same title, Earth and Ashes (2004) which gained 
considerable festival appraisal 1 . Syngué Sabour (2008), or in English The 
Patience Stone, was his second and much more widely-acknowledged attempt 
at adapting his own book to a film (2012).  

                                                
1- Among which the most notable is the Prix du Regard vers l’Avenir at the 2004 Cannes film festival  
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Satrapi and Rahimi are both born and raised in Middle Eastern countries, 
respectively Iran and Afghanistan, and have migrated to, and initiated their 
artistic career in France in their early adulthood. Language-wise, they have 
quite the same status of bilingualism, translingually working (at least partially) 
in French, while their mother tongues are cultural twins and political neighbors: 
The Afghan Dari-Persian and the Persian language spoken in Iran are variations 
of the same language –Farsi/Persian– and are almost understandable for the 
speakers of one another.  

Persepolis and The Patience Stone, in their book and film versions, involve 
various media types and cultural settings: Persepolis is an autobiographical 
narrative representing a personal account of the post-revolutionary Iran, 
Satrapi’s country of origin, first through the interaction of words and images on 
the comics page and then through the audiovisual medium of animation film. 
In both of its versions, Persepolis is initially created in French and as part of 
the French cultural industry. The Patience Stone is inspired by certain historical 
events in contemporary Afghanistan, Rahimi’s country of origin, and tells the 
fictional story of a young Afghan woman, first in the frame of a French novel 
and then in its film adaptation, produced with the help of a transnational crew, 
in Dari-Persian and partly in Afghanistan.  

Both of the narratives engage primarily with the contemporary history of the 
authors’ countries of origin that are afflicted with wars, revolution, and political 
oppression, to which the authors have or have not been firsthand witnesses. 
Both narratives demonstrate efforts to represent aspects or variations of 
historical narratives that are censored or ignored by the official accounts of 
history. Such testimonial attempts are further determined by the specific 
migrant positionality of the authors that compels a constant interplay between 
distance and closeness to home and host countries.  

The specific demographic and linguistic status of the authors is informative here 
and puts them in particular categories of migrants. Firstly, the main two 
sociocultural settings they are dealing with, Iran/Afghanistan/Middle East vs 
France/Europe, are mainly related to each other in a dynamic of disparity and 
contrast, immediately fitting into the binary, perhaps obsolete boxes of East and 
West, developed and under-developed, Islam and Christianity, and religion and 
secularism. One important fact here is that this relation of disparity is 
nonetheless not preceded with a strictly colonial1 relation. The authors studied 
in this research are the type of non-colonial migrants whose experiences are 
nonetheless framed in unequal power relations between the two political and 
cultural settings of Middle East and Europe.  

                                                
1 - Colonial here refers to the historically and officially defined relations of colonization. The broader 
connotation of the term is not relevant here since both Iran and Afghanistan, while not being official 
colonies, have been multiply occupied and officially or unofficially ruled by Western countries.  
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This non-colonial background, when taken into account, sheds light for instance 
on the approach of the authors in adopting the language and cultural 
conventions of their host cultural settings. The relation the two authors establish 
with their adopted language is rather amicable and for neither of them is French 
considered to be the language of the colonizer. For Satrapi, who first learnt 
French at Lycée du Jeanne d’Arc in the pre-revolutionary Tehran, French is 
indeed the lingua franca of future, as depicted in Persepolis. For Rahimi, 
likewise a francophone since adolescence, educated in Lycée d’Istiqlal in 
Kabul, French is the language which makes it possible for liberated speech to 
take shape, through the mere distance it offers from the self: 

My mother tongue, Persian, imposes taboos and prohibitions on 
me… my mother tongue imposes its limitations, a certain kind 
of prudence.  

My adopted language reflects the liberty I needed to write on 
this topic. I write in French because I want to tell the truth.1 

The Middle Eastern origin of the authors gains further significance in 
determining the relevance of this research. While both authors have migrated 
to France in the 1990s and their works have been published and adapted in the 
first decade of 21st century and early years of the second decade, their work can 
relate to what is now being produced and received as migration and refugee 
film and literature. This is not to say that Satrapi and Rahimi’s experiences are 
generalizable to other, even Middle Eastern, migrants and refugees. Each of the 
two authors have had their specific journey of migration/refuge and settlement 
with certain level of social privileges. However, the dynamics of difference 
active in their works and their working process shares a lot with other cases of 
artistic expression in migration. More particularly, their way of dealing with the 
disparity of cultures and problems of representation can be informative, in 
theoretical as well as practical terms, for the emerging line of migration 
narration stemming from the Middle East, which is turning from a collective of 
individual cases to a meaningful flow.  

Migration of Middle Eastern citizens to Europe and North America is not a new 
phenomenon. Political, social and economic problems caused and intensified 
by internal tensions, totalitarian and oppressive ruling regimes, Western 
interventions, wars and sanctions have ignited several waves of emigration from 
the Middle East to Western countries. The new waves of migrant and refugee 
cultural production is affected by the so-called refugee crisis in Europe, which, 
in the aftermath of the Syrian war, witnessed an outpouring of Middle East into 
the West.  

                                                
1 - My combination of sentences and translation from interviews of the author documented in two sources 
(De Almeida 2018, Modreanu 2013)  
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In the aftermath of the so-called refugee crisis, it has become more difficult to 
talk about migration and migrants in vague, metaphorical and appropriating 
ways when the hardships of such lives have finally penetrated the global image 
of mobilities, and as they are increasingly subjected to everyday and 
institutionalized xenophobia. The new image of the migrant is a Janus-faced 
one, triggering sympathy as well as alertness. In this image, migrants and 
refugees are portrayed as ‘welcomed guests’ as much as they are described as 
the ‘swarms’ or ‘hoards’ attacking and contaminating the well-kept borders1. In 
such context, it is crucial, more than ever, to talk about migrant agencies in 
practical and intersectional terms, and this is one of the main purposes of this 
research. In light of this broad purpose, the specific aim of the analysis is to see 
how migratory self-adaptation has positioned the narratives, as well as the 
authorship which frames them, simultaneously across media and cultures.  

Migratory self-adaptation is shaped by the agendas of the authors, the 
affordances of the media and the mechanisms of cultural inclusion and 
exclusion. These mechanisms are furthermore pre-defined by national and 
international conceptualizations of citizenship that are disciplined by power 
hierarchies and regulations. In such context, through migratory self-adaptation, 
an agenda of self-location is put to work which has resulted in pre-planned or 
spontaneous position-takings, for the works as well as the authors. This migrant 
positionality is not only a state of being, but rather a conglomerate of positions 
and stances taken, that are, in many cases, unavoidably political. The agenda of 
self-location, fashioned by the migrant identity of the authors, across the Middle 
East, Europe and the global cultural and political scenes, necessitates numerous 
acts of borderwork across the borders of national territories, cultural fields, 
languages, and media. The constant negotiation of borders redefines migratory 
self-adaptation as bordering and then re-bordering.  

In its own turn, such borderwork and multiple position-taking is made possible 
by various acts of translation that have enabled communication across 
differences. In these processes of creating and recreating, translation is 
materialized on a diverse spectrum, including self-translation, translingualism, 
collaborative translation, and multimodal translation. Finally, the multiple 
layers of movement and change have resulted in memories to be remembered, 
re-constructed and re-embodied in different representing bodies, turning 
migratory self-adaptation into a process of memory work.  

                                                
1 - As part of his research on political metaphors, Andreas Musolff gives an interesting account of the 
way different metaphors have been used for describing migrants in (UK) news media in not so innocent 
or unintentional ways, forming a discourse of threat around arrival of migrants. See “Migration, Media 
and “deliberate” metaphors”. Metaphorik. de, 21, 7-19. And “Dehumanizing metaphors in UK 
immigrant debates in press and online media” Journal of Language Aggression and Conflict, 3(1), 41-
56. (2011, 2015). 
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The importance of such memory work becomes more obvious as we consider 
the contested collective memories they both engage with. The firm 
entanglement both works demonstrate with the contemporary history of the 
Middle East, alongside their creative engagement with personal memories of 
the self and the other, posits them as media of memory. Migratory self-
adaptation, likewise, becomes a means for the formation and travelling of the 
potential collective memory which, in opposition to the officialized histories, 
contains traces of the underrepresented and the silenced.  

Adaptation, as a cultural practice, transforms in conceptual and practical terms 
while moving through these processes of change and transfer: it becomes 
borderwork and memory work; is increasingly fused with translation and 
language difference; and pins down the mobile authorships in various 
materialities and territories. By enriching the notion of media border with 
political and territorial understandings of the border on one hand, and by 
adopting a diversified and performative understanding of translation on the 
other, these different layers and levels are studied at the heart of the network of 
relations which connect them.  

Migratory self-adaptation is not a common authorial practice but gathers in 
itself numerous common concerns of authorship. Indeed, the entanglement of 
migration, self and adaptation, which is observed in works of Satrapi and 
Rahimi, is indeed not a common phenomenon. Self-adaptation itself, in the 
strict sense of the term, is quite infrequent, as it is made possible through access 
to various resources and the capacity of the author to act as two distinct media 
authors. The move from a book to a film, obviously, necessitates a bigger 
number of contributors, a wider range of professions and skills, different 
dynamics of visibility, and a considerably greater sum of capital. However, it is 
not generally uncommon to see authors extending their touch on the afterlives 
of their works by getting involved in translations or adaptations of them: authors 
closely observing translations of their books, as Umberto Eco did, or playing 
short roles in adaptations of their works, as Margaret Atwood does (in TV 
adaptations of The Handmaid’s Tale and Alias Grace). Furthermore, in certain 
cultural productions where a single author-figure is visible, a late popular 
example of which would be Fleabag – Phoebe Waller-Bridge’s one-woman-
play adapted into a miniseries, then again re-played and recorded in form of the 
performance –; it is not uncommon to see the owner of the intellectual property 
in various roles and the story being told in various version.  

Such playful, controlling or assiduous authorial interventions play with or 
perform a version of the know-it-all genius author whose presence cannot be 
wiped off from the reception of the work. The journeys of migratory self-
adaptation though seem to fluctuate between the transcendental and romantic 
idea of establishing an all-encompassing author figure and the pragmatic 
struggle of surviving as a migrant. Interestingly, some other examples of (non-
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migratory) self-adaptation, like Baise Moi (book: 1999 Film: 2000) by Virginie 
Despentes – the controversial novel and film about rape and rage with a strong 
feminist angle – represent the same oscillation between two conceptions of 
authorship, and are as well framed in a spoken-out political agenda.    

Against this background, the authors and the works discussed in this research 
present exceptionalities at the heart of commonalities. The authors connect to 
the framework of authorial control described above on one hand, and to the 
immense group of migrant authors on the other, but are at the same time 
distinguished from both settings with the specific authorial movements they 
practice through migratory self-adaptation.  

 

1-2- Marjane Satrapi and Atiq Rahimi: Authors 
in repetition 

In the following I will sketch a brief and broad outline of the authorship and 
works of Satrapi and Rahimi. This section provides some background 
knowledge for the analysis and focuses on the way intermedial and intercultural 
journeys intersect in their general authorship.    
  

1-2-1- Satrapi and Persepolis 
Marjane Satrapi’s artistic career is distinguished with an ambitious move 
between various media, and a consistent engagement with personal and 
collective memories in various geographies she is affiliated with. Satrapi 
initiated her artistic career with authoring Persepolis, the graphic novel, and has 
since established a diversified resumé by writing and drawing adult graphic 
novels and children’s books, directing motion pictures and animated films (or 
a mix of the two), and less frequent appearances as an actress.  

Authoring graphic novels and filmmaking, the two main practices for which she 
is best known, are in her case oftentimes entangled with different levels of 
autobiographical performance and representation. Persepolis, her first and most 
known graphic novel is now one of the iconic titles of the genre of autographics 
or graphic memoirs. It represents her own life narrative, from childhood to mid-
twenties, interwoven with the history of contemporary Iran which, in the matter 
of only a few decades, has been affected by a revolution, a war, waves of 
emigration, and constant, intense periods of political oppression and execution.  

The autobiographical quality persists in her other graphic novels at different 
degrees and with different approaches, and is usually combined with a 
humorous and bold look at the self and its surrounding. Broderies (2003) 
represents an intergenerational, witty conversation, happening over a long 
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afternoon, between different women of the family about their sexualities and 
sexual experiences. Marjane, her mother and her grandmother, the main women 
of Persepolis, are present in Broderies, with the grandmother having more of a 
central role and Marjane, herself a young woman, being rather a curious 
observer documenting the conversation. In Poulet aux Prunes (2004), which 
tells the story of Naser-Ali, Satrapi’s great-uncle, the self of the author recedes 
further for a dramatic narrative from the family biography to take the scene.  

The minimalist cartoony style of her black and white drawing in Persepolis is 
maintained in her other graphic novels, alongside the humor and the 
interweaving of the personal, the communal and the political. Engagement with 
the word-image media is not limited to graphic novels in Satrapi’s career. In 
addition to these, she authored other, less known text-image books that are 
rather categorized as children books1. Her career in filmmaking starts likewise 
with Persepolis, this time with a co-authorship in adapting the graphic novel to 
an animated film, working with Vincent Paronnaud, a French comics artist and 
animation director known mostly with his nom de plume, Winshluss.  

The duo created Persepolis with a team of artisans, using hand-drawn 
animation, a technique out of use in France and elsewhere for almost two 
decades following the emergence of CGI. The co-authorship was repeated once 
more with Poulet aux Prunes (2011), this time a motion picture interrupted in 
a few instances with animated features, reminiscent of the original comics. 
Satrapi’s filmmaking career continued with La Bande des Jotas (2012), The 
Voices (2014), and Radioactive (2019). In La Bande des Jotas, she herself plays 
the leading role of a mafia member. Radioactive, a biopic on Marie Curie, 
interestingly echoes a panel in Persepolis where Marji, then a teenager, 
witnesses the cultural revolution in Iran and universities being closed down, 
ponders: “No more university. I wanted to study chemistry. I wanted to be like 
Marie Curie” (2008a, 73)2 and laments the demise of her wish to become “the 
second Marie Curie”.  

The media with which Satrapi has engaged are shaped by foregrounded 
integrations of various media and modes of communication and are, in other 
words, highly multimodal. In addition, transmediation –transformation of one 
medium into another– is an important dynamic in her artistic career and is not 
limited to adaptations. The autobiographical representation performed in 
different media is indeed as well a transmediation of the lived experience and 
historical narratives into new media.  

                                                
1 - Les Monstres n’Aiment pas la Lune (2001); Adjar (2002); Ulysse au pays des Fous (2001 written by 
Satrapi and illustrated by Jean-Pierre Duffour) and Le Soupir (2004a) which has more of a liminal status 
in terms of its readership, being a fairy tale inspired by Iranian folklore traditions. 
2 -Persepolis has appeared in different editions. The one-volume English edition published by Vintage 
in 2008 is the main reference in this research. 
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The move between different media necessitates complex forms of authorship to 
be practiced. In her graphic novels, Satrapi has maintained a solitary mode of 
authorship which develops at the heart of a network of influences and 
inspirations, as will be expanded in chapter four. Although in alternative and 
autobiographical comics, the genre to which Persepolis belongs, it is common 
for the author to do both the writing and the drawing, the individual multimodal 
authorship is still positioned against the general comics conventions that are 
mainly based on co-authorship and division of labor.  On the other hand, in her 
two self-adaptations, co-authorship is foregrounded and celebrated, though still 
the autobiographical authority she maintains over the story distinguishes her 
position from the other director. In her later films, like Radioactive, in which 
she is –just– the director, a move can be seen towards more conventional modes 
of film authorship with clearer lines between the roles. 

These intermedial practices and transmedial journeys happen against a migrant 
and multilingual background, which has seeped into some, but not all of her 
works at various degrees. Her experience of migration and her affiliation with 
the Iranian culture and politics frames the three graphic novels and the two films 
based on them. Starting her creative and artistic career while in France, Satrapi 
authored in French from the beginning and adapted to the conditions of artistic 
creation in the French cultural field. French is indeed not only the language of 
her society of arrival but rather the language which she had adopted in Iran as 
part of her westernized education long before her migration. Despite the utmost 
dominance of French in her oeuvre, Persian, her mother tongue is as well 
present in her graphic novels, mainly as part of the landscape. Later in her 
filmmaking career, a move towards English designated a further stage of 
internationalizing in her career, especially in The Voices and Radioactive, 
respectively in American and British English, produced with a transnational 
production crew.  

None of Satrapi’s works have reached Persepolis, the graphic novel, in its 
world-wide reception and recognition, in the market as well as the academia. 
Among all of her works, Persepolis is the one which portrays the migrant 
trajectory and identity in both of its versions. The main character of the book, 
Marji –her name being an amicable short version of Marjane–, goes through 
stages of childhood, adolescence and early adulthood in the course of the 
narrative, witnessing a revolution, a war, and intensive political oppressions. 
Consisting in total of 38 chapters, the narrative proceeds in a linear, yet 
fragmented manner, supported by the conventions of graphic novel as a 
medium. Each chapter presents a quite independent episode, weaving together 
aspects of personal experience, family memory and social history.  

In its original four-volume French format, each volume ends with a remarkable 
and determining event in Marji’s life. Persepolis-1 ends with the execution of 
her uncle Anouche –a communist political activist– by the newly established 
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Islamic regime. This event is marked as one of the most important traumas the 
character experiences at an early age. Persepolis-2 ends with the 16-year old 
Marji migrating to Austria; a hasty decision made by her parents to save her 
from the turbulences of the country. At the end of Persepolis-3, Marji returns 
to Iran after four years of strenuous life as a teenage migrant that has ended in 
a few months of homelessness for her. Persepolis-4, in which Marji experiences 
the post-war life in Iran as an adult, ends with her definite migration to France.  

The graphic novel, as a performance and representation of a multisensorial 
process of remembering in words and images, presents a lengthy engagement 
with the self which is shared between the author, the narrator and the character. 
This engagement does not escape from being humorously critical towards 
certain versions of the self. The author-narrator, quite boldly, lays bare various 
aspects of her life and personality with no restraint, from her sexual discoveries 
to her drug dealing in college.  

Smoothing out the episodic and fragmentary structure of the graphic narrative, 
the movie adaptation, expectedly, remains loyal to the grand frame of the 
narrative. Staying with pen and paper instead of moving on to a representation 
in flesh, the adaptation process becomes a slow rendering of the comics into 
moving images without ever removing the comics and its attributes from the 
scene. In its international mobility, the film received contrasting reactions, 
depending on the positionality of recipients, as will be expanded in detail in 
chapter four.  

As graphic novel Persepolis has received remarkable academic attention and is 
studied from various angles including, but not restricted, memory and trauma 
(Chute 2008, Nabizadeh 2016) and the way it portrays and complicates the 
East/West relations at the level of form and content (Ostby 2017, Naghibi and 
O'Malley 2005). The film, in its own turn, has specifically acquired pedagogic 
values, entering syllabi of film studies courses mainly as a documentary. In the 
scholarship on the graphic novel, the choice of comics as the medium, and the 
way it has shaped the processes of remembering and witnessing, is vastly 
emphasized on. It is quite curious that the transformation of the medium, what 
it does to the narrative and its social implications, namely the self-adaptation, 
has not received as much attention. 

  

1-2-2- Rahimi and The Patience Stone  
Rahimi’s authorship, resonating in some instances with, and diverging in some 
from Satrapi’s, has taken shape across languages and media during more than 
two decades of being active in literature, cinema and photography. As a writer, 
he has published five novels, two primarily written in Dari Persian and 
published in Iran –Earth and Ashes (2000) and A Thousand Rooms of Dream 
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and Fear (2002)–, and three translingually written in French: La Pierre de 
Patience/ The Patience Stone (2008), Maudit Soit Dostoevsky/ A Curse on 
Dostoevsky (2013), and Les Porteurs d’Eau/ Water Carriers (2019). The 
novels, all in all, narrate stories of Afghan characters situated in the war-
stricken and ethnically-charged1 setting of Afghanistan. In the cinematic field, 
his career had begun before he became known as a novelist with two 
documentaries: Nous Avons Partagé le Pain et le Sel/We Have Shared the 
Bread and the Salt (2001) and Afghanistan, un État Impossible? / Afghanistan, 
an Impossible State (2002). Yet, the label of a director was more vigorously set 
upon him when he started directing adaptations of his own novels.  

Among his novels, two, Earth and Ashes and The Patience Stone, have been 
adapted to films and he is the director and the co-scenarist in both. Both films 
have been produced with transnational crews: in Earth and Ashes (2004), the 
production has remained rather local as the crew were mainly from Iran and 
Afghanistan, but in The Patience Stone, a wider transnational group were 
involved, joining Afghan, Iranian, Moroccan, French and German forces. In his 
most recent film, Rahimi has moved to adapting another (migrant) author’s 
novel and has directed an adaptation (2019) of Notre Dame du Nil (2012), a 
novel by the French-Rwandan author, Scholastique Mukasonga.  

Straightforward engagement with the autobiographical experience of exile is 
avoided in Rahimi’s novels and films. It is in his rather experimental and hybrid 
works that the autobiographical experience permeates the scene. The theme of 
exile and its subsequent existential experiences such as multiplication of selves, 
trauma of displacement and the yearning for return are specifically dealt with 
in Le Retour Imaginaire and La Ballad du Calame. In La Ballade du Calame/ 
The Ballad of the Pen (2015), autobiographical notes are combined with poetry 
and in Le Retour Imaginaire/ The Imaginary Return (2005), photos interact with 
bilingual, textual episodes to address the personal experience of exile and 
return.  

Rahimi’s authorship is formed through foregrounding of, and playing with, the 
relations between different media. The move between different media is 
recognized by Rahimi himself and by his audience to be a characteristic of his 
authorship. As Nasrin Qader puts it, “Rahimi seems to repeat himself restlessly, 
translating his oeuvre across genres, as if something not only remains unsaid 
each time, requiring another idiom, but also must be said more than once” 

                                                
1 - The interaction of various ethnic groups and tribes is a significant aspect in the cultural and political 
scene of Afghanistan. A total of fourteen ethnic groups are mentioned in the country’s constitution, 
among which ‘Pashtuns’ and ‘Tajiks’ are the two biggest ethnic groups whose clashes have affected the 
country’s political affairs. The language difference between the ethnic groups has largely influenced the 
education system and the cultural setting. More than forty languages are spoken in the country and there 
are two official national languages, Dari and Pashto, which though not exactly overlapping the ethnic 
distinctions reflect the tensions between the ethnic groups.  
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(2015, 116). Some examples are: using pronouncedly hybrid media like the 
photobook, self-adaptation and adaptation, and usage of conventional 
techniques of one medium in the other, consequently writing cinematic novels 
and making literary films. In particular, the question of transmediation –
transferring the quality of one media to another– is highly present in his oeuvre 
and is practiced in different directions. Apart from the most visible act of 
transmediation in his authorship, namely that of adaptation and self-adaptation, 
less obvious practices of transmediation abound the text and margins of his 
works, most notable among them are retelling of collective narratives from the 
Afghan and Islamic traditions.  

Consequently, the artistic and industrial move between media has oftentimes 
necessitated a move between different types of authorship, from being a writer 
to a translator to a photographer and to a director, with different dynamics of 
collaboration and varied sets of skills. His practices of co-authoring range from 
children picture-books 1 , produced in collaboration with illustrators, to co-
authoring screenplays based on his own novels, collaborating with Kambozia 
Partovi, the Iranian film director and screenwriter, in Earth and Ashes, and with 
Jean-Claude Carrière in The Patience Stone. 

Furthermore, all these movements between media has happened in the 
culturally differentiated settings of migration and multiculturalism, thus 
oftentimes linguistic difference has joined media difference in one or another 
way. Compared to media, languages come to the scene quite indispensably and 
on a less adventurous level, as the author has lived bilingually as a migrant since 
his teenage.  French is the language of his country of arrival and residence, and 
Dari- Persian is his mother tongue and one of the main languages of his country 
of departure 2, with which he continues to engage on several levels in his works.  

The interplay between these two languages has remained alive in Rahimi’s 
work, as has the idea of return for him. Till recently, the stories he has told are 
mainly situated in an Afghan cultural and geographic setting. The co-existence 
of, and the interaction between languages is manifest at different degrees in 
practices of translingualism (writing in a non-native language), cultural 
translation, and bilingual writing in his novels, poetry, photobook and films. 

                                                
1 - Compte comme Moi!/ Count like Me! (2015) and Dessine-moi un Dieu/ Draw me a God (2017), 
respectively illustrated by Olivier Charpentier and Bruno Salamone 
2 - It is significant again to consider the diversified linguistic landscape of Afghanistan with its power 
dynamics at the background of the personal linguistic diversity of the author. Dari is the most spoken 
language in Afghanistan and it is spoken with different dialects among different ethnic groups. Dari and 
Pashto, the other official language of the country and the first language of many Pashtuns, the biggest 
ethnic group in Afghanistan, have been in tension with each other more often than not. Dari is as well a 
version of Farsi, the official language of the neighboring country, Iran. The linguistic proximity made 
Iran a popular publishing destination for Afghan writers of diaspora, especially in the 2000s, despite the 
pronounced xenophobia against the Afghan refugees. Rahimi himself published his first Persian novel 
with Iranian publications.  
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His films, though mostly monolingual on the surface, are as well products of 
multiple levels of translations.  

Departing from the interplay between languages, there is a recurrent thematic 
engagement with crises of communication in close personal relationships in 
Rahimi’s work: The Patience Stone is the story of a long monologue addressed 
at a comatose, silent character; in Earth and Ashes, the physical and 
psychological trauma of a military attack has left an old man and his grandson 
alone together. While the child has gone deaf in the aftermath of an explosion, 
the man desperately needs to talk but has nobody address. In both works, speech 
and body, as modes of communication, are not taken for granted, but are 
underscored and integrated in a way that the materiality of speech and the 
semiotic potentials of body in interpersonal relations are brought into the scene. 
This entanglement of bodies and words is furthermore framed in the migrant 
positionality, especially in Le Retour Imaginaire where the experience of 
migration is suggested to be not only a spatial displacement, but a semiotic 
crisis experienced at the somatic level.  

The Patience Stone, as novel and film, has come to being through various less 
visible processes of transmediation and translation and is the story of formation 
and enactment of a female identity through processes of remembering and 
narrating. The narrative, as primarily developed in the novel, tells the story of 
a woman who looks after the unconscious body of her injured, combatant 
husband, at the heart of a war-stricken city. The woman endures her anxiety by 
talking to her silent husband who is reduced to a vegetative status. The act of 
talking is unprecedented and performative and gradually turns into a self-
defining act of narration, through which the unnamed protagonist gains voice 
and agency.  

To that point, the relation between the woman and her husband had been framed 
with strict traditional gender hierarchies, and the woman has constantly been 
subjected to violence and social invisibility. While narrating, she perceives her 
body anew as a source of desire and satisfaction which has falsely been pushed 
into invisibility by the fundamentalist discourse of the Islamist patriarchy. The 
talk knits together threads of life narrative and personal memories with 
religious, historical and folkloric narratives and becomes challenging in two 
ways: in one direction, it turns into a confession – at the final stage of her 
talking, the protagonist confesses to adultery –; and in the second, it turns into 
a claim of prophecy. While talking and mixing aspects of prophecy, self-
discovery, heresy and madness, the woman re-narrates several of the Islamic 
core narratives of prophecy and excavates their silenced female personas. At 
the end of the cathartic talk she feels so liberated that she claims to be the first 
female prophet who concludes the chain of thousands of prophets, all 
exclusively male.  



 19 

In parallel with the act of talking, the woman interacts with a few other 
characters form the storyworld: her children, her aunt, the neighbors and most 
importantly a commander and his adolescent assistant, who once attack her 
home. After a while, a relationship takes shape between the protagonist and the 
assistant, who pictures a different type of masculinity –young, feeble, unmanly 
and stuttering. This relationship becomes a sphere for the protagonist to 
practically experience what she finds out about herself and her desires during 
the talk with the semi-dead husband.  

The narrative ends with the man actually coming alive –apparently aware of the 
confessed sins– in a semi-surreal event, which is regarded by the woman as a 
miracle proving the truthfulness of her prophecy. The resurrected man, though, 
tries to kill the woman and is killed by her, who stabs her with his own 
Khandjar, a blade which has been presented as a symbol of his masculinity and 
championship. The novel ends with someone coming into the house and the 
woman opening her eyes, while the breeze sends “the migrating birds into flight 
over her body” (412)1.  

Produced with the work of a transnational team, the film is partially shot in 
Afghanistan with complementary shots filmed in Morocco. The production of 
the film is made possible through an actual return of the migrant author, and the 
narrative, to the original setting, as the narrative is ripped from its initial French 
context and is transplanted in Afghanistan. Through the transcultural 
adaptation, in addition to the language, dynamics of representation are changed. 
The film, while maintaining the core structure of the narrative, differs in several 
instances with the novel. Most importantly, the interplay of body and speech is 
changed in the film and the cultural weight of the collective narratives is 
attenuated.  

1-3- Many moments of beginning again2 
As this chapter illustrated, Satrapi and Rahimi are border-crossers, 
once in the sense of being a migrant and then in the sense of being an 
author who moves across different media. In the former sense, they 
both offer the familiar picture of the migrant intellectual coming to 
Europe from elsewhere, who recognizing her or his intercultural 
position, tries to inform the Western audience about the elsewhere, 
and produces new narratives or even new ways of narrating. The latter 
sense of border-crossing is not only a dimension added to this migrant 
positionality, but even changes its dynamics by providing the 

                                                
1 - The Patience Stone has been published in different editions. Referenced page numbers in this thesis 
refer to the version included in Three by Atiq Rahimi, published by Other Press in 2013.  
2 -Borrowed from: Ahmed, Sara. Living a feminist life. Duke University Press, 2016. P 6. 
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possibility for the migrant author, and the narratives, to change 
perspectives and to move in more than one direction. The two authors 
seem to frequently go back to the points they have already left behind, 
producing many moments of beginning again in their oeuvre.   

The double-layered border-crossing, shared between the two authors, 
and materialized best in their practices of migratory self-adaptation, is 
the main reason why they are studied beside each other in this 
research, to my knowledge for the first time. In addition to the migrant 
positionality and their multi-faceted authorships, their shared 
demographic background, and their similar commitments to the 
collective memories of their home countries provide the ground for a 
comparison between the two. At the same time, differences in gender, 
trajectories of migration, the media they used, and the way they 
position their works in relation to their own personal experience 
makes them sufficiently different for the comparison to produce new 
insights.  

In the next chapter, I will take a step back to look more critically at some of the 
notions which have already come up in this chapter, including, most 
significantly, the notions of the migrant author and adaptation.  
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Chapter Two: Migrant Authorship, 
Mixedness and Adaptation  

This chapter consists of three sub-chapters. In the first sub-chapter, 
particularities of authoring in migration are discussed with a look at different 
media, especially literature and the film. The second sub-chapter looks at the 
way the relations between different media are often addressed in relation to 
cultural productions of migration. Hybridity and cultural translation are studied 
in this chapter, as two main concepts that cover the ideas of mixedness in 
migration. This section tries to show that while productive in many senses, the 
two concepts lack theoretical precision when it comes to media. Following this 
argument, the final sub-chapter offers a framework for understanding media 
relations in material and semiotic terms, based on theories of intermediality. 
Adaptation is defined in this section as media transformation, and the notion of 
media border is briefly discussed. These concepts are developed further in the 
analysis chapters where they are considered more directly in relation to 
migratory self-adaption.  

2-1- Migrant authorship across media   
In this section I will first look at the scholarship on migration film and literature 
to give an outline of the way the concept of author is defined in relation to these 
fields. Following this transmedial survey and comparison, I will then develop 
my own formulation for the notion by drawing on various theories, and with a 
focus on challenges and strategies of authoring in migration.  

Migration is generally considered to be not a one-time life event, but one which 
continues to determine people’s lives, even long after their resettlement. In Paul 
White’s terms, migration is rather “a lasting force” than “a single event”(2002, 
15). The endurance of the label of migrant in one’s life explains, to some extent, 
why certain authors are categorized as migrant authors even decades after their 
migration. The notion of the migrant author has been formulated in relation to 
different media including cinema, literature, and mass media production. 
Indeed, the figure of the author is of specific importance in mapping out and 
defining media of migration. A biographical tension has affected all these fields 
in different ways with the question: ‘should media of migration be defined as 
media produced by migrant authors or as media representing migration?’ Most 
fields have come to a solution in-between the two positions, unable to fully 
dismiss the specific relation between the work and the author in the case of 
media products of migration.  
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By the specificity of the relation between the work and the author, I am referring 
to the way the work is loaded with certain levels of performativity, and is thus 
considered as part of the process of negotiation, formation, and transformation 
of identity for the displaced individual. Describing accented filmmakers –a 
category which includes migrant, ethnic and postcolonial filmmakers–, Hamid 
Naficy refers to this relation as “convoluted performance” instead of “direct 
parentage”, and suggests that these authors are “produced by their production 
mode”, and “inhibit” their films (Naficy 2001, 34-5).  

The performative quality attributed to cultural products of migration has led 
into an overlap between describing the work and describing the author behind 
it. In the theoretical literature on migration literature of more recent times, in 
which the importance of authorial status is attenuated, stylistic traits like 
hybridity, heteroglossia, plurality of discursive tracks, etc. are discussed as 
enunciative strategies which may or may not stem from the position of the 
migrant author. However, it is not a hard task to immediately link them with 
various aspects of migrants’ lived experience.  

The notions that have been formulated in regards to the migrant as a writer, 
filmmaker, and mass media producer provide interesting overlaps, exchanges 
and diversions in regard to each other. Accordingly, certain broad criteria at 
aesthetic, ideologic, political, and industrial levels are generally and repeatedly 
mentioned as specific and significant aspects of migrant authorship, including 
hybridity (of forms, cultures, languages, etc.), autobiographicality, obsession 
with return, politicality and minor positionality.  

To begin, autobiographicality is perhaps the immediate consequence of 
considering the works as contributors to the performance and transformation of 
the author’s identity as a migrant. In continuation of his idea of authors’ 
habitation in their works, Naficy emphasizes the “authorial” and 
“autobiographical” quality of accented films, and describes these films as 
“fingerprint” and “signatures” of their authors (35). With these two embodied 
metaphors that, in semiotic terms, establish indexical relation with the author, 
an existential attachment between the work and the author is implied.  

For media produced by migrant agents, autobiographicality might range from 
individual self-representation and life-narrating to autoethnography, in which 
personal experience epitomizes the lived experience of a community. This 
might even take broader national and historical level, as Azade Seyhan argues 
in relation to migration literature:  

When exile becomes a condition of critical reflection, its writers 
find the narrative and cultural coordinates to offer another 
version of their lands’ history, a version free of official doctrine 
and rhetoric, a history of the actual human cost of 
transformation and migration (2001, 20). 
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A constant obsession with the notion of return is another aspect, stemming from 
the presumption of autobiographicality, which is generally brought up in 
relation to cultural products of migration. In the classical literature on migration 
cultural production, the migrant’s affective relations with home are mostly 
summed up in an unfulfillable desire to return, as for example is formulated in 
Rushdie’s idea of “imaginary homelands” (2012), or in the way Naficy 
positions the theme of return in accented cinema: “Although they [accented 
filmmakers] do not return to their homelands, they maintain an intense desire 
to do so—a desire that is projected in potent return narratives in their films” 
(2001, 12). However, the actual affective bundle experienced by the migrant 
author towards the home which is left back can be much more complex. For 
instance, a traumatic bond with the community of departure, – as for example 
is experienced by queer asylum-seekers coming from countries where 
performances of queer identities are criminalized– would make the idea of a 
fetishized return look too romantic and privileged.  

Another fundamental trait in migrant authorship is the co-existence of double 
or plural cultural systems, of home and host(s). This more-than-one quality has 
been discussed in numerous varied ways in the theoretical literature as double 
occupancy, double consciousness, hybridity, border zone, and other concepts 
which formulate the dichotomic position as a scene for negotiation and 
representation of difference, contrast and reconciliation.  

Perhaps, the first and foremost dichotomic position materializes at the 
individual level of migrant lived experience, as Inghilleri formulates: 
“migration can involve the maintenance of strong attachments with a particular 
culture or social group and/ or an opportunity for reinvention – a means to create 
distance between a new and a prior self” (2017, 2). The migrant position, as 
well as the cultural products of migration, are mostly considered to be a third 
entity emerging out of the dichotomic tension. In migration cinema, as 
Berghahn and Sternberg argue, “It is mainly, but not exclusively, the conflicting 
allegiances of ‘double occupancy’ experienced by hyphenated nationals at sub-
nation level that have given rise to what we call migrant and diasporic cinema” 
(2010b, 20).  

This curious status of being, moreover, gives rise to its specific aesthetics, style 
and viewpoint, described with catchphrases like “diasporic aesthetics” 
(Berghahn and Sternberg 2010b), “diasporic optic” (Moorti 2003), “migratory 
aesthetics” (Aydemir and Rotas 2008)  or “accented style” (Naficy 2001). In 
film, “the experience of displacement and resettlement, be it through forced or 
voluntary migration, manifests itself in a distinctive aesthetic response which 
reflects the ‘double consciousness’ of its creators.” (Berghahn and Sternberg 
2010b, 23). In literature, “The atonality is an effect of the interdependence and 
overlapping of locally inflected literary experiences across national borders, 
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just as it is an effect of the migrant author’s impurity of double belonging” 
(Frank 2008, 13).  

The concept of atonality, that Frank borrows from Edward Said, is also one of 
the several concepts that highlight a sense of restlessness and not-being-at-
home for the work and/or its author. In the earlier phases of theorization about 
the migrant figure and migrant literature, dominated by Bhabha, Said and 
Rushdie, this specific position of the migrant came to be celebrated as a figure 
of liberation. Sten Pultz Moslund, in his research on hybridity and migration 
literature, sums up this view and takes stance against it:  

such readings propose the contemporary transnational and 
transcultural migrant as a global hero-figure of almost 
messianic qualities, as a new kind of fluid, complex, multiple, 
open, inclusive identity, replacing old identities and 
cosmologies of stability and belonging with the uncertainty of a 
liminal position in-between two or several cultures. By virtue of 
these qualities the transcultural migrant hero is assumed to be 
endowed with a special, inclusive vision and sensibility, a 
double-vision that is particularly conducive for the 
heterogeneous complexity and perspectival uncertainty of 
novelistic modes of representation (2010, 6) . 

Such celebratory formulations of the migrant position stem, at least partially, 
from a quasi-metaphorical understanding of migration, which is based on a 
fetishizing view on mobility. This view on migration positions movement, not 
only as what distinguishes the migrant from the non-migrant, but furthermore 
as a praised quality which denotes nothing but liveliness and newness.  
Fetishizing mobility detaches the figure of the migrant from the lived 
experience of various groups of displaced people for whom migration is as 
much about being stuck, as it is about movement, or even more so. Border 
zones, celebrated for their delivering of newness, are as well scenes of stillness, 
ambivalence and lingering for several of the underprivileged and 
underrepresented migrant groups, especially in the current scene of global 
migration.  

In line with the juxtaposition of migrant positionality with ideas of liberation, 
in some of the literature, certain level of politicality and resistance is considered 
to be an inherent aspect of migrant cultural production. On one hand, this 
implication stems from the aforementioned formulation of the migrant position 
as the ideal cradle for change and difference. On the other hand, it is caused by 
the large overlap between postcolonial cultural products and those of migration.  

The early observations and analysis of works of migrant authors, especially in 
the field of literature, flourished at the heart of postcolonial studies and was 
made possible by the migration turn, in the seventies, in the postcolonial 



 26 

scholarship. However, scholars of the later phases emphasize that 
postcolonialism is “not the only context relevant to literature and migration” 
(Frank 2008, 11). Moslund, continuing his critique about celebration of 
migration and hybridity, puts part of the responsibility on shoulders of 
postcolonial studies for giving way “to the celebration of migration, border-
crossing and hybridity as central to the explanation of the post-colonial 
experience” (2010, 9). Accordingly, these scholars argue for including works 
of those authors who, in Seyhan’s words, “do not share with their hosts the kind 
of historical, cultural, and linguistic intimacy (however problematic) that exists 
between the colonizer and the colonized”(2001, 12-3), which is the case for 
Satrapi and Rahimi.  

Another fuel for the assumption of politicality is the way migration culture 
production has been considered a perfect example for the Deleuzian minor. 
Minority is a question of size, rights and visibility. In cultural production and 
especially in fields of film and literature, under the influence of Deleuze and 
Guattari’s concept of minor literature, resistance and politicality have been 
considered to be adjacent with the status of minority. Migrant cultural 
production has as well been an apt example for, and realization of, the idea of 
minor literature, especially in its postcolonial and translingual instances where 
the work is translingually written in the language of the host country, namely 
in major languages like English, French, German. The three characteristics of 
minor literature, “deterritorialization of the language”, the “connection of the 
individual and the political” and “the collective arrangement of utterance” 
(Deleuze, Guattari, and Brinkley 1983, 18) are all fulfilled in such practices of 
writing.  

An important aspect of Deleuze and Guattari’s formulation of the minor, and a 
very relevant one to this study, is the way the concept simultaneously addresses 
the status of the author, the status of the work, and the textual conditions of it, 
presenting a way to understand the performative relation between the author, 
the work, and their context.  On one hand, Deleuze and Guattari point to the 
specific positionality of the minor author: “if the writer lives on the margin, is 
set apart from his fragile community, this situation makes him all the more able 
to express another, potential community, to force the means for another 
consciousness and another sensibility” (17). On the other hand, as Veronika 
Tuckerová argues, the concept has reshaped the way “the relationship between 
“great works” and texts that stand outside of the canon” is conceived (2017, 
436). 

Like postcolonial studies, Deleuze and Guattari’s concept of the minor is 
considered culpable for the misleading, celebratory understanding of migration 
and hybridity, criticized by scholars like Moslund. Other critiques of the 
concept, like Tuckerová, Moberg and Damrosch (2017), have attempted to re-
materialize the concept of minor literature by re-establishing its connection, 
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once to its original setting of emergence, and then to the material conditions of 
inequality in size and visibility in the literary fields. Tracing back the concept 
of minor literature to its original appearance in Kafka’s diaries, Tuckerová 
claims the Deleuzian formulation to be a misconception caused by tricks of 
translation. In her view, “Kleine Literatur”, as comes in Kafka’s diaries, 
translates rather as “small literature”- probably “petite littérature” in French, 
but has acquired extra political value being translated to “mineur”.  

The term[s] minor and major introduced the theme of power, 
unlike the more neutral “small” (which can be read as 
diminutive and affectionate), the term “minor” bears 
connotations of the inferior, the lesser, and implies opposition 
to the “major” (2017, 440). 

Although I am very much in line with rematerializing the concepts related to 
cultural production in migration and am in favor of foregrounding complexities 
of the field by shedding light on non-colonial migration, I think one should be 
cautious not to rule out the questions of power and inequalities while tuning 
down the postcolonial and the minor in context of migration. Too broad 
considerations of migration, as for example Søren Frank’s definition of 
migration as an “oscillation and as something inconclusive”, and catchphrases 
like “we are all migrants”, while being true in some contexts and to some 
extents, unnecessarily blur important differentiations.  

Seen in light of these discussions, the authorship and works of Rahimi and 
Satrapi seem to complicate many of the mentioned parameters that, sometimes 
in an essentializing manner, define the notion of the migrant author. Hybridity, 
autobiographicality, politicality and minor positionality can be seen, in different 
scales, in the works of both but the complexities of the strategies they adopt 
across borders is not fully revealed in this framework. In other words, I argue 
that such understandings may fall short in grasping the diversity and 
complexities of migratory experiences of authorship. A definition of migrant 
authorship, in my view, should stem from looking at practicalities of authoring 
in migration in order to keep up with the new types of migrant authorship that 
emerge as both migration and acts of authoring are increasingly diversified.   

In the next section, I will offer my own definition of migrant authorship which 
is developed based on the positionalities, challenges and strategies of authoring 
in migration. Migrant authorship is not necessarily autobiographical, political, 
anti-status quo or even hybrid, although many examples of it might be. The 
specific migrant positionality experienced by any author and the relation 
established with home and host cultural fields shapes migrant authorship in a 
dynamic manner. While hugely inspired by the way migrant authorship is 
understood in light of postcolonial theories and the idea of minor literature, my 
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definition tries to understand the notion in the framework of communication, to 
avoid both the celebratory and essentializing approaches.  

At the same time, I insist on keeping a power-aware approach, which is not 
limited to the literal status of the postcolonial, but is neither ignorant to the big 
chasm between the one who is displaced and the one who is not, and as well 
among different groups of displaced people with differing levels of visibility 
and privilege. As Reda Bensmaia plainly, but boldly, puts: “There are minor 
literatures because peoples, races, and entire cultures were in the past reduced 
to silence. Minor literature appears, therefore, as the practical manifestation of 
that very voice” (2017, 221) which could as well be revised as “in the past and 
present”. In other words, there is still a long way for us to be able to disperse 
with the category of migrant author all together.  

 

2-1-1 A basic concept of migrant authorship  
I now move to my own formulation of the concept and the figure of the migrant 
author. This formulation, I argue, works well in understanding the 
positionalities of Rahimi and Satrapi, but at the same time, has the potential to 
be used for other types of migrant authorship different from these two, as it 
develops the notion at a fundamental level. To connect the idea of migrant 
authorship from different fields of media production, I choose to define it at the 
basic level of ‘communication’. In this view, migrant authorship, in its broadest 
sense, is a practice which emerges at the intersection of the life experience 
of displacement (across cultures), at individual and/or collective levels, 
with ‘the diasporic desire’, or obligation, to communicate: a multi-
directional urge which might address communities of departure and residence, 
as well as other parts of the same diaspora spread throughout the world. I 
expand on different dimensions of this explanation in the following.  

I borrow the term “diasporic desire” from Karim H. Karim (1998) and expand 
and complement it with other notions denoting more of obligation, rather than 
wanting. In my view, the diasporic desire is formed between aspiring to stay 
connected to the homeland or committing to the practical realities of the new 
settings of settlement. As Karim explains, migrants  

live in a complex world of local and global connections. Their 
inter-continental networks do not operate at the expense of 
interactions with people in receiving societies. Migrants have 
multifaceted patterns of communication through which they 
seek to balance the need to integrate in their countries of 
settlement while fulfilling their diasporic communication 
desires (1998, 18).  



 29 

Coming from media and communication studies with a focus on ethnic media 
in Western media cultures, Karim formulates the diasporic desire as mainly 
directed to the home culture of the diasporic agents. In his view, diasporic desire 
emerges from two seemingly contradictory behaviors toward the homeland, 
since “the diasporic agents move away from and, at the same time, seek to 
remain in touch with their homelands” (15).  The desire, thus, puts in motion an 
attempt to communicate with home, and/or to construct a transnational diaspora 
by connecting the migrants with the same origin scattered across different 
countries.  

The zeal to mend a disturbed path of communication is, however, not only 
experienced in relation to the homeland. The here and now of the migrant’s life 
equally urges new paths of communication. New technologies of mediation 
have facilitated this process of multi-placing the diasporic communication. 
Moira Inghilleri refers to “transnational media” as modes of communication 
which enhance the multi-directional and multi-placed communication practices 
of migrants, and largely contribute to the formation of a “a particular migrant 
sensibility” created by a departure from one place and arrival in another: 
“Transnational media within migrant societies give greater fluidity to territorial 
and conceptual boundaries, fostering new sensibilities of geographic and 
temporal locality, intimacy and distance, community and society” (2017, 3). 

The diasporic desire/obligation to communicate, its multi-directionality, and the 
disturbed status of communication are of course not limited to artistic, literary 
or journalistic practices. In general, in migratory settings, the urge to 
communicate is defamiliarized since, as the translation scholar Michael Cronin 
argues, “it is no longer possible linguistically and by extension culturally to 
operate in ‘a common sense taken-for-granted manner’” (2006, 47). Intensified 
linguistic and cultural difference foregrounds “modes of communication”, like 
language, which can no more be taken for granted as equally shared among all 
members of a community, when migration and bi/multi-lingualism come into 
the scene. Migrant communication can be understood as what Ted Striphas 
formulates as “communication as translation” (2006), in which, not coherence 
and mutual understanding, but difference and blockages of understanding be 
the normal status of communication.  

While the prevalence of difference is more visible in communication with the 
receiving culture, it is not in the least absent from the two other directions of 
communication. In relation to the home culture, the spatial distance gradually 
turns into, and is amplified by, a temporal distance, especially when 
possibilities of return are ruled out for the migrant. In relation to other parts of 
the same diaspora, in each geographical context, one’s primary language and 
culture is mixed with a different cultural system. In such a context defined by 
its differences, mutual understanding runs hand in hand, and is actually made 
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possible by, comparison and constant negotiation of difference (a point which 
becomes more relevant when adaptation is brought into the scene).   

In formation of this urge or desire, existential or individualized agendas are 
entangled with the material and practical status of the displaced. Consequently, 
in its formation, the psychological, the political, and the social, as well as the 
individual and the collective are brought together. These aspects can be 
sketched as the following:  

- Psychological function of telling and retelling to form and transform 
an identity, at individual and collective levels.  

- Political questions of representation in the receiving community 
- Redefining one’s status to the country left back with the urge to 

maintain the connection despite the spatial and temporal distance.  

The three aspects are evidently interrelated, as are the questions of identity 
formation and representation, and the status of individuals and collectives, not 
only for migrants but more generally for the one, or many, who are positioned 
as minors. Ronald Bogue, in explaining “The Minor” in Deleuze and Guattari’s 
conceptual framework, fleshes out this entanglement in the specific context of 
literature:  

In a major literature, however, authors seek to develop a unique 
voice and express themselves as individuals, whereas in a minor 
literature, writers try to efface themselves and articulate 
collective voices, specifically, those of the minorities whose 
identities are determined through asymmetrical power relations 
(2005, 134).  

The intentionality implied here is however questionable. From my point of 
view, it is not necessarily the pro-active intention1 of minor agents which shapes 
the scene for them, but the necessities of communication, authoring, and 
identity negotiation in their status of under-representation.  

 

2-1-2- Challenges and strategies of authoring in migration  
In the industrialized and culturally defined practices of media authorship by 
migrants, in form of mass media – radios, cable channels, television, online 
newspapers, etc– or artistic fields of film, literature, music, performance, and 
visual arts, the abovementioned practices and problems turn into agendas and 
strategies. More than anything, the multi-directionality of the communicative 
desire results in the addressee and the audience to be de-naturalized and 

                                                
1 - See chapter three, pp 53-54 for a more detailed discussion about the problem of working with 
intentionality in this research 
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multiplied, compared to the media-author whose practice is situated in the 
national framework with which they hold a relatively homogenous relation.  

The positionality of the migrant author resembles what is described by 
Bensmaia as:   

having no standard or canonical means of expression at its 
disposal –no abstract universal in the form of a single national 
language, a single ethnic affiliation, a single prefabricated 
cultural identity– this existential situation calls into being a new 
economy of writing and of reading (2017, 215).  

As a migrant writer, for instance, one might choose to write in his/her mother 
tongue, obtain the language of the country of residence or attempt to be 
translated into it. Other strategies would be to opt for a further de-localized and 
international audience by translingual writing in, or translation to a Lingua 
Franca, most probably English, and not necessarily the language of their 
country of arrival. To whom should one speak is a significant challenge, and not 
even indeed a choice in so many cases for the migrant author.  

Thanks to new media technologies, the communicative directions the migrant 
–in general–faces are becoming more and more co-existent. As Cronin explains, 
nowadays it is  

less easy for immigrants to ‘lose’ themselves in translation as 
they have not only the support network of increasingly 
transnationalized ethnic communities but also, as a result of 
modern technology, a readily available cultural infrastructure 
which constantly keeps the source language and culture in view 
(2006, 61-2).  

In any case, to any of the directions the migrant author chooses or is pushed to 
direct one’s authorial desire, specific ambivalences and problems emerge. As 
Paul White argues, ambivalence is indeed a significant condition in migrancy:  

Ambivalence towards the ‘host’ society: feelings of respect, 
dislike or uncertainty. Ambivalence towards standards of 
behaviour: whether to cling to the old or to discard it, whether 
to compromise via symbolic events whilst adhering to the new 
on an everyday basis. […] the identities expressed through 
attitudes, behavior and artefacts also change and may be marked 
by ambiguity (2002, 3-4).  

A few of the emerging problems stemming for the migrant author from this 
ambivalent situation would be: language difference; language deficiencies and 
misunderstanding; limited access to modes of media production due to financial 
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and cultural marginality; invisibility and hypervisibility1; cultural differences 
and cultural clashes; static distance with the home culture resulted from 
physical distance to, and absence from, the cultural field and the everyday life; 
subjection to censorship and elimination in case of those who have fled 
oppressive regimes; outsidedness to the cultural market in both countries; and 
the list can go on for a while.   

In one instance, Deleuze and Guattari curiously explain the work of the minor 
writer as “to write as a dog who digs his hole, a rat who makes his burrow” (18). 
As I interpret this fragment, it implies that the task for the minor author is not 
only to create the work, but to also create the means of creation and the props 
of survival for the it. In other words, the minor author has to build up a route 
for the mobility of the work and probably even to manage its circulation, life, 
and afterlife, because the usual routes in the market are not so welcoming or are 
even blocked for them in one way or another. I develop this idea of self-
promotion in terms of “strategies”.  

The term strategy, in general, speaks of a goal-oriented approach, plan or 
method, and is used in everyday conversation as well as in various specialized 
fields like politics and policy making on one hand, and psychology on the other. 
Furthermore, its dictionary-definition attributes a considerable behavioral and 
evolutionary weight to it: “an adaptation or complex of adaptations (as of 
behavior, metabolism, or structure) that serves or appears to serve an 
important function in achieving evolutionary success” (Meriam Webster- 
strategy 3). Especially when joined with the adjective “authorial”, the notion 
implies a strong sense of intentionality attributed to the author. The notion of 
“authorial strategy” is mostly used in a self-evident way and implies a general 
meaning: of various techniques used by an author for achieving certain goals; 
and a specific meaning: of the techniques used to construct an authorial 
presence within and/or on the margins of the text2. 

Authorship itself, in case of minority groups, is a strategy for gaining visibility 
and audibility, and in being so, it goes against the grain of the discourse on 
death of the author. As Kristina Busse argues, “After all, at the very moment 
when women and other minorities finally began to enter the canon, the concept 
of canonicity came under attack and the privileged position of the author got 
dismantled” (Busse 2013, 55). In case of minority authors, the personhood of 
the author is underscored in various ways. In their case, more than being a myth, 

                                                
1 - “… being either invisible or hypervisible, but rarely just visible. […] refugees, like all others, are 
unseen until they are seen everywhere (Nguyen 2018, 15).  
2 - An example of the first usage is Roger F. Cook article “Reader Response and Authorial Strategies”, 
where a collection of narrative techniques and stylistic characteristics are discussed as authorial 
strategies (Cook 1989). The latter usage is, for instance, paramount in Shrage-Früh’s study on authorial 
strategies in women’s religious prophecy, where various ways with which the “self” of the female 
prophet is staged or effaced in the prophecies are named as authorial strategies (Schrage-Früh 2011).  
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a function or a construct which needs to be neatly dissociated from the work, 
the author is a person with a specific life experience, personal engagement with 
an agenda and a personal story to tell. Depending on their level of privilege and 
social capital, minor authors might even have to actively engage in the 
dissemination of their works, either for branding or for the practical necessities 
of the market. For the scholarship which works surrounding these authors, it 
would be a difficult task to shy away from putting “the locatedness and the 
historicity of the authors back into authorship” (Naficy 2001, 34) . 

To overcome the obstacles of creation, circulation and reception of their works, 
non-canonical authors have carved out various strategies of visibility and 
communication for themselves. For the specific case of the migrant author, 
depending on the direction the diasporic desire to communicate targets towards, 
agendas and strategies would differ. Some strategies would even address an 
avoidance of choice, keeping the multi-directionality of the diasporic desire 
intact: strategies like creating alternative versions of one work in several 
languages, writing in both languages, and other repetitive strategies which face 
the home country as well as the host and/or an international scenery.  

The zone of carving out one’s way is indeed one for negotiation between the 
old and the new. In the classical theories of migration literature, mostly due to 
the influence of Homi Bhabha’s ideas of hybridity and cultural translation, 
status of migrancy has been celebrated for its potential to create a space of 
innovation: a third space for the unprecedented to emerge, which itself is made 
possible through acts of cultural translation performed by the migrant author 
(Bhabha 1994). Moslund critically discusses this newness in terms of 
“becoming” or “new lines of change” (2010, 17-20). He sums up Bhabha’s idea 
of “newness” as what “is first and foremost to be understood as a movement 
and transmutation of meaning and ways of understanding the world” 
engendered “by ‘violat[ing] the system of naming’”, quoting Bhabha’s The 
Location of Culture (18). What he criticizes in Bhabha’s ideas, and in the 
general celebratory views on migration and migration literature, is the sense of 
“immediacy of change” and of “an accelerated speed of becoming across the 
planet” (19) they imply and attribute to the migrant position. His attempt is thus 
to differentiate the ways of becomings, and to ask “how” and “how fast” 
becoming happens, in order to understand the various types of newness and 
hybridity, engendered with slow or fast lines of becoming. What I would like 
to add to this differentiation of newness is to actually relativize it with 
highlighting the role of the old, asking ‘whose new are we talking about?’.  

It goes without saying that from the subjective viewpoint of the migrant, the 
status of migrancy would indeed become a tension point between the old and 
the new. Naficy formulates this tension for displaced authors, accented 
filmmaker in his case, as one of simultaneous freedom and deprivation:  
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Freed from old and new, they are “deterritorialized,” yet they 
continue to be in the grip of both the old and the new, the before 
and the after. Located in such a slipzone, they can be suffused 
with hybrid excess, or they may feel deeply deprived and 
divided, even fragmented (2001, 12).  

This resonates well with Rushdie’s words when he writes “sometimes we feel 
that we straddle two cultures; at other times, that we fall between two stools” 
(2012, 13). But the dynamics of old and new, in the specific scenery of 
migration cultural production, cannot be reduced to a constant antagonism 
between two mindsets, or an unending oscillation between being free or caged. 
As the cultural and linguistic landscape changes, the dynamics of the new and 
the old also change. In other words, the old to one audience would be the new 
to the other, the becoming of one, the memory of the other. 

Back to our discussion of strategies, I argue that strategies are not only new 
emergent modes of becoming and creation. Rather, in many cases, they are 
motivated by recycling the old at stylistic and industrial levels. In film studies, 
Laura Marks focused on the archaeological functions of migration cinema, 
(which she prefers to define under the more general term of ‘intercultural 
cinema’): “intercultural cinema performs an excavation of the available sources 
of recorded history and memory, only to find that cultural memory is located in 
the gaps between these recorded images” (2000, 21). Azade Seyhan, on the 
other front, expands on the effect of migration literature in, and the contribution 
of migrant authors to the formation and collection of memories. As “chroniclers 
of the histories of the displaced”, she argues, migrant authors register what is 
on the verge of being forgotten, by “uncovering obscure poetic traditions, 
discovering forgotten idioms and grammars, and restoring neglected individual 
and collective stories to literary history”. By doing so, they introduce “the riches 
of hitherto neglected cultures into modern literary consciousness” (2001, 12-3), 
creating newness for the modern, mostly western audience out of the old of their 
own culture.  

Accordingly, and at the heart of this interplay between the old and the new, 
strategies of repetition and mixing abound in migration cultural products. 
Strategies like retelling of old tales and collective narratives and re-workings of 
memories, and the first and foremost strategy of all, translation.  Migratory self-
adaptation, in the same line, is a multi-dimensional authorial strategy which 
includes several processes of repetition as it integrates media, languages, 
cultures and identities. In being so, it can be considered as a phenomenon 
condensing several of other strategies in itself, the study of which would shed 
light upon the broad realm of authorial strategies in migration.  

In the next sub-chapter, I briefly look at the way the strategies of repetition and 
mixedness are generally discussed, in a rather logocentric and media-blind way 



 35 

in my view, under the two notions of hybridity and cultural translation. As will 
be illustrated, one important contribution of migratory self-adaptation is in 
foregrounding the importance of media interrelations in these strategies.  
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2-2- Mixedness of what?  
 

Not surprisingly, there is a general tendency to consider cultural products of 
migration as inherently mixed entities. The mixedness is mostly linked to the 
identity clash or the negotiation of cultural differences which frames such 
cultural products. Formalized mostly under the general idea of hybridity, the 
dynamics of mixing and integrating includes, among others, bodies, languages 
and media. Media, even if not acknowledged as such, are one of the first things 
which get mixed in this context.  

To name a few examples of scholarly acknowledgment of these media 
enmeshments: Hamid Naficy suggests the “epistolary film”, a genre of 
filmmaking which integrates ‘letter-writing’ with cinematography, to be a 
specific genre of accented cinema (Naficy 2001), in which transmediation and 
representation of letters mostly represent the home in contrast to the here and 
now of the visual. According to Sudeep Dasgupta, an “aesthetics of 
displacement” joins the performance of migration in migration art and results 
in a movement between, and mixing of, different media like poetry, theater and 
film (2011); Nilgun Bayraktar, on the same track, studies the integration of film 
and visual art, especially video installations, as two distinct media, in cinema 
of migration (2015).  

At the same time, the fields of migration literature, cinema, and other important 
fields like migration music, are not connected together so much at the level of 
analysis and industry. In fact, a curious relation of competition has been 
established between different media in the academic literature, the point of 
which is apparently to choose the ‘best medium’ for capturing and representing 
the experience of migration. Berghahn and Sternberg open their book on 
migrant and diasporic cinema by claiming that “migrant and diasporic film must 
be seen –alongside music– as the most significant and influential popular and 
artistic practice with regard to the (self-)representation of migrant and diasporic 
groups and their experiences and concerns” (2010a, 2). Søren Frank, in 
Migration and Literature, quoting Christopher Prendergast as his ally in this 
argument, claims that “the novel is ‘the most buoyantly migratory’ genre–that 
is, the genre most adept at incorporating migratory elements into its form, but 
also the genre that most easily crosses national borders” (2008, 10). 

Integrating both positions together, in this research, I argue that it is significant 
to maintain both the distinctness and the mixedness of media to understand 
migratory self-adaptation, as well as more general media strategies of authoring 
in migration. While not searching for a triumphant medium, this research 
illustrates that to such extent different assemblages and transformations of 
media are connected to the materialities of communication in migration. In such 
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context, some media work better in relation to certain agendas or in reaching 
out to specific sociopolitical spheres.  

With this background, in the following, the focus will be on the way the idea of 
mixedness of media is usually addressed in relation to migration cultural 
products. The borders between media and their consequent interrelations are 
discussed further in the next sub-chapter.  

2-2-1- Tracing the hidden media in hybridity and cultural 
translation 
As brought up earlier, questions of media and media relations have been present 
in discussions on migration cultural production, but are covered in quite a 
media-ignorant way and, as I will argue, are mostly discussed under the ideas 
of hybridity and cultural translation. Cultural translation and hybridity are 
indeed closely entangled, as the latter is suggested to be the product of the 
former. The two concepts are not specific to the context of migration and have 
been vastly used in general contexts of anthropology, postcolonial studies, and 
translation studies, in one way or another. Nevertheless, migration has been a 
resilient ally of the two concepts, providing one of the main settings for their 
emergence, to the least.  

Hybridity is a concept which is both celebrated and condemned in relation to 
migration cultural production, but is nonetheless a long-lasting attribute of the 
migrant author figure and their work. It is celebrated as the automatic newness 
emerging from encounters between cultures and is condemned as the fetishized, 
commodified and exoticized idea of difference, in the capitalist culture market. 
Rooted in the racist anxiety against any intercourse between different races, the 
initially biological concept of hybridity was then rescued and recycled mainly 
in the domain of ‘identity’ (Papastergiadis 1997, 257).  

According to Robert Young, “‘Hybrid’ is the nineteenth century’s word. But it 
has become our own again. In the nineteenth century it was used to refer to a 
physiological phenomenon; in the twentieth century it has been reactivated to 
describe a cultural one” (2005, 5). Furthermore, it was Bhabha’s reformulation 
of hybridity that resurrected the concept into “an active moment of challenge 
and resistance against a dominant cultural power” (Young 2005, 21). In 
Bhabha’s celebratory view of hybridity, it “unsettles the mimetic or narcissistic 
demands of colonial power but re-implicates its identifications in strategies of 
subversion that turn the gaze of the discriminated back upon the eye of power” 
(1985, 154). 

All the way though, beside identities and cultures in general, the notion of 
hybridity has as well been used to describe semiotic phenomena, most 
prominently under the influence of Bakhtin’s idea of linguistic hybridity which, 
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brought the mixedness of all languages to the fore1 . Bakhtin’s distinction 
between organic and intentional linguistic hybridity has been vastly used in 
fine-grained studies of migration cultural production (For instance in Moslund 
2010). Organic hybrids are suggested to be the “unconscious mixture of 
linguistic worldviews” which remain “mute and opaque” but are nonetheless 
profoundly productive (Bakhtin 2010, 360). Organic hybrids stand in contrast 
to the intentional, “conscious hybrid” in which “it is obligatory for two 
linguistic consciousnesses to be present, the one being represented and the other 
doing the representing, with each belonging to a different system of language” 
(359).  

In such framework, hybridity of the semiotic phenomena remains mostly 
acknowledged in terms of the language, and in a further step, at the broad level 
of culture and identity. Level of precision decreases when more-than-language 
is at stage. Cultures and elements are talked about as co-existing, integrating 
and emerging in cultural products and semiotic constellations, but their 
distinctive qualities are seldom scrutinized. Kobena Mercer’s formulation of 
the diaspora aesthetics as “dialogic imagination” is one example in which 
hybridity is discussed with a rather media-aware approach. In discussing 
independent black cinema of the 1980s in Britain, Mercer describes how in 
these films a different, strategical usage of various semiotic modes and basic 
media –like –images, sound and music – has led to a progressive, political 
position and a reformulation of documentary filmmaking as a genre (Mercer 
1988, 58). However, such focuses on the means of representation, and the way 
they function in political terms, has not very often led to detailed studies of 
hybridity of media in these contexts.  

Hybridity is argued to be the outcome of cultural translation. The notion of 
cultural translation is also a curious concept, dealt with in anthropology, 
postcolonial studies and translation studies, implying different sets of 
references in each of the fields. Broadly speaking, cultural translation is 
formulated as the moment and the process of encounter between disparate 
cultures, whereby a broad and all-encompassing act of translation happens 
which includes much more than language. In such context, cultural translation 
has a problematic relation with language. It is about translating cultures, 
translating more than language, and translation of what is not language.  

Depending on the agent who is enacting it –the ethnographer, the migrant 
intellectual, the translator, the state institutions, etc.– various dynamics of 
power shape the process of cultural translation and are shaped by it. In the 

                                                
1 The fact that Bakhtin’s ideas of hybridity and dialogism are as well quite influential in discussions of 
intermediality further demonstrates the proximity of the two discourses (look for example at Bruhn 
2016). Furthermore, the relation between the two concepts of intermediality and hybridity is not only 
limited to the influence of Bakhtin, as the terms ‘hybrid’ and ‘hybridity’ are frequently used to describe 
the intermedial phenomena, though not always with a contextualized idea of hybridity.  
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anthropological understanding of the notion which precedes the other notions 
of it, the ethnographer, with their higher status in the power hierarchy, verbalize 
the culture of the primitive to the language and mind of the civilized to make it 
understandable. Under the influence of Bhabha’s ideas, the power hierarchies 
are reversed in the postcolonial understanding of the notion. In Bhabha’s 
formulation, the agent of cultural translation is the new migrant who translates 
his or her own culture into that of the new host community (Young 2012, 160). 
Bhabha’s notion of cultural translation, as Trivedi argues, is “non-textual” and 
“non-linguistic” and mainly refers to “process and condition of human 
migrancy” (2007, 5). 

On another front, translation studies take another thread and highlights the way 
every act of translation is more than transferring linguistic codes between 
languages and is rather a re-materialization of a whole system of cultural 
references in another one. In the same line, Sherry Simon argues that “there 
cannot be a clear-cut distinction between cultural translation and the ordinary 
kind, because […] even the linguistic categories used to define translation are 
more than linguistic” (Buden et al. 2009, 210). What she means by “more than 
language” is “categories and norms” informing translations and positioning 
them in conforming or contrasting relations with states and ideologies.  

As is hopefully clear from the brief overview of the two concepts, media 
interrelations seem to be placed in the ‘more than language’ of the cultural 
translation and the ambivalent elements of hybridity. The logocentrism which 
predefines the two notions masks, to some extent, other semiotic resources than 
language which shape communication in intercultural settings. This is not to 
say that language and media are put in contrasting position in this research but 
is rather an emphasis on the importance of adopting a more encompassing 
approach in looking at cultural products of migration.  

Both concepts of cultural translation and hybridity are relevant points of 
departure for understanding the cases of migratory self-adaptation discussed in 
this research. The semiotic hybridity created by the combination of words and 
images in Persepolis, and the practice of integrating Iranian and Afghan cultural 
specificities in French narratives, are two among many possible examples. The 
whole processes of creation and self-adaptation can as well be situated in the 
frame of cultural translation. Yet, to go further than this, there is the need for a 
more fine-grained understanding of the relations between different elements 
which interact in this mixtures and transformations. To provide that, in the next 
sub-chapter, I expand an intermedial understanding of adaptation, as the central 
media interrelation at stake here, while constantly keeping an eye on the 
specificities of the migratory situation that frames it.   
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2-3- Many faces of adaptation  
Adaptation has a curious case in relation to migration cultural products. At the 
general conceptual level, the two concepts of adaptation and migration raise 
various connotations in one another. Adaptation can convincingly be 
understood as migration of transmedial elements (of media content and media 
form) between different media, especially when viewed from the viewpoint of 
authorship and production. From the other side, migration commonly relates to 
various connotations of adaptation, namely change, acceptance, integration, 
acculturation, and survival in the new environment.  

Migratory self-adaptation does not fit neatly into the old boxes of adaptation, 
due to its defying of the conventions of fidelity and authorship, and also by 
being firmly tied with a non-aesthetic and politically defined experience such 
as migration. Fortunately, theoretic discussions in the last decade surrounding 
adaptation as a media phenomenon provide the ground for, and encourage the 
analysis of such outcasts which offer new insights about adaptation by being 
against the norm.  

The norm has already been shattered, first of all by the theoretic attempts to 
expand the notion and release it from the novel-to-film hegemony (as in 
Hutcheon 2012). It is furthermore defied by attracting attentions to the process 
rather than the product, or in Thomas Leitch’s terms, to favor textuality and 
textualizing over the texts:  

Adaptation will need to focus less on texts and more on textualizing (the 
processes by which some intertexts become sanctified as texts while others 
do not) and textuality (the institutional characteristics that mark some texts, 
but not others, as texts) (Leitch 2007, 302). 

The focus on process has another dimension in intermedial studies where 
adaptation is defined as one example of numerous media interrelations, and is 
studied in terms of its communicative functions, at the heart of networks of 
media interrelation which shape processes of meaning making.  

On another front, political approaches to adaptation (as in Hassler-Forest and 
Nicklas 2015), informed the field with insights on the performative and activist 
functions of adaptation as a mode of criticism and re-writing. One more time, 
these approaches demonstrate that adaptation concerns much more than 
similarities and differences between two media products. Furthermore, 
discussions of adaptation industry (as in Murray 2012) move beyond 
comparative textual analysis and study politics and policies of adaptation in the 
broader context of the culture industry. These discussions provide the ground 
for studying adaptation as an industrial mechanism and strategy, while as well 
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highlighting the interplay of literary and cinematic authorship in the industry of 
adaptation. 

In light of these theorizations, this study approaches adaptation as a broad, 
multi-dimensional and dynamic phenomenon by focusing on the process, 
networks and dynamics which shape it. It is rather adaptations, in plural, than 
one single and focal adaptation that are studied in this research since adaptation 
is primarily being considered in an intermedial network and as one among many 
media interrelations.  

Throughout the analysis, the concept of adaptation gradually grows and 
absorbs new frameworks in itself. In the current chapter, which opens the 
process of theorization, primary steps are taken by first defining adaptation in 
intermedial terms and as a media interrelation. Across the analysis chapters, 
adaptation meets new concepts and phenomena: territories, borders, languages, 
and memories and it becomes entangled with processes of relocation, 
borderwork, translation and memory act.  

2-1-1- Adaptation as media transformation 
Any discussion on definitions of media begins with a primary sense of 
understanding which immediately turns into bewilderment, as one takes a step 
towards precising the concept of media. Media is a term that is vastly and 
commonly used with mind-blowingly different meanings. We all get a grasp of 
it, but few of us can actually point to and define it when it comes to 
demarcations and definitions. It has a curious relation with the human body and 
mind, generally claimed to be their extensions1 and/or their assistants; and it is 
a link between the human and their environment while as well being a part of 
the environment itself.  

One point that is more or less agreed upon is that media are not media per se 
but various things become media in contexts of communication where they are 
used to convey and create meanings. Being a ‘medium’ is thus primarily a 
function, coming out of a relational status and a specific positionality, rather 
than an identity emerging from essential traits of certain things. The identity 
might – or might not– come next, when the thing obtains a historical record of 
being socially and industrially situated as media (vague similarities with the 
migratory situation and migrant identity are not accidental).  

That’s where intermediality comes to our help with its expanded discussions on 
the way communication, inclusive of artistic creation, is formed around media 
and media relations. The term intermediality refers to a status –of being in-
between media– and qualities which emerge from it. It is broadly described as 
“participation of more than one medium of expression in the signification of a 
                                                
1 Marshal McLuhan’s influential idea of considering ‘media as extension of man’(McLuhan 1964) is for 
instance reformulated by Elleström as ‘media products as extension of mind’ (Elleström 2020, 14)  
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human artefact” (Wolf 1999, 1) or is designated as “a generic term for all those 
phenomena that (as indicated by the prefix inter) in some way take place 
between media.” (Rajewsky 2005, 46). With its prefix “inter”, which 
immediately summons the space and the relations between media, 
intermediality, more than anything, focuses on the way interrelations of 
different media contribute to the processes of meaning-making: “intermediality 
can plainly be described as an approach that highlights media differences–and 
hence media similarities–and their constitutive role for meaning-making within 
communication” (Elleström 2017a, 511).  

The study of relations, however, necessitates a clear formulation of the entities 
being related and a demarcation of their boundaries: we need to know where 
one media ends and where the other one begins to be able to locate the 
interrelations. Thus, in practice, theories of intermediality, oftentimes, become 
conceptualizations of media in general and contribute broadly to the studies of 
media by providing, in Rajewsky’s terms, “a heightened awareness of the 
materiality and mediality of artistic practices and of cultural practices in 
general” (2005, 44).  

Depending on the level of conceptualization and analysis, intermediality 
denotes a wide range of theorizations due to which it is necessary for all 
intermedial research to begin with a primary delineation of the specific meaning 
of intermediality applied there. But at the same time, similar tendencies can be 
deduced from different approaches, and most scholars, though not all agreeing 
on the terms, agree on the significance of theorizing and studying ‘diachronic’ 
and ‘synchronic’ relations between media. In “Discourses and Models of 
Intermediality”, Jens Schröter categorizes various approaches to, and 
understandings of, intermediality in four categories of synthetic, transmedial, 
transformational, and ontological, which, though in debatable terms, covers ‘the 
broad idea of intermediality (ontological)’, as well as ‘study of synchronic 
(synthetic)’ and ‘diachronic (transmedial and transformational) relations’ 
(2011).  

The fifth in-progress category that Schröter adds to the four, namely that of 
“politics of intermediality”, also expanded elsewhere (Schröter 2010), refers to 
the understudied domain of formal analysis situated in the political and cultural 
background. This line of thought is as well followed by Daniel Stein who, on 
another front, distinguishes between structural intermedial analysis, which is 
what is commonly done, and what he postulates as “cultural intermediality”, 
namely, intermedial analysis oriented towards cultural studies which surmounts 
“the critical gap between structuralist studies and the cultural study of contexts, 
conventions, and ideologies refracted” in intermedial relations (2008, 182). My 
research follows the same line of emphasis on contextualizing and politicizing 
intermediality, as I try to contextualize intermedial relations in the context of 
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migration while at the same time relying on specific cases and dynamics of 
intermediality within and between them.  

Generally, in the theoretic discussions of intermediality, the ‘idea’ of media –
film as a medium– is distinguished from its materialized instances –Persepolis 
as that specific film–. The distinction between media and media configuration 
in Rajewsky’s formulation (2010) and the difference between media types and 
media product in Elleström’s (2010) is established on that demarcation. 
Elleström further distinguishes between basic and qualified media types. The 
former, formed around ‘basic media modalities’ are less culturally-determined 
and more materially-based than the latter. Qualified media on the other hand, 
are further socially and industrially defined and demarcated by “all kinds of 
aspects about how we produce, situate, use and evaluate media products” and 
how the media products function and are used in a “certain way at a certain time 
and in a certain cultural and social context” (2020, 55).  

‘Qualification’ of types of media, which is of specific importance in my 
research, is subjected to change and revision, and is heavily dependent on the 
context, whereof comes different ideas triggered by the same media label – 
literature, for instance– in different times and spaces. Elleström suggests 
“contextual” and “operational” qualifying aspects as the motors of change and 
determination for qualified media (60-64), the former implying “the origin and 
delimitation of media in specific historical, cultural and social circumstances” 
(60) and the latter referring to the “purpose”, “function” and “claimed or 
expected communicative tasks”(61) which provisionally determine and 
demarcate the boundaries of a specific qualified media. Compared to to 
qualified media, formation and recognition of basic media types are neither 
absolutely culture-free, though they can be expected to be less contingent than 
qualified media.  

Engagement with media products brings materiality, senses and cognitive 
capacities together. In Elleström’s view, a ‘media product’, namely “a single 
physical entity or phenomenon that enables inter-human communication” (8), 
consists of various dimensions, aka modalities: three presemiotic (material, 
sensorial, spatiotemporal) and one semiotic modality; the first three responsible 
for the process of mediation, namely the presemiotic arrangement with semiotic 
potential, and the last as the one contributing to the process of representation1 
and meaning making.  

                                                
1 - ‘Representation’ is here used in the semiotic sense of the term. As political aspects of representation 
are as well discussed in this research, it is important to point to the differences. According to Elleström, 
“representation is a semiotic phenomenon that one should understand as the core of signification” 
(Elleström 2020, 39), and refers to the process of “representamens triggering the presence of objects in 
the mind” (22).  
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Media are different or similar in these dimensions, and depending on what they 
share and what they don’t, bridges can be established between the two. It is 
suggested that media interrelations happen at both levels of media product and 
qualified media, as well as between the two. Media interact on the verge of their 
border points: they co-exist together with different degrees of integration, 
change into each other; or represent one another.  

In the discourse of intermediality, media interrelations are mainly categorized 
as synchronic and anachronic relations: media combination/integration as the 
co-existence and synchronic intermingling of media; and media transformation 
which refers to media interrelated over a temporal gap, one representing the 
other or being considered as a transformation of it, as a film adaptation would 
be in relation to its source media product. Adaptation is thus located as “media 
transposition” in Rajewsky’s words (2010, 55) and “media transformation” in 
Elleström’s, designated by the transfer and transformation of media 
characteristics between two media products distanced with a temporal gap in-
between.  

Such view on adaptation concentrates our focus on the process, its dynamics 
and qualities of change and adjustment. Furthermore, by situating adaptation as 
one of numerous media transformations happening in human interaction, on one 
hand, this framework opens up ways to look at the relation artistic adaptation 
might establish with adaptation in life, and on the other hand, it dismantles the 
myth of the original and the copy:  

No media product is an original per se. A media product that 
can be seen as an original in one specific case of transmediation 
may be a version of another original. One original may have 
many versions and it may ultimately be the case that most media 
products can be knitted together in a giant web of intra- and 
intermedial transmediations […] (Elleström 2013, 126).  

The discussion of media relations, which presupposes a relative distinction 
between media –at least at the analytical level–, is made possible with the 
theoretic concept of media borders. Simply said, without difference and 
distance, the notion of relation becomes meaningless. There needs to be 
differences for media to be distinguished from each other and similarities to 
make it possible for bridges to be built between them. As summed up in this 
paragraph from Rajewsky, 

 It is only due to our constructing borders in the first place that 
we are able to become aware of ways of transcending or 
subverting those very boundaries or of ways of highlighting 
their presence, of probing them, or even of dissolving them 
entirely. At the same time, it is precisely these acts of 
transcending, subverting, probing or highlighting which draw 
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attention to the conventionality and (relative) constructedness 
of these boundaries (2010, 64).  

The notion of media borders, which gathers up medium specificity, difference 
and similarities of media, is the point where I pin my discussion and is my point 
of departure in attempting to bring migration, with its struggle on geographical 
and political borders, together with intermedial relation and media borders. 
Elleström’s analytical distinction of four modalities is helpful in defining media 
borders in general and in recognizing and mapping out media relations in 
particular. Considering border as a tool for classification, which is established 
on differences and similarities of media, he sums up recognition of intermedial 
relations as acts of identifying or inventing borders (2018, 23).  

For instance, regarding text and image on the comics page, one direction in 
identifying media borders would consist of conceptualizing how the main basic 
media types of image and written language have similar material and sensorial 
modalities but different semiotic modalities, to then look at the way they are 
integrated, and their differences are played with, on the basis of their sameness. 
In contrast, the boundary distinguishing a graphic novel from a picture book, 
for instance, would not be so materially-based and needs to be socially invented 
and imposed, based on the usage of the media, among other reasons.  

Accordingly, different types of borders are conceptualized in intermedial 
studies: as “conventionally drawn” or “medially based” borders (Rajewsky 
2010, 55); the soft, weak and more crossable borders and the hard, strong and 
less crossable ones; the former being mainly culturally defined borders of 
qualified media and the latter grounded in the material and sensorial layers of 
media. While weaker borders seem to be more malleable, as Elleström 
demonstrates, the strong borders can as well be crossed with the help of our 
cross-modal cognitive capacities or the connection human mind establishes 
between different senses in communication (2018, 23-24). That’s how, for 
example, a static media product is capable of representing movement which 
will be perceived by our minds without difficulty.  Research in neurology 
further attests to the “multisensory integration” which in practice leads to 
“cross-modal plasticity”:  

some previous studies in humans and experimental animals 
challenged the traditional view that these cortices only process 
information coming from their corresponding sensory organs 
and that multisensory integration only exists in “higher-order” 
cortices […]. Rather, there is now convincing evidence for a 
multimodal interplay already at the level of the primary sensory 
cortices (Teichert and Bolz 2018, 2). 

Adaptation can thus be understood as movement and change across strong and 
weak borders of media. This fundamental understanding of adaptation, as media 
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transformation, provides the ground for describing and analyzing other faces of 
adaptation in terms of the positionalities, movements, processes and outcomes 
it engages with. In such an intermedial understanding, adaptation can be 
understood as a practice of border-crossing in which not only the borders 
between qualified media are crossed by, for example, a book being turned into 
a film, but also the more basic borders between materialities of media can be 
crossed in certain circumstances. In the context of migration, such border-
crossing is amplified with the shift in cultural dynamics that, as previously 
mentioned, pre-define the way media are defined. This view of adaptation as 
border-crossing is expanded in Chapter five and in relation to the cases.   

In this research, I usually engage with the two levels of media product and 
qualified media, while grounding them in the political and industrial context of 
media production and consumption1. I use media product or work to refer to the 
actual and specific media products I engage with. With qualified media I move 
a bit further and situate it in another concept, that of mediasphere. The notion 
of mediasphere, expanded in detail in chapter four, is used here to emphasize 
the territorial and multidimensional aspect of cultural and industrialized 
realizations of media, and is a notion intended to foreground and diversify the 
dynamics of “qualifying” in Elleström’s qualified media.  

What was expanded in the three sections of this chapter constructs the 
fundamental framework on which the rest of the thesis will develop: a 
conceptualization of migrant authorship in terms of positions, challenges, and 
strategies of communication; integrated with an intermedial understanding of 
adaptation. The two dimensions are connected together, first in the significance 
of ‘communication’ and its practicalities, which is at the core of theories of 
intermediality as well as the basic understanding of migrant authorship 
developed earlier. Secondly, a bridge was made between the two by discussing 
to such extent cultural translation and hybridity, as concepts accompanying the 
migrant experience, can as well connect to media interrelations.  

With this framework, in the rest of the thesis, migratory self-adaptation is 
studied as an intermedial and authorial strategy performed by these two migrant 
authors. But before delving into the case studies, it is significant to discuss the 
methodological approach of the research. In the next chapter, the 
interdisciplinary approach of the thesis in theory and analysis is described. 
Furthermore, I have tried to address the main pitfalls that might arise in a 
research like this which integrates various media and approaches.  

 

                                                
1 - The term “product”, though most probably not intended as such in the discourse of intermediality, 
fits well in the industrially-flavored sketching of the idea.  
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Chapter Three: Methods of Studying 
Mobilities and Media  

 

3-1- Studying a phenomenon at various crossroads  
Migratory self-adaptation is a multi-faceted phenomenon. In its formation, 
migration, adaptation, translation, authorship, and identity come together. 
Moreover, it is defined by change and movement, and consequently, each of 
these concepts and practices transform, and adopt new meanings, during the 
transmedial and transcultural journeys at stake. The diversity of media involved 
comes on top of the theoretical diversity of the phenomenon and the 
transcultural movement of the media adds yet another level to its complexity 
and diversity. To study this intersectional phenomenon, an interdisciplinary 
approach, in theory and methodology, is indispensable.  

It is of course the norm to work with different media in disciplines like 
intermedial studies and adaptation studies. Disciplines such as translation 
studies and migration literature and cinema also engage with different cultural 
settings. But, on one hand, the challenge here is to look at the cultural and 
medial differences at the same time, and on the other hand, the study object 
goes beyond the book and the film, as beginning and ending poles of the 
adaptation, and includes the agents, relations and contexts. Accordingly, as is 
also seen in the previous chapter, an eclectic approach is adopted in developing 
the theoretic concepts throughout the thesis, and diverse theories from different 
fields are interwoven together to formulate the concepts. This approach, though 
not permitting an in-depth and comprehensive discussion for each of the fields, 
builds up an interdisciplinary framework for understanding relations and 
processes at work in production and reception of these works. The 
methodological premises of this framework will be explained in the following.  

 

3-2- Centrality of comparison 
Almost all the disciplines and theoretical fields brought together in this research 
meet at one methodological intersection point, which is comparison: ‘an 
examination of two or more items to establish similarities and dissimilarities’ 
(Merriam Webster). Intermediality is the study of media interrelations defined 
by similarities and differences between media; comparative textual analysis 
continues to be the orthodox method of adaptation studies; translation, likewise, 
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is the domain for comparisons between texts in translation; and finally, 
migration, the experience which is framing all, is indeed living in comparison. 

 In Migration and Literature, Søren Frank draws a similar methodological 
relation between the work of the migrant author and that of the literary 
comparatist, and argues that they both offer a “foreign voice to a local material 
just as he or she makes a foreign material more familiar to his or her new local 
environment” (2008, 11). But the comparative methodology cannot and should 
not rely on “old comparative and binary approach of retrieving identities 
(influences) and highlighting differences (nativist essences)” and instead needs 
to be “characterized by its alertness toward a multiplicity of simultaneous 
dimensions” (12)  

What is needed is a comparative method corresponding to the 
migratory and “unhomely” condition of the modern world: The 
method of combining the migratory (and thus the 
interconnected and translocally mobile) with the comparative 
(and thus the divergent and locally inflected) (13). 

In adaptation studies, comparative textual analysis, though being criticized and 
subsequently complemented by more contextual and industrial approaches, is 
still the main methodology. Other proposed methodologies might have disposed 
of the textual analysis but not comparison as a main mechanism of analysis. 
The disagreement in adaptation studies seems to be rather about what should be 
compared to what, and what the criteria for comparison are, rather than a total 
expelling of comparison as a tool for thinking and analysis.  

Comparative approach is even more central in translation studies, but the two 
fields differ in the entities they compare. In discussing the cross-pollination 
between translation studies and adaptation studies, Lawrence Raw emphasized 
that “a concentration on the process of textual transformation” can be learned 
from studies of translation by adaptation scholars (2012, 11). Furthermore, the 
dominance of comparison in translation and adaptation is not confined to the 
academic world. In practices of adaptation and translation and in their general 
reception among the public, comparison between the versions is the dominant 
cognitive mechanism.  

In the current study, multiple comparisons are at stake. Considering each case, 
a comparison is gradually built between the two media products, their cultural 
contexts and positionalities, and the authorship constructed around them. In a 
broader frame, a constant comparison is going on between the two authors and 
their works. As comes in chapters four to seven, one aspect is studied in both 
cases at the same time to reveal the shared aspects as well as the disparities. The 
two authors share enough to be comparable but diverge as well in their 
citizenships; gender; types of migration, and the extent to which migration is 
present in their works; their engagement with the Western cultural fields; and 
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the way their works are received in different domains. An important aspect in 
which the two authors and their works diverge is the possibility of ‘return’, 
framing both of the cases but materializing only for one of them. In this way, 
looking at both of the authorships at the same time will shed light on the way 
the process of migratory self-adaptation would differ when geographical 
transfer becomes possible.  

Comparing authorships of Satrapi and Rahimi, in a broader view, leads to a 
general comparison between the Afghan and the Iranian diaspora and their 
cultural representations, which is a significant realm not sufficiently delved into 
in the scholarship. The two diasporas, as will be expanded in more detail in 
chapter four, share several proximities, to the extent that they might not be 
easily distinguishable to a non-expert Western eye. The high level of proximity 
is at the same time joined with various mechanisms of distancing in both 
diasporas and renders the relation between the two a complicated relation which 
also mirrors the complicated relation between the two countries of Iran and 
Afghanistan as neighboring countries. In bringing together a cultural product of 
each in this research, one aim is to bridge this gap and to contribute to the much-
needed dialogue between the two cultural fields.  

Grounded in these multiple layers of comparison, in this research, comparison 
alternates between being textual and contextual, depending on the research 
questions at stake. Moreover, it is integrated with a processual view as it is not 
only the adapted and the adaptation that are highlighted as points of focus. In 
this research, adaptation is not summed up in the finished media products, but 
there has as well been an attempt for tracing and interpreting some aspects of 
the processes. Inclusion of parts of the processes and contexts of adaptation 
reformulates the study object, as is delineated in the next section.  

 

3-3- Case study and the margins of the study 
objects  
This research is mainly shaped as an extensive case study of two cases. 
Although case studies and close readings of single or a few cultural products 
have been a main methodology in all disciplines concerned with aesthetic 
products, adaptation studies have been specifically criticized for its production 
of numerous case studies (as in Semenza and Hasenfratz 2015, Murray 2008). 
In interweaving text with context and product with process, this research stays 
with the centrality of case study and supports its importance, but does not look 
at it as an end in itself. This aim echoes what Katja Krebs suggests as the 
condition for a forward-looking use of case studies in adaptation studies: “while 
the case study is a well-established and rigorous methodology, it will only move 
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the field of adaptation studies on if it becomes a means to a conceptual end 
rather than an end in itself” (Krebs 2018, 207). 

Adaptation, seen as a media interrelation, starts long before the book-to-film 
process begins. If the aim is to look at the complexity of these interrelations, we 
should speak of adaptations in plural, rather than one single adaptation. This is 
also the case for the study objects in this research which respond to several texts 
and metatexts in their formation. Thus, the study object is here expanded and 
includes, beyond the media products, the author’s persona, and the context 
around the production of their works. This view of study objects is close to the 
notion of ‘work’ that John Bryant develops in his conceptualization of the “fluid 
text”:  

If adaptation is to achieve its proper textual legitimacy, we need 
a broader conception of geneticism in which the notion of work  
embraces all versions of a text, including sources and 
adaptations, and the creative process  is extended to include all 
forms of revision, both authorial and cultural (Bryant 2013, 47). 

To include the fluidity of contexts, processes, and relations as compartments of 
the object means to accept that the study objects will be unfinished and 
incomplete, since it is never possible to reconstruct the dynamics in-between 
and around the media product in their wholeness. Thus, the study objects are 
rather ‘mapped out’ instead of being identified and pinpointed. In mapping 
them out, materials other than the two media products, like translations, 
backstage footages and interviews, are included within the study object instead 
of working only as complementary information. At the same time, some other 
components of the process which had no direct relevance to the research 
questions are left out, like for example different versions of the screenplays.  

The processes of (re)creation in media production are oftentimes, intentionally 
and as much as possible, concealed, perhaps to provide clear-cut boundaries for 
the version which is presented to the audience. It is either through carefully 
choreographed and controlled representations of the backstage or in post-
production interviews that traces of the working process are made accessible 
for the public eye. Interestingly, the two authors, and the collective of agents 
and capital which accompany and surround them, have provided lots of traces 
from the process in form of paratextual information accompanying different 
versions of the works. It is even possible to imply that the path which is usually 
hidden is quite willingly revealed by the two authors as part of their process and 
the performance of self-adaptation and migrant authorship. 

Such a formulation of a study object is supported by recognizing the 
performative relation between the author and the work which was described in 
the previous chapter (22). In other words, this research is proposing that the 
boundary between the work and the life experience is more porous than it might 
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seem. Yet, to avoid drawing reductionist and naïve connections between the 
two by considering the work as a representation of the life, it is necessary to 
recognize the systems and dynamics which frame and interconnect the two in 
political and cultural terms. 

 Moreover, in this research, the study objects are rather ‘theoretical objects’ as 
defined by Mieke Bal: a work “that can teach us how to think, speak, and write 
about art” (Bal 2001, 6). In other words, theorization does not stop before the 
analysis. Instead, rather than demonstrating an application of the theoretical 
background on the study objects, the analysis extends the practice of 
theorization and the objects of study speak back to the theory by transforming 
and nuancing it. Alongside the move, new concepts are introduced and 
formulated throughout the analysis and in direct response to the specificities of 
the study objects. This is in this way that adaptation, primarily developed as an 
intermedial relation in chapter two, develops further through the analysis as a 
mechanism of self-location, transfer, borderwork and remembering.  

3-4- From specificity to generalization 
The capacity of the cases to act as theoretical objects is a main reason for the 
choice of these two specific cases for the study. The specific entanglement 
between migrant authorship and media interrelations which is materialized in 
the studied works is quite unique and informative. As stated earlier, migratory 
self-adaptation occupies a niche position and is not very much practiced. Even 
self-adaptation in general, without the migratory attribute, is more of an 
exception rather than a norm in the conventional division of labor in the culture 
industry. Yet, I argue that, despite the specificity, the findings and discussions 
of this research have a high potential to inform other phenomena and cases.  

First of all, the performative relation between the work and the author discussed 
here (and more in chapter two) is obviously not exclusive to migrant authorship. 
Such a performative relation is traceable in all sorts of authorship, most 
significantly in other authorial practices among minority groups, where the act 
of authoring is firmly interwoven with the formation of individual or collective 
identities. Secondly, the diversity of processes involved in the practice of 
migratory self-adaptation connects it as well to many other phenomena and 
captures an image of the complexity of interaction between different cultural 
drives and mechanisms.  

3-5- Working with different media 
Working with different media, which is the job of intermedial studies in general 
and adaptation studies in particular, necessitates as well a hybrid methodology, 
if it is not going to be a medium-ignorant comparison of content. As one of the 
main aims in this research is to pursue the way various media function 
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differently in different cultural and ideological settings, adopting a systematic 
approach is more than necessary. This is one of the reasons why adaptation is 
mostly looked at from the perspective of intermediality where the relation 
between media is viewed in the larger framework of communication. As 
expanded in the previous chapter, an intermedial framework offers a solid basis 
for comparing media with its distinct focus on material, sensorial, 
spatiotemporal and semiotic aspects of media products. Such framework helps 
to keep the similarities and differences of different media constantly into view 
throughout the analysis.  

With the cross-pollination between the terminology used for discussions on 
migration cultural productions with that of intermediality, two aims are secured 
in the analysis of migration cultural productions: first, focus on material and 
practical conditions of communication which is a general aim of this research; 
and second, avoiding logocentrism. Both of these aspects are among the main 
contribution of intermedial studies in studying communication and cultural 
artefacts. The entanglement of these two aims goes with my two-faceted broad 
argument as I, on one hand, am arguing for an analysis rooted in the practical 
and the material, and on the other hand, am proposing that, in a migratory 
context, there is a higher potential for foregrounded intermedial and multimodal 
communication to emerge, due to failure of logos and abundance of difference.  

However, the focus in intermedial analysis is on interpretation rather than 
production of media and meaning, and this makes it a less tenable approach for 
this research which is focused as much on the authorship as on the works. The 
intermedial framework is thus complemented here with a comparative idea of 
authorship, and intermedial interrelations are, as previously mentioned, looked 
at as well as ‘strategies’: relations that can be manipulated in various ways to 
achieve certain aims. These strategies are joined with others like translational 
strategies in migratory self-adaptation and form a general idea of authorial 
strategies in migrancy.  

Differences between the notions of authorship in different media is an important 
methodological challenge this research faces. Authorship is a matter of creative 
labor, decision-making and ownership coming together. The notion of the 
author differs across the media-types involved in this study. While the graphic 
novel and the novel, bear the name and seem to be the eventual product of the 
work of a single author, the notion becomes further contested when it comes to 
the film. Although conventionally it is the director who is named as the author 
of the film, it is not possible to ignore the collaborative nature of creation and 
authorship in film and speak of the same self authoring twice in self-adaptation.  

The moment a medium necessitates a collaborative mode of production, it 
becomes more probable for “joint authorship” to emerge, (Sellors 2007, 270) 
as various components of the finished work are authored by different authorial 
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agents. Bordwell and Thompson suggest control and decision-making as 
defining factors determining the person to whom authorship should be assigned 
in film (Bordwell, Thompson, and Smith 1993, 30). Livingston expands this 
premise by questioning the notion of control, which, he argues “can mean many 
different things in such a context-from the ability to perform certain tasks in a 
skilled manner, to having and exercising some kind of social authority” 
(Livingston 1997, 139). Accordingly, he proposes “to think of global authorship 
of a work as a matter of degree” (143) as a solution, rather than an absolute 
position for one or a few individuals.  

Janet Staiger, primarily viewing authorship as “a way of looking at films” (28) 
brings different notions of authorship together, suggesting to regard authorship 
as origin; personality; a sociology of production; signature; reading strategy; 
site of discourse and a technique of self (Staiger 2003). In sum, she aptly argues 
that researching authorship is indeed to trace the “question of causality” around 
the film (28). Thus, instead of tracking the intentions of the director as an auteur, 
looking at authorship can be a quest for lines of causality and agencies behind 
the work, most of which might not conventionally be considered to be authorial 
drives.  

This causality gets more complicated when it comes to film adaptations. In 
adaptations, there is on one hand the interaction between the authorial agencies 
of the adapted and those of the adaptation which might as well turn into 
tensions. On the other hand, there is the question of the process in which one 
type of authorship is transformed to the other throughout the transformation of 
the medium. One solution has been to look more attentively at the bridging 
entities and intermediary agents. Among the authorial agencies other than the 
directors, screenwriters have come to view more than before in authorship 
studies in general and in adaptation studies in particular (Boozer 2008).  

Thomas Leitch rightly argues that “authorship, like consensual approval and 
canonical status, is a genre defined by a series of performances after the fact” 
(Leitch 2016, 124). According to him, in the industry and among mass 
audiences, films are mainly and mostly identified by their directors or stars as 
“Hollywood has valued and fetishized the functions of authorship as 
commodity branding far too highly to entrust these functions, as the publishing 
industry still does, to the authors of novels or plays or moviescripts” (121). 

Adopting a multi-faceted approach to authorship in light of these insights, in 
this research, authorship will be looked at as a question and a position in 
formation and transition rather than an already-assigned status. Regarding the 
assumedly solitary types of authorship, the collaborative aspects are highlighted 
by mapping out the networks of influence and support at work in the production, 
publication and recognition of the books. On the cinematic side of the works, 
the importance of co-authors and their role in the formation and legitimization 
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of the works is equally studied. Furthermore, in addition to the acknowledged 
co-authors, when looking at the processes of adaptation and film production, 
additional attention has been dedicated to some of the other collaborators whose 
authoring role might not have been acknowledged.  

3-6- Self and intention as methodological problems 
A problem still remains with the notion of self and its relation with authorship. 
Formulating authorship as a technique of the self, Staiger expands on the way 
the two are intertwined, in a passage worth quoting in length:   

Authorship is also a technique of the self, creating and 
recreating the individual as an acting subject within history. The 
message produced should not be considered a direct expression 
of a wholly constituted origin with presence or personality or 
preoccupations. Yet the message is produced from 
circumstances in which the individual conceives a self as able 
to act. The individual believes in the author-function, and this 
works because the discursive structure (our culture) in which 
the individual acts also believes in it (Staiger 2003, 50).  

Staiger’s position reformulates the aforementioned performative relation 
between the author and the work as a complex relation between self and 
authorship. This complex relation gains further relevance in relation to the cases 
of this research. The ‘self’ of self-adaptation is both obvious and dubious.  At 
first, the maintenance of authority over the two works makes the idea of self-
adaptation quite tenable. But the self starts to get further contested as we delve 
into the notion and the specificities of authorship in each media.  

The move from autographics and novel to film is, seemingly, a move from 
authoring in solitude to authoring with a crowd. Such a move also problematizes 
the idea of talking about a ‘self’ forming and transforming in the process of self-
adaptation. In self-translation1, for example, it is easier to talk about the same 
self as the creator and the one holding authority over both versions. But 
continuity of self becomes less tenable with the transformation of media and its 
expansion to a highly multimodal one which necessitates a collaboration of 
numerous people with distinct media expertise. This is in addition to the 
complicated and contested nature of ‘self’ as a concept.  

These issues are dealt with in this research with the following considerations. 
First of all, the self in the term self-adaptation here denotes more than anything 
a continuation of authorial power across the process of adaptation. Thus, a 
delimited notion of self is implied, namely that the research is not going in the 
direction of scrutinizing the ‘self’ of the author, as for example a research solely 

                                                
1 - More on self-translation and its relation to self-adaptation in chapter six, pp 109-112 
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focused on autobiographicality of the works would do. Nevertheless, the 
autobiographical quality of one of the cases and the importance of the migrant 
identity in the whole discussion necessitates a frequent re-emergence of the 
notion of self with different meanings: the collective self, self of the migrant 
agent, the authorial self, the witnessing self, the narrating self, the narrated self 
and the individual self as a member of a collective self.  

Thus, in addition to the delimited notion of self, self is traced with an open 
approach which keeps track of its different faces and formulations. In this way, 
a dynamic and performative notion of self is applied in the research. In other 
words, this research is following the notion of self in the way Anthony Elliott 
defines it: “Selfhood is flexible, fractured, fragmented, decentred and brittle 
[…] As the pace, intensity and complexity of contemporary culture accelerate, 
so too does the self become increasingly dispersed (Elliott 2007, 8)”.  

One last note regarding self and authorship is about intention. Research on 
authorship risks to get in the trap of intentional fallacy, as we’ve been reminded 
by Wimsatt and Beardsley (1946). Although we have been aware of the pitfall 
and have been even informed of the death of the author long ago, we still most 
often re-construct the author’s agency in the analysis as if we are well aware of 
the author’s intentions and their process of working. To take the intentionality 
into account while avoiding an ungrounded assumption of intentions, the 
research is done with an understanding of intentions as fluid, partial and prone 
to change and dispersal.  

Such dynamic understanding of authorial intentions is formulated by Colin 
Burnett as “intentional flux” which considers intention in its collaborative 
formation across time: “Stages of practical art-making –fresh moments of 
intention related to skill acquisition, collaboration, and fine-grained, local 
innovation– intervene between the initiating stances and the final works” 
(Burnett 2013, 113). With this viewpoint, the stated intentions in the interviews 
are regarded as ‘post-production constructed’ intentions and the attempt has 
been to look at the processes and potentials rather than tracking the intentions 
of the authors. In other words, the point is not to see if the works have achieved 
the author’s goals but is to look at what migratory self-adaptation has done to 
the narrative and to the authorship of the author.  

* 

With this interdisciplinary and intermedial methodological framework outlined 
above, in the next section, I move to the four-step, extensive case study of 
migratory self-adaptation, as materialized in Persepolis and The Patience 
Stone.     
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Chapter Four: Migratory Self-
adaptation as Self-location  

This chapter presents the first step of the analysis in which the focus is on 
positionalities of the works and the authors in different contexts, as caused or 
facilitated by migratory self-adaptation. The chapter draws back on the idea of 
the ‘multi-directional diasporic desire/obligation to communicate’ and ‘the 
challenge of addressing’ that were developed in chapter two as the basis for 
migrant authorship. The multi-directionality of the authorial drive, as will be 
illustrated in this chapter, is materialized in multiple positionalities taken by the 
authors and the works, across the home and host cultures, as well as the global 
spheres.  

To describe and analyze these positionalities, two new concepts are introduced. 
Self-location describes the different position-takings and mediasphere, as 
previously mentioned, refers to the different territories of media usage. The two 
concepts are explained in detail in the first section of the chapter and are then 
used in the next two sections for mapping out the positionalities of The Patience 
Stone and Persepolis, respectively.  

 

4-1- Self-location across mediaspheres 
The intercultural position of migrant authors like Satrapi and Rahimi 
foregrounds the dynamics of exclusion and inclusion in the several national or 
transnational cultural fields they are connected to. Basic questions that 
generally frame any sort of authorship, like whom one should address as the 
audience of one’s work, gain new implications for the migrant author for whom 
language and cultural background are no longer transparent givens. These 
questions are immediately linked to the way cultural and artistic production 
practices are entangled with questions of citizenship1, and demonstrate to such 
extent a contestation of the latter might lead to the reformulation of acts of 
authoring in various levels.     

In such context, acts of authoring, on one hand, are shaped in response to the 
exclusionary dynamics which predefine them and on the other hand give rise to 
various levels of agency to contest these dynamics. These interactions are 
studied here as problematics of ‘self-location’, a synthesis of positionality and 
orientation, which frames authoring in migrancy, and for which migratory self-
adaptation appears to be an effective and multi-directional strategy.  

                                                
1 - I will come back to the relation between migratory self-adaptation and citizenship in chapter eight. 
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‘Self-location’ borrows here from the idea of ‘politics of self-location’ 
discussed by Bishnupriya Gosh and Bhaskar Sarkar in their 1995 article on 
“The Cinema of displacement”, but is used in a slightly different way. In their 
view, self-location, or a failure of it, is an important undercurrent of cinema of 
displacement. Trying to link the poetics and politics of cinema of displacement, 
they suggest self-location to mean as defining “the zone that one occupies in 
the continuum of displacement” (1995, 103) in terms of space and identity. In 
my idea of self-location, it is not only important to identify and map out the 
zone, but also the orientation and direction, as self-location is equally a question 
of ‘taking position’ as well as positioning. Self-location has obviously a 
territorial aspect –where to be present, the home country or the host–, but is not 
only about that. It is equally related to taking stances and enacting political 
moves in relation to this or that official narrative.  

Though seemingly a matter of choice and liberty, self-location is not always 
dependent on the will of the authors, but is to a great extent determined by the 
mechanisms of inclusion and exclusion at stake in every cultural field. The 
dynamics and status of self-location can be traced by looking at different criteria 
including the choice of language, medium and genre, as well as the places and 
conditions of publication and distribution. Furthermore, the information 
provided in the context of distribution and reception in form of interviews, 
production notes and backstage videos, though oftentimes referring to post-
production constructed intentions of the authors and other authorial agents, can 
shed light on the processes and decisions that have determined the 
positionalities of the works and the authors. 

Problematics of self-location for the migrant author are not necessarily either/or 
host-home situations. On one hand, there are not always only two distinct 
cultural fields one has to deal with, and on the other hand, the distance and 
boundaries between various spaces are increasingly blurred. Moreover, media 
interventions like migratory self-adaptation transform the problematics and 
politics of self-location at different degrees. Adaptation in general has the 
potential to extend the afterlife of a work in temporal and spatial terms, and in 
this situation, this potential of adaptation is tied with particular aspects of 
migrancy and authoring in migration. Such strategical moves as migratory self-
adaptation might even result in a negation of definite self-location by locating 
different versions of the authorship and the works in multiple places.  

For Rahimi and Satrapi, the initial question of self-location should have been to 
choose between the Middle Eastern, Persian-speaking audience in the first place 
and the French speaking society of arrival. In general terms, each author has 
dealt with the question differently. Rahimi’s career demonstrates more of a 
fluctuation between languages and cultural settings as The Patience Stone is 



 59 

preceded mostly by Persian works published in Iran1. For Satrapi, the choice 
seems to have been a more transparent one as she has addressed the Western 
French audience from the initial steps of her career in terms of language, media 
and cultural conventions of media production and has continued to maintain the 
same approach of primarily addressing the local and global spheres of the 
Western cultural market throughout her career.  

In both Persepolis and The Patience Stone, the Western (French) audience and 
cultural market is the initial direction adopted with the first version of the 
works. The recreation and transmediation have later changed the dynamics for 
both of the works in different ways, resulting in new positionalities for both the 
adaptation and the adapted. For one, through adaptation, the narrative is actively 
re-directed to the Afghan context as early as in its production phase. For the 
other, the Frenchness is persevered during the production phase, but the new 
medium has facilitated and transformed the narrative’s connection to the Iranian 
context.  

The challenge of addressing is thus initiated in a two-sided Middle East-France 
dynamic, positioned in the broader frame of East-West, which is as well 
portrayed, explicitly or implicitly, in the narratives. The challenge is, however, 
not limited to this dichotomy. Rather, it is further positioned in an international 
context, formed by translations –especially to English–, as well as the 
adaptation, and consequently or simultaneously by the network of prizes, 
festival receptions, and formal and informal criticism. With the practice of 
migratory self-adaptation, the migrant authors and the narratives have taken 
different positions in different cultural settings. While this phenomenon can 
happen to any narrative which travels across media and cultures, in this case the 
active engagement of the migrant authors and their biographical specificities 
which is marked with an East/West contradiction, distinguishes the process. 
Self-adaptation has thus worked as a tactic to tackle –and to even avoid– the 
challenge of addressing, in different ways for the authors and the works. 

To look at these diverse positionalities and the relation established between 
them in a more nuanced way, I choose to map out the production, recreation 
and reception of the works throughout the different ‘mediaspheres’ they have 
traversed. The notion of ‘mediasphere’ is used in this research to highlight the 
territoriality of media usage, and to foreground and diversify the dynamics of 
“qualifying” in Elleström’s qualified media. Mediasphere is in other words a 
context or cultural field determined by specific territorial media usage.  

In general, the notion of mediasphere is used, mainly in communication and 
journalism, as the “collective ecology” of media. Jeff Lewis, in Crisis in the 

                                                
1 - As will be explained later in this chapter (68), Iran, with its cultural, linguistic and geographical 
proximity, has worked in some periods as an alternative publishing space for Persian-speaking Afghan 
authors in the absence of one in Afghanistan. 
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Global Mediasphere, defines mediasphere as the “collective space in which our 
individual consciousness engages with a pre-existing and always evolving 
dynamic of knowing that assembles through language, power, history and the 
labyrinthal processes of meaning-making” (2010, 2). Lewis points to the 
important fact that it is neither possible to speak of a world outside a 
mediasphere nor of a mediasphere which is not entangled with the everyday 
life.   

The notion of mediasphere can as well have a relation of association and 
conceptual proximity with Yuri Lotman’s notion of ‘semiosphere’ (1990), “the 
semiotic space, out of which semiosis itself cannot exist” (2005, 208). Lotman’s 
semiosphere is a spatial, territorial and structural concept, referring to a broad 
practice of semiosis which has now “taken on a global character, and includes 
within itself the call signs of satellites, the verse of poets and the cry of animals” 
(219). In his conceptualization of the semiosphere, Lotman not only speaks of 
the semiosphere, but semiospheres or multiple cultural territories of semiosis 
that are defined by boundaries that separate them, while at the same time putting 
them into contact.  

Lotman defines “semiotic homogeneity” and “individuality” as the two 
defining elements (208) of a semiosphere, secured by ‘boundaries’. Notions of 
border and boundary are of high importance in formation of a semiosphere, and 
like the semiosphere itself, they refer to an abstract sense of space, which is not 
metaphorical, but real. Borders of the semiosphere determine and form its 
personality and individuality as, first of all, in Lotman’s view, the function of 
any border “comes down to a limitation of penetration, filtering and the 
transformative processing of the external to the internal” (210). Secondly, 
borders create the other for the semiosphere since every semiosphere requires 
a “‘chaotic’ external sphere and constructs this itself in cases where this does 
not exist” (212). In other words, from the internal point of view of a specific 
semiosphere, this othered space, which is oftentimes another semiosphere, is 
positioned as extra-semiotic or non-semiotic.  

In Lotman’s view, borders are not reduced to lines of distinction and 
differentiation, but quite to the contrary, he gives a dynamic and performative 
definition for border as an entity comprised of multiple border-points that are 
indeed points of contact where semiosis is accelerated1. In his view, “just as in 
mathematics the border represents a multiplicity of points, belonging 
simultaneously to both the internal and external space, the semiotic border is 
represented by the sum of bilingual translatable “filters” (208).  

The notion of ‘mediasphere’, as is being used here, is a further specified level 
of the semiosphere(s) as it is mainly about the collective ecology of qualified 
                                                
1 - The dynamic understanding of ‘borders’ will be further expanded in chapter five where adaptation is 
studied as a practice of bordering.  
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media, and not semiosis in global terms, positioned further in the political and 
industrial settings of production, distribution, reception and recognition of 
artistic and non-artistic media products. Mediasphere, as suggested here, is 
formed by interrelations between different levels of media and mediation, that, 
while containing certain level of stability, are in constant change. Like 
semiosphere, mediasphere is shaped and reshaped in various levels and multiple 
layers, not necessarily always overlapping with nations and demarcated 
territories, but constantly affected by dynamics of inclusion and exclusion, 
especially those materialized in conventions and regulations regarding language 
and cultural production.  

Rahimi’s work moves across media of novel and film and across France, 
Afghanistan and a global scene. Satrapi’s work, in turn, moves across media of 
comics and animation film, and across France, Iran and a global scene. These 
trajectories intersect on spots in specific mediaspheres which accommodate the 
works in one way or another and imbue them with new meanings. In return, the 
special positionalities of the works impact the borders and internal dynamics of 
the mediaspheres, notably in more malleable and less institutionalized spheres. 
The analytical vigor of the notion of mediasphere emerges indeed better in such 
situations of transition and dispersion, like that of diaspora or emerging media 
cultures, as is further demonstrated in relation to the Afghan and Iranian 
diaspora cultural production, as well as the Post-Taliban media culture in 
Afghanistan.  

4-2- Positionalities of The Patience Stone   
The novel, the film and the author of The Patience Stone, as well as the 
processes of (re)creation of the narrative, are separately or simultaneously 
framed in various mediaspheres which I map out and categorize as French 
mediasphere and more specifically the French/Francophone literature; Afghan, 
post-Taliban mediasphere; Transcultural/diasporic afghan cultural production; 
and global imaging of Afghanistan in mass media.  Each of these mediaspheres 
are distinguished by the usage of certain media within or in relation to certain 
territories and the way the choice and the usage of specific media is shaped by 
the social and cultural conventions of those specific cartographies.  It is outside 
the capacity and scope of this research to independently map out all the 
mediaspheres in detail. The aim here is rather to demonstrate and analyze the 
most salient and relevant aspects of the mediaspheres in relation to which one 
or both of the media products, as well as the agents and processes of their 
production and reception, are positioned.  

For The Patience Stone, the French cultural field frames the production and 
initial reception of the novel and is as well present in the transnational 
production of the film. It is mainly in recognition of the book in the literary field 
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where the dynamics of inclusion and exclusion in this cultural field stand out. 
The book was published by ‘Les Editions de Minuit’, the renowned French 
publishing company which began its work as an underground publisher in 1941 
–during French resistance–, and has to date published works by notable French 
authors, from Aragon, to Becket to Echenoz, and remarkably, works of the 
‘Nouveau Roman’ movement, by which Rahimi claims to be vastly inspired1. 
The novel won the prestigious Prix Goncourt in 2008, which not only enforced 
the canonical and the progressive positionality induced by its publication 
context, but furthermore captured it as an emblem of French inclusivity.  

The recognition was preceded by a discussion on “Littérature-monde française” 
–world literature in French–, which was initiated in March 2007 by a manifesto 
published in Le Monde, signed by forty renown French authors and followed 
by an edited collection of articles entitled Pour une Littérature-monde  (Le Bris, 
Rouaud, and Almassy 2007). Proponents of the manifesto declared the existing 
French/Francophone distinction to be an obsolete and unfunctional remnant of 
colonialism which is no more relevant to the reality of the literature produced 
in French. Questioning the center-periphery logic at the base of this 
categorization, they pointed to the dispersal of the center:  

Later, it will be perhaps said that it was a historic moment: Le 
Goncourt, le Grand Prix du roman de l'Académie française, le 
Renaudot, le Femina, le Goncourt des lycéens, awarded t to 
writers from outside France in one season. […] The center, as 
manifested by the autumn (literary) prizes, is now everywhere, 
around the world. Francophonie has perished, and a world 
literature in French is being born (Le Bris, Rouaud, and 
Almassy 2007, My translation). 

As is clear from the quote above, major literary prizes attributed to non-natives 
were argued to be the main sign of a new, inclusive French literature which 
goes beyond the French/Francophone dichotomy and becomes world literature. 
The manifesto faced wide and contested reactions and was criticized, either for 
being a utopian idea, or for perpetuating and reconstructing the same neo-
colonial relations it is denouncing, by proposing an undifferentiated 
universalism which still has central publishing industries and mainstream 
literary events at its back2.  

                                                
1 - Personal interview (conducted in 2015). Rahimi attributes the cinematic aura of the novel to his 
nouveau roman tendencies rather than a prospect of adaptation already framing the novel.  
2 For instance in : Porra, Véronique. "Malaise dans la littérature-monde (en français): de la reprise des 
discours aux paradoxes de l’énonciation." Recherches & Travaux 76 (2010): 109-129; Kleppinger, 
Kathryn. "What's Wrong with the littérature-monde Manifesto?" Contemporary French and 
Francophone Studies14.1 (2010): 77-84. 
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It was in this atmosphere that the 2008 Goncourt prize was attributed to 
Rahimi’s book. The prize, subsequently, positioned him on an ever-expanding 
list of francophone authors including Tahar Ben Jelloun, Patrick Chamoiseau, 
Andreï Makine, Amin Maalouf and Ahmadou Kourouma (Thomas 2010, 148); 
mostly male non-native writers of the French language who, despite the 
differing dynamics of their relations with the French language, are still centrally 
positioned in terms of publication and circulation of their works (149).   

This specific contextual framing of Rahimi’s work affected as well the way his 
relation to the French language was formulated: an individual and willing 
choice of language based on Francophilia, assumedly founded on the so-called 
liberating forces of the French language and culture. This Frenchness is 
attenuated on the cinematic version of the work as the film was mostly 
acknowledged as an Afghan film and was selected as the Afghan entry at the 
85th Academy awards. However, the transnational production crew and most 
prominently Rahimi’s collaboration with Jean-Claude Carrière in writing the 
screenplay of the film, restored, to some extent, the Western framing and the 
prestige-induced internationality which frames the literary version.  

On the other side of the process, almost positioned in contrast to the French 
literary field, is the Post-Taliban Afghan mediasphere which mainly frames the 
film1 and can be described as a mediasphere in transition, especially during the 
years that the film came out. This young mediasphere is shaped by two mostly 
contradicting drives: international (mostly American) funding and policy 
making; and local endeavors and media tensions between different political 
groups with strong ideological agendas. Beside this duality of ideological 
approaches exists another duality of technological means of communication. As 
Shir Mohammad Rawan argued in an article published in the first year of the 
post-Taliban era, a co-existence of modern and traditional modes of 
communication characterizes Afghan sphere of communication in a way that 
“the various layers of communication in Afghanistan have a bipolar structure” 
(2002, 155). 

Furthermore, and significantly, it is a mediasphere which is discursively 
positioned in opposition to the mediaphobic era of Taliban. The post-Taliban 
mediasphere has had to face the residues of the mediaphobia as well as other 
active fundamentalist attitudes towards media and representation. 

                                                
1 - In practice, the book reached the Afghan mediasphere much later than its publication in French. A 
Persian translation of the book was published in Iran in 2009 (tr. Sasan Tabassomi) but assumedly it 
couldn’t reach the Afghan book market due to the lack of infrastructures and cultural interrelations 
between the two literary fields. Another more internationally accessible Persian translation (tr. Siamand 
Zandi) came out in 2012, the same year as the release of the film, by CreateSpace which is a self-
publishing, on-demand publishing service owned by Amazon, and thus not so easily accessible in 
Afghanistan.   
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Emblematized in their destruction of the ancient statue ‘Buddhas of Bamyan’1, 
Taliban’s approach to art and media is generally considered to be iconoclastic 
and mediaphobic. During the time of their ruling (1996-2001), in parts of the 
country that where under their control, all media usage, including cinema and 
television, was banned except for Taliban’s one-channel radio, Radio Shari’a2.  

In an effort to further their influence and control over the daily 
lives of Afghans, the Taliban deemed media morally corrupt – 
the consequence of owning a television set was imprisonment 
(Köroglu, 2011). The outlawing of media throughout the 
country curtailed access to information. And, where Afghans 
had access to few outlets, for example, Radio Shariat, they 
served as a political tool furthering Taliban-related interests 
(Hatef and Cooke 2020, 116).  

The mediaphobic attitude is though not limited to Taliban. Different groups 
among Mujahedeen, the main parties fighting the pro-Soviet government in 
Afghanistan in the seventies who are still the main legitimized political forces 
in the country, hold quite similar fundamentalist and Islamist attitudes which 
affect the production and usage of media. A (if not the) significant point where 
the two groups come very close together is the issues regarding gender and 
women, and consequently, representation of women and their active 
engagement in the media sector.  

In the article “A history of women in Afghanistan”, Huma Ahmad-Ghosh 
chooses to gather both groups under the label of “Afghan fundamentalists”, 
referring to their similar approach in delimiting the mobility and visibility of 
women (Ahmed-Ghosh 2003). Likewise, in its 1999 report, Amnesty 
International points to the focality of women issues in the tensions between 
these political groups.   

All Afghan political groups have used the status of women as a 
political tool to claim legitimacy or popularity vis a vis other 
faction. […] Invoking religion and Afghan culture, most armed 
groups have made pronouncements about appropriate behaviour 
for women, imposing restrictions on their freedom of movement 
and access to employment and education in areas they 
controlled. […] given the unorganized structure of Mujahideen 
groups and the unstable alliance that made up the interim 
government after the collapse of the communist government in 
1992, the application and enforcement of restrictions on women 

                                                
1 - Two statues of Buddha, carved in a cliff in the Hazarajat region of Afghanistan which dated back to 
6th century, were blown up by Taliban in 2001 as they were believed to be signs of idolatry and 
blasphemy.  
2 - The word Shari’a or Shariat translates to ‘Islamic Law’  
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was unsystematic and inconsistent. […] despite the 
improvements brought by the Taleban 1  in some aspects of 
personal security, serious human rights abuses have continued 
to be reported in Taleban-controlled areas (1999, 2). 

Media have had an important role in the violent ordering of women’s lives and 
bodies and have acted as tools of limitation as well as scenes of elimination for 
them. Under Taliban, Radio Shari’a announced the list of new duties for men 
and women on a daily basis, which for women “meant no longer being able to 
go outside except to buy food” (Ahmed-Ghosh 2003, 7). Before Taliban and 
during the civil war (1992-1996), Mujahedeen prohibited the broadcast of 
images of women on television (Christian and Bunyan 2004). Even in the post-
Taliban era and under the new constitution which attests to gender equality, 
women performers have been banned from working in television and radio in 
some parts of the country, as for example in the Southeastern province of 
Jalalabad in 2004 (ibid).  

What is called the ‘independent Afghan media’, the transnational, USA-backed 
and rapidly developing conglomerate of different mass media, countered this 
male-centered and mediaphobic past (and present), first and foremost with a 
radio channel- Radio Arman2-. The radio, “breaking several cultural barriers 
while amassing a large number of listeners” (Hatef and Cooke 2020, 117), was 
initiated by Saad Mohseni, a former member of the Afghan diaspora who 
returned to the country soon after the overthrown of Taliban and, in matter of a 
few years, established a large family business of media production, Moby 
Group3. The burgeoning mediasphere has thus taken shape by the help of 
returned diaspora–including Rahimi, local entrepreneurs and US and 
international funding. After only a decade, it turned into a vast arena of 
“hundreds of print publications and over 80 TV and 175 radio stations”, 
propagated as “one of the country’s ‘biggest achievements’” by Afghan 
authorities (Dalton 2014, 329). 

 Holding a critical stance towards US media interventions, Hatef and Cooke 
argue that Taliban’s utmost mediaphobia had created a “fairly untapped and 
fertile media landscape” which, in the aftermath of their overthrown, provided 
“both an opportunity to influence the social rebuilding of Afghanistan, and also 
a potentially lucrative investment opportunity in a new malleable Afghan media 
system” (2020, 121-122). Demonstrating that “U.S.’s interest in Afghanistan’s 
media system predates the 2001 invasion” (116) they point to importance of 

                                                
1 - Another transliteration for Taliban, closer to the Persian pronunciation of the word 
2 - The word Arman Translates to ‘wish’ and ‘purpose’ 
3 - The company – Moby Group – is considered to be the main emblem of “Murdochization of media” 
in Afghanistan, not only because of its management patterns but due to the direct financial support, 
collaboration and consultancy it receives from the American media mogul’s company.   
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media interventions in the Middle East for US political agendas, based on the 
presumption that  

the mass communication infrastructure can play an important 
role in “modernizing” societies, and move them away from 
traditional or “primitive” forms of social organization. This of 
course is supposed to result in a “modern” society, which can 
be read as Western/consumer friendly (115).  

This agenda is followed in Afghanistan mainly with a focus on entertainment 
and is vastly formed by adaptation of global formats. Diverse and numerous 
Afghan versions of globally watched reality shows are produced and are widely 
celebrated for “demonstrating democratic practices (such as voting), 
encouraging ethnic/national unity, building trust and respect for authority, and 
presenting a new idealistic and democratic vision” (121). Furthermore, they 
induce a sense of normalcy and inclusion in the global media conversation for 
the Afghan citizens.  

Moreover, the emerging mediasphere is strongly shaped by the focality of 
visual representation, and in particular television. While this is not surprising 
when viewed in relation to the global media consumption, the importance of 
visuality has particular ideological and practical reasons too. On one hand, it is 
a move in response to the iconoclastic fundamentalist media agenda. 
Furthermore, as Hatef and Cooke argue, “it can transcend literacy issues and 
reach a large number of Afghans with minimal technological needs” (117).  

Adaptation of The Patience Stone is made possible in this post-Taliban, 
diaspora-affected and transnationally formed front of the transitioning 
mediasphere of Afghanistan which moves towards visuality. The issue of 
literacy is as well mentioned by the author as one of the main reasons for 
preferring the medium of film in the Afghan context1. At the same time, the 
film is responding to the fundamentalist understanding of media which is 
nevertheless not wiped off from the country’s media system and frames the 
narrative time. Within the narrative of the film, radio, the media of the Afghan 
fundamentalists, is a constant presence contextualizing the narrative, working 
indeed as a means of discipline and oppression.  

Radio enters the film right from the beginning and pins it to the sociohistorical 
turbulences of Afghanistan. In the novel, the sole sentence which mentions 
Afghanistan is that of the peri-text, maintaining that it is happening “somewhere 
in Afghanistan or elsewhere” (279). The counterpart to this information in the 
film is a recorded speech which accompanies the opening credits. It is actually 
not a single speech but a combination of different compartments, each 
compartment presenting an almost ten second manifesto of a political power 

                                                
1 -Personal interview 
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which has once been ruling over Afghanistan: the Russians, the Afghan 
Mujaheds and Taliban. These short verbal excerpts are sequenced according to 
the historical order of dominators. Starting with the Soviet invasion, the radio 
voice briefly reviews the war-stricken history of the country by presenting a 
history of domination and finally reaches the era of the Taliban.  

The sociohistorical setting of the narrative is thus represented by a 
representation of the emblematic media of the oppressing group – radio – as the 
speech very much resembles political radio manifestos. Because the speech is 
brief and not easily perceptible, it may escape the ear of many of the spectators, 
especially those unfamiliar with the history of Afghanistan. This furtiveness 
could be a way to destabilize the specified temporality of the narrative which 
functions like the “or elsewhere” in the novel’s peri-text. Later on, the narrative 
is punctuated in several instances by the voice of the radio which penetrates the 
home from outside. The radio becomes a mode of oppression and dictation in 
the film from the voice of which no citizen can ever escape, as it is being aired 
in the city – as Radio Shari’a had been –. In this way, the radio does not permit 
a level of agency and decision-making to its listeners and conveys nothing but 
religious sermons.  

The novel and the film are not only positioned in these two mediaspheres which 
can be situated almost as poles of a spectrum, but are simultaneously framed 
and interpreted with the overshadowing ‘global imaging of Afghanistan’ and 
cultural and media productions of the ‘Afghan diaspora’ which is as well a field 
in formation. The Patience Stone was published seven years after September 11 
attacks and the following Us invasion of Afghanistan, the two utmost events of 
the beginning of 21st century which brought Afghanistan to the center of the 
universal media scene. As Allison Donnell argues, “post-11 September, a 
political situation and a human rights crisis that had been happening, and was 
known to be happening for many years was suddenly and strategically made 
media-visible” (2003, 123).  

The image of the Afghan woman has been an important part of this media-
event: the silhouette under the livid, all-covering Burqa; the supposedly 
silenced victim to the violence and misogyny of the – at least at the time1– 
demonized Taliban; and the captive whose so-called liberation became in 
practice a justification for the US invasion of the country. This universal 
imagery became a symbol of oppression and at the same time an icon for the 
unfamiliar and unrecognizable body of the other, providing the safe distance 
for the Western audience to absorb the discussion around the necessity of the 
war and be persuaded.  
                                                
1 - It is ‘at least at the time’ because this thesis is being written at a time when the United States is 
negotiating with Taliban on a peace agreement. These negotiations have engendered widespread 
concerns regarding a probable backlash to fundamentalism which will mostly affect women and sexual, 
ethnic, and religious minorities.  
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To counteract the undifferentiated attitude towards war, scholars, journalists 
and filmmakers, who were mostly on the anti-war front of the dispute, 
attempted to humanize this veiled, enigmatic entity called the Afghan woman 
and argued for her agency and resistance against the Western gaze. In a few 
years, different media products, a lot of them with the titles like Behind or 
Beneath the veil1, were produced, promising to represent the ‘true’ Afghan 
woman by portraying the private life and uncovered face of a few women in 
Kabul. In the theoretic field, this approach is for example materialized in Mark 
Graham’s comments in the book Afghanistan in Cinema:  

 She2, and the Afghanistan she embodies, stares back at us like 
a private abyss suddenly made public. […] What emerges from 
the shadowy folds of the chadari to stare back at us then is not 
simply Afghanistan but Afghanistan as Islam, as an independent 
and resistant force. […] The subaltern does not have to speak 
here. She merely needs to be. Indeed, the Afghan woman as 
Muslim archetype was never a subaltern at all (2010, 2-4)3.  

The global imaging of Afghanistan also included a vast array of artistic media 
production, “novels, films, graphic novels, memoirs, and drama–that was 
brought into existence by the American invasion of Afghanistan” (Ivanchikova 
2017) and is, significantly, mostly authored by non-Afghan artists.  

Alongside this arena of cultural production, a minor diasporic mediasphere is 
as well shaped by migrant Afghan authors whose work have generally been 
positioned at a double inside/outside position. Afghanistan has been on top of 
the list of refugee-sending countries for several years. Internal wars, foreign 
military interventions, environmental hardships and economic problems 
resulting from them has made migration an urgent response for Afghans, not 
only to seek a better life, as is the case for many migrants, but for achieving the 
minimum security and welfare.  

Scholars consider migration as “embedded in the Afghan way of life” and “ a 
key element of the culture, social and economic fabric” of Afghanistan 
(Kuschminder and Dora 2009, 36). Trying to tackle the complexity of Afghan 
migration with an approach which defies the general victimizing attitude, 
Alessandro Monsutti argues for migration to be considered as a “normality” and 
a marker of “resilience and inventiveness of the Afghan population”  (Monsutti 
2008, 59). However, in my view, the impact of political turbulences, conflicts 

                                                
1 - Examples are Beneath the Veil (2001) dir. Saira Shah, British journalist and Behind the Veil: Afghan 
Women under Fundamentalism (2001) dir. Richard Wolf, American documentary filmmaker.  
2 - The ‘she’ here refers particularly to ‘Sharbat Gula’ whose portrait was published as the “Afghan Girl” 
on the June 1985 cover of National Geographic and is still an emblematic image of the Afghan Woman.  
3 - It is out of the scope and aim of the current discussion but I should note that I am critical of Graham’s 
‘gaze’ in analyzing the photography of Sharbat Gula and which tends to be a touristic and patronizing 
gaze and in some instances even goes as far as to normalize the oppression Afghan women have faced.  
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and stark infringements of human rights should not be tuned down by 
considering Afghans’ forced displacements as a normality.   

Consequently, Afghan diaspora has taken shape across various countries, 
mainly since 1980, and is currently approaching the status of an established 
diasporic community. The Afghan diaspora is the outcome of two main waves 
of migration, the first one from 1980-1996, mainly comprising of people from 
middle and upper class who opposed the communist regime (to which Rahimi 
belongs), and the second wave from 1996-2001 which overlaps with the rise 
and fall of Taliban (Wescott 2006). The second wave included a more diverse 
demography and “comprised of minority groups, such as Shi’a Muslims, Sikhs, 
and Hindus, and with a large representation of women and children” 
(Kuschminder and Dora 2009, 22).  

There are two significant points which distinguish the Afghan diaspora: first, 
the distinction between “near” and “wider” diaspora; and second, the 
importance of return in formation and transformation of the diaspora. Afghan 
migration to neighboring countries of Iran and Pakistan, recognized as ‘near 
diaspora’, predates the 1980s and the Soviet ruling. Near diaspora has as well 
worked as a bridge to the wider diaspora. The near diaspora has been an initial 
step for many migrants who considered Europe and North America as their final 
destination, including Rahimi who first migrated to Pakistan for a year and then 
sake asylum in France.  

In cultural and medial terms, the near diaspora has been a space for initiation 
and formation of Afghan literature and film. For Persian Dari, Rahimi’s 
language, Iran has been a place of literary publication and to a lesser extent film 
production. Several Afghan authors resided in Iran for years and published their 
works –like Asef Soltanzadeh, Mohammad Hossein Mohammadi and Elyas 
Alavi who later moved respectively to Denmark, Sweden and Australia– and 
others like Rahimi published their first works in Persian in Iran while residing 
in a Western country. 

Among the Western countries, France has not been one of the main destinations 
for Afghan refugee (as US and Germany have been) but has had a cultural 
appeal, as is also the case for Iranian migration. Especially regarding the post-
Soviet phase of migration, one factor which determined the destinations for 
migrants was their prior familiarity with foreign languages, already made 
possible with the education offered by Western high schools in Afghanistan of 
the time, for children of the middle and upper-class families. Consequently, 
those like Rahimi who had been educated in the Francophone high school 
Istiqlal (translates to ‘independence’) opted mainly for France or Switzerland 
(Centlivres and Centlivres-Demont 2000, 164).  

As briefly mentioned, an important point in the cultural and political 
conceptualization of the Afghan diaspora is the importance and constant 
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presence of return and repatriation, as an idea and a procedure. In periods of 
relative security, huge numbers of Afghan refugees have come back to the 
country. First, after Mujahideen’s victory over the Communist powers in 1992, 
almost four million refugees repatriated across the following five years (Stigter 
2006). In 2001 and after the overthrown of Taliban, another wave of refugees 
returned to the country, some –like Rahimi– who were mostly capable of 
adopting a double-citizenship between Afghanistan and their country of 
reception, returned voluntarily and numerous others, affected by policies of 
compulsory return, especially in Iran and Pakistan, were indeed subjected to 
expulsion from their countries of arrival. 

Focusing mainly on the Westernized members of the diaspora, Mir 
Hekmatullah Sadat refers to the driving force of “survivor’s guilt”  in forming 
the relation between these members of diaspora with the homeland (Sadat 2008, 
330-331). He furthermore points to the position of repatriating Afghans as one 
of an outsider who, while potentially playing important roles in reconstruction 
of the country, are referred to as “Afghan-ha-e kharijee (foreign Afghans)” by 
the locals and are considered as “active agents for Westernization in the 
country” beside Non-Afghans (Sadat 2008, 340).  

Conditioned against this background, Rahimi’s trajectory of migration is 
shaped in an interplay between departure, desire for return and repatriation. 
Interestingly, a similar trajectory could be drawn for The Patience Stone’s 
transformation through its adaptation and circulation. First migrating to 
Pakistan in 1984, Rahimi belonged to the post-Soviet phase of the Afghan 
migration and was one of the upper middle-class, anti-communist refugees for 
whom the destination was pre-defined by Francophilia resulting from his high 
school education. Rahimi has been one of the pioneers in formation of the 
cultural face of this diaspora by writing in a Western language and publishing 
outside the diasporic realm. Alongside Khaled Hosseini, the English-speaking 
author of The Kite Runner (2003)  , Rahimi is argued to have contributed to the 
formation of a transcultural Afghan literature with international reception:   

It is of course the novel that has brought Afghan literature to a truly global 
audience, whether through the internationally-acclaimed and award-
winning work of the Afghan-French writer, ‘Atiq Rahimi’, or the best-
selling Afghan-American writer, Khaled Hosseini (Green 2013, 29-30)1.  

The yearning for return is visible in most of his works and as mentioned earlier, 
his connection to the language and the region is persevered by publishing in 
Persian and in Iran. “Return” also frames the actual transfer of bodies and 
narratives in the course of adapting The Patience Stone into the film, happening 

                                                
1 - The pool has now become bigger and more diversified and has expanded to media other than novel. 
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ten years after Rahimi’s return to Afghanistan1. In The Patience Stone, he tells 
a story at the time of the reign of Taliban and the Mujahid-Talib tensions, of 
which he has been experientially absent. Becoming able to return to the country 
after 2001, Rahimi soon becomes an active agent in the newly emerging 
mediasphere by taking the role of creative advisor at the Moby group, and by 
producing visual products, including TV series, for the media company.  

The Patience Stone, as illustrated, takes different positionalities as it is adapted 
into a film. As a novel it is positioned at the prestigious locations of a Goncourt-
laureate and a pioneer of Afghan diasporic literature. These locations, despite 
the recognition they offer, are both border-positionalities. In other words, the 
novel is not included in the pre-existing mediaspheres in a naturalized manner 
but is promoted as a member of burgeoning or contested mediaspheres of 
Afghan transcultural literature and the French world literature.  

The framing of ‘return’, in which the adaptation happens, distances the film 
from the novel. However, the two share a contribution to the ‘global images of 
Afghanistan’ by the way the conform to the agenda of removing the veil. The 
film becomes an important element in the Post-Taliban mediasphere just like 
its author who actively engages in the construction of a modern face for the 
Afghan media. It is not only through its thematic and formal aspects, but also 
with its broader commitment to adaptation and visuality that the film locates 
itself in the (at the time) burgeoning post-Taliban mediasphere.  

As comes in the next section, dynamics of self-location are different for 
Persepolis, which is affected by an impossibility of return and a much wider 
international recognition compared to The Patience Stone.  

4-3- Positionalities of Persepolis 
Persepolis, with its widespread reception and intersectional qualities in both of 
its versions, traverses several mediaspheres. Unlike The Patience Stone, 
Persepolis is actively positioned in the French cultural field as both comics and 
film, and the further positionalities it has occupied are reached through its vast 
post-production internationalization. The internationalization is made possible 
by two important factors: 1- the specific material and socially defined 
affordances of the two qualified media of ‘alternative comics’ and ‘animation 
film’, each of which surpassing several subgenres and involving various 
geographies of media usage, and 2- the translations and the transfers which have 
put the two media products in motion.  

                                                
1 -Important to note that this has not been a definite return and the author continues to move between 
France and Afghanistan as a citizen of both. 
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Beside the French and the international context, Persepolis is distinguished by 
its Middle Eastern positionalities, within and beyond the geography of the 
region, that are predefined by the author’s background and are as well 
represented in the content of the narrative. Persepolis connects to the Iranian 
diasporic mediasphere and the global images of Iran across Western media, 
while as well creating tensions with the official Iranian mediasphere by 
spreading a personal counter-narrative of Iran’s post-revolution history. 

The adaptation of Persepolis is impacted, before anything, by the substantial 
and diversified cultural baggage of the graphic novel. With its niche position of 
being an autobiographical graphic novel, authored in French by an Iranian 
female migrant, the book has diffractively connected to several fields.  Besides 
the field of alternative comics, in which the book has gained a canonical status 
–both in the market and in the academia–, it has been a point of attention in the 
fields of autobiography, women’s writing, migration art and literature and 
Iranian (diasporic) cultural production. Furthermore, thanks to its 
representational and historic value and its child perspective, it has as well 
attained considerable pedagogical value and have entered school curricula.  

As previously mentioned, Persepolis has been a popular study object in the 
academia, mainly discussed in terms of its negotiation of East/West dynamics 
(Naghibi and O'Malley 2005, Leservot 2011); its engagement with trauma and 
memory (Nabizadeh 2016, Chute 2008); its discussion of ‘Hejab/Veil’(Jelodar, 
Yusof, and Mahmoodi 2013); its significance for the medium of comics and the 
genre of autographics (Basu 2007, Ostby 2017) and its importance as a widely-
received cultural product of Iranian diaspora (Malek 2006, Abedinifard 2015).  

In its initial context of production, Persepolis connects to the alternative facet 
of French comics (Bandes dessinées/BD française) in terms of its medium. In 
terms of its political and representational agenda, the book is framed as a 
response to the intensified Iranophobic atmosphere of the time, while as well 
conducting a commemorative agenda, as stated in the author’s introduction to 
its English translation:  

Since then [the revolution], this old and great civilization [Iran] 
has been discussed mostly in connection with fundamentalism, 
fanaticism, and terrorism. As an Iranian who has lived more 
than half of my life in Iran, I know that this image is far from 
truth. This is why writing Persepolis was so important to me. I 
believe that an entire nation should not be judged by the 
wrongdoings of a few extremists. I also don’t want those 
Iranians who lost their lives in prisons defending freedom, who 
died in the war against Iraq, who suffered under various 
repressive regimes, or who were forced to leave their families 
and flee their homeland to be forgotten (Satrapi 2008a). 
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 Persepolis was an outcome of the author’s work in the collaborative 
atmosphere of Atelier des Vosges, a working place for progressive cartoonists 
and comics artists. In her work, Satrapi was encouraged and influenced by 
David B., the renowned French cartoonist and author of Epileptic (B. 2002) 
who, at the time, was the director of l’Association, the publishing company that 
eventually published Persepolis. Creation of Persepolis is framed in a network 
of influences. Among the influential forces, Maus (Spiegelman 1997), the 
internationally celebrated work of Art Spiegelman and the epitome of the 
alternative comics, is mentioned alongside the French alternative comics as 
Satrapi’s main influences (Chute 2008, 94). In addition to offering stylistic 
inspirations –the traces of which is visible in the drawing style of Persepolis–, 
these preceding and pioneering works had brought up the possibility of telling 
a story of trauma and witnessing through graphic narration for Satrapi. This role 
is later re-played by Persepolis itself in the Middle Eastern mediaspheres in the 
region and throughout the diaspora, as will be discussed later in this chapter 
(75) and in chapter five (101-102).  

Consequently, the rapid internationalization of the book positioned it in the 
broader framework of alternative comics beyond the French realm. Its creative 
engagement with history and trauma, and its critical and bold engagement with 
gender and sexuality in an Islamic background are two main qualities of 
Persepolis that further contribute to its international appeal. In such context, 
Persepolis is on one hand regrouped with Maus and other canonical non-fiction 
witnessing comics that deal with contemporary contested histories –like 
Palestine (Sacco 1993)–, and on the other hand, it is associated with women’s 
comics and especially women’s autographics, put beside feminist comics like 
Fun Home (Bechdel 2007) and Diary of a Teenage Girl (Gloeckner 2002).  

Prior to the adaptation, the international circulation and reception of Persepolis 
was determined and accelerated by its translation to English. The English 
translation, supervised by the author, re-framed the narrative in a different way 
and accompanied it with additional paratextual and contextualizing materials. 
The four-volume original French, which held the titles Persepolis 1 to 4, was 
reframed in two volumes with second titles – “Story of a Childhood” and “Story 
of a Return” – that highlighted the migratory aspect of the narrative. In addition 
to the labels, the introduction by the author mentioned above was added to the 
book which formulates the authorial intentions, and situates the narrative at the 
heart of the international political tensions of its time. In this way, the English 
Persepolis becomes more visibly the narrative of ‘an Iranian immigrant 
addressing the West with a new image of the people of a country, which is 
covered in enigmas of hatred and hostility’.  

The attentions to the English translation were not only due to the status of 
English as the language of globalization and the centrality of English-speaking 
book markets. In addition to that fairly obvious point, it was the prior existence 
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of a rather coherent and active Iranian diasporic mediasphere as well as 
numerous active departments of Middle Eastern, Oriental or Iranian studies in 
North America1 that made it easier for Persepolis to be embraced, analyzed and 
canonized.  

Since recently, Iranian diaspora has been mostly studied “from the point of view 
of the largest population living outside of Iran: that in the United States” (Elahi 
and Karim 2011, 81) but the scene is changing in the later years, in which the 
diaspora is rather mapped out as a transnationally-spread diaspora and is studied 
in comparative terms beyond the US, “as a whole and in a global and 
transnational context” (Mobasher 2018, 15). The formation of Iranian diaspora 
in the West is considered to be a consequence of the 1978 Islamic revolution 
(Mobasher 2018, 5). The diaspora is formed through several waves of migration 
thereafter, intensified by other political, economic and cultural turbulences like 
the cultural revolution (1980-1987); the eight-year Iran-Iraq war (1980-1988); 
several periods of political oppression and executions, especially the 1988 
executions of political prisoners; and Green Movement (2009), namely the 
widespread protests after a contested presidential election.  

Like any other diaspora, the Iranian diaspora is shaped by its connection to the 
home country, other parts of the diaspora and the host countries. The Iranian 
diaspora has been affected by the tensions between the Iranian government and 
the Western countries, especially The United States. These tensions were 
initially ignited by “Iran Hostage Crisis” (1979-1981), during which fifty-two 
Americans were held hostage by the young revolutionaries in the American 
embassy in Tehran. Since then, the tensions have gone through phases of 
intensification or partial amelioration. It was with September 11 and the 
following association of Iran, Iraq and North Korea as the Axis of Evil by the 
American president that the tension got to one of its highest points in history. It 
was in this atmosphere that Persepolis –the graphic novel– was published with 
a need to clarify and dissociate the Iranian people, including –and more 
urgently– the Iranian diaspora, from the acts of the government.  

The Iranian diasporic mediasphere mirrors the diversity and dispersion of the 
diaspora’s demography. It consists of numerous radio and television channels, 
films, literature –memoirs, poetry, fiction–, music production, and diversified 
online platforms. These various media have been published and circulated, 
thanks to the cultural institutions of diaspora including publishing companies, 

                                                
1 - These disciplines are of course not limited to North American universities and several Asian and 
European universities have hosted these disciplines for decades. However, as will be also expanded later 
in this section, since fairly recently, the Iranian diasporic community in the US has outnumbered other 
parts of the diaspora and has had more cultural infrastructures and visibility. Consequently, the relevant 
academic circles based in such social settings paid specific attention to cultural products of diaspora. 
The scene has though changed ever since and such studies have been more common and widespread in 
other parts of the world.  
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bookstores, and cultural centers. A significant point about the Iranian diaspora 
mediasphere is that although it has been constructed across many Western 
countries like US, France, UK, Sweden, and the Netherlands, a few hubs have 
held distinguished positions in its formation. For instance, Los Angeles used to 
be the main hub, especially in the entertainment sector and in music production 
and establishment of television channels (Naficy 1993). Beside this focal hub, 
since the early years of the formation of the diaspora, private publishing 
companies, like Baran in Stockholm and Khavaran in Paris, acted as hubs for 
the publication and dissemination of literary products of the mediasphere. 
Gradually and especially after the Green Movement which changed the 
demographics of Iranian diaspora, other significant hubs were formed, most 
importantly in London which has been home to main, globally received 
Television channels and newly emerging publishing companies. Toronto, 
resting on the expanding Iranian community in Canada, is another newly 
formed hub of the mediasphere with its cultural institutions and festivals. Other 
countries like Sweden, Czech Republic, Germany and the Netherlands also host 
important institutions and media production centers of the diaspora. 

Among these, France, while hosting a smaller community of Iranians compared 
to other countries (Nanquette 2018, 178) , had been a prominent destination for 
emigration with intellectual and cultural motivations. Long before the 
revolution, Paris has been a place for Iranian writers who migrated or were 
exiled, most probably due to the accumulation of cultural capital in Paris on one 
hand and the at-the-time Francophilia of the Iranian culture on the other. After 
the revolution, likewise, it has been a destination for writers, artists and 
intellectuals. Consequently, cultural institutions have been established in Paris, 
constructing a rather literary face for the Iranian diaspora mediasphere which is 
materialized in prominent publishing companies.  

Iranian literary production in France has a diversified and scattered quality and 
is categorized by scholars in various categories based on the language used and 
the connection it establishes with the home and the diaspora. Laetitia Nanquette, 
in her study on literary productions of Iranians in France,  includes Satrapi in a 
group of second-generation and established Iranian migrants who publish in 
French and within the mainstream French publication system, producing 
“counternarratives on Iran” without building up a self-Orientalizing image 
(Nanquette 2018, 186). Indeed, what distinguishes Persepolis, and a few other 
works similar to it, is that it establishes a post-production connection to the 
diasporic mediasphere, and refrains from being positioned in it from the 
beginning. Persepolis is not published or distributed by the cultural institutions 
of the diaspora, but is captured by these institutions after it receives recognition 
in the wider fields of reception.  

In this way, Persepolis beholds an important, yet uncomfortable position in the 
Iranian diaspora mediasphere. Its English translation pops up again as a 
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catalyzer in weaving the threads with other parts of the diaspora and especially 
with the Iranian-American community which, as mentioned earlier, is 
significant in quantity and status. Persepolis, in the book format, immediately 
fit into the genre of ‘memoire’ which had been considered, in the academic 
works on Iranian cultural diaspora in the American academia, as a distinguished 
medium of the diaspora mostly and particularly populated by women, which 
also had a considerable American and international readership (Milani 2013). 
Persepolis was immediately and specifically positioned as a counterpart to 
other Iranian female women’s memoirs and most notably Reading Lolita in 
Tehran (Nafisi 2008) by Azar Nafisi, which was published around the same 
time as the French version of Persepolis, and enjoyed a quite similar vast and 
international readership. Nafisi and Satrapi both fit into what Persis Karim 
formulates as re-invention of Iranian writers in exile beyond the boundaries of 
the diaspora, in such a way that they are “no longer simply Iranian writers, or 
Iranian writers in exile, but have become ‘world writers’” (Karim 2015, 36). 

The previously mentioned uncomfortable position of Persepolis in relation to 
the diasporic mediasphere is thanks to its medium. Persepolis is the first graphic 
novel in the Iranian diasporic mediasphere and the dominance of visuality in it 
goes against the way autobiography is generally practiced in this field. The 
pioneering aspect of storytelling in the medium of comics is frequently brought 
up in the scholarly literature about Persepolis:  

One revolutionary aspect is the very medium Satrapi has used: 
comics. This medium had never previously been used by any 
Iranian author, let alone an Iranian woman, perhaps partly 
because, as a mode of storytelling that relies on images as well 
as words, it might at times entail depicting women unveiled, 
which is taboo (Abedinifard 2015, 85). 

Persepolis became the first in a number of Iranian diaspora comics emerging in 
Western languages and countries, including Zahra’s Paradise (Soltani and 
Bendib 2011), Nylon Road (Bashi 2009), and An Iranian Metamorphosis 
(Neyestani 2012). With this initiating role, Persepolis demonstrated the 
possibility of this medium and genre (autobiographical graphic novel) in the 
diasporic mediasphere and did the same job that Maus and other comics like 
David B’s Epileptic had done for Satrapi.  

The multi-generic and intersectional quality of the comics, as well as its post-
production connection with the diaspora, are preserved and reconstructed in the 
film in ways that are sometimes similar to and sometimes diverging from the 
book. Being an adaptation of a comics, Persepolis as film connects to the genre 
of comics-to-film-adaptation, but departs from the large body of the genre 
which consists of adaptation of popular, mostly superhero comics to series or 
films, and an establishment of franchises around them. It belongs rather to the  
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“smaller studio films based on independent Comics” (Rothery and Woo 2019, 
128).  

Moreover, with its thematic connection to the contemporary history of Iran, and 
its representational quality, the film is widely received, and taught in university 
curricula, as a ‘documentary’, though not being marketed as one per se. With 
this categorization, the film is associated with other films like Waltz with Bashir 
(dir. Ari Folman, 2008), especially due to the genre and formal aspects of both 
films, both being animations about historical highlights, and stirring questions 
around the possibilities and advantages of representing historical trauma in an 
animated form.  

The contested documentary value is indeed further intensified when the 
narrative connects to the Iranian scenery, this time not only to the diaspora but 
also to the official scene of media production in the country. The political 
importance of the transformation of the medium comes to view in the way 
Persepolis is positioned in regards to the Iranian official and state-approved 
mediasphere. Unlike graphic novel, which is not recognized as an active media 
type, film is a significant medium in the Iranian official mediasphere.  

Politically and practically, Iranian post-revolution mediasphere can be 
distinguished by its mechanisms of control and censorship, and its problematic 
connection to other national and international mediaspheres, established upon 
huge disconnected import and controlled translation and distribution of the 
content. The censorship system used to work, differently and with different 
values, in the previous regime, but not in the officialized and expansive way at 
work in the current era. As Persis Karim suggests, the change in the censorship 
system after the revolution represents a move away from “prohibitive (silencing 
and suppressing after the fact)” to “prescriptive (dictating which subjects are 
appropriate to even be published or denying approval for publication) 
censorship” (Karim 2015, 35).  

Persepolis represents this control system throughout the narrative and 
specifically in the final chapter of the book entitled as “The End”, which 
portrays Marjane and Reza, her husband at the time, working on a project of 
designing a theme Park based on the national and pre-Islam mythical heroes of 
Iran. When presenting the project to the Mayor’s deputy, Marjane is rejected 
with a reaction which summarizes the ideological doctrines of the control 
system:  

- Half of your characters are women without veils, seated on the backs 
of all sorts of real or mythic animals. We can see their shapes and their 
hair! 

- We’ll cover them!  
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- […] I’m going to be frank with you. The government couldn’t care less 
about mythology. What they want are religious symbols. Your project 
is certainly interesting but it’s unachievable.  

(Satrapi 2007, 333) 

The control system is effectuated through different explicit and implicit pre- 
and post-production tactics including production and dissemination permits 
which need to be issued by governmental organizations for the work to be 
legitimized in the cultural market.  

On the other hand, as mentioned before, film as a media type has had a 
distinguished status in this mediasphere and has contributed to the creation of 
an international façade for it, in which other media types are much less present. 
International film festivals have been frequently populated by Iranian films, few 
directly supported and funded within the mainstream framework, and others 
considered to be alternative (yet sanctioned and tolerated by the government), 
and a smaller group of independent films. By becoming a film, Persepolis 
touches borders with the international official face of the Iranian mediasphere. 
While as comics, it didn’t even seem to be acknowledged, as a film it becomes 
a problem which has to be addressed and handled.  

Festivals are the main territory in which the tension materialized and it is most 
notably with the film’s debut in Cannes film festival 2007, and the following 
Jury prize awarded to it, that the tension became palpable. The state cultural 
authorities and institutions objected the screening and the prize before and after 
the festival, accusing the film of being anti-Iranian, and of promoting 
Islamophobia and sabotaging the Iranian culture (Van Gelder 2007). As Hillary 
Chute argues:  

Protesting the prize, the culture bureau demonstrates both the 
enormous impact and the risk of representation that Satrapi 
forces us to confront, offering us texts that suggest the 
importance of cultural invention and visual-verbal mapping in 
the ongoing project of grasping history (Chute 2010, 173). 

The adaptation duplicated the ‘global image’ quality of the narrative by 
reaching new audiences as a counter-narrative on Iran. This aspect, while 
disturbing the territoriality of the official map of Iranian media, and causing the 
abovementioned reaction, provides new opportunities for the narrative to 
connect to the Iranian audience in the country and across the diaspora. Amy 
Malek aptly brought up the significance of memoirs like Persepolis in 
establishing intergenerational connections across the diaspora and “helping the 
second and third generations understand their cultural history and diasporic 
heritage” (Malek 2006, 367). Writing her article on Persepolis before the 
adaptation, Malek looked at user-generated reviews of the book on Amazon and 
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blogs and further suggested “Iranians currently residing within Iran” as an 
unintended audience of the Persepolis (366) who at the time of writing the 
article showed scarce reactions to the book in a few blogs. The change of the 
medium to a more mobile one with more expansive and diverse audience 
widened these groups of audiences and strengthened the connections.  

As a film, Persepolis could use the platforms of the Iranian diasporic 
mediasphere more effectively. After the Green Movement, the Iranian 
mediasphere went through significant transformations, one being the initiation 
of mainly London-based, globally receivable TV channels that combined 
various aspects of entertainment and information. Adaptation of Persepolis 
preceded the Green Movement with one year. On one hand, such new platforms 
provided space for the film to be introduced to a larger Iranian, Persian-
speaking audience. On the other hand, the heated political scene connecting 
people in and outside of the country, for the first time after the revolution, 
framed Satrapi’s persona as an Iranian artist, as she took part in the political 
protests beside other artists of the Iranian diaspora. Finally, it was on February 
13, 2019 that a full version of the film, dubbed in Persian for the first time, was 
shown on BBC Persian. This is while a complete Persian translation of the book 
has not yet been published.  

Persepolis, as I tried to demonstrate in this section, has been a mobile media 
product since its initial emergence as a graphic novel in French. The global 
appeal to the book can be explained, among others, by the interest in its 
medium, its drawing style, its relatable narrative voice, its timely emergence, 
its historical and political content and the contested conditions of the country it 
is talking about. The adaptation, while not changing the culture dynamics of the 
narrative as happened in The Patience Stone, changes its dynamics of reception 
and creates a bond –though quite a traumatic bond– with the home country.  

4-4- Conclusion: positionalities across borders 
The two cases present different patterns of movement. While in The Patience 
Stone the authorial initiation visibly backs up the movement across various 
borders, in the case of Persepolis, the widespread appeal and reception has a 
high impact in mobility of the narrative across positionalities, in both of its 
media materializations. Persepolis weaves through the directions, remaining 
French-Iranian almost to the same scale in both media products, while The 
Patience Stone moves rather between sharp dichotomies and changes identities.  

A struggle with dynamics of inclusion is visible in all the instances of these 
movements. The migrant and intercultural positionality situates these works, 
and their authors, on the boundaries of the mediaspheres. Processes of 
adaptation –in larger, beyond-media sense of the word– and assimilation are at 
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work to make the works eligible for inclusion in the larger established 
mediaspheres, as is probably most visible in the way The Patience Stone, as a 
novel, is declared as acceptable in the “French world literature” –and not plain 
French literature–. The works remain sufficiently detached from complete 
inclusion due to other aspects which intensify their differences. In other words, 
differences are communicated but are not erased in the process of migratory 
self-adaptation.  Moreover, and in relation to newer mediaspheres or those in 
transition, the boundary positionality is joined with an agency in re-drawing and 
changing the boundaries through the movements, and via partial, uncomfortable 
inclusions.  

What makes it possible for the authors and the works to occupy several 
positions, and even create some for themselves, is indeed various levels of 
simultaneous transfer: a process at the heart of migration, adaptation and 
numerous acts of translation they perform. Furthermore, transfer is made 
possible over the borders and by the borders which separate, distinguish and 
connect the different media and the various territories. As the transmedial, 
transcultural and transnational journeys intersect, amplified notions of border 
emerge. In light of these processes, in the next chapter, migratory self-
adaptation is studied in terms of ‘transfer’ and ‘borderwork’, to take one step 
further from pinpointing the positionalities, and to look at the movements which 
have actually resulted in these positionalities.  
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Chapter Five: Migratory Self-
adaptation as Borderwork  

In this chapter, the process of migratory self-adaptation is looked at as 
bordering and then re-bordering. This formulation serves for highlighting the 
process in which, through adaptation, a quite stabilized media product, the 
adapted, is transformed through a process of border-crossing to be stabilized 
again, thus re-bordered to some extent, in the second media product, the 
adaptation. Accordingly, the author of the adaptation is as well considered to 
be an agent of medial borderwork, which in the case of the migrant self-adapter 
becomes intensified and multi-layered. The migrant self-adapter can also be 
considered as an agent of cultural translation, one engendering hybridity, who 
resides in a border position, though not necessarily living in a borderland or 
border zone anymore.  

There are multiple layers of borders at stake overlapping in migratory self-
adaptation, which complicate the media borders. It is indeed this overlap which 
is the focus of interest here. Media borders are defined both at the level of media 
product and qualified media. Namely, on one hand, the border between the 
comics and the animation, the novel and the film, or generally the adapted and 
the adaptation is discussed, and on the second level, it is the borders of the 
qualified media or different understandings of a specific media in different 
cultures which needs special attention. The latter, connects as well to the 
boundaries of mediaspheres and contributes to the individuation of a 
mediasphere by establishing specific understandings of a media in relation to 
the cultural specificities of that context.  

The notion of borderwork is firmly interwoven with that of transfer. Borders 
are as much lines of distinction as they are points of contact and 
communication. Adaptation and translation, as forms of communication, are 
acts of transfer across media and language. Migration, as well, is a material 
transfer of bodies and goods across geopolitical borders, having a transfer of 
identities as its consequence. In the following sections of the chapter, first of 
all, by bringing the intermedial border to the concept of border in border theory, 
a multilayered notion of border is developed. Then, in a similarly theoretic 
section, the notion of transfer is expanded to lay the ground for the study of 
agents and products of migratory self-adaptation in their border positionalities 
and agencies. It is first the border positionality of the authors and works which 
is delineated and then the border between the adapted and the adaptation for 
both of the cases.  
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In studying the process of adaptation in Persepolis and The Patience Stone as 
borderwork and transfer, both the similarities and differences of the versions, 
and the practical path which connects them, are discussed. The transformation 
of media is analyzed by recognizing border points between the media types, at 
industrial, material, semiotic, sensorial and spatiotemporal levels. Beside 
borderwork and transfer, questions of bodies and embodiment, performance, 
and narrative structures are brought up to explain the points of contact and the 
practices of borderwork and transfer. The conclusion to the chapter extends the 
argument to another level and argues that the borderwork and the transfer of 
media types have consequently transformed the mediaspheres.  

5-1- Many notions of border  
Both intermedial practices and migration are frequently described as border-
crossings. At first glance, it probably seems that the concept of border used in 
intermediality has nothing more than a metaphorical relation to the borders 
crossed in migration. But this chapter argues that it is possible to go beyond the 
metaphor, and claims that the concept of media border can be enriched with 
insights from border theory. In my view, the dynamic notion of border and 
boundary which is offered by border studies can be more fruitful in 
understanding media, compared to the condensed metaphoric notion of it, 
especially if the intermedial phenomena is to be studied in practice and process. 
Furthermore, in contexts like migration that are marked by cultural and spatial 
differences, borders are overlayered and the metaphorical distance cannot easily 
be kept intact.  

As explained in chapter two (44-45), in intermediality, the notion of border is 
mainly used to refer to the line of distinction between media, and as a ground 
for identifying similarities and differences. It is indeed a conceptual and 
analytical frame and an abstract notion which makes it possible to envision 
categories and entities in the intricate, complex and volatile instances of 
communication. Due to the same quality of categorizing and delimiting, the 
notion of media border is criticized by some scholars as a notion which renders 
the dynamic quality of media relations quite static.  

Axel Englund, for instance, suggests to replace topographical understanding of 
media and media relations, epitomized in the notion of media border, with a 
metaphoric understanding. The main point where Englund grounds his criticism 
is that the topographical model makes us “think of arts and media in terms of 
geographic areas delineated by borders, and consequently of interartial and 
intermedial studies as a kind of topographical description, a charting of 
territories and their positions in relation to each other” (2010, 69). Being so, the 
notion of border comes short, according to Englund, in taking account of 
“simultaneity” and “interaction” between different media types (75-76).  
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In his formulation of borders and media-maps, the ‘map’ necessitates neat 
demarcations and a certain level of stability, and consequently, it seems to 
always lag behind the media practice. With such territorial viewpoint, Englund 
argues, intermedial phenomena is mostly looked at as objects in need of being 
located in one or other territory (71); while in fact there are always numerous 
cases which are better to be considered as “no man’s land” or “disputed zones” 
(70). Although Englund argues in favor of metaphoric thinking for discussing 
media relations, with the notion of border he remains too literal, not taking into 
account that the ‘media border’ is itself built upon a metaphoric usage of the 
notion of border, and not considering that the notion of border is itself a 
contested concept and stability and clarity are not necessarily inherent in it.  

The literal –that is geographic– border is neither a clear line of distinction. 
Disputed zones abound on geographical maps in such a way that rarely is a 
border zone not a zone of contestation. A similar trajectory to what happened 
to border in border theory can inform the idea of media border to further 
enhance it with a dynamic quality. In its trajectory, the notion of border has 
changed from a supposedly stable entity or “fixed lines” into a “sum of social, 
cultural, and political processes” performed, negotiated and enacted, though 
without losing its attachment to the material ground and structural 
determinations  (Johnson et al. 2011, 61).  

In border theory, a performative idea of borders has been expanded defining the 
notion and the ontological status of geographical and political borders as 
“fading dimensions in socio-spatial transformation” (Paasi 1998, 5), “spaces in 
their own right”, processes (Rumford in Johnson et al. 2011, 67) and “pools of 
emotions, fears and memories that can be mobilized apace for both progressive 
and regressive purposes” (Paasi in Johnson et al. 2011, 62). Anssi Paasi argues 
that borders are simultaneously “symbols” and “institutions” (1998, 6). As 
institutions, they “link the past, present and future together” and consequently 
construct a “continuity for social interaction”. As symbols, they produce 
“meanings” and “identities” and become “instruments of social control” (15).  

Such performative view of borders as processes has led to two significant 
theoretic reformulations. First, new border-related concepts emerged to account 
for the enactment and fluidity of borders. Concepts such as “borderscape, 
borderland, border culture, la frontera, or b/ordering suggest that we care more 
about what one does with or around the border than about what the border is” 
(Schimanski and Wolfe 2017, 7). In other words, as Rumford suggests, there 
has been a shift from borders to “bordering” (Rumford in Johnson et al. 2011, 
67 ) in conceptualizing borders.  

Elsewhere, Rumford suggest the concept of “borderwork” (2008) as practices 
of bordering that are not performed exclusively by states, but as well by citizens. 
Accordingly, the second theoretic reformulation of borders has been to 
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acknowledge the myriad manifestations of borders as “part of the ‘discursive 
landscape’ of social power” (Paasi 1998, 19) beyond the border area, “in many 
institutions such as education, the media, novels, memorials, ceremonies and 
spectacles, etc.” (11). Such dynamic understanding of borders should not efface 
the stabilizing and controlling aspects of them. Indeed, the performative 
understanding of borders has emerged from the contradictory status of utmost 
opening up and absolute closing in, or in Johnson and Jones’ words, “from the 
disjuncture between the notion of a borderless world through globalization and 
the reality of increased border securitization as part of the ‘war on terror’, 
economic protectionism, and anti-immigration sentiments” (in Johnson et al. 
2011, 61). Borders, as institutions and symbols, are as well instruments for 
“purification of space” (Paasi 1998, 18).  

In their most and least visible instances, borders are semiotically structured and 
various linguistic and non-linguistic signs contribute to their formation. Think 
of pass-port control zones in airports and the way they are strictly framed with 
constellation of signs that direct and limit people’s navigations based on their 
nationality and the politics of belonging and non-belonging. Several languages 
are used and bodily movements and gestures are stuffed with meaning and 
might even be criminalized. In addition, in such zones, no communication and 
border-crossing can occur without travel documents and passports which are 
indeed heavily-semiotized and multimodal media products.  

Such a situation is experienced at the same time in so many different ways by 
different groups of people and this distinction of experiences is as well made 
visible through signs. Accordingly, borders are conceptualized as aesthetic 
spaces involving our senses and cognitive capacities of interpretation. They 
“become meaningful through sensory perception and can only be legible, 
understandable via forms of aesthetic sensitivity that we learn as geo-political 
subjects” (Schimanski and Wolfe 2017, 5).  

The ideas of border and borderland are even further expanded in domains of 
knowledge and experience, including, in Johnson and Michaelsen’s words, 
“every psychic or geographic space about which one can thematize problems 
of boundary or limit” (1997, 1-2). Humanities and aesthetics have as well been 
so willing to adopt the notion of border as a metaphor which succinctly enough 
implies classification, distinction, difference, contact, and emergence of new 
and unprecedented qualities; intermediality, as explained, not an exception.  

Accordingly, the dynamic and politically-informed notion of border offered by 
border theory can be informative in understanding the everchanging scene of 
media relations at micro and macro levels. The conceptualization that Irina 
Rajewsky offers, for example, for the way media borders work, resonates well 
with the broader performative framework of borderwork explained above. She 
argues, convincingly, that mixedness of media, especially in the modern era, is 



 85 

not a pretext for rejecting the notion of media border as obsolete, but quite to 
the contrary, intermedial practice is itself a continuous act of bordering and re-
bordering:  

diachronically viewed, practices of border crossings or of 
dissolutions of established borders –as far as they are 
accompanied by a sustainable conventionalization and 
habitualization– may result in other constructions, other borders 
that again are perceived as conventional, and in turn modified 
or even entirely new conceptions of individual media and art 
forms (2010, 62). 

Indeed, migratory self-adaptation, as an intermedial practice situated in 
migration, demonstrates similarities with everyday migrant experiences of 
borderwork. The migrant experience is one of constant engagement with 
borders. It is quite self-evident how various groups of migrants and displaced 
people live a constantly bordered and bordering life, and how their lives are 
policed by mechanisms of bordering, which are far beyond visible political and 
geographical ones. Likewise, the creative cultural practice of Satrapi and 
Rahimi in form of migratory self-adaptation demonstrate numerous aspects of 
engagement with borders, in such a way that it is not always easy to distinguish 
the media border from the border between different cultures and territories.  

Media borders make it possible for transmediation to happen, the space between 
languages creates the potential for translation, and borders between territories 
make migration meaningful. These practices, integrated together in the body of 
migratory self-adaptation, are all transfers across borders, as will be expanded 
in the next section.  

5-2- Transfer across the borders  
In migratory self-adaptation, transmediality –as the potential for certain media 
characteristics to be transferred between media– and translinguality –as the 
potential for certain linguistic aspects to operate across languages– join, or 
rather become aspects of, what Anna Malinowska describes by the notion of 
“transferability” as what “marks a certain predisposition of cultural phenomena 
(as occurring individually or in groups), and informs about their ability for, and 
behavior in, the transfer process” (2014, 27-28).  

Malinowska studies transferability as a prominent aspect of pop culture1 . 
Putting the notion on its head, in relation to migratory self-adaptation, the point 
would be to see whether transferability can as well be applied to popularize the 

                                                
1 - In the same line of thought as Henry Jenkins’ transmedia storytelling (Jenkins, Ford, and Green 2013, 
Jenkins 2006).  
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marginal and unpopular. In other words, is the collision of adaptation and 
translation in the body of migratory self-adaptation a strategic usage of 
transferability? The answer seems to be positive.  

“Cultural transfer”, a paradigm for understanding interactions and similarities 
between cultures owes much to Michel Espagne’s formulation of the concept 
in relation to French-German cultural exchanges and Stephen Greenblatt’s 
notion of “cultural mobility”. Rossini defines cultural transfer, in pragmatic 
terms, as “the global mobility of words, concepts, images, persons, animals, 
commodities, money, weapons, and other things (understood in a broad sense)” 
(2014, 5) and Wendland, with more precision, defines it “a movement of 
people, objects and semiotic (textual or visual) systems in space through 
migration, encounter and text reception”(2012, 51), pointing further to the 
importance of the spatial factor, the borderland and the individual and collective 
agencies as motors of cultural transfer (58).  

Accordingly, the practice and the conceptualizations of transfer can’t be severed 
from borders and border zones. Although cultural transfer should not imply a 
“transfer between static and essentialized ‘cultures’” (Rossini and Toggweiler 
2014), it can neither avoid the contradictory dynamics between the idea of 
global mobility and local cultures demarcated with cultural boundaries.  As 
Greenblatt interestingly argues, one of the characteristic powers of culture is 
“its ability to hide the mobility” in localness. Thus, an analysis of cultural 
mobility should take “the allure (and, on occasion, the entrapment) of the firmly 
rooted” into account (2010b, 252-3).  

Wendland defines the notion of culture implied in cultural transfer in a 
pragmatic way as “different systems of meaning-making, which are defined by 
specific semiotic sets, values and rules, and—of increasing importance since 
the eighteenth century—by political borderlines” (2012, 46). Thus, Cultural and 
political boundaries become specifically significant since interaction is “mainly 
evident and virulent […] on the boundaries, borderlands or frontiers” (57). The 
interaction is though not always a happy encounter of different mindsets, but 
can as well lead to “an anxious, defensive, and on occasion violent policing of 
the boundaries” (Greenblatt 2010a, 6-7). These points bring again the 
importance of change to the fore as transfer does not mean a mere transportation 
but, inherent in it, are processes of “transformation”, “re-semantisation” and 
“metamorphose” (Espagne 2013, 1).  

In migratory self-adaptation, transfer is the job of various forces. 
Communication, the broad practice which frames both migrant authorship and 
adaptation, can be defined as the “transfer of cognitive import” among minds 
(Elleström 2019, 22). Furthermore, media transformation, adaptation being one 
instances of it, can be understood in terms of  “the transfer of transmedial 
characteristics” across media (Elleström 2017b, 663). The phenomenon of 
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transfer lies as well at the heart of translation. In an interview, Anil Bhatti points 
to the way the German word for translation “Übersetzung” conveys the material 
aspect of transfer in translation more adequately: “you translate and you ferry 
across a river. There’s a ferry, a stream, and a movement” (2014, 17). Maria 
Tymoczko, in her project of enlarging translation (Tymoczko 2014), builds a 
cultural interface as a frame of reference for understanding translation on the 
basis of the notions of “transmission, transfer, and transference” (115). 
Laurence Raw uses Tymoczko’s idea to bring adaptation and translation 
together arguing that  

Both translation and adaptation studies have developed models 
of textual transformation that have proved highly effective in 
promoting Western interests in different contexts. One such 
model is the notion of translation as transfer […] in which 
‘transfer is figured in terms of transporting material objects or 
leading sentient beings […] across a cultural and linguistic 
boundary’ (Tymoczko 2007: 6) (2012, 5). 

The notion of transfer is used differently, and with different levels of 
abstractness, in these formulations. However, in all of the usages, one can see 
the presence of real, material movements. Talking about communication and 
transmedial movement, one can attest to the transfer by means of recognizing 
similarities between the two points of production and reception while not 
exactly being able to map the route of mobility. The scene changes when the 
communication happens across cultures, as for instance in transcultural 
adaptation, in which the routes of movement become more visible and material. 
This is because on one hand material and concrete processes of transfer are 
needed for wider circulations of cultural elements, and on the other hand, 
production of similarity and mutual understanding are blocked by various 
differences, thus the route becomes more visible.  

In such context, the migrant self-adapters become agents of transfer whose 
practice encompasses various types of transfer. This agency is discussed and 
described, in general terms, as a border positionality in the next section and 
continues to be further developed in the next two chapters where dynamics of 
translation and adaptation are scrutinized with more precision.  

 

5-3- Border positionality of the authors and the 
works 
Transfer is not possible without the agents of transfer. The role of contact zones 
and active intermediary agents, “a specialized group of ‘mobilizers’ – agents, 
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gobetweens, translators, or intermediaries”, and the institutions they serve, are 
repeatedly affirmed in discussions on cultural transfer (Greenblatt 2010b, 251).  
Likewise, the interaction between agency and structure is an important 
discussion in border theory. As Emmanuel Brunet-Jailly claims, “the implicit 
recognition that agency and structure are mutually influential and interrelated 
in the shaping of emerging and integrated borderlands” forms the core of border 
theory (2005, 644).  

The question “who borders?” as Johnson and Jones argue, is becoming more 
and more difficult to answer, as it is no more only the state who is involved in 
making borders but “a range of private actors including media, businesses, and 
citizens” (in Johnson et al. 2011, 62). However, this does not mean that all 
individuals and institutions are equally engaged in practices of borderwork. 
Chris Rumford speaks of “the capacity to make or undo borders” as a major 
source of political capital, which is nevertheless being dispersed in the society. 
Rumford suggests a ‘border perspective’, or ‘seeing like a border’ which means 
to take into account the perspectives of all who engage with borders, who, no 
matter whether shaping the border or being shaped by it, are “proactive agents 
of bordering which include the powerful and the powerless” and are made 
visible when “practices of local borderwork” are focused upon (in ibid, p. 68).  

It is not a new proposition to consider the migrant as a border personality and 
migrant authorship as ‘border writing’. Almost three decades ago, D. Emily 
Hicks (1991) described border writing as literature which “emphasizes the 
differences in reference codes between two or more cultures”, offering “a kind 
of realism that approaches the experience of border crossers, those who live in 
a bilingual, bicultural, biconceptual reality” (xxv). Hicks states that by borders, 
she is not referring to physical borders but a specific type of “sensibility” which 
border crossers possess as being “both ‘self’ and ‘other’”.  

The border crosser ‘subject’ emerges from double strings of 
signifiers of two sets of referential codes, from both sides of the 
border. The border crosser is linked, in terms of identity, 
activity, legal status, and human rights, to the border machine 
(Hicks 1991, xxvi).  

Satrapi and Rahimi are migrant authors who maintain working in relation to 
both cultures they have been associated with at levels of content and form, and 
demonstrate the difference-based approach that Hicks talk about. Rahimi tells 
the Afghan story in the French language and form, and then transfers the 
narrative to the Afghan setting. In Satrapi’s work the two cultures are co-present 
in the work. What is developed as multiple positionalities in chapter four can as 
well be seen as different points on a border positionality for the works and the 
authors, each point with different direction of transfer and different levels of 
change and adjustment. The border positionalities of the authors and the works 
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are equally materialized in the realm of media through the transmedial 
authorship. The two border-positionalities (of territories and media), though 
analytically possible to dissect, are firmly entangled.  

Consequently, the practice of migratory self-adaptation can be viewed as 
border-crossing and re-bordering stemming from the border positionality of the 
migrant, self-adapting author. I agree with Hicks about the way a border 
positionality, regardless of living or not in borderland, would put an individual 
in a specific relation with the ‘border machine’, and would result in specific 
aesthetic experiences. But, I decide to shed the essentialist flavor of the unique 
‘sensibility’ of the border-crosser in favor of the ‘border perspective’, suggested 
by Rumford, as a multi-directional perspective adopted by agents of borderwork 
who in this case are migrant authors in practice of self-adaptation. With this 
view, in the next section, I delve more directly into the practices of borderwork 
which frame the adaptations and the media products.  

5-4- Adaptation as media borderwork  
In each case of adaptation, a relation is established between the adapted and the 
adaptation which is not only about their similarities and differences and the 
extent of fidelity of one to the other, but is also about the way they are 
positioned in relation to, and are distinguished from one another. This relation 
can be understood in terms of a border zone between the two, a space which 
both connects and separates the adapted and the adaptation. This border zone is 
shaped by the specificities and affordances of the involved media and the 
specificities of the different cultural and linguistic settings they might adhere 
to. In the case of self-adaptation, the border zone is as well affected and 
occupied by the continuation of the authorial agency. Accordingly, in migratory 
self-adaptation, the border positionality of the authors, grounded in their 
migrant position, acquires as well a medial aspect in the process of self-
adaptation.  

In what follows, the relation between the book and the film, in Persepolis and 
The Patience Stone, will be looked at as a border zone.  

5-4-1- The border zone between a graphic Novel and an 
animation film 
In Persepolis, the transfer of media qualities does not entail a change of cultural 
setting and language. The border zone is thus rather determined by the 
specificities of media involved, the particular mode of production, and the 
highlighted presence of Satrapi as not only the author but also the one who holds 
the key to the authenticity of the narrative.  
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Through adaptation, the border positionality of the author is opened to co-
authors. In the process of media transfer and transformation, several agents of 
transfer have joined the solo author of word and images of the book, including 
(but obviously not limited to), animators, graphic designers, music producers, 
voice actors, etc.  Most importantly, it is Vincent Paronnaud, the co-writer of 
the screenplay and co-director of the film, who joins Satrapi in this position. 
Although the film might appear to rely mainly on Satrapi’s style of drawing, 
trace of Paronnaud’s style, in using the soft curvy contours, minimalist drawing 
of bodies and the grayscale usage of color, become clearly visible when his 
previous works such as the short film Raging Blues (2009) are looked at.  

The two construct a duo, comprised of the image of the energetic Iranian 
woman and the taciturn French man. The co-authorship is acknowledged and 
celebrated in the context and even implicitly in the text of the work. In the very 
first scene of the film (00:1:58–00:2:00), a stranger, very much resembling 
Paronnaud, stands beside the character –Marjane– and stares at the airport 
information table. Such indexical connections to the world outside the film, and 
allusions to the process, are made possible by the specific affordances the 
medium of animation film provides with its basic medium of drawing images. 
This is also one of the important connecting points between the two media types 
engaged in this adaptation. In the following, I first take a step back and look at 
the border zone between the two qualified media to then focus on the border 
zone between the two media products.  

The two media of comics and film hold a long-lasting connection which is 
grounded in 1- the history of both industries; 2- the theoretical 
conceptualization of the two media types; and 3- their material and semiotic 
media similarities. Gardner argues that the convergence of the two media 
should be considered beyond their formal properties. As he argues, this 
connection should be established with “an embrace of the genetic links that 
once bound film and comics together when they emerged as the new media 
modes of storytelling in the early years of the twentieth century” (Gardner 2012, 
181). 

The industrial connections of the two media types are more than anything 
materialized in the genre of ‘comics movie adaptation’ that holds a considerable 
portion of Hollywood blockbusters. Liam Burke traces the industrial connection 
of the two to the start of the twenty-first century when “Hollywood faced certain 
cultural, technological, and industrial challenges that comics were uniquely 
equipped to surmount”; an industrial dialogue which, in his view, facilitated the 
ascendency of comics form subculture to the mainstream (Burke 2016, 4).  

The contribution of comics to the film industry is however neither limited to the 
mainstream comics, nor to the Hollywood blockbuster superhero film. 
‘Alternative comics’, which were “not bound by the superhero genre, the 
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corresponding male adolescent market, or typically by a smooth integration into 
large media corporate synergy” have as well been adapted into films, which in 
their own turn , “may stretch the industrial and technological boundaries of their 
medium in attempts to mimic their source material” (McAllister, Gordon, and 
Jancovich 2006, 112).  

Extending the categorization one step further from the binary alternative-
mainstream divide, Rothery and Woo offer a three-level categorization of 
comics film adaptations: “independent films based on alternative comics; 
smaller studio films based on independent comics; and blockbuster franchise 
films based on “mainstream” superhero comic books” (Rothery and Woo 2019, 
128). Persepolis is one of the examples they name for the second category, 
which is not very easily distinguishable from the first as both deal with 
alternative comics and films made outside Hollywood. In my view, what 
positions Persepolis in the middle-ground between the mainstream and the 
super-alternative is the way it remains autonomous from the broader industry, 
while as well enhancing its public appeal through its adaptations to the Western 
film culture with moves like having celebrity actors playing the voices, and 
including Western music and music records known to many groups of Western 
audiences. 

In addition to the industrial aspects, the popular transmedial relation between 
comics and film stems from the media proximities rooted in the materiality of 
both media types. Pratt summarizes these commonalities in that both comics 
and film strongly tend toward the narrative, employ mimetic and visual 
narration, and both are ‘gappy’ in such a way that they “control the percipient’s 
attention to a similar degree and with similar techniques” (Pratt 2012, 155). In 
his view, no other medium shares this constellation of affinities with film as 
comics does.  In a same line of argument, Cook suggests that pictorial, narrative, 
and sequential similarities have historically made it possible for techniques of 
production and evaluation in one media type to influence the other (Cook 2012, 
168).  

The other face of this proximity is the notorious overlap between comics and 
film storyboards. There have been some stereotypical thoughts, in the realm of 
practice and analysis, considering comics as similar to cinematic storyboards or 
as media working exactly like film and in no need of a theory of their own. 
Cook refers to the “close structural relationship” of comics and film storyboards 
(Cook 2012, 168) and Meskin, while emphasizing the importance of comics as 
an autonomous medium, admits that story boards might fit in some definitions 
of comics (Meskin 2007, 377). Will Eisner, one of the main figures in theory 
and practice of comics, attests to this proximity but clarifies the problem by 
showing that the proximity is not established between a finished comics and a 
storyboard but between a level of composition or “the conceptual layout”, 
referred to as storyboard in film and ‘dummy’ in graphic narratives: “a trial 
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mock up which gives the creator the chance to make to rearrangements before 
the final product is begun” (Eisner 2008, 136).  

However, the storyboard-argument proximity risks to be more plausible when 
it comes to comics-to-animation adaptations and, in such a case like Persepolis 
where the author of the comics is as well the director of the film, even more so. 
There is an obvious insistence in the contextual material about Persepolis on 
defying such presumptions, either directly in interviews or by making a nuanced 
representation of the film production process via the freely available backstage 
footage which shows the process as quite autonomous from the book (La Face 
Caché de Persepolis dir. Marie Cogné, 2007).  

Looking at the process with an intermedial lens, we can see that the proximity 
between the comics and the animation is primarily established by the shared 
basic medium of drawn image. The shared basic media of drawn images 
smoothens the transfer and acts as a contact point on the border zone. This is 
more visible in the way such adaptation is formulated in French as a move from 
“bandes dessinées” to “dessins animés”, “dessin” appearing there as the contact 
zone. In Persepolis, the proximity is strengthened even further through the 
materiality of production. Going against the convention of using computer-
generated images which dominates the industry, Persepolis is produced with 
the outdated technique of hand-drawn animation. This quality, which might 
however escape the eye of the inexpert audience, assimilates the process of 
producing the film to that of creating comics, as both being the result of direct 
labor of the human hands. Presence of the bodies between the book and the 
film, and the move from a body to bodies of multiple agents, becomes especially 
important when we consider how much the narrative of Persepolis circles 
around bodies. It is indeed this collaboration and inclusion of other bodies in 
the self of the self-adaptation, which shapes the act of transfer.  

In addition to these border points of contact, the border zone between the 
adapted and the adaptation is of course comprised of differences. Sound 
(inclusive of music and speech) and movement are the main dimensions where 
the film departs from the comics. Subsequently, both sound and movement 
contribute to the different formation for ‘temporality’ 1  in the new media 
product. The making-of, interestingly, shows how the multimodality of the final 
media product is produced in various stages. First of all, the screenplay is 
collaboratively written and then, the voice actors have played the screenplay 
without having any images in their view. The voice-acting has been inspired by 
the knowledge about the images and the characters the actors could obtain from 
reading the book, and is guided with the highly mimetic directions performed 
by the director. In the next step, images are drawn and refined in several stages 

                                                
1 - For more about this aspect in relation to memory work see chapter seven, “Remembering in comics 
and film” (133-136) 
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by numerous drawing specialists, again with inspiration from images of the 
book and the direction provided by Satrapi in form of performances of gestures 
and explanations. The process is of course complemented by various other 
technical stages, from recording and adding the Foley sounds, to color 
correction, editing, etc.  

In traversing the distance between a silent and materially static multimodal 
constellation to one with speech and mobility, the author’s body becomes an 
active agent. Her miming performances, which mainly include gestures and 
tones, respectively for the graphic designers and the actors, become an 
important aspect of the media borderwork. In this way, the author’s body, 
memory, and performances work beside the comics and the screenplay as a 
source for adaptation. Multiple instances of Satrapi posing for the graphic 
designers are captured in Marie Cogné’s film. In one instance, Paronnaud 
jokingly refers to the way Marjane mimes everything, and its importance in the 
filmmaking process, by stating that she even memes the dog and the table.   

Furthermore, as briefly mentioned before, the adaptation has added to the 
Western aspects of the narrative through the new modes and elements it inserts 
to its representation. This aspect is one of the most visible instances were the 
borderwork across the cultures meets the media borderwork. A significant and 
telling instance of this approach is the transmediation of the song “Eye of the 
Tiger” in the later parts of the film (1:09:36-1:10:34). A one-minute cover of 
the 1982 song by the American band Survivor is sung by Chiara Mastroianni 
(Adult Marjane) in a quite out-of-tune voice which is perfectly in accordance 
with the humorous tone of the film. The cover accompanies the scene which 
depict, in a fragmented manner, Marjane coming back to life and activity, after 
a long period of depression and an attempt to suicide (transmediated from the 
last two pages of the chapter “Skiing” in the book, 276-277).  

In the particular frame of the one-minute scene, the song multiplies the meaning 
of the images with its energetic rhythm and its lyrics which speak of survival, 
“rising up”, going “back on the street”, and taking chances. In the broader frame 
of the film, it becomes a highlighted instance of the way Western, English-
speaking pop culture is used in Persepolis as a bridge, crossing the border zone 
between the cultural settings. Already in the book, English pop and heavy-metal 
music of the eighties is referred to, in representing the life of Marjane as an 
adolescent. It is especially in the chapter titled even as “Kim Wilde” (126-134), 
that a bridge is established between the adolescent Marjane and a Western kid 
of the eighties, through a shared interest in Iron Maiden, Kim Wilde and 
Michael Jackson. In the last panel of the chapter, Marjane, who, in the previous 
panels had been stopped and investigated by the female officers of the 
“Guardians of Revolution” for her punk appearance, sings and dances, quite 
angrily, with Kim Wilde’s “Kids in America”: “We’re the kids in America” 
(134- panel 7), emphasizing the connection.  
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The border zone between the two versions of Persepolis, as illustrated in this 
section, is, before anything, determined by the industrial, material and structural 
border points which connect the two media and facilitate the transfer of the 
narrative, characters, images, narrations and dialogues, among other elements. 
The transfer, indispensably, contains change. The move from one multimodal 
constellation –the graphic novel– to the other –film– is made possible through 
the move towards collaborative authorship. Moreover, the border zone between 
the two versions is crossed by the persistent figure of the author who connects 
the two versions with the performance of her body. Addition of sound and 
movement are the two important changes happening in the process of media 
transformation and, as argued above, contribute to the broader practice of 
border-crossing as a migrant by building bridges between the Iranian and the 
Western culture. 

5-4-2- The border zone between a French novel and an Afghan 
film  
While the process of self-adaptation in Persepolis seemed to better lay itself to 
be formulated as borderwork, in regards to The Patience Stone, it is rather the 
concept of transfer which appears to be central. In The Patience Stone, the 
intermedial transfer is integrated with cultural and geographical transfer. The 
geographical transfer has affected the border zone between the two media 
products, and have made the distance between the two poles rather visible. The 
move from novel to film in The Patience Stone practically means to transfer a 
narrative about a female body to the actual realm of bodies, and also to a cultural 
setting where active forces control and denounce such representations. 
Therefore, adaptation becomes more than anything a transfer from a 
disembodied narrative to embodiment.  

Unlike Persepolis, where autobiographicality of the narrative situates Satrapi 
in the position of a know-it-all author at the heart of the collaborative 
authorship, Rahimi performs a rather conventional persona as a director, 
switching between the roles of a writer and a director rather than extending one 
into the other. Once again, other authorial agents contributing to the production 
of the film and their characteristics are significant. While officially promoted 
in the industry as an Afghan film, The Patience stone is rather a transnational 
film in which diasporic agents, other than the director, have had a significant 
role. As mentioned before, the transnational crew, more than Afghans, consists 
of French, German, Iranian and Moroccan agents.  

Supporting roles are mainly played by less-known Afghan actors who reside in 
diaspora like Hassina Burgan (the aunt) and Massi Morwat (the young soldier). 
The two main actors, Golshifteh Farahani and Hamidreza Djavadan, are both 
professional actors from the Iranian diaspora in France, the former a new 
migrant previously an active and renowned actress in Iran, and the latter 
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residing in migration and mainly working in theatre, since early years after the 
Islamic revolution in Iran. The choice of non-Afghan actors for the main roles, 
despite the realistic approach of the film, can stem from the scarcity of local 
professionals at the time due to the demolition of cultural infrastructures in the 
Taliban era. These actors also perform borderwork, not only through their 
media engagement in the process of adaptation but also in connecting the 
cultural forces of the two diasporas of Iran and Afghanistan in their 
performance.  

Yet, the most visible collaborative agent is the screenwriter, Jean-Claude 
Carrière, Buñuel’s screenwriter of nineteen years and one of the few 
internationally-known and celebrated screenwriters who has worked with 
numerous big names in the history of cinema including Jean-Luc Godard, 
Michael Haneke, and Milos Forman. Carrière’s engagement with the 
production of the film becomes an equivalent to the context of publication and 
recognition surrounding the book. Furthermore, Rahimi’s collaboration with 
Carrière is not only a source of prestige and professionalism but as well induces 
an artistic and Avant-guard aura in the film, almost equivalent to the connection 
the book tries to establish with the Nouveau-Roman movement. In other words, 
with Carrière’s presence, the transnationality of the film moves further towards 
internationality.  

As will be expanded in the next chapter, the transnationality of the crew 
engenders various translational processes without which the transfer wouldn’t 
have been possible. Most importantly, the collaboration of the French-speaking 
Carrière in writing a Persian script and the performance of the script in the Dari 
accent couldn’t have happened without the help of translators who mainly 
remain invisible in the process. In this way, a three-layered transfer of 
overlapping migration, adaptation and translation of the narrative shapes 
migratory self-adaptation in The Patience Stone.  

Adaptation includes changes in levels of abstraction and in the case of novel to 
film adaptation there is a clear move towards specification and concretization, 
or in semiotic terms, towards replacing (some of the) symbolic signs of the 
language with indexes and icons. In novel to film adaptation, the change of 
semiotic level involves a transformation in material and sensorial levels. In the 
common parlance, this can as well be formulated as giving bodies to ideas, or 
‘embodiment’. The term embodiment brings ‘body’ and ‘representation’ 
together as it refers to: “the corporeal ‘vesture’ or ‘habitation’ of (a soul)” as 
well as the act of giving “a concrete form to (what is abstract or ideal); to 
express (principles, thoughts, intentions) in an institution, work of art, action, 
definite form of words, etc.” (OED).   

In studies on adaptations, bodies and embodiment have come to focus mainly 
in relation to gender, sexuality and race, especially when adaptation involves 
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deliberate transformations of body representation, and engenders political 
contestations. Hutcheon mentions “embodying” and “disembodying” as one of 
the ways of indigenizing a story (Hutcheon 2012, 158). Accordingly, 
Adaptation has as well been used as a repurposing and revising strategy in 
providing more inclusive versions of classic narratives with a wider range of 
body formats, skin colors, and embodied relationships.  

In filmmaking, materiality of bodies come together in the processes of 
production and reception, as well as in the media product itself, in such a way 
that a “productive confusion” and a “dynamic relationship” arises between the 
bodies by the way of which “the physicality or viscerality of the filmmaking is 
often simultaneously played out on the bodies of the characters and inscribed 
in the filmic body itself” (Beugnet and Mulvey 2015, 90-91). The question of 
embodiment in cinema is also highly gendered. As analyzed by feminist media 
scholars, cinema has suffered for a long time from “the eviction of the female 
spectator from a discourse purportedly about her […] one which, in fact, 
narrativizes her again and again” (Doane, 1991 in Thornham 2003). In other 
words,  the ‘female body’ has been, for a long time, the popular and contested 
object of cinematic representation, suffering from “simultaneous absence and 
‘over-presence’” (Thornham 2003, 80).  

In its representation of the female body and its focus on body dynamics as a 
theme of the narrative, The Patience Stone foregrounds embodiment in both of 
its versions. The narrative is indeed an intermingled performance of body and 
speech which is as well about body and speech and their affordances in 
interpersonal communication. Early in the novel, words are described as if they 
contain a materiality which touches the flesh of the body: “She punches herself 
in the belly. Once. Twice. As if to beat out the heavy word that has buried itself 
in her guts” (294). In the ending, where the protagonist is claiming prophecy, 
she declares “the body” to be her miracle, standing as an equivalent for the 
“revelation” –the verbal– which has legitimized prophecy of male prophets. 
“‘yes, the body is our revelation.’ She stops. ‘Our own bodies, their secrets, 
their wounds, their pain, their pleasures …’” (409). 

It can be argued that the narrative of The Patience Stone, at the level of content, 
shares grounds with its formal process of cinematic adaptation, in the interplay 
it establishes between the corporeal and the verbal. Yet, it is in the filmic version 
that, by contribution, transfer and representation of actual human bodies, 
embodiment come to the center of the stage. Through adaptation, the character 
is literally given a body to. Furthermore, the transcultural migration of the 
narrative adds another layer to the body politics of adaptation in The Patience 
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Stone as it entails transculturation1 of the narrative between two cultures that 
treat the body quite differently. Here, adaptation transplants the narrative in a 
culture where, particularly (but not only) under Taliban, the female body has 
been subjected to invisibility and concealment through the imposed veil and 
seclusion.  

In practice, the unnamed and undescribed protagonist of the novel, which has 
more of a voice than a face, is embodied through the body of an actress who 
brings her baggage of bodily transgressions to the film. The Patience Stone was 
the first film in which Golshifteh Farahani, the Iranian actress, played after her 
migration which was actually imposed on her due to her previous performance 
in Ridley Scott’s Body of Lies (2008). Already a recognized and praised actress 
in Iran, she was no more allowed to work in the country when, not conforming 
to the Iranian regime’s doctrine of women’s representation, she acted unveiled 
in Body of Lies. The unveiled appearance outside the country was widely 
commented upon by authorities, audiences and fans, but became more 
drastically provocative when she took part in a scene of nudity, in the short film 
“Corps et Âmes” (2012, dir. Jean-Baptiste Mondino), produced by Académie 
des César, where 31 young actors gradually undress and recite the text, Pour le 
Plaisir, written by Laurent de Bartillat. The text begins with: “Regardez-moi/A 
cet instant, nu/ Libre de corps et d’esprit”/ Look at me/ now, naked/ free of body 
and soul”, of which Farahani’s lines are: “de vos rêves, je serais la cher/ of your 
dreams, I’ll be the flesh”.  

The short film was released just a few months before the first screenings of The 
Patience Stone and engendered heated repercussions of praise and blame 
among the Persian-speaking audience. In such context, it was not only the body 
of the character, but that of the actress, or more accurately a seamless blend of 
the two, which provided a point of contestation, as “the ‘bleeding’ of pictures 
across various media” makes various roles of a single actor with high rates of 
visibility to be perceived as a chain of interacting and interchangeable images 
(Pietrzak-Franger 2015, 252).  

Laura Marks points to the specificity of body politics in Arab cinema and I find 
her argument valid as well in the case of The Patience Stone because of the 
shared religious doctrines affecting both types of cinema. As Marks argues, this 
cinema is “alive with bodies testing their powers to live against commands to 
obey” (2015, 133). In her view, “dominant images of thought –such as the idea 
that women should be docile” might be “budged a little” in these films, for 
opportunities of “new kinds of affective encounters” to release (122). Likewise, 
in The Patience Stone the over-presence of the female body in the position of 

                                                
1 The transculturation is of course not happening at the level of story, but at the level of production and 
reception so The Patience Stone is not a transcultural adaptation in the sense that for example an 
Indianized transmediation of Hamlet (ex. Haider (2014)) would be.  
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the speaker, and not the silent object of gaze, results in “discovering the body” 
(133).  

In light of the specific body politics, the issue of transferability becomes highly 
important. Some aspects of the narrative have not simply been transferrable to 
the new setting without grave repercussions. Consequently, most of the 
differences between the two versions are rooted in the contextualized medium 
specificities which have been affected by the change of the geographical setting, 
and the differing cultural and social values which frame the two versions.  

The film is more conservative in representing the culturally taboo, in result of 
which a few significant scenes of the novel remain un-transmediated. The most 
notable of these scenes is one where the woman fiercely criticizes her husband 
for treating her menstruating body as untouchable and evil, and smears her 
menstrual blood on the man’s body and face.  

Holding her breath, she pulls out her hand with a stifled cry. 
Opens her eyes and looks at the tips of her nails. They are wet. 
Wet with blood. Red with blood. She puts her hand in front of 
the man’s vacant eyes. “look! That’s my blood too. Clean. 
What’s the difference between menstrual blood and blood that 
is clean? What’s so disgusting about this blood?” Her hand 
moves down to the man’s nostrils. “You were born of this 
blood! It is cleaner that the blood of your own body!” She 
pushes her fingers roughly into his beard. As she brushes his 
lips she feels his breath. A shiver of fear runs across her skin. 
Her arm shudders. She pulls her hand away, clenches her fist, 
and, with her mouth against the pillow, cries out again. Just once 
(310-11). 

It is not though surprising that such a scene does not appear in the cinematized, 
localized version of the narrative. The Patience Stone, has already been 
considered to have overstepped local boundaries of visualization by screening 
female nudity and voicing what would be considered quasi-heretical in this 
context.  In this instance, the cultural context of the story works hand in hand 
with the conventionalized confinements of the media. Visualization of 
menstruation and menstrual blood is generally not normalized in television and 
cinema and is mostly confined to what is named as “menstrual art”1.  Elisabeth 
Kissling, analyzing representation of menarche (2002)2, concludes that such 
representations are rare in American movies and, if represented, are used as the 
biological marker of difference between the two genders, even further 
enhancing discriminative attitudes toward women.  

                                                
1 For more on this, see Green-Cole, Ruth. 2020. "Painting Blood: Visualizing Menstrual Blood in Art." 
In The Palgrave Handbook of Critical Menstruation Studies . 
2 - The article is not so new but the argument is still valid as the scene has not changed so much. 
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It is not only the bodies which widen the border zone between the novel and the 
film, but also the way space, temporality, interactions and senses are 
transformed in the process of medial and cultural transfer. The move from 
written text to audiovisual representation makes it necessary for the narrative 
elements and structures to be pinned down in a certain level of concrete 
materiality as “the showing mode entails embodying and enacting, and thereby 
often ends up spelling out important  ambiguities that are central to the told 
version” (Hutcheon 2012, 28). This fact, takes a further dimension in The 
Patience Stone, as the narrative becomes more clearly Afghan, and disperses 
some of the ambiguities of the novel which gave a less specific and more 
universalized character to the setting of the novel and as well to the protagonist. 

The two versions are framed with intermedial references at the level of media 
type in such a way that the novel is quite a cinematic novel, with its point of 
view, modes of description and economized language; and the film is close to 
what conventionally, and perhaps stereotypically, would be considered as a 
literary or wordy film, with the centrality of monologue and its slow rhythm. 
Against this background of intermedial references in both versions, the 
questions of “who sees?” and “who speaks?” reveal interesting differences 
between the novel and the film. The distinction between ‘seeing’ and ‘speaking’ 
in narration immediately brings up the narratological discussions about 
‘focalization’, initially developed by Gérard Genette, as a concept which brings 
textuality and visuality together (Horstkotte 2009, 171). Focalization is mainly 
based on the narrator’s knowledge and information in comparison to the 
character (Niederhoff 2011). By introducing the concept, Gerard Genette 
emphasized on the fact that a distinction should be drawn “between the question 
who is the character whose point of view orients the narrative perspective? and 
the very different question who is the narrator–or, more simply, the question 
who sees? and the question who speaks?” (Genette 1983, 186).  

The narration in the novel would be categorized as ‘external focalization’, 
namely an objective narration where the narrator knows less than the character. 
Yet, in addition to the perceived objectivity, the narration, through an 
economized use of language and modes of description, gives an obvious 
impression of a camera lens fixed in the corner of the room, the mobility of 
which is almost confined to zooming in and out. The opening paragraph reads 
as such:  

The room is small. Rectangular. Stifling, despite the paleness of 
the turquoise walls, and the two curtains patterned with 
migrating birds frozen midflight against a yellow and blue sky. 
Holes in the curtains allow the rays of the sun to reach the faded 
stripes of a kilim. At the far end of the room is another curtain. 
Green. Unpatterned. Concealing a disused door. Or an alcove. 
(281) 
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The narrative voice remains as neutral, economized and unseasoned throughout 
the narrative, resembling more the stage directions in a play rather than 
conventional novelistic descriptions. This technique elevates the visibility of 
intermedial references early in the novel which, if considered with the history 
of self-adaptation in the author’s career, might raise the question: is this a novel 
written to be adapted1?  

The implied camera becomes a point of contact –border point, as drawing image 
was for Persepolis– between the adapted and the adaptation. In the novel, the 
camera-like narrator observes and records what happens in the room and what 
gets to penetrate the room from outside, in form of the sounds which can be 
heard or what the protagonist narrates. The first-person narration is in this way 
framed within a scheme of observation. The implied observing lens keeps its 
distance, does not let any subjective interpretation or affect to interfere with its 
objective description and does not disturb the privacy of the protagonist, which 
is necessary for her talk to emerge. 

This ‘camera-narrator’ is equaled with the ‘cinematic narrator’ of the film. The 
concept of cinematic-narrator, initially introduced by Seymour Chatman as “the 
composite of a large and complex variety of communicating devices” (1990, 
134), materialized in the appliance of camera for some scholars. The concept 
refers to a “narrative agent” and “filmic narrator” interplaying with “seeing” 
and “hearing” and contributing to the act of “perspectivization” in the film with 
the complementary agency of editing and montage (Schlickers 2009, 224-245). 
Interestingly, the implied camera of the novel and the actual camera of the film 
differ in terms of their mobility, counteracting what is traditionally formulated 
as specificities of narration in the two media. Chatman, himself, in an early 
classic essay of adaptation studies (1990) suggested that while in novels, the 
existence of a narrator voice does not “have to account for his physical position 
at all” (133) “the visual point of view in a film is always there: it is fixed and 
determinate precisely because the camera always needs to be placed 
somewhere” (133). But in The Patience Stone, the camera in the film is the 
freely moving one, traversing across spaces and following the protagonist in the 
other parts of the home and the city. Thus, although the character again spends 
most of her time in the room where her husband lies, her journeys to her aunt’s 
house, as well as her circulation in the other parts of her own and her neighbor’s 
house, provides the space for the coarse materiality of the war-stricken town to 
come to view: the city which is almost void of women but replete with men, 
tanks, threatening voices, and threats2.  
                                                
1 - In the personal interview (2015) the author said that he himself attributes this rather to the influence 
of nouveau-roman on his writing.  
2 - This is out of the scope of this research but worth mentioning that the usage of the camera-perspective 
in the novel and film can be analyzed and criticized in the framework of ‘gaze’(Mulvey 1989). The 
question then would be whether the camera focus is materializing a male and colonial gaze, which in my 
view, can reveal problematic aspects in the dynamics of observation at stake. 
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Although the film is still a one-woman-show, the difference between the 
mobility of what is seen affects the level of agency the protagonist enacts: the 
surrounding reality and other characters get further asserted and are no more 
filtered through her subjectivity to reach the narrative, thus her presence is 
relatively downgraded. This change is most effectively represented in the 
transformed character dynamics: the woman’s aunt, an already excluded 
woman who runs a brothel in the safe side of the city, is embellished into an 
influential character who takes credit for a considerable part of the protagonist’s 
changes. The aunt is a divorced woman and her home, which is filled with 
colors and music, represents the lively side of the story, as well as the city.  
While being an emotional and financial support in the background in the novel, 
she becomes the refuge and the interpreter of the protagonists’ complicated 
thoughts and experiences. The process of identity-change and liberation, 
enacted mostly through narrating and remembering in the novel, changes into a 
more collaborative process where the aunt steers lots of the thoughts in the mind 
if the protagonist, notably the allegory of The Patience Stone.  

Through the intermedial interplay between the camera of the novel and that of 
the film, the film becomes more Afghan, by dedicating part of its focus to the 
outer space, which was filtered out in the novel. As this section demonstrated, 
the process of media transformation in The Patience Stone is framed, on one 
hand, in the framework of embodiment which is an inevitable dimension of 
novel-to-film transfer, and on the other hand, is determined by the interaction 
between transmediality and cultural transferrablitiy of certain elements. In the 
simultaneous migration of the narrative across territorial and media borders, 
subjectivities and perspectives are transferred and transformed. In sum, through 
adaptation, the narrative is once more bordered in interaction with the 
conventions of the Afghan culture.  

5-5- Conclusion: rebordering the mediaspheres  
Persepolis and The Patience Stone, as illustrated in this chapter, differ in so 
many senses when it comes to comparing their journeys across the borders of 
media and territories. The two versions of Persepolis are connected together 
quite firmly, with the shared basic media of drawing image which is at the 
center of both media products. As the analysis showed, adaptation of Persepolis 
comes rather as an extension of the initial narrative, opening it up to new modes 
and semiotic resources and making it more reachable and graspable for global 
audiences. The Patience Stone, on the other hand, opens up to differences in its 
adaptation. The radical transfer from abstractness to embodiment, and from 
France to Afghanistan, situates the two versions in quite distinct positions and 
challenges of transferability affect the process.  



 102 

Yet, the two cases interestingly overlap in the role bodies and embodiment play 
in each of them. Persepolis represents, foregrounds, and multiplies the body of 
the author-character-narrator without embodying it in flesh, but it is the actual 
body of the same author-character-narrator which surpasses the border zone 
between the two media products by her performance. In The Patience Stone, on 
the other hand, embodiment and contextualized body politics frame the 
adaptation. The similar focality of bodies and the different approaches to 
embodiment in the two works makes adaptation to be discovery of bodies in 
both of the works.  

Another important point about the two cases is the way, through their practices 
of bordering and transfer, they each contribute to the transformation of the 
mediaspheres they engage with. As discussed in the previous chapter, both 
works are initiating figures in one or another mediasphere. This, I argue, has 
led to rebordering the media not only at the level of media product but also at 
the level of qualified media. Adaptation has been an important agent, or at least 
catalyzer, for these acts of broader re-bordering. The rebordering is materialized 
either by introducing a new media type in a region/mediasphere –as Persepolis 
does–, or by changing the repertoire of the representables, as is mostly done by 
The Patience Stone.  

As also mentioned earlier, Persepolis (as a book) introduced the visual to the 
genre of memoire in the Iranian diasporic mediasphere and pioneered a slow, 
but ongoing flow of autobiographic graphic novels created by Iranian migrants. 
The pioneering role is however not limited to this sphere. Reyns-Chikuma and 
Lazreg connect the surge of graphic novels in the Middle East to the success of 
Persepolis.  

The success of Persepolis within the rising movement of the 
graphic narratives on a world scale, the importance of the 
Middle East during the global “War on Terror” (after 9/11), and 
subsequent “Arab Spring” (after 2011) have produced many 
comparable titles of varying quality and emphasis. As a result, 
it is now common to read graphic novels set in or about the 
region. Some follow Satrapi’s autobiographical voice, while 
others deploy a reportage approach (as developed by Joe 
Sacco), take up a more historical fiction or even fantasy-like 
fiction genre. In each case, powerful visual and literary 
representations are emerging, which provides some of the best-
known “accounts” and “representations” of the region (Reyns-
Chikuma and Lazreg 2017, 758-759). 

This is not to say that graphic narrative was unprecedented in the region but the 
point is to emphasize that the impact of Persepolis went beyond an inspiration 
or a role model, and was more of demonstrating the possibility and plausibility 
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of such modes of narration.  Reyns-Chikuma and Lazreg point to the importance 
of translation in circulation of the graphic novel beyond Europe and Western 
countries, but the impact of adaptation remains undealt with. Back to the 
relation between the adapted and the adaptation, it is necessary to emphasize 
that one of the functions the adaptation had was that it made the comics known 
to people, especially in the Middle East and in Iran. Consequently, it is not only 
the narrative which is transferred to new regions with the help of adaptation, 
but also the media type of graphic novel. The work, thus, as a conglomerate 
comprised of all its versions and the persona of the author, catalyzes the 
insertion of a new media type in a mediasphere and adds more layers to the 
qualification dynamics of comics as a media type.  

The Patience Stone, as film, was produced not long after the coalitions invasion 
and overthrowing of Taliban and was one of the first films of the post-Taliban 
afghan film industry –which has now re-grown and is rapidly flourishing. With 
its transnational team, and especially with having an Iranian actress in the 
leading role, it also targeted non-Afghan mediaspheres. In terms of its 
contribution to the mediaspheres, what it does is to challenge the 
“representables” in these mediaspheres in relation to the female body. In this 
way, as will be further expanded in chapter seven and in relation to the memory 
work performed by the works, what the film did, alongside other visual 
productions in the flourishing mediasphere, was to change the audiovisual 
archive in the region. 

This argument does not mean that these works totally revolutionized the 
respective mediaspheres but rather that they actively contributed to bordering 
and rebordering these mediaspheres in different scales, depending on the way 
they were received. In these processes of rebordering, it is not only media 
transformation which is at work but multiple practices of language change and 
translation. The entanglement of adaptation and translation in these cases of 
migratory self-adaptation is to such extent that the two cannot be distinguished 
but at an analytical level. The overlaps of the two notions at the level of theory 
and discipline neither makes it easier. In the following chapter, migratory self-
adaptation will be looked at as ‘translational adaptation’ and practices, agents, 
and dynamics of translation are highlighted and scrutinized.   
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Chapter Six: Migratory Self-adaptation 
as Translational Adaptation 

The processes of media and cultural transfer, discussed in the previous chapters, 
have been made possible by a wide range of translational practices. In chapter 
two, while developing my basic concept of migrant authorship, I positioned 
translation as the “first and foremost” strategy for the migrant author which 
builds the ground for other strategies of “mixing” and “repetition” (33). This 
chapter expands this proposition by developing a performative understanding 
of translation, in relation to both migration and adaptation, and by analyzing the 
diverse translational strategies at stake in Persepolis and The Patience Stone, 
including individual and collaborative instances of self-translation, 
translingualism, audiovisual, and multimodal translation.   

 As mentioned in the preface of the thesis, borderwork and translation are in 
fact parallel mechanisms in migratory self-adaptation, together comprising the 
how of the phenomenon. In migratory self-adaptation, translation –language 
transformation– is one of the main channels of transfer and is highly intertwined 
with adaptation –media transformation– in such a way that it is not possible to 
practically separate them from each other. This intertwinement, grounded in the 
theoretic and practical proximity of the two concepts, is visibly intensified and 
diversified in the migratory situation. In the following, first of all, the 
entanglement of the three –translation, adaptation, migration– is discussed in 
theoretic terms and then, in light of the theoretic discussion, the translational 
experiences are analyzed.  

6-1- Translation and migration 
Translation is indeed a very a popular concept for describing processes of 
transfer and change in different contexts. Genes, numbers, people, objects and 
texts keep being translated, namely carried across, transferred and changed. 
Migration itself is a significant counterpart for translation as the two concepts 
are not only intertwined in practical terms but are frequently used to describe 
one another: translation is sometimes described as migration of ideas and texts 
across languages and cultures; and migration is considered to be a translational 
situation where humans and cultures are translocated and identities are formed 
via numerous micro and macro processes of translation.  

In migratory conditions, translation becomes interwoven with questions of 
power, identity and communication, and turns into a transformative and 
performative process, enacted at the levels of the mundane and the existential. 
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Migrants are referred to as “translated men” (Rushdie 2012), “translational 
being”s (Bandia 2014; gender-bias corrected) or “in a permanent state of 
translation” (Cronin 2006, 63). Translation is actively present in all the stages 
and various realities of migration, from that of an asylum-seeker whose life 
story needs to be communicated in translation, to the so-called successful 
migrant whose success is to a great extent evaluated by their ability to translate 
themselves.  

The level the migrant has the power and the ability to contribute to the act of 
translation is a determining factor in their situation of migrancy. This capacity 
depends on the cultural capital and the power status of the migrant before and 
after migration. Different stages of translational agency are situated on a scale, 
from being the object of translation to its practicing subject: from non-
translation to the status of being translated by the hospitable host, to being the 
translator –of self and/or the other migrants– and then to be the translingual 
author (in the broadest sense of authoring), whose process of meaning 
production in the learned language gains high levels of immediacy and 
uninterruptedness.  

To understand the processes of translation at work in migratory self-adaptation, 
it is significant to pay attention to the three performative aspects of translation. 
The performative approach to translation in general has been embedded in 
social studies of translation in terms of ‘doing’ rather than ‘saying’, especially 
in postcolonial approaches where the notion of ‘cultural translation’ pertains to 
more than language. Discussing the validity of considering a performative turn 
in studies of translation, Michaela Wolf equals the performative perspective to 
the social, suggesting that the performative perspective urges “a movement 
away from words, artefacts and textual research towards the understanding of 
the performative processes of cultural practices”(Wolf 2017, 28).  

In addition to the social and performative processes Wolf alludes to, the notion 
of performativity evokes on one hand Austin’s definition of performative 
statements in philosophy of language, as statements which perform actions in 
themselves (Austin 1975, 3-6), and on the other hand summons the identity-
related aspects of performativity developed in relation to gender by Judith 
Butler (Butler 2004). Translation is performative in the three senses in 
situations of migration in general, and in migratory self-adaptation in particular: 
1- it does things, 2- it includes processes and relations, and 3- it shapes 
identities.  

At the broad level of cultural translation, it is not only the words which get to 
be translated, but as well other cultural visual and audio elements. In everyday 
practices of translation that migrants engage with, several micro inter-semiotic 
translations happen as images or body-language are used to communicate what 
cannot be communicated by words because of language inconsistencies. 
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Translation is as well performative in its Austinian sense, as for example in 
cases of asylum-seekers, a thorough, convincing translation of their life story 
has to be presented for their right to citizenship to be applied or rejected. It is 
also an identity-enhancing process, in the sense that Butler recognizes (gender) 
identity to be produced through “stylized repetition of acts” (Butler 1988, 519). 
Translation forms and transforms the identity of the migrant due to its inherent 
repetition while being itself a repeated experience of the migrant’s everyday 
life.    

Paul Bandia proposes to consider migrants as “translational beings” who 
“display the kind of paradoxes or dichotomies that often form the basis of any 
ethics of translation” (2014, 275), namely the tension between sameness and 
difference, or assimilation and resistance. On the same track of difference, the 
encounter between the two concepts of migration and translation is considered 
to be a Janus-faced contact zone with the promise of change on the bright side 
and the threat of contagion and invasion on the dark side of it (Polezzi 2012). 
Moira Inghilleri distinguishes between two understandings of translation in the 
migratory context as “dialogue about difference” and “dialogue across 
difference”, the latter being in her view the promising approach which grants 
audibility to the migrant and demands hospitality from the host society (2017, 
12).  

Depending on the way difference is understood, embraced or rejected in a 
migratory setting, strategies of translation would differ, for the generally 
displaced person, as well as the bilingual and migrant author who creates in 
translation. Migrant authors incorporate translation in their works “as a 
constitutive element, rather than as an accident that happens a posteriori”, in 
Polezzi’s terms (Polezzi, 2012, 349).  For migrant authors, translation is usually 
the main broad strategy for entering the host community. Certain migrant 
authors, like Milan Kundera, have advanced from being translated to becoming 
translators of themselves or writers in the learned language, in various stages of 
their migrant life and their writing career.  

I distinguish between translational authorship –that of self-translating and 
writing in the adopted language– and being translated, as they involve different 
dynamics. Translational authorship, in its own turn, happens mainly in forms of 
self-translation and translingualism. The two, though demonstrating different 
levels of engagement with learned, second languages, are not exclusive stages 
of authoring in translation, but are rather interrelated processes of translational 
creativity. These automatized or non-automatized acts of translation have, once 
again, two faces to them, as Polezzi formulates it: “For some, the dominant 
experience is that of loss, or even betrayal (of a mother tongue, a home 
community, a native tradition). For others, however, the move across languages 
marks a greater freedom and a wider choice” (2012, 351).  
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The tension between the two faces of self-translation and translingualism is 
reflected in the different approaches bilingual authors choose in translating the 
self and writing in the non-native language. They might adopt a communicative 
approach, and diminish the differences, in order to make the process of 
comprehension easier for the potential audience; or they might choose to 
highlight the differences by alternative resistances to translation, trying to 
accommodate their original language in the second language. Most often, the 
case wouldn’t be an either/or approach and authors use a constellation of 
familiarizing and defamiliarizing techniques in various instances.  

Depending on the approach of the author, translational authoring might be 
interrupted by other micro-strategies of mis-translation and non-translation, 
with different purposes (Edwin Genzler quoted in Polezzi 2012, 352). For 
instance, in works of postcolonial authors who produce their work in the global 
language of the colonizer, the power relation between the language of the 
colonizer and that of the colonized is sometimes challenged by non-translation 
and by making the colonized language occupy spaces in the text. However, 
materialization of the global/local tension in translation does not in all cases 
summon the colonial past (and present), but might as well reproduce instances 
of migratory experiences for the reader.  

For migrants, lived experience of communication in the second language is 
shaped by numerous moments of guess and doubt, when they cannot catch up 
with all they hear, or do not comprehend all the phrases. In interrupting the 
narrative with words of the mother tongue, one purpose could be to produce the 
same uncertain experience of comprehension for the reader. On the same track, 
juxtaposition of languages does not always carry the binary tension between the 
global and local, but might as well represent the experience of migrant as a 
polyglot and not as a permanent translational being (Grutman 2006).  

Translational authorship obtains other dimensions in media other than 
literature, like film, where multimodality of translation is further foregrounded, 
and the vast and visible collaborative authorship paves the way for inclusion of 
translators. For instance, The Patience Stone provides a telling example of such 
translational film authorship where several visible and invisible translator-
figures engage in production of the film, in such a way that almost all the 
contributors to the film have to act as translators in one way or another. Such 
multimodal conceptualization of translation is indeed what connects translation 
to adaptation, as another important mechanism of cultural transfer.  

6-2- Collision of adaptation and translation 
Translation and adaptation have never been unrelated. At the same time, a 
constant discussion goes on about the desirable amount of interaction between 
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the two concepts at theoretic and disciplinary levels. Jakobson’s categorization 
of translation at three levels of intralingual, interlingual, and intersemiotic 
translation (Jakobson 1959) has frequently worked as the basis for formulating 
the two concepts as equal, but differentiated materializations of the same 
dynamic of transformation and transfer. Following the same line of thought, 
Lawrence Raw, submitting to Maria Tymoczko’s idea of expanding the 
conception of translation, views translation and adaptation within a more “all-
inclusive framework” and focuses on “transformative processes” at stake in 
both, such as “transfer and re-presentation”(2012, 3).  

Furthermore, Raw suggests to view adaptation and translation at a more 
fundamental psychological level as “basic processes by which every individual 
learns to come to terms with the world around them” (13). Katja Krebs, with a 
similar viewpoint, discusses the shared concerns and directions of the two 
concepts in disciplinary terms:  

Both translation studies and adaptation studies are 
interdisciplinary by their very nature; both discuss the 
phenomena of constructing cultures through acts of rewriting; 
and both are concerned with the collaborative nature of such 
acts and the subsequent and necessary critique of notions of 
authorship (2012, 42-3).  

The two concepts are used for explaining one another, in common language as 
well as their respective disciplines. They are acknowledged as variations of 
each other, distinguished by the amount of change emerging from the process 
of transformation. In evaluating translation, adaptation would be a less faithful, 
drastically changed and domesticated translation, and in evaluating an 
adaptation, translation would be a rather direct transfer and faithful 
reproduction of the original. Evaluations rise from such practices of comparison 
and labeling, causing dichotomies to take shape: “creative freedom versus 
linguistic confinement, or piracy versus trustworthiness and faithfulness, 
depending on which side of the fence you are sitting on” (Krebs 2012, 43).  

While convincingly brought together as concepts and mechanisms of cultural 
transformation and transfer, adaptation and translation are generally 
distinguished by one or a compilation of the following three parameters: 
intensities of change, difference of medium and industrial labelling. 
Translation, in my research, refers more to the language difference or 
interlingual translation and adaptation is concerned with the change of medium. 
Such formulation does not determine, and is neither concerned with, the level 
of transformation each practice is ‘allowed’ to have to remain in the realm of 
‘derivative works’. The quality and dynamics of those transformations, and the 
political dynamics they present, is what is of interest and importance here.  
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A problem with some of the literature on the topic is that they do not clearly 
distinguish between the sense of adaptation used in translation studies based on 
intensity of change and difference in the same semiotic mode, and the sense of 
adaptation which includes a media change. Márta Minier points to a similar 
concern while arguing that 

What is intriguing is not necessarily whether the term 
‘adaptation’ is applied to drama, film, literature or something 
else but whether a certain definition implies intersemiotic 
transfer or not. For the majority of film adaptation scholars, the 
concept does involve a transfer across different artistic media, 
while for a few others, it may also be a case of interlingual or 
intralingual/intrasemiotic transfer […] or even a combination of 
interlingual and intrasemiotic transposition (2014, 18). 

Furthermore, the change of media may or may not include a change of material 
and sensorial modes of perception: transforming a poem into a short story can 
as well be understood as an adaptation in which the medium is changed from 
poetry to short fiction. But, sensorially and semiotically, it is still a textual entity 
dominated by the semiotic mode of written language which is read, and thus 
perceived through vision. While in other cases of media change, as in book-to-
film adaptations, the semiotic, material and sensorial aspects of production and 
reception are drastically changed. This point is important for my research 
because I am relying on adaptation specifically because of the change of media 
and the change of the bodily experience which results from transformation of 
the sensorial and spatiotemporal dimensions of the media.  

Migratory self-adaptation is one of the instances where the distinction has to be 
clear for points of interaction to be visible. In this specific context, a very 
significant question is the “collision” of the two, in Katja Krebs’s words, as 
“rewriting and reshaping” happens both at the level of form (media) and 
language (2013, 1-3). Collisions of translation and adaptation are sometimes 
pointed at with specific labels like ‘transcultural adaptation’ or neologisms like 
‘tradaptation’, coined by the French-Canadian theater director Michel Garneau. 
In Knutson’s words, tradaptation  

is not translation on one hand and adaptation on the other; rather 
it is a kind of translation/adaptation that exists at a particular 
conjuncture of memory and intentionality with respect to the 
language(s) of the past and of the future, and with respect to the 
collectivity brought into being and speech by the theatrical 
event (2012, 114). 

With this view, in the next section, I will focus on the collision of adaptation 
and translation in the migratory setting where the authorships of Rahimi and 
Satrapi’s are shaped. To do so, I offer a formulation of migratory self-adaptation 
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in dialogue with self-translation, the already established concept which can act 
as a ground for understanding migratory self-adaptation.  

6-3- Authors in tradaptation: migratory self-
adaptation and self-translation  
In the realm of culture and media, the term self-adaptation summons the older 
and more established concept of ‘self-translation’.  The connection between the 
two concepts is more robust in migratory self-adaptation. since the latter is a 
scene for adaptation and translation to meet in their various senses. Self-
translation refers to the work of bilingual writers who write their text in one 
language, usually, but not necessarily, their native tongue, and translate it to a 
second language. These authors construct an author-translator figure across 
their oeuvre which unsettles the conventional dynamics of translation. 
Celebrated as exploratory and creative, as “a positive discovery”, “negotiation” 
or “emancipation” of “multiple selves” and identities, self-translation has as 
well been considered as a masochistic act symbolizing “the desire for suspense 
and subversion of the ego, a resistance to completion and a deferral of 
gratification” (Cordingley 2013b, 81).  

The topic came into the focus of translation studies mainly by the publication 
of Rainier Grutman’s entry on “Auto-translation” (1998) in Routledge 
Encyclopedia of Translation studies (Baker and Saldanha 1998), after having 
been neglected or barely acknowledged to that point due to the controversies it 
would rise against common understandings of translation. To that point, self-
translations were mainly considered to be “idiosyncratic anomalies, mostly 
preening polyglots or maladaptive immigrants (Hokenson and Munson 2014, 
1). Further attempts at theorizing self-translation have specifically been focused 
on ridding the concept of its myth of rarity by analyzing its micro, textual 
dynamics as well as the macro, sociopolitical ones. It is repeatedly argued that 
self-translation is neither exceptional nor new. Hokenson and Munson, 
highlighting the way self-translation works against the nationalistic 
monolingualism of the canon (1-2), formulate self-translation and the self-
translator as zones of “interculture”, arguing that translators in general 
“constitute a mid-zone of overlaps and intersections, being actively engaged in 
several cultures simultaneously. […] The self-translator in particular embodies 
such linguistic and cultural overlap par excellence, in person as in literature” 
(4).  

One recurrent question about self-translation regards the relation between 
different texts produced as a result of it: is it the same text materialized in 
different versions? Does the common source-target relation of translation apply 
here too? Or are we talking of two equally but differently positioned texts? 
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Cordingley suggests that self-translation produces a new, “second original” 
(2013a, 2) and Santoyo talks of the two versions in terms of complementarity 
and as “the head and tail of the same coin”  defined in an status of  “reciprocity 
whereby one text supplements and/or depends on the other” (2013, 31).  

The authorial agency, and the intentionality at the back of both texts, make it 
difficult to frame the texts in a source/target, original/copy dichotomy. Certain 
authors openly position their self-translations as translations while others 
consider them a new version or an independent work:  

While navigating between an attitude of attraction towards the 
self-translation and an attitude of refusal to be translated, […]  
there will be cases when author-translators choose to emphasize 
power hierarchies (being “author” twice, making translation 
absolutely invisible and presenting it as an original), while in 
other cases they use the “self ” element to subvert that hierarchy 
(Castro, Mainer, and Page 2017, 13).  

This doesn’t mean that self-translation is all in all the reign of one singular 
author. Self-translation is indeed, and so to a great extent, a scene for 
materialization of different power relations between acts of authoring and 
translating and between different cultural and linguistic settings, as argued in 
the quote above. Emphasizing the dynamics of “asymmetry” between 
languages, Grutman (2013a, b) distinguishes the minority, “aristocrats of 
bilingualism 1 ” –those like Samuel Becket and Nancy Huston who juggle 
between languages like English and French with no huge power gap between 
them–, from the majority who have to juggle between asymmetrically 
positioned languages. The latter includes, most importantly, “writers belonging 
to established linguistic minorities”; “colonial and postcolonial writers”; and 
“immigrant writers” (2013b, 201-2).  

Grutman does not suggest dismissing the aristocrats in favor of the less-
privileged bilinguals, but uses one to understand the other and to expand the 
theoretical thinking on self-translation. There are certain aspects exclusive to 
each category, as for instance self-translation working as a “method of self-
promotion” for those self-translators who are affected by the power asymmetry.  

Many decide to cross the Rubicon of self-translation, either 
because they are utterly dissatisfied with existing translations of 
their work, or because they cannot find a publisher for the first 
version, or because it was poorly received (even censored) in 
the initial language (193).  

                                                
1 - The phrase is not Grutman’s though. He borrows it from Alexandra Kroh (2000) 
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Furthermore, as Elisabeth Beaujour argues and Grutman and Van Bolderen 
further emphasize, self-translation might work as a “rite of passage” to 
translingualism (writing in a second language), for some of these authors 
(Beaujour 1989, 51, Grutman and Van Bolderen 2009, 325).  

In self-translation, strategies of creation connect to strategies of circulation and 
promotion. For the migrant author, self-translation multiplies the direction of 
one’s work in both directions of home and host and manifests how one’s 
approach to the original language and culture might as well be translational in 
the context of migration. Self-translation is thus not only a strategy to settle in 
the setting of arrival, but can as well be one to experience a metaphorical or 
material return to one’s country of departure. In most cases of self-translation 
among migrants, there is a strong hierarchy between the two languages in terms 
of centrality, political power and visibility of the language in the global scene. 
As Grutman aptly argues, translating oneself to a second, mostly ‘major’ 
language, despite its vast potentials, runs the risk for the original minor to be 
totally ignored (2013b, 75). Accordingly, to resist the asymmetry, certain 
authors choose to translate themselves and their works to their native language 
after translingually producing the work in the second major language.  

Audience is another important factor which shapes the dynamics of self-
translation. Hokenson and Munson argue that self-translation “requires a 
dialogic relation to the audience as a relative concept for peoples and languages 
always shifting, often overlapping, along the axes of social change” (2014, 12). 
Oftentimes, for self-translators of the asymmetrical linguistic relations, each 
setting of audiences presents a distinct set of political problems and requests, 
and the choice to self-translate emerges out of the yearning to speak to both 
settings. This point connects to the challenge of addressing for the migrant 
author which was expanded in chapter two (29-30) and chapter four. In this 
context, the asymmetrical positions of power, expanded through the languages, 
texts, fields of distribution and reception, and finally the different faces of the 
author-translator, determine the level of disparity between the two texts, or in 
other words, the amount of ‘adaptation’, the translation has to succumb to.    

Self-adaptation, in comparison, would be an inter-semiotic translation of a work 
by the author which, consequently, urges a different and often wider range of 
capacities, skills, and methods of authoring, as well as the contribution of 
almost a village of co-authors, especially if a book-to-film adaptation is at stake. 
It is however quite transparent that most of the issues surrounding self-
translation are equally relevant for migratory self-adaptation, including the 
unequal power status of cultures, languages and media; the intermediary and 
intercultural status of the authorship; the original/copy ambivalence and the 
problematics of audience and reception.  
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Satrapi and Rahimi are self-translators for whom the practice of self-translation 
has expanded into many dimensions due to their trajectories across media. They 
both perform different types of translational authorship during the different 
stages of authoring and adapting the works. Satrapi performs a multimodal 
translingualism in creating the graphic novel, joins drawing with writing in the 
non-native language and complicates the interplay between the old and the new. 
Her multimodal, translingual authorship takes a performative and embodied 
shape during the process of adaptation. On another level, translation plays a 
distinctive role in internationalization of the film, the same as it has done for 
the book. Rahimi’s translingual authorship in the novel, on the other hand, 
materializes a combination of familiarizing and foreignizing approaches. 
During the adaptation, a clear act of self-translation back to the mother-tongue 
is manifested with the move from French to Dari Persian via the adaptation. 
The self of self-translation/adaptation is however problematized, since the 
translation has been made possibly by the labor of unacknowledged translators, 
as will be explained in the following.  

6-4- Translational practices in The Patience Stone  
Adaptation of The Patience Stone is framed in a process of linguistic and 
cultural translation: the narrative migrates to the Afghan setting in its 
representation as well as in its practical process of production and, at the same 
time, translates into (one of) the local language(s). Via adaptation, and by 
eliminating the discrepancy between the Afghan story and the French language 
which dominates the novel, the translated (adapted) version presents a sense of 
originality which was lacked in the original. In this way, the film can be as well 
understood as a ‘second original’, in the sense that Cordingley (2013a, 2) 
developed. Translingualism, interlingual, intralingual and cultural translation 
are various translational practices happening in this process of self-adaptation 
and are present, with different degrees, in both media products. The process of 
translation is not however so one-directional and gets complicated by 
persistence of the authorial agency and the migrant positionality of the author.  

French and Dari-Persian, as respectively the adopted and the native language of 
the author, are in an interplay from the beginning. In the lack of a French-
speaking Afghan community to situate him in, and in the absence of a 
historically labeled colonial relation between the two cultures, some critics 
consider Rahimi and his works as a sample of “individual Francophonie” (De 
Almeida 2018, 29).  Individual Francophonie or “singularité francophone” is a 
concept which describes the writers that, “not belonging to a community which 
is considered to be francophone, have deliberately chosen to write in French, 
usually at the expense of a rupture with their mother tongue” (Jouanny 2000, 6, 
my translation from French).  



 114 

In Rahimi’s case, Francophonie is joined with ‘Francophilia’, claimed by the 
interpreters of his work as well as himself, who argue, altogether, that French 
has provided the liberation which the mother tongue refused to offer. 

I grew up in a country which, trapped between the Russian 
Empire and the British Empire, had been attracted to France, its 
history and its culture since 19th century […]. […] Going to a 
French high school helped me overcome this ordeal [the coup 
d'etat and imprisonment of the father], it opened a door for me 
to other cultures, to another imagination (quoted in Popa-
Liseanu 2008, 7 & 9, my translation from French)  

Rahimi’s translingualism is not a translingualism of perfection 1 . His 
translingual writing embodies the migratory quality in itself by its plainness and 
hybridity. The French of the novel is a simple and economized French, 
punctuated with numerous points of silence. In several parts of the text, the 
description consists of one-word sentences:  

Et puis la sieste. 
Les ombres. 
Le silence.  
Elle revient, la femme. Moins nerveuse. S’assied auprès de 
l’homme (Rahimi 2008, 41)2.  

At the heart of the translingual French writing, the three languages of French, 
Dari-Persian and Arabic are at interplay, respectively being languages of 
narration, the translated culture, and religion and sanctity. The non-French 
words and cultural elements are integrated in the text with different strategies 
which secure an unhindered comprehension for the French reader while 
preserving a certain level of visibility for the non-French elements. In this 
process, it is clearly not only specific words which need to be translated, but 
also traditions, rituals and local stories, or rather generally, a whole culture.  

As the languages do not share scriptures and are written with different 
alphabetic signs, a transliteration has had to happen for all of these non-French 
words for them to be readable, even if they remain incomprehensible. In this 
way, the words acquire semiotic value but are affected by the symbolic chasm. 
The nonfamiliar words are distinguished from the rest of the text with an italic 

                                                
1 - Perfection in the second language as the goal for translingual writers has been conceptualized as the 
traditional paradigm of translingualism, notably in Kellman’s The Translingual Imagination (2000). 
More recent theorizations in the field witness a change of paradigm, from perfection to intentional 
imperfection, as formulated by Rebecca L. Walkowitz in the book Born Translated (2015) and her 
keynote in the conference Across languages: Translingualism in Contemporary Women’s Writing; 
London 2019 
2 - (Then it’s time for nap. Darkness. Silence. The woman comes back. Less anxious. She sits down next 
to the man. (307))           
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font and are mostly accompanied by immediate, implicit translations: “Seize 
jours… aujourd’hui c’est le seizièm nom de Dieu que je dois citer. Al-Qahhâr, 
le Dominateur1 (20- emphasis on the translation by me).  

Translation has happened not only within the novel and the film, but even 
between them. The film performs a backward move during the adaptation, as if 
the cultural meta-text which was conceptualized in the novel is, at least to some 
extent, materialized in the film. The process which has led to the creation of the 
backward-translation consists of several layers of translation within adaptation, 
performed in a collaborative manner, in recognized and ignored instances. 
Harakat (dir. Alice Rahimi), the film’s making-of, documents the multilingual 
process of production as it shows the director performing a translingual 
condition by constantly code-switching between languages.  

The main practices of translation, however, had happened in the collaborative 
writing of the screenplay and the route the text had to pass to reach the actual 
performance. The screenplay, collaboratively written by Rahimi and Jean-
Claude Carrière, was initially written in French, for the obvious reason that 
Carrière does not speak Dari-Persian. The screenplay had to then go through a 
process of translation which has remained mostly unrecognized: Nahal 
Tajadod, the French-Iranian novelist (and Carrière’s wife) was actually the 
invisible translator-collaborator who translated the screenplay to Iranian 
Persian. As briefly mentioned in an interview, (Carrière and Rahimi 2012) this 
translation has actually materialized in an active collaboration between Tajadod 
and the leading actress, Golshifteh Farahani. In this collaborative translation, 
written and oral translation interwove in order to pave the way for the final 
performance to take shape.  

This intermediary stage of translation, which is only acknowledged by 
including Tajadod in the remerciement, without any allusion to her role as a 
translator, has actually formed the foundation for an autobiographical novel 
Tajadod wrote, which was published in the same year as the film. The novel 
Elle Joue/She plays (2012), features a picture of Farahani on its cover in its later 
editions, and builds upon a conversation between two Iranian women: a young 
actress who has been born after the Islamic revolution and has lived all her life 
in Iran before recently moving to France, and a writer who has lived in France 
for 30 years.  

The way these practices and intermediary agents of translation are not credited 
in the film reminds Laurence Venuti’s idea of invisibility of translators (Venuti 
1986) which is further complicated here by unequal gender dynamics and 
uneven distribution of authorities. The translational layers do not stop here and 
there is still more invisible and collaborative translation to come. As Tajadod 
                                                
1 - Sixteen days … so today it’s the sixteenth name of Got that I’m supposed to chant. Al-Qahhar, the 
Dominant (287) 
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and Farahani are both Iranians and therefore are not fully familiar with 
structures of spoken Dari, the translation had to go through another stage of 
transformation, especially at the level of accent. As Farahani explains in an 
interview (Farahani and Rahimi 2012), the screenplay was read and performed, 
or more technically revised and intralingually translated and recorded, by an 
Afghan woman –unnamed in resources– to provide a model for the actress for 
imitating the accent.  

What is happening in this process of self-adaptation, in terms of translation, is 
actually a multi-layered process of language transformation happening mostly 
in, or directed towards, performance. The performative interlingual and 
intralingual translations, as described above, involve several changes of media, 
the most basic being a constant movement between the oral and the written. 
Therefore, one can argue that the interlingual and intralingual translations are 
never severed from the intersemiotic translation.  

Modes of authorship have as well changed across processes of translation: the 
collaborative aspects of authorship in film-adaptation are further highlighted 
when the translational stages are taken into consideration. The translational 
contributions demonstrate the way numerous people have put their traces on the 
text and have created their own retelling of it, recognized as such or not. In other 
words, the bigger picture of translational experiences in The Patience Stone 
demonstrates that the process of adaptation has turned many of these people to 
translators. A point which directly connects to their border positionality 
described in the previous chapter.  Finally, the importance of translationality in 
this case of migratory self-adaptation becomes symbolically represented after 
the fact in Tajadod’s novel in which, translation is itself transmediated.  

6-5- Translational practices in Persepolis 
In Persepolis, we don’t witness a move between languages in different media 
products as there is no transfer happening across national and linguistic borders 
in the process of adaptation. Instead, the production process and the text of both 
media products are framed in a constant translingual practice which is 
differently materialized in the comics and the film, but is highly multimodal in 
both. In this section, I choose to explain Satrapi’s multimodal translingualism 
by using the concept of ‘translanguaging’, borrowed from applied linguistics.  

Conceptualizations of the practice and experience of communicating in several 
languages have moved from ‘bilingualism’ to ‘multilingualism’ and finally to 
‘translanguaging’, the last notion defined as “the deployment of a speaker’s full 
linguistic repertoire without regard for watchful adherence to the socially and 
politically defined boundaries of named (and usually national and state) 
languages” (Otheguy, García, and Reid 2015, 281).  
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The notion of ‘linguistic repertoire’ replaces the older idea of ‘code-switching’ 
between different demarcated and named languages in multilingual 
communication, and promotes a more complex, diverse and integrated 
understanding of the process. Linguistic repertoire is further revised and 
transformed into semiotic repertoire (Kusters et al. 2017, Busch 2012) to 
account for the multimodality of translanguaging. In considering a multi-
dimensional semiotic repertoire as the resource for translanguaging, it is not 
only the interplay between different languages but the interaction between 
various semiotic modes which becomes the focus of analysis.   

Elisabetta Adami even suggests to speak of “trans-signing” instead of 
translanguaging (2019, 34), to foreground the idea that multilingualism is not 
only about language. As she elsewhere argues, translingual communication 
happening in spaces of ‘super-diversity’ –like migratory contexts– is more 
prone to foreground the multimodality of communication: 

The idea is, when language and culture are no longer assumed 
to be shared, you gesture more, you draw, point to and handle 
objects, use images, and combine at best whatever resources 
you have available to find common ground, make meaning and 
have your interlocutors interpret it the way you intended (2017, 
4).  

The notion of semiotic repertoire is quite fruitful in studying Persepolis, since 
it helps to map out the translingual experience in its wholeness. In this 
framework, even the choice of comics as the medium of narration can be 
understood as part of the resort to the wholeness of a diversified semiotic 
repertoire which includes images in a rather equal status as words.  

Although both the comics and the film are primarily authored in French, 
Persian, the author’s mother tongue, does not cease to affect the authorship. 
Persian co-exists with French in the book mainly as part of the linguistic 
landscape. This presence contributes to a realistic representation of the Iranian 
society, in its public and private spheres. In the public sphere of the city, the 
ideologically marked murals accompanied with revolutionary and religious 
mottos are an important instance for the mother tongue to emerge, alongside 
more neutral toponyms like names of the shops.  

In the chapter “The Return”, an overlap of the two functions is depicted. The 
chapter portrays Marjane, shortly after her reverse migration to Iran. She is 
perplexed and overwhelmed by the changes of the society in general, and in 
particular by the way the cityscape has transformed into an ideological text. In 
the lower panel on page 252, she is depicted with a confused facial expression, 
surrounded by huge buildings and murals. The captions on top and bottom of 
the panel saying:  
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It wasn’t just the veil to which I had to readjust, there were also 
all the images: the sixty-five-foot-high murals presenting 
martyrs, adorned with slogans honoring them, slogans like “The 
Martyr is the heart of history” or “I hope to be a martyr myself” 
or “A martyr lives forever.  

Especially after four years in Austria, where you were more 
likely to see on the walls “Best sausages for 20 Shillings,” the 
road to readjustment seemed very long to me.  

This panel exemplifies the complex translational, translingual and multimodal 
dynamics that shape the narrative as well as the experience it is representing. 
At the first level, it depicts the interplay between image and written speech in 
the way it frames the image with the caption. The caption, includes direct 
translations of Persian slogans, of which one is partially depicted in the image 
too: the words “martyr” and “heart” are drawn in Persian, on the upper left 
corner of the image. Underneath the slogan, a woman in veil is portrayed with 
a martyr lying on her lap, the two surrounded by tulips –the flower which is the 
symbol of martyrs in the ideological context of the Islamic government.  

On the next page, Marjane wanders trough the city and is once more surprised, 
this time by the change she witnesses in names of the streets. After the 
revolution and the Iran-Iraq war, Iranian cities were subjected to official re-
writings and most of the street names were replaced by names of the victims of 
the war. In the third panel of the first row of panels on page 253, Marjane’s 
head is depicted as multiplied in five, each one facing a different direction, and 
all surrounded by street signs that represent the new street names in Persian. In 
the next panel, which is four time bigger than other panels of the page, an 
impressive, symbolic image represents Marjane’s silhouette standing alone, in 
a city underneath which numerous head sculls are amassed. The caption says: 
“I felt as though I were walking through a cemetery.”     

In the private sphere, apart from more ordinary representations of media 
products like books and newspapers with Persian titles, the mother tongue is 
strongly connected to the figure of the mother. On the last page of the chapter 
‘The Horse’ (200-208), which narrates the story of Marji’s mother visiting her 
in Austria, the third panel captures a dialogue written in Persian and left 
untranslated. The dialogue, like the street names, oscillates between being an 
image or a text, depending on the familiarity of the audience with the language. 
The caption mirrors the intimacy and the emphasis on mutual comprehension 
which is implied in the conversation: “It relaxed me to talk to her. It had been 
so long since I’d been able to talk to someone without having to explain my 
culture” (208). 

In the film, the interaction and co-existence of languages remain in the linguistic 
landscape. The intimate manifestations of the mother tongue are completely left 
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out of as the trip is one of the un-transmediated events in the adaptation1. Yet, 
the production stage materializes a performative engagement with the semiotic 
repertoire, this time resorting to a different constellation of modes which 
includes speech, gesture and body movements. The miming performance of 
Satrapi as the director, explained in chapter five as an important process which 
traverses the border zone between the two media products, can as well be seen 
in terms of translanguaging. In this stage, it is not only the directing, but 
furthermore the autobiographical act and the process of remembering that are 
constantly performed in translation, or better said, are shaped by a constant 
recourse to the totality of the author’s semiotic repertoire.   

Another important presence of translation in the process of adaptation, which 
departs from the migrant and translingual positionality of the author and 
connects to the industrial aspects of adaptation, is the translation of the film. 
The English translation of the comics is previously argued –in chapter four– to 
be an important catalyzer in internationalization of the book. It is worth noting 
that the film, likewise, goes through a total process of translation and is dubbed 
to English, instead of solely relying on subtitles. This, which can also be 
explained by Persepolis being an animation with more plausibility for having a 
young audience who can’t read or who would find it hard to follow the subtitles, 
has also interesting implications regarding the constructed authenticity of the 
work.  

In the English version of the film, which is produced beside the French version, 
the two leading female actors, Chiara Mastroianni and Catherine Deneuve, who 
have respectively played the voice of the adult Marjane and that of her mother 
in the French version, repeat their roles in English. In this way, the translingual 
practice is extended to the actors, as agents of the collaborative authorship. At 
the same time, using the same voices, especially for the narrator (Mastroianni) 
in both languages, preserves the aura of authenticity necessitated with the 
autobiographical quality. Furthermore, Mastroianni’s French accent in the 
English version, points to the original of the translation and adds to the 
transnational quality of this version film.  

In the English version, the other French actors are replaced with English-
speaking ones: Gena Rowlands replaces Dannielle Darrieux- the grandmother; 
Sean Penn speaks the Father instead of Simon Akbarian; and Amethyste 
Frezigna replaces Gabriele Lopes who played the child Marjane in French. 
While the voices have changed, an almost similar level of celebrity presence is 
preserved in the English version which can be interpreted as part of the 
internationalization strategies that have materialized through the adaptation.  

                                                
1 - More about the significance of the un-transmediated events in chapter 7, Dynamics of retelling (130-
133) 
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Translation, in Persepolis, as demonstrated in this section, is mainly framed in 
a constant and highly multimodal process of translanguaging which, in the film, 
is even expanded to other contributing agents than the author herself. On the 
comics page, translanguaging happens as an interaction between written 
speeches in French and Persian and images. It is not only the communicative 
drives and outcomes of translanguaging that get to be highlighted on the page, 
but furthermore the political dimension of living in-between language 
differences. What Satrapi does with recourse to her multicultural and 
multimodal semiotic repertoire is indeed an act of cultural translation (discussed 
in chapter two, 37-38). This point will be further expanded in regards to both 
the authors in the next, concluding section.  

6-6- Conclusion: migratory self-adaptation as 
cultural translation  
The intermediary and intercultural position of the authorships and the works, as 
explained in this chapter and the two previous ones, situates them in a position 
of cultural translation. Viewing migratory self-adaptation in the framework of 
cultural translation expands the layers and aspects of translation and politicizes 
them to a higher level. In the analyzed cases, several figures of cultural 
translation are synthesized in the figures of the authors: the migrant, the border-
crosser, the translator, the self-translator or the translingual, and the self-
adaptor.  

These multiple potentials are initially materialized in the books, each of which 
epitomizing a practice of cultural translation. In Persepolis, the broad aim of 
familiarizing the image of the Iranian people for the Western audience is a 
significant realization of cultural translation, in both the book and the film. 
Accordingly, in its two versions, Persepolis pedagogically, provides the 
Western audience with a crash-course on contemporary Iranian history and 
informs them on the complexities of the way the personal and the political are 
interwoven in lives of Iranians. The Patience Stone, while not in such a broad 
and pedagogic way, still pertains to a similar act of cultural translation, 
representing, and at the same time familiarizing the Afghan woman by resorting 
to a somewhat universal formation of a self through narration. The film, in turn, 
performs a double-sided act of cultural translation: it continues the western-
oriented direction while also becoming an inward-looking cultural translation 
from the diasporic author who addresses the home community.  

This inward-looking addressing manifests in different ways for Persepolis too, 
as previously mentioned, in relation to younger generations of the Iranian 
diaspora and the Iranian people residing in Iran. This is the point where the 
project of migratory self-adaptation comes to its function of representing, 
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constructing and re-iterating silenced memories which is the subject of the next 
chapter. As will be argued, the intercultural position of the author who resides 
on the margin of cultures, languages, media and politics of erasure, has 
engendered a mnemonic agency which is put to action in migratory self-
adaptation.  
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Chapter Seven: Migratory Self-
adaptation as Memory Work  

7-1- Adaptation as remediation of memories  
In this chapter, the practice and products of migratory self-adaptation are 
studied in terms of their contribution in formation of collective memories. Both 
cases are grounded in practices of remembering and commemorating at 
individual and collective levels in quite different ways. The memory aspects are 
more obvious in Persepolis as an autobiography, but The Patience Stone is also 
highly invested in connecting to a contested collective memory. The chapter 
argues that mediation, specificities of different media, and transformation of 
media, shape the mnemonic practices in migratory self-adaptation. 
Furthermore, it illustrates that through memory work, the self of the self-
adaptation is linked to the collective identity.  

The memory work expanded here could also be seen as another face of the 
practice of cultural translation, brought up in the previous chapter. Works like 
Persepolis and The Patience Stone that offer an account of a non-Western 
stories in linguistic, medial and industrial frames familiar for Western 
audiences, risk to attain the stigma of self-Orientalizing by being considered as 
opportunistic performances of a native informant agency. What gets lost in such 
evaluations is to such extent these works have the potential to connect to the 
countries of origin, as well as the diaspora which have emanated from these 
countries.  

The engagement with contemporary histories of the two countries that are both 
afflicted by huge political turbulences, wars and revolutions, makes Persepolis 
and The Patience Stone especially important in terms of their memory work. In 
these cultural settings, on one hand, there is too much to remember, and on the 
other hand, there are several obstacles for cultural memory to take shape. In 
these contexts, active regimes of forgetting are materialized in institutionalized, 
as well as more implicit exclusionary dynamics, that are interwoven with 
cultural productions.  

In Persepolis, autobiography is the main frame for memory work in which the 
individual and the collective are connected to each other in different terms. The 
Patience Stone, on the other hand, engages with the contemporary history of 
wars in Afghanistan in a general frame while as well establishing connections, 
differently in different media, with the biography of a specific person, Nadia 
Anjuman, a young poet who was a victim of domestic violence1. Although these 
                                                
1 - For a short biography see the appendix (151) 
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different memory works will be mapped out, the main aim in this chapter is to 
look at the way the change of the medium has affected these memory works. 
As is illustrated and argued in the following, migratory self-adaptation, while 
extending the memory work, has also transformed the practices of remembering 
and commemoration in different scales for each of the cases.  

In migratory self-adaptation, the memory practice is grounded in transmedial 
and transcultural movements, and in the larger frame of migration. Migrants, in 
general, have a specific relation to memory. They actually spend a considerable 
amount of time in a struggle between forgetting and remembering and in 
engagement with the past. As Julia Creet succinctly argues, “memory provides 
continuity to the dislocations of individual and social identity” (Creet 2011, 3). 
Seeing memory in the context of migration sheds light on the complex relations 
between memory and place. Sabine Marschall argues that “the absence from 
home or the homeland and the inability to physically experience significant 
places and social relations” is an important factor in shaping migrants’ 
emotional subjectivities and is what activates the remembering (Marschall 
2018, 257).  

Accordingly, Marschall sees migrants’ memory works as attempts to “recreate 
elements of the remembered home environment in their country of settlement”, 
especially in the case of those who have been subjected to forced and sudden 
displacement (Marschall 2018, 8). This recreation through memory happens in 
form of various performances and also in interactions with objects practically 
taken from home, “which encapsulate episodic memories and become symbols 
of home” (8). Furthermore, “social and cultural performances, personal habits 
and idiosyncratic invented practices” are significant memory practices that 
preserve and activate memories of home and re-create a sense of being at home 
for a migrant by letting them to virtually re-visit the homeland (257).  

Yet, the initial home is not always the place a migrant wants to return to, as 
rather fetishized understandings of the notion of return would imply. 
Remembering might equally be an unwelcome re-experiencing of a traumatic 
memory for those migrants who have fled violence and oppression. Active acts 
of narrating and working through these traumatic memories shows to such 
extent memory can as well rupture the continuity of one’s identity.  

Moreover, when the individual memory and practices of remembering take 
shape at the heart of communities and collective performances and rituals, they 
connect to the collective memory as “a wide variety of mnemonic processes, 
practices, and outcomes, neuro- logical, cognitive, personal, aggregated, and 
collective” (Olick 1999, 344). When the memory work takes a further 
formalized shape as for example by being written and published as an 
autobiography, the individual contributes and connects to another sense of 
collective memory as “public discourses about the past as wholes or to 
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narratives and images of the past that speak in the name of collectivities” (Olick 
1999, 345).  

This is were an analytical distinction between the self and the identity comes 
handy. In “The Case for Unity in the (Post)Modern Self”, Dan P. McAdams 
argues that modernity destabilized the notion of self as a core to be discovered, 
and replaced it with a processual understanding of self, endowed with the 
promise of change, possibility and progress. At the same time, in his view, the 
notion of identity was introduced to fulfil the need for a sense of unity. Identity 
is thus a story, a co-construction, made possible by an interaction between “I” 
– which covers ownership and agency–, and “me” –which is the product of self-
representation and a constructed life story (McAdams 1997, 63).  

McAdams discusses the important concept of selfing to describe the dynamics 
and the process of the interaction between the ‘I’ and the ‘me’. Distinguishing 
the unity between the two, he situates ‘I’ as the process of selfing and ‘me’ as 
the “evolving result of the I’s self-appropriating power” (60). Unity is not a 
necessary condition of the I and Me. In his view, “For many adults in 
contemporary modern societies, unity in the me is rather a cultural expectation 
that arises when one seeks to move from a self-list like mine to a more patterned 
and purposeful integration of the me” (60).  

The process of self-adaptation, in my view, can be situated in the broader 
process of selfing. More particularly for the migrant author, the unity of me is 
probably even less tenable, due to the shifts in location and cultural expectations 
which predefine the process of selfing. This can also explain the performative 
and identity-based relation which is usually established between the act of 
authoring and the lived experience, as the two are gathered under the renewed 
process of selfing in migration.   

Furthermore, the individual self connects to the more socially constructed 
identity, through the autobiographical act. In the practice of migratory self-
adaptation, the process of individual selfing collides with the history and 
memory of the home-nation. Katherin Nelson argues that the relation between 
the individual and the collective is generally present in any autobiographical 
writing, as “constructing one’s own self-history (or autobiography) typically 
involves the history and mythology of the culture within which one grows up, 
although these sources may not be recognized as such by the individual” 
(Nelson 2003, 21). Such potentially subconscious processes have become 
intentional and visible in the process of migratory self-adaptation, in which the 
author is frequently positioned as the representative of one culture speaking to 
another.  

In all these processes of individual or collective memory work, remembering is 
not separable from media and practices of mediation. A simple, most common 
mnemonic practice like looking at photos from the past and remembering and 
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reconstructing cognitive images of the past shows the media-memory 
entanglement. The significance of media and mediation, and the inseparability 
of memory and media, came to the focus of memory studies more vigorously 
during the last two decades, when a shift happened from studying ‘sites of 
memory’ (Nora 1989) to a more dynamic understanding of memory as “an 
active engagement with the past” which is “performative rather than 
productive” (Erll and Rigney 2009, 2).   

This theoretical shift brought the importance and centrality of media and 
mediation into view and highlighted the cultural dimensions of mnemonic 
practices. In light of the theoretical changes, scholars began to discuss cultural 
and collective memory as “the interplay of present and past in socio-cultural 
contexts” (Erll 2008a, 2). In this framework, memory cannot be considered as 
existing independently from or outside media but rather, is “constituted by a 
host of different media, operating within various symbolic systems” (Erll 
2008b, 389).  

Memory is shaped by media in different levels: media act as “instruments for 
sense making” connecting the individual to their experience, and moreover, 
they make the collectivity of memory possible by being “agents of networking” 
(Erll and Rigney 2009, 1). Media are thus active in formation and mobility or 
“travelling” of memory (Erll 2011) within and across cultures. As Dagmar 
Brunow argues, a move should happen from regarding media as “‘outlet’ of 
memory” or as an “externalization”, to “acknowledging cultural memory as 
inextricably linked to its specific media forms” (2015, 4).  

Accordingly, the concept of “remediation” became central to the formation, 
mobility and survival of memory. Remediation, “as a form of diachronic 
intermediality” creates “memorial truth” (Erll 2011, 9). Brunow further 
emphasizes the significance of media specificities in formation of memory, as 
it is not only the case that media shape memory, but furthermore, different 
media shape memory differently. In her view, cultural memory is defined by 
“the kind of media available in a society at a given point in time” (Brunow 
2015, 4).  

One important aspect which can make different media and media practices 
create different kinds of memory practice is the specific way each media type 
engages our senses. The senses are the first channel of experience which 
provide input for episodic memory. Episodic memory is a sensory-perceptual 
memory, which is “a system that contains highly event-specific sensory-
perceptual details of recent experiences” (Conway 2001, 1375). Theses short-
lasting memories endure only if they are linked to “autobiographical memory”, 
as a type of memory that persists over one’s life time and gradually and 
constantly gathers knowledge about the self, providing the aforementioned 
continuity of the self. The knowledge for the autobiographical memory is 
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oftentimes provided and activated in the form of “visual mental images” 
(Conway 2001, 1376). Drawing a line from the cognitive and the individual to 
the collective and the cultural, assumptions can be made that in a culture where 
visuality is more controlled than textuality, memory would be shaped 
differently.  

Adaptation, in relation to memory, is understood under the broader idea of 
remediation. Adaptation is a proper tool for shaping, dissemination and survival 
of memory. As Ann Rigney argues, “adaptation, translation, reception, 
appropriation have thus become key words, with the cultural power of an artistic 
work being located in the cultural activities it gives rise to, rather than in what 
it is in itself” (Rigney 2008, 349). Considered in terms of memory, adaptation 
becomes more than the relation between the adapted and the adaptation, as poles 
of a continuum, and the variety of media engaged gains a further level of 
importance.  

Persepolis and The Patience Stone engage with memory at two levels. First, 
they both represent practices of remembering as an important trajectory in 
formation of narratives and identities. Second, both narratives gain the 
potentiality of acting as media of memory by the way they traverse the path 
from the individual self to the collective identity. In these practices of memory 
work, media and processes other than the books and the films are also engaged. 
In The Patience Stone, in addition to the novel and the film, poetries, folk tales 
and oral and written religious narratives are active in the network of memory 
work. In Persepolis, the image-text dialogue is present from the beginning in 
the medium of comics, materializing the interplay between the visual and the 
verbal in the memory process. The move to the filmic version is made through 
an engagement of bodies and performance, which adds other aspects to the 
practice of remembering.  

The concepts of memory and remediation acquire a further level of urgency and 
complexity when they are considered in sociocultural settings like one of 
Afghanistan under Taliban with its dominant state of ‘media deprivation’ and 
its active practices of ‘forgetting’; or that of post-revolutionary Iran with its 
institutionalized control over production and dissemination of media products, 
and its insistence on silencing those narratives of the collective memory which 
contradict the officialized history. Aleida Assmann, formulating acts of 
forgetting as “necessary and constructive parts of internal social 
transformations” distinguishes between active and passive forgetting as 
respectively intentional and non-intentional modes of forgetting: “Active 
forgetting is implied in intentional acts such as trashing and destroying” and 
Passive forgetting happens in “non-intentional acts such as losing, hiding, 
dispersing, neglecting, abandoning, or leaving” (Assmann 2010, 97-98).  
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In Afghanistan, practices of forgetting have been proactive during, before and 
after Taliban, materializing in diversified practices of elimination and 
censorship, while passive forgetting is as well a highly common event in such 
a constantly war-stricken domain where the urgency and haste of life turns 
remembering into a privilege. Iran has likewise been caught with political 
turbulences, a revolution leading to the establishment of a theocracy, stark 
internal conflicts ending in numerous terrors and executions, and an eight-year 
war with the neighboring country, Iraq. The ruling power, distinguished by its 
rather fundamentalist understanding of the religion, has attempted to shape and 
control the cultural memory with implemented practices of forgetting and a 
strictly controlled production of audiovisual and textual media products 
conforming to this agenda.   

In light of this discussion, in the following I will analyze the memory work 
performed by Persepolis and The Patience Stone, with a focus on questions of 
media and the link between the individual and the collective mnemonic 
practices. The main aim of the analysis is to see to such extent migratory self-
adaptation has impacted –initiated, facilitated or hindered– the mnemonic 
practices.  

7-2- Remembering one’s life in comics and film  
Persepolis is received as media of memory in both of its versions. The narrative 
gives an account of a collective memory of a specific group of Iranians –the 
left-inclined, educated, non-religious, middle-class– who were supporting the 
revolution but became its first opponents and victims when it led to the 
establishment of a theocratic government. Remembering, or not forgetting, is 
proposed as the agenda of the narrative in Persepolis. Early in the first volume, 
little Marji promises her uncle not to forget the family memory. Anouche, the 
uncle, whose execution becomes one of the main traumatic events that shape 
Marji’s life and identity, finishes retelling the story of his political activities and 
his experience of exile by saying that “Our family memory must not be lost. 
Even if it’s not easy for you, even if you don’t understand it all” (60).  

The promise to not forget the family memory turns into a broader claim framing 
Persepolis as comics, as stated by the author in the introduction to the English 
translation:  

I also don’t want those Iranians who lost their lives in prisons 
defending freedom, who died in the war against Iraq, who 
suffered under various repressive regimes, or who were forced 
to leave their families and flee their homeland to be forgotten 
(unnumbered) 
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As Golnar Nabizadeh argues, Persepolis is framed by, and represents “a 
responsibility toward the past and its contents” internalized by Marjane, in 
consequence of which different forms of remembrance permeate the text of 
Persepolis (Nabizadeh 2016, 159). Persepolis is one such narrative that does 
not fetishize return as the main frame for migrant remembering. Instead, t is 
rather a framework of witnessing and trauma which shapes the memory work 
in Persepolis. The above quote from Satrapi lists a series of traumatic 
experiences that, in the official narratives propagated by the Islamic ruling 
power or the Western media, are either not addressed at all or are not recognized 
as traumas.  In this way, Persepolis represents a counter-narrative to the official 
narrative and to its active practices of silencing. Significantly, this counter-
narrative is performed through visual representation which qualifies the process 
of remembering and becomes a statement in itself.  

Persepolis is thus defined as a narrative of witnessing. As Hillary Chute points 
out, the fact that the series concludes in 1994, which is when Satrapi left Iran 
for good, shows that the narrative is based on, and remains loyal to, premises 
of  witnessing (Chute 2010, 141). Chute aptly emphasized the importance of 
Satrapi’s gender in testifying, since witnessing is as well highly gendered in this 
context: “acts of witnessing take on added resonance, and poignancy, in the 
context of the legal situation in Iran, in which a woman’s power of witness has 
less legal authority than a man’s” (Chute 2010, 165), or more precisely, the 
validity of two female witnesses equals that of one man.   

Trauma is a main content for these practices of witnessing and remembering 
and gets to be represented and worked through in different ways in Persepolis. 
There are specific events represented in the narrative that are personally 
experienced as traumas, as for example: execution of Anouche (62-71; Ch. The 
Sheep), Marji’s friend, Neda, getting killed after a bomb strikes their place (142; 
Ch. The Shabbat), and another friend getting killed while escaping the 
revolutionary guards (309-313; Ch. The Socks). However, trauma is not limited 
to the single highlighted events and is rather presented to be the background of 
everyday life. In Chute’s words, Persepolis may show trauma as “ordinary” but 
at the same time, it rejects the idea of it being normal by  

suggesting everywhere that the ethical visual and verbal 
practice of “not forgetting” is not merely about exposing and 
challenging the virulent machinations of “official histories” but 
is more specifically about examining and bearing witness to the 
intertwining of the everyday and the historical” (Chute 2010, 
156).  

The intertwining of the everyday and the historical, and accordingly the 
individual and the collective, is an important aspect of the memory work in 
Persepolis, which is addressed by several scholars and is rightfully considered 
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to be one of the reasons for the book’s international success: “Satrapi’s 
autobiographical reconstruction encourages her readers to seek the personal 
element in national history because understanding emerges from these moments 
of personal identification” (Costantino 2008, 444).  

Furthermore, it is the importance of the medium of comics and its social and 
material affordances that is frequently highlighted as a determinant frame for 
the practice and representation of remembering in Persepolis. On one hand, it 
is the specific social understanding and dominant norms of the medium which 
affect the process. As El Refaie argues, comics’ “long history of skirting the 
margins of ‘polite’ society” influences how authors tell their life stories in form 
of comics “with taboo-breaking subject matter, subversive humor, and irony” 
(El Refaie 2012, 4). Basu points to the same mechanism by highlighting the 
humor in Persepolis:  

The form of the graphic novel enables the representation of the 
autobiographical persona as a comic character, thus allowing 
for an ironic distance which removes elements of nostalgia, 
sentimentality, and solipsism which are dangers inherent in the 
form of the memoir (Basu 2007, 5). 

Moreover, and perhaps more importantly, the material affordances of the 
medium make the comic page a suitable canvass for remembering and for the 
performance of the autobiographical act. The interplay between the images and 
words, as well as the gaps provided by frames and gutters, are two important 
affordances of comics which shape the memory work. El Refaie lists other 
aspects like “the requirement to produce multiple drawn versions of one’s self”, 
“engagement with embodied aspects of identity” and new ways of representing 
the “experience of temporality” (El Refaie 2012, 4) as other unique 
characteristics of autobiographical comics engendered mostly from the material 
layout of the medium.  

While the memory work in Persepolis is convincingly grounded in the 
specificities of its medium, it is curious that the change of the very medium, 
performed intentionally by the author herself, has not provoked much curiosity. 
In other words, the question remains to be asked that if the medium of comics 
is so important in shaping memory in Persepolis, what happens when the 
medium changes to animated film? 

The adaptation, as will be expanded in the remaining of this section, has 
contributed to the travelling of the memory but has as well provided a new 
opportunity and different potentials for remembering. I argue that the continued 
presence of the author renders the process of self-adaptation as well a process 
of re-remembering. It is therefore interesting to look at the way the different 
potentialities of the two media types provide different frames for the way 
memory is constructed.  
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First of all, transmediation of the narrative into the medium of film 
differentiates and facilitates its mobility. The new medium helps the memory 
travel in novel ways and to new places. Most importantly, adaptation facilitates 
for the memory to travel to the place where it is emanating from. Drawing back 
on the argument that by becoming a film, Persepolis rose tensions as it touched 
borders with the territories of the official Iranian mediasphere, I argue that the 
tensions and heated reactions it received from the Iranian authorities were, more 
than anything, contestations over memory. The stories of political and everyday 
oppressions and the memory of those who were tortured and executed after the 
revolution, as narratives that Satrapi feels committed to rescue, are the 
narratives actively censored by the state institutions of cultural control.  

Apart from the effect of the adaptation on the traveling of the memory, the 
transformation of the media has changed the memory dynamics. Some of these 
changes are rooted in the different material, sensorial and spatiotemporal 
potentialities the new medium offers and some relate rather to the social and 
industrial framing of film as a media type. The differences are here studied 
under three main titles: difference in memory claims; different scales of 
intertwining the individual with the collective; and different temporal and 
sensorial canvasses for remembering.  

 

7-2-1- Different memory claims: the interplay between the “I” 
and the “Me”  
In both versions, the autobiographical act is pursued, and its process is 
represented, through encounters between different versions of the self which 
are represented in the narrative or stand behind it. As Chute formulates:  

Satrapi shows us the state of being of memory (as opposed to a 
singular act of recall) by triangulating between the different 
versions of herself represented on the page. She shows us, then, 
the visual and discursive process of “never forgetting” (Chute 
2010, 144). 

These represented versions of the self are as well situated in relation to an 
author-narrator-character spectrum, which is formed by several overlaps in the 
autobiography. These different versions of the self can as well be understood 
under two positionalities of 1-the subjective, narrating I, and 2-the objective 
experiencing me which were brought up earlier in the chapter. The I mainly 
covers the author-narrator spectrum and the me is materialized mostly in the 
self as a character who goes through stages of life and grows from a child to a 
young woman. The way the author-narrator-character spectrum, or the relation 
between the I and the me, is established differs in the two versions of the 
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narrative. Consequently, I argue, different memory claims are proposed in each 
version.  

The film begins in the transitional space of a Parisian airport where we see a 
hesitant woman, dressed in red, apparently a passenger to Iran, who cannot 
make her mind about taking the flight (00:01:34–00:02:52). Intentionally 
missing the flight but not leaving the airport, she sits in this transitional space, 
and engages in a long process of remembering which engenders the main body 
of the film. The passage from the here and now of the migrant adulthood to the 
long process of remembering is depicted with the co-presence of the I and the 
me in one frame for the duration of a few seconds (00:02:48–00:02:52). The 
framing narrative of the adult woman is presented in color and stands in contrast 
with the black and white texture of the memories that constitute the main body 
of the film. The passage between the two takes shape as the colored background 
turns into grey, the child Marji runs into the frame, and the adult Marjane, 
apparently disconcerted by the child’s noisiness, follows her with her gaze. The 
framing narrative interrupts the flow two more times during the film, showing 
the woman taking off her scarf, having a coffee, and finally leaving the airport 
in a taxi. In response to the driver’s question about where she is coming from 
she replies “Iran”, as if the travel back in memory has been an actual travel, and 
she is migrating again (1:28:10–1:28:30).  

In contrast, in the first page of the comics (3), it is only the me which is visible 
on the page. A first-person narrator attracts our attention to a picture of her 
child-self, and then to some more pictures from her friends, her school and her 
country, presented in separate panels. It is as if the narrator is showing us a 
childhood photo album. Even if the comics reader does not have prior 
knowledge about the autobiographicality of the work, the autobiographical pact 
is established early on. In this way, in the comics, the unembodied narrative 
voice (I), stands in contrast to the embodied character (me) and can easily 
overlap with the author. But in the film, the “I” is outsourced to an independent 
body. This body is not completely dissociated from the authorial body, but is 
distanced enough to gain the potential of being considered as any woman in that 
situation. In other words, the intertwinement of the author-narrator is fractured 
in the film, in consequence of which the practice of remembering is less 
personal and consequently more generalized. 

The slightly different and more general memory claim in the film becomes more 
palpable when we compare the two versions in terms of the individual and the 
collective memories they represent. This is the task of the next section.  

7-2-2- Dynamics of retelling: transfer, fusion and erasure    
In the broad frame of remembering in Persepolis, the entanglement between the 
personal and the collective is engendered by an interplay between the three 
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levels of personal, family and collective memory, which in some of the most 
poignant parts of the narrative overlap all together. The story of Anouche (54-
71) is for example one of these instances where all three levels of memory 
intersect: Anouche, Marji’s uncle who has been a political prisoner under the 
monarchist regime because of his revolutionary tendencies, is released after the 
revolution to be imprisoned again after a short while, and is eventually executed 
by the new regime which was the product of the same revolution he supported. 
In this memory-event, the personal loss and the family memory of oppression 
is at the same time a token of the general political tensions, and it represents 
one instance of the more general violence which was experienced by a large 
number of people at the time.  

A comparison between the book and the film, with a focus on representations 
of each level of memory and experience, and the intersections between them, 
demonstrates a general similarity and correspondence in representing the broad 
framing and sequence of events in both media products. In other words, the film 
does not offer any additional memories and the book remains it main source for 
the sequence of events. Yet, the similarity does not hold as firmly in details, in 
such a way that the scale of the interplay between the personal and the collective 
differs considerably in the two versions. What gets to be remembered and 
represented in the book has gotten to the film through three different 
mechanisms: transfer, fusion and erasure.  

Transfer regards the almost faithful recreation of some of the events which is 
mostly reserved for what can be called flashbulb memories, namely life-
changing events and important turning points like the execution of Anouche. 

Fusion refers to the events that are represented as distinct in the book but are 
merged together as a single event in the film. The fusion changes the density of 
the events as well as their lines of casualty. One example is a scene (00:23:25–
00:24:53) in the film where Marji and her mother go to the supermarket for 
grocery shopping but face quite empty shelves. A few seconds later, Marji’s 
mother intervenes, vainly, in a quarrel over goods between two stranger women, 
and preaches them on people’s social responsibility. As the mother and 
daughter exit the supermarket, a man with a religious attire approaches them 
and ask the mother to wear her veil more tightly. She gets furious and snaps 
back at the man for his intrusion and receives a more violent reaction from him. 
These two events –food shortage and dispute in the supermarket and the 
intrusion by the religious man– are represented as unrelated events in the book, 
the first one in the chapter titled “The Jewels” (87), and the latter, two chapters 
earlier, in the chapter “The Trip” (74), and with quite different qualities. When 
the problems of food shortage, imposition of Hejab and street violence are put 
together in a single event, as has happened in the film, the density of hardships 
elevates and a different image of the general life conditions of the time is 
portrayed.  
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Erasure refers to the fact that certain memories and events are left out of the 
film. These erasures create meanings. Interestingly, it is mainly personal aspects 
of experience like Marji’s negotiations of her body, gender and sexuality in her 
teenage or political complexities like the class-struggle in the pre-revolution 
society that are either erased or drastically condensed in the film.  

An important example of such political complexities is represented in the 
chapter “The Letter” (33-37). The chapter gives a nuanced portray of Marji’s 
class consciousness at this early age. Marji starts to struggle with her own 
privileges first when she starts reading stories written by an ethnic Kurd and 
leftist writer, Ali-Ashraf Darvishian, who has written extensively about 
working children. With this education through reading, Marji starts to inspect 
her surroundings and finds out about her own privileged social class. The last 
row of panels on the first page of this chapter (33) consists of three panels, 
beginning with one that depicts Marji with a sad face sitting beside his father as 
he drives. The caption says: “I finally understood why I felt ashamed to sit in 
my father’s Cadillac.” In the next panel, she is alone, sitting at a desk and 
writing, with an angry face, and the speech balloon says: “The reason for my 
shame and for the revolution is the same: the difference between social classes”. 
In the final panel she looks contemplative and unhappy, the thought balloon 
saying: “But now that I think of it… we have a maid at home”.   

Mehri, the maid in Marji’s family, is a young girl ten years older than Marji, 
and has worked in Satrapis’ house since the age of eight. At one point, she falls 
in love with the neighbor boy and subsequently the two begin to exchange 
letters. Since Mehri is illiterate, it is Marji who writes her letters for her. When 
Marji’s father finds out about the love and the exchange of letters, he interrupts 
the secret, yet-to-happen love affair by telling the neighbor that he has mistaken 
her maid for her daughter. To convince Marji, he argues, 

 
-You must understand that their love was impossible. 
- Why is that? 
-Because in this country you must stay within your social class 
(37)  

Mehri’s story is not included in the film. Persepolis is sometimes criticized of 
forging the life conditions of a small, wealthy and intellectual social class as a 
representation of the broad collective of Iranians. A comparison between the 
book and film shows that the class-ignorance is not a tenable critique of the 
book. The film, in its own turn, is not void of representations of class-difference 
but such detailed contemplations and self-reflexive events like the story of 
Mehri have not gotten a way into it.  

Looking at these three mechanisms between the book and the film, and at the 
various layers of mediation, we can conclude that in the film, the personal 
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recedes in favor of the collective and the political. This is as well in accordance 
with the argument in the previous section about the difference of memory 
claims. Both these dynamics, in my view, can be explained by the different 
social expectation each media type has to encounter. A move from individuality 
to collectivity is implied in the process of adaptation. Accordingly, I argue that 
as a film, Persepolis is responding to a request for an autoethnography –to 
explore the personal mainly for understanding the collective– rather than 
autobiography which is the case for the book.  

In addition to social and industrial conventions which prefigure the two media, 
the practice of remembering and representing the memories is affected by the 
material and structural specificities of comics and film. In other words, 
remembering in comics proves to be quite different from remembering in film. 
The next section expands on this point of departure.  

7-2-3- Remembering in comics and in film  
Considered as memory work, the film does not only have the graphic novel as 
its source but as well the author and her knowledge of the events. Thus, as 
argued before, it is not only an adaptation of a memory work, but partially a 
process of re-remembering. An important aspect of this new process is the 
change of medium and consequently the material at hand, the senses involved, 
the different spatiotemporal frames and also the differing modes of authorship.  

In general, there are differences between the way memory is represented and 
accessed in the two media. Pratt compares the two, with the help of analogies 
to other media, in terms of the possibility each offers for accessing different 
memories at the same time:  

The images that comprise a comic are juxtaposed in space but 
are simultaneously present in time. In this way, comics are like 
the random-access memory characteristic of a computer hard 
drive: any panel, regardless of its location in the book and its 
relations to previous panels, can be called up for attention at any 
given moment. The images that comprise a film, in contrast, are 
juxtaposed in time but are perceived in a single space. Film, 
then, is more like a tape drive, where memory is stored 
sequentially (Pratt 2012, 160). 

What Pratt refers to is indeed the difference between sequentiality of comics 
and film, understood in the frame of memory. This view can be expanded to 
other dimensions of the two media types. Indeed, when we compare the two 
production procedures as processes of remembering, different potentialities of 
the media types are revealed. In other words, we can look at the two procedures 
as remembering in comics and remembering in film.   
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Remembering in comics mainly concerns visual images, speeches and thoughts, 
as it is remembering in images and words. The memories remembered in comics 
can be pretty dissociated from each other as the medium gives a lot of room to 
pauses and hesitations, with its gutters and its conventionalized episodic format. 
In Persepolis, as well, the structure of the book does not pose a strict line of 
casualty between events. The sequentiality of the events is broadly established 
upon the character’s trajectory of growth, rather than strict causal relations 
between the events and thus, different chapters represent different memories 
without any strict causality between them.  

On the other hand, remembering in film engages different, additional modes 
and necessitates a less hesitant formation of temporality. The pauses need to be 
shortened and determined, as the blank spaces turn into movie-cuts and 
unrecognizable blinks between the frames. In other words, the narrativization 
effort demanded from the comics reader needs to be automatized on the screen. 
Consequently, there is not so much room for the memory gaps and hesitations 
and the lines of causality need to strengthen. Furthermore, there are new modes, 
most importantly voices and gestures, which need to be more fleshed out for 
the new media. Thus, the re-remembering which accompanies the adaptation 
becomes a process of re-constructing the movements and tones, in addition to 
images and words.  

The animation technique, keeps the second remembering close to the first, and 
perhaps closer to the actual memories. As mentioned earlier, and documented 
in the making-of of the film, an important source for the character designers is 
the miming and performance of gestures by Satrapi. The same goes for the 
voice-actors, who performed before the images were drawn and thus only had 
the graphic novel, and the author’s miming and directing as their source. In an 
instance which is registered in the backstage film (Cogné, 2007, 00:06:51–
00:08:00), while explaining and miming the gesture of the grandmother for the 
graphic designers, Satrapi clearly engages in a process of remembering and 
reconstructing the grandmother’s bodily gestures and attitudes. The scene 
belongs to where Marjane, sobs and tells her grandmother that she thinks she 
doesn’t love her husband anymore, and to her surprise, her grandmother doesn’t 
seem to care much, implying that it is only death that deserves so much sadness 
and tears and not a simple divorce (01:21:46–01:21-58). As the making-of 
shows, Satrapi first repeats the dialogue “Oh I thought someone has died” (in 
French) while performing a gesture which implies relief, and then, adds an 
additional sentence: “because she thought it is only death that matters”, an 
additional, informative phrase which extends the remembering.  

Considering the adapted and the adaptation in terms of their memory works, the 
issue of accuracy might arise. In other words, the question in comparing the 
adaptation with the original would no more be only about its divergences or 
similarities, but also about what these changes do to the memory of the actual 
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events. If details are changed, events and characters get merged, and 
sequentialities are manipulated, how would we evaluate the memory-work? 
And how about if, like in Persepolis, remembering is also happening in 
translation, or better said, translingually, within and between the two versions?  

Memory work, however, is not about replicating sameness. Remembering is all 
the time entangled with reconstructing, thereof comes change. Memory needs 
repetition, or in more technical terms, rehearsal, to stay alive, be remembered, 
and to stick. Transformation and integration of the old with the new is the 
indispensable component of such repetitions. To look at the media memories 
by criteria of accuracy and sameness means that one’s approach is ignorant to 
the processes of mediation and the specificities of different media.   

Instead, I argue, the focus should be on how different discourses of authenticity 
are created around the differing frames of remembering and representation of 
memory. Discussing fidelity in comics movie adaptations, Rothery and Woo 
propose a productive revision of fidelity as “discourses constructed around the 
adaptation” instead of a quality: “The question is not whether adaptations are 
faithful to their sources but how that relationship is constructed so that the 
changes screenwriters, directors, and designers introduce are accepted as 
necessary.” (Rothery and Woo 2019, 127).  

In Persepolis, in addition to the authenticity of adaptation, there is the 
authenticity of witnessing which is at stake and, likewise, discursively 
constructed. Such discourses are persistently de- and re-constructed through the 
readings and viewings of the media products by different groups of audiences. 
Returning to the point about official reactions to the film being indeed 
controversies over memory works, I complete the point here by stating that the 
discourses around authenticity of witnessing in Persepolis vary: by some, like 
the cultural authorities of the Islamic republic, the authenticity is defied, and by 
others, who see a share of their own silenced experiences and lived traumas in 
the narrative, authenticity is established through identification.  

Beyond these subjective agendas and interactions, authenticity of the adaptation 
is discursively established with certain strategies. Rothery and Woo point to 
various discourses of fidelity among which two are highly relevant for 
Persepolis. First, it is “visual or stylistic fidelity” which “evokes the author by 
simulating their ‘graphiation,’” (129) as if representing the trace of the author’s 
hand. Second, it is “foregrounding the film’s real-life subjects” by 
foregrounding connections to the author of the original: “in drawing closer to 
the authors, these films end up drawing attention to the ultimately unbridgeable 
chasm between source and adaptation” (130).  

Obviously, the author-based discourses of fidelity and authenticity are further 
intensified in Persepolis by the active presence of the author who goes beyond 
legitimizing the adaptation and herself becomes a source for it. In this way, 
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throughout the adaptation, she continues to perform the witnessing positionality 
with which she defined her agenda in the first place. In sum, it is the conjunction 
between the figures of witness, comics artist and adapter that constructs the 
discourse of authenticity around the adaptation. In this discourse, what matters 
is the way adaptation rehearses the main and general frames of memories and 
traumas of a collective, and pushes them further out of oblivion. 

7-3- Memory Work in The Patience Stone  
The Patience Stone, especially in the novel form, produces a potential memory 
media by, on one hand, establishing a dialogue with the religious narratives, 
and on the other hand, remediating, or more precisely transmediating the life-
story and poetry of a young female Afghan poet. It is though a potential medium 
of memory since for a media product to be considered as medium of memory it 
needs to be received as such by a receiving community, which, in my view, still 
remains to happen for The Patience Stone in a broad and collective way.  

As Astrid Erll argues, “Literature is a medium that simultaneously builds and 
observes memory” (Erll 2008b, 391). This is specifically true for The Patience 
Stone as the narrative itself is constituted through a process of remembering, 
negotiation and revision of memory. The protagonist, who intends to construct 
her eliminated voice and insert it in the existing repertoire of narratives, is the 
main agent of memory work within the narrative. Her memory work takes shape 
by the help of stories, that are “constitutive parts of the dynamics of 
remembering” (Erll and Rigney 2009, 2). Put into the network of media 
transformations surrounding it, the novel is independently a product of 
numerous transmediations and re-writing of stories. 

7-3-1- Connecting to the collective memory; repurposing the 
narratives 
The novel incorporates retellings of several oral and written narrative and non-
narrative texts from the religious or folk traditions. In fact, the novel gets a 
considerable part of its collective implication and cultural representativeness 
from its negotiation of these prior texts. Most of these narratives are framed in 
a discourse of religion and sanctity: they are either originally narrated in Quran 
or belong to the oral tradition of Hadith1 in Islam, and are thus supposed to be 
secured from any sort of transformation.  

Furthermore, the novel consists of lots of other minor retellings and 
representations of collective narratives, popular poetries, and folk songs, all of 
                                                
1 - “Hadith, Arabic Ḥadīth (“News” or “Story”), also spelled Hadīt, record of the traditions or sayings 
of the Prophet Muhammad, revered and received as a major source of religious law and moral guidance, 
second only to the authority of the Qurʾān, the holy book of Islam.” From Encyclopedia Britannica  
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which contributes to its positionality as a practice of cultural translation. This 
network of retellings, at the core of which exists a significant change of media 
from oral speech to written, intertwined with the translation process (from 
Arabic and Persian to French), constantly repurposes the narratives by revealing 
their oppressive instances. This is in accordance with what Rigney suggests as 
the function of “remakes”, “revisions” and “remediations” of earlier text 
serving to keep these narrative “up to date”: “Familiar figures from earlier texts 
function as coat stands on which to hang new, often radically opposing versions 
of the past or as a wedge to break open up a  hitherto neglected theme” (2008, 
351-352).  

One of these reproduced and transformed Hadiths is the inventory of God’s 
names which is indeed used as a temporal framework for the narrative and 
inserts a sense of progress into its initial stagnant status. In the Islamic tradition, 
God’s holy names, referred to as “Asma’ul Husna” (Beautiful names, in Arabic 
and Persian), are documented in an initially oral and later written text which 
suggests 98 names for God and has different versions, in each of which the 
names and their order differ. The names consist of superlative adjectives, 
describing God with the highest degrees of various qualities, from knowledge 
and kindness to rage.  

The protagonist, at her initial stage of submissiveness, is advised by the clergy 
to recite one name per day, repeating it as many times as possible, for the 
husband to come back to life. Al-Qahhar – the Dominator, is the first name 
mentioned in the narrative, but apparently the 16th on her list, clarifying the 
length of the man’s comatose status. Throughout the narrative, the God, 
primarily a dominator, moves to being a forgiver and finally is the patient, in 
the same order that the male character transforms, suggesting a similarity 
between the two. One other main narrative which establishes the ground for the 
protagonist’s claim of prophecy is that of Muhammad’s first revelation, of 
which the protagonist gives a transformed narrative, highlighting the role of the 
female character –Muhammad’s wife– in it. In this case, the source and target 
of the retelling co-exist in the novel. Among what penetrates the home from the 
street through the public radio, there is the recurring voice of the clergy, who, 
at several times of the day, gives sermons, and recounts religious narratives. At 
one time, he gives an account of the inaugural revelations to Muhammad which 
conforms with the official narratives. The protagonist, in reaction to what is 
heard, remembers another version of the story she has heard from her father-in-
law. The counter-version she retells highlights the role of the female character 
in the narrative. While in the dominant discourse, which derives its validity 
from the sacred text and validated oral traditions, the prophet is assured of the 
essence of his responsibility by the help of God, in the protagonist’s version, it 
is Khadija, prophet’s wife, who elucidates the border between illusion and 
revelation and indeed, in the protagonist’s view, deserves to be the prophet:  
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[…] Khadija’s mission: to show Muhammad the meaning of his 
prophecy, to disenchant him, tear him from the illusion of 
devilish ghosts and shams… She herself should have been the 
messenger, the prophet (399).  

Thereby, having both versions at hand, even the reader who is not familiar with 
the Islamic context becomes equipped with the necessary knowledge to 
compare the two. The female retelling of the story, which gives agency to the 
historical woman formerly a mere witness of prophecy, provides the field for 
the final alteration of the religious discourse in which God is completely 
eliminated: “Look at You; you are God. You exist, and do not move. You hear, 
and do not speak. You see, and cannot be seen! Like God, you are patient, 
immobile. And I am your messenger! Your prophet!” (410). 

 Finally, the main collective narrative the novel interacts with is the story of 
‘The Patience Stone’ which provides the title as well as a character-concept for 
the work in both of its versions. In the first French edition of the novel (P.O.L 
2008), the story of the patience stone is briefly explained, in a passage which 
looks like a dictionary entry, on the back cover of the book, erasing any 
confusion for the possibly uninformed French reader before they depart into the 
narrative.  

syngué sabour [sɛ̃ge sabur] n.f. (du perse syngue « pierre », et 
sabour « patiente »). Pierre de patience. Dans la mythologie 
perse, il s’agit d’une pierre magique que l’on pose devant soi 
pour déverser sur elle ses malheurs, ses souffrances, ses 
douleurs, ses misères… On lui confie tout ce que l’on n’ose pas 
révéler aux autres… Et la pierre écoute, absorbe comme une 
éponge tous les mots, tous les secrets jusqu’à ce qu’un beau jour 
elle éclate… Et ce jour-là on est délivré1.  

In the different versions of the story of The Patience Stone compared by Ulrich 
Marzolph, the stone is just a pretext for the silence to be broken (Marzolph 
1984). The widely-known story, in its several versions, is based on a 
competition between two women over a prince, where one wins the man 
deceitfully. Afterwards, the one who actually deserved the man remains at home 
as a maid. Once, when the man is departing for a travel, she asks him to bring 
her the patience stone and its accompanied “khandjar” (blade) as a souvenir. 
When she gets her order, she tells her story to the stone and gets ready to 

                                                
1 - syngué sabour [sɛ̃ge sabur] n.f. (From Persian syng, ‘stone’ and sabour ‘patient. Patience 
Stone. It is a stone in the Persian mythology which someone puts before them to pour out their 
unhappiness, suffering, sorrow, and misery on it…. All which one does not dare to tell others is 
confided in it … And the stone listens, absorbs the words and the secrets like a sponge, till the 
day it explodes…. And on that day, you are relieved.  (my translation) 
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afterwards kill herself with the blade. At this point, she is heard by the man and 
the truth is revealed.  

Therefore, in the Persian folklore, the stone has rather a marginal status in the 
story of The Patience Stone. Furthermore, the religious connotations added to 
the patience stone in the novel do not exist in any of the previous versions. In 
the novel, the stone is identified with a sacred stone in the Islamic tradition, 
which is Hajar-ul-Aswad, or The Black Stone. Hajar-ul-Aswad is believed to be 
kept close to Ka’ba in Mecca, as part of the conglomeration of sanctities. The 
folkloric patience stone is in contrast described mostly as a yellow stone which 
could be bought and is not unique. In the present narrative, the two stones are 
merged and consequently, a sacred aura is added to the legendry patience stone.        

Moreover, the juxtaposition of “khandjar” and “stone” is presented differently 
in the novel and the relations are deeply complicated. In the original story, the 
khandjar accompanies the stone as a tool for suicide after revealing the pain and 
it is as if emancipation lies actually in death and not in the speech. In Rahimi’s 
version, the blade primarily becomes the symbol of violence and the emblem 
of the man which even replaces him on his wedding day. At the end of the novel, 
the woman, herself being suffocated by the revitalized man, hits him with the 
blade. Thus, here, the patience stone is devastated by its accompanying blade 
while destroying the speaker with him.  

The retelling of collective narratives which belong to the broader frameworks 
of religion or folklore represents an engagement with a historical memory, 
which is not specifically Afghan or contemporary. On another level, the novel 
engages with more localized and contemporary memories of Afghanistan 
through the transmediation it offers of a factual event. In the next section, this 
significant aspect of the memory work is analyzed.  

7-3-2- Practicing memory: transmediating a dead poet 
The described retellings construct the past of the narrative while another thread 
of transmediation, which I want to emphasize more vigorously, creates the 
present time of the narrative by performing a potential memory act. With the 
intertextual relations the book establishes with life and work of Nadia Anjuman, 
it performs memory work in its literary form. Nadia Anjuman (1980-2005) was 
a young poet who was allegedly killed by her husband. The Patience Stone’s 
link to her life and work is both revealed and concealed in the peri-text of the 
book:  

This tale, written in memory of  
N. A. 
– an Afghan poet savagely murdered by her husband–.  

The memory work remains unclear to the reader who is not already familiar 
with the event, or does not recognize the poet, which is probably the case for 
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most of the readers in French or English. The reader can stay outside of the 
network or enter it, depending on the level of their willingness to specify the 
provided context: to consider The Patience Stone as a general example of 
migrant literature –a narrative of elsewhere–, or as a specifically Afghan and 
politically-positioned story.    

The link that the text establishes with the figure of the murdered poet goes 
beyond this visible textual memorial. Apart from its thematic engagement with 
domestic violence that hints to Anjuman’s death-event, The Patience Stone 
connects as well to significant themes in Anjuman’s poems. Anjuman’s poetry 
is known for the way it portrays the visible struggle about one’s claim to a voice 
as an “Afghan woman”. Among Anjuman’s poems, there is one which became 
symbolic in her oeuvre and for the culture. This poem, largely known with the 
title “The Afghan girl”, was initially titled as “Vain” by the author. The poem 
has received extensive praise, among others due to the broad lyric picture it 
portrays of the figure of the Afghan Woman. This image is mainly constructed 
through weaving the personal and the public together and by addressing the 
status quo of being silenced by the oppressor and the eternal urge to speak up 
and gain a voice.  

“Vain” is a poem about speaking and speaking up. In the poem, the poetic voice 
departs from a status of disappointment in enslavement and till the end of the 
poem, it reaches to status of hope and determination. It starts with the verse “No 
zeal to open my mouth, what should I sing of?” and ends with the sentences 
“I’m not a feeble tree, I am not shattered by these gusts/I’m the Afghan girl, 
and will never give up the outcry” (Anjuman and Vaseghi 2006, 20 my 
translation from Persian). It constructs the general figure of “the Afghan girl” 
around the theme of the oppressed female, and her right to words. The adjective 
“Afghan” is used in a double-sided way here: not only it refers to the nationality, 
but furthermore it implies the literal meaning of the word Afghan, namely 
moaning and wailing. Thus, the phrase “an Afghan girl” can as well mean “a 
crying girl”.  

There exist notable similarities between the narrative of The Patience Stone and 
Anjuman’s poem, in addition to her life story. At the thematic level, the two 
works have speaking and liberation via narration as their main focus. The 
character, in her own turn, connects both to the life story of Anjuman as a 
female poet, mainly spread via, and ossified in, the news of her death, and the 
collective figure of the Afghan Woman constructed in her poem. The 
unspecified female voice, distinguished merely by its nationality and its grief – 
Afghan– is briefly formulated in Anjuman’s poem and extensively, yet still 
generally, portrayed in the format of the unnamed protagonist in The Patience 
Stone.  
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At the end of the novel, the character, standing in a liminal space between 
madness and prophecy, reformulates herself as a messenger of a collective 
voice:  

“What’s gotten into me now?” Her head bangs against the wall. 
“I really am possessed” […]. Yes… he [the prophet] was just 
one messenger among others… there were more than a hundred 
thousand like him before he came along… whoever reveals 
something can be like him … I am revealing myself, I am one 
of them…” (404). 

“I’m not under the spell of a demon. What I’m saying, what I’m 
doing, is dictated by the voice from high, is guided by that voice. 
And the voice coming out of my throat is a voice buried for 
thousands of years” (405).  

In his introduction to the English translation of The Patience Stone, Khaled 
Hosseini, points to the representative connection the novel makes with the 
collective concept of the Afghan woman and he emphasizes the politics of voice 
at stake in this representation:  

This novel’s greatest achievement is in giving voice1. Giving 
voice to those who, as the fable goes, suffer the most and cry 
out the least. Rahimi’s nameless heroine is a conduit, a living 
vessel for the grievances of millions of women like her, women 
who have been objectified, marginalized, scorned, beaten, 
ridiculed, silenced (275). 

The network of narratives is not as pronouncedly activated in the film and 
consequently the film contributes differently to the practices of memory 
formation. In the film, Anjuman’s story is concealed (forgotten?) and the 
revision of collective religious narratives is gravely attenuated, leaving place 
for the main narrative of the stone, personal memories, and most importantly 
actual bodies to intervene.   

Although this specific and crucial memory work seems to be left out of the film, 
traces of it exist in the broader contribution the film offers to the memories of 
Afghan women. A line can be drawn between the embodiment of the film, 
discussed in detail in chapter five (97-104), with the memory work surrounding 
the life and poetry of Anjuman. If we bring the two together, we observe a chain 
of transmediation, starting from (not necessarily temporally though) the general 
idea of an afghan woman, created around the theme of speaking, ending up in 

                                                
1 - However, in my view, “giving voice” is indeed quite a stretch in describing what the work does, 
especially if we take into account the gender, the class power dynamics, and the position of the one who 
speaks compared to the one who is spoken about. At the end of the day, the male upper middleclass 
author is speaking for a broad variety of female subjects.  
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the body and flesh character of the film, with the help of the actress who brings 
her baggage of transgression, if not to the text, certainly to the context of the 
film (as explained in Chapter five, 96). In this way, there is a connection being 
made between the erased body of the poet and the fully visible body of the 
actress who refuses to be erased. In other words, the concealed, raped, revealed, 
desired, desiring and finally eliminated body of the cinematic protagonist 
connects to the body of the poet who lost her life due to domestic violence. 

7-4- Conclusion: diversifying the audiovisual 
archives  
Film is considered to be one of the leading media of memory in the current 
world. The “audiovisual” has been consolidated “as the dominant medium of 
storytelling, first in cinema and television and, more recently, in digital video” 
(Rigney and Erll 2017, 2). Brunow suggests the distinct concept of “audiovisual 
memory” as “the sum of images, sounds, and narratives circulating in a specific 
society at a specific moment” (2019, 97). Elsewhere, she formulates it as 
“audiovisual archive” and highlights its diachronic and interpretive aspect of 
“including past representations, such as stereotypes, which continue to shape 
the way images are decoded” (2015, 6-7).  

One generally considered as media of memory and one not, both Persepolis and 
The Patience Stone perform various memory practices in their different 
versions. The films, specifically, contribute to the audiovisual archive of Iranian 
and Afghan cultures, within the countries and across the diasporas, by 
visualizing what is not normalized to be visual. Persepolis visualizes a wide 
range of such elements, most notably the significant traumatic events of the 
revolution, war, political oppressions and migration, while questioning, 
destabilizing and even sidestepping the restrictive politics of visuality with its 
drawing technique.   

The Patience Stone –as film– in place of retelling, contributes to the audiovisual 
memory of the culture by representing the female body, in transgressive 
manners. It is indeed one among many contributions to resurrecting the 
materiality of an archive while as well adding non-normative visual input to it. 
In the documentary A Flickering Truth (2015), Pietra Brettkelly documents the 
way Taliban practically trashed the material film archive in Kabul, and also 
shows the attempts of certain archivist who tried to rescue fragments of this 
archive. Although the memory of Anjuman, as the igniter of the narrative, does 
not seem to get extended much in the film, the film contributes to the formation 
of the resurrected audiovisual archive by projecting images of the female body 
as oscillating between positions of a victim and an agent. In a broader frame 
and beyond Afghanistan, The Patience Stone contributes to the audiovisual 
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archive of the iconic figure of ‘The Afghan Woman’ by attaching a sexual body 
to the figure which was absent in Afghanistan and over-present in the 
International and Western media, in both cases without a body or with a body 
which is concealed under the emblematic veil. 

The memory work was presented, in this chapter, as the final step of the four-
step analysis of migratory self-adaptation, as materialized in Persepolis and The 
Patience Stone. This research argues that the multiple mobilities and position 
takings which were made possible by numerous processes of borderwork and 
transfer, reach to their political impact in the relations established with the home 
cultures through memory. To conclude, it is also worth noting that the focus on 
memory works shows how important it is to speak of adaptations in plural, 
rather than a single act of adaptation. Without considering the network of 
adaptations which frame each or both of the versions of the works, the multiple 
steps of memory work, and more broadly the process of migratory self-
adaptation could not be scrutinized. 
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Chapter Eight, Conclusion: Repetition, 
Survival and Citizenship  

The research placed the studied authors, from the beginning, as artists in 
repetition. To trace the multiple layers of this repetition, as materialized in 
migratory self-adaptation, I looked at migration, authorship, intermediality, 
borders, translation, and memory throughout the seven chapters of the thesis. I 
started with a basic conception of authoring in migration which was based on 
challenges and strategies of communication and then, I put it in dialogue with 
a basic understanding of adaptation, as media transformation.  

The two concepts, interacting with the cases and with the new theoretic 
frameworks which were brought in with each chapter, gathered new 
dimensions: the migrant author became an agent of bordering, a performer of 
complex translational strategies and an active witness and agent of 
remembering. Adaptation, in its own turn, met self-location, borderwork, 
translation and memory work on the way. The meetings resulted in synthetic 
frames that offer the theoretical and analytical vigor for understanding the 
complexities of migratory self-adaptation. To complete the analysis, in the 
concluding chapter, I am taking two directions. First, I go back to repetition, the 
broad mechanism which encompasses almost all that is discussed in this 
research. Then, I move forward, and turn to survival and cultural citizenship, as 
other broad mechanism that explain migratory self-adaptation at a deeper level.  

8-1- The art of repeating oneself?  
Repetition implies sameness and change. Repeating the same story makes it 
stick, be remembered or probably become a part of collective memory. Each 
repetition is oftentimes a round of change. Rarely it is the same narrative which 
is being told, even if the mode of representation is not changed, the change of 
context would change the meaning and the functions of it. The one who repeats 
might have sensed an urge to remind, to rescue a story from oblivion, or might 
be stuck in the same story.  

Repetition, as a fundamental dynamic of thought and temporality, has been in 
the focus of intellectual work for several thinkers, represented, among others, 
in Deleuze’s ‘Difference and Repetition’ (Deleuze 1994) as a way of thinking 
and Derrida’s ideas of ‘iterability’ and ‘irreplaceable singularity’ (Derrida 
1992) as a dimension of discourse. Moreover, importance of repetition in 
relation to identity and the lived experience is foregrounded, among others, by 
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Butler’s theories of performativity, especially in relation to gender identity, as 
“stylized repetition of acts” (Butler 1988, 519) .  

Trauma is another living sphere for repetition. Trauma and repetition are 
indispensably joint together. Butler claims that “It may be that trauma 
constitutes a strange kind of resource”, and repetition is “its vexed but 
promising instrument” (1997, 38). The kind of repetition which accompanies 
trauma is indeed the uncontrollable and unavoidable repetition, or rather 
‘repetition compulsion’. Paul L. Russell, professor of psychoanalysis, describes 
repetition compulsion as such:  

In fact, it gets its name precisely on this account; that despite 
the apparent wish to avoid the pain, the cost, the injury of the 
repetition, one finds oneself repeating nonetheless, as if drawn 
to some fatal flame, as if governed by some malignant attraction 
which one does not know and cannot comprehend or control 
(2006, 605). 

As Russell argues, repetition compulsion, as “the residue of trauma” has a 
function, as if signaling about a vital “interruption of attachment” which “awaits 
re-attachment” (613). Repetition compulsion could be described thus as 
repetition without change happening at the heart of an aspiration to change. 
Russell, however, insists on the newness of every repetition, calling each a 
“personal creation”:  

However repetitious, the repetition compulsion is always a new 
event, a new creation representing the precise titration of these 
two. The apparent repetitiveness has to do with the need, so to 
speak, of setting the stage to a long and incredibly complex 
induction process which is necessary if any real change is ever 
to occur (614). 

Repetition is as well a recurrent aspect of the migratory experience, not only in 
relation to highly probable experiences of trauma, but also regarding the 
everyday and practical face of it. For adults, migrating to a new sociocultural 
setting creates obligations to repeat, re-do, and re-learn much of what they 
already have mastered in their original setting of living: from learning a new 
language to re-issuing their documents –as if re-experiencing parts of their 
bygone adolescence. Furthermore, a migrant learns very soon to prepare a 
condensed autobiography formed around the journey of migration. They will 
be frequently asked to retell their story in response to questions about where 
they actually come from and why they –as someone who does not seem to 
belong by means of difference in appearance, skin color, language, accent, etc.– 
actually ended up here.  
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There is a certain quality of ‘again-ness’ and varying values of influence for 
different performances of the retelling, but it has to be performed almost 
everywhere: small talks in a party or while having a haircut; job interviews; 
brief conversations with the border police which –not randomly– oscillate 
between a threatening investigation and welcoming gesture, to name only a 
few. In her chapter on “Being in Question”, Sara Ahmad discusses these 
dynamics of repetitive questioning and explaining as pertaining to all bodies 
which are pointed to as ‘strangers’, all who do not ‘pass by’ due to their race, 
gender or sexuality.  

To be asked to account for yourself; to give an account of 
yourself; to feel you have to account for yourself. How do 
questions fall? On whom do they fall? Moments like this, for 
many of us, are repeated over time. […] Once you have been 
asked these questions, you wait for them; waiting to be 
dislodged changes your relation to the lodge (2016, 116). 

Finally, repetition can be geared towards survival and extension of the life and 
visibility of what which is being repeated. With a frame of repetition, migratory 
self-adaptation materializes numerous urges of survival coming together: the 
urge to save a memory from oblivion; the impulse to extend the life of a 
narrative; or the necessity of surviving as a stranger.  

8-2- Migratory self-adaptation, survival and claims 
to citizenship 
Zygmunt Bauman, in “Survival as a Social Construct”, suggests survival to be 
a never-ending task. Drawing on Elias Canetti’s quite self-evident, yet poignant 
note that “the most elementary and obvious form of success is to remain alive” 
(Canetti 1984, 290 in Bauman 1992, 10), Bauman argues 

We are not just alive; at every moment we are still alive. Success 
is always until further notice; it is never final. It must be 
repeated over and over again, the effort can never grind to a halt. 
Survival is a life-long task. Its creative potential is never 
exhausted. It is just locked up, in one fell swoop, at the moment 
of death” (Bauman 1992, 10)  

Bauman defines survival with a comparative aspect, as essentially meaning 
“living longer than others” (26) and thus forming in encounter with others’ 
death rather than one’s own. However, the perpetual struggle with survival, 
though understandably considered as a basic and general human condition, is 
not lived similarly and equally by everybody. The survival drive is motivated 
by one’s life being at risk, and that happens to some more than the others.  
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The dynamics of survival and the way they are defined and distributed by 
broader structures do not only apply to human individuals and collectives, but 
can as well be true for narratives, memories and media products. Linda 
Hutcheon and Gary Bortolotti (2007) suggest that we return to the etymology 
of the concept of adaptation and form a homology between cultural and 
biological adaptation. In this framework, Hutcheon and Bortolotti understand 
both kinds of adaptation as processes of replication. Viewed as such, in 
adaptation as media transformation, narratives become the main replicators 
driven by a cultural “interest in repetition and change” which may or may not 
survive in complicated processes of selection and mutation.  

The main outcome of this approach is to re-define the measurements of success, 
for adaptations and to overcome the fidelity discourse which judges adaptations 
based on their relation to the original text. The notion of success is here split in 
two directions, one for that of the replicator, the narrative, which is “measured 
by its survival in the form of long-lived copies and versions of itself: that is, by 
its persistence, abundance, and diversity” and the other for the vehicle, or the 
adaptation, “measured by its capacity to propagate the replicator that rides 
inside it” (452).  

Migratory self-adaptation can be viewed as a pattern of repetition and survival 
for the authorships, the narratives, and the memories they construct. 
Accordingly, the figure of the self-adaptor is projected upon that of the survivor: 
the migrant as the one who left the situation of the crisis, arrived in a new place, 
built a new life and made their voice heard, and who probably could never shed 
the ‘survivor’s guilt’ away. But if survival is a never-ending project, there is no 
utmost survivor either. The migrants as self-adaptors as survivors are constantly 
working with mechanisms of exclusion and inclusion to still survive. The 
authors studied in this research are situated in delicate positions across different 
fields; they are included in various contexts, sometimes with no guarantee to 
remain included; they are mercifully included as prestigious guests, foreign 
nationals, and exceptions; and they are excluded from communities they draw 
connections to by labels like anti-Iranian, foreign Afghan, individual 
francophone.  

Writing on Persepolis (as comics), Golnar Nabizadeh points out that “survival 
is marked by precarity and persistence” (Nabizadeh 2016, 152), and argues that 
Persepolis is as well marked by both of these qualities. Extending her argument, 
I argue that survival is as well marked by dynamics of recognition, inclusion, 
and exclusion which are the structures that frame precarity and persistence. 
Migratory-self adaptation is a good example of the entanglements of these 
dynamics with various types of survival in the realm of media and artistic 
production.  
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To survive one needs to be named and acknowledged. Dynamics of cultural 
inclusion and exclusion are still to a great extent defined in national terms and 
are determined by dominance of national languages and frames of cultural 
production. Both memory and media authorship are defined in national aspects. 
While travels of the memory and transnationality of authorship are perhaps 
more active than ever in cultural productions, and are as active and present in 
the cases discussed, they are still delimited and controlled by national borders, 
and by the ways various understandings of citizenship are legitimized.  

Citizenship, in relation to cultural productions, needs to be understood beyond 
the stability and clarity of IDs and passports, and rather in a performative 
framework. As Engin Isin argues, “although citizenship is often considered a 
more or less stable membership of a state, a performative perspective considers 
citizenship as anything but stable.” (Isin 2017, 4). According to Isin, 
performative citizenship is a “struggle over subjects of rights” and it creates a 
scene for the similarities and differences between social groups to interact an 
compete. Such performative understandings of citizenship give way to 
formation of cultural citizenship, alongside political and economic formulations 
of the term, considering that “citizenship is no longer easily based on soil or 
blood. Rather, it is founded on some variant of those qualities in connection 
with culture and the capitalist labor market” (Miller 2001, 4).  

The multi-faceted and performative understanding of citizenship re-defines the 
notion as a “a signifier for distinct statuses which, in turn, enable or limit in a 
differential manner access to important political, social, economic, and psychic 
resources within and among populations” (Wotherspoon 2018, 156). Access is 
thus the central and determining element of citizenship. Claims to citizenship 
are indeed claims to access to resources and territories. The dynamics which 
determine who does and who doesn’t have access to certain resources and 
territories are perpetually subjected to contestations and transformations, as 
they are the scene for different, and perhaps contradicting, social interests to 
compete. In this way, citizenship is as much a matter of exclusion as it is a token 
of inclusion.  

In Citizenship (2015), Étienne Balibar argues that citizenship rests upon a co-
occurrence of –political or politicized– inclusion and exclusion, arguing further 
that  

violence, which is always present in these matters, is not 
situated on the side of exclusion alone. Inclusion itself can be 
just as violent, whether it takes the form of forced (or at least 
coerced, under pain of ‘social death’) ‘conversion’ or 
assimilation (72).  



 150 

The complex dynamics of exclusion and inclusion are not stabilized rules and 
conditions but are rather, in Balibar’s words, “the stakes of the conflicts through 
which citizenship, in a sense, “thinks” its own conditions of possibility” (74).  

Understanding citizenship in the double senses, namely, once as a frame which 
legitimizes cultural production within the boundaries of nation-states, and 
secondly as a performative and dynamic process and status of access, makes it 
possible to connect migratory self-adaption to the broader status of migrancy. 
In this framework, migratory self-adaptation can be considered as a mode of 
practicing cultural citizenship across and within several borders.  

Cultural citizenship, entangled with political and economic citizenship, 
“concerns the maintenance and development of cultural lineage through 
education, custom, language, and religion and the positive acknowledgment of 
difference in and by the mainstream” (Miller 2001, 2). In migratory self-
adaptation, various versions of cultural citizenship or cultural claims to 
citizenship are performed. The authorships and the works establish different 
claims of (re)inclusion in the culture of home and host countries, with their 
usage of languages, media types and modes of circulation, and with different 
stories they tell. Migratory self-adaptation provides the opportunity for authors 
and their works to perform citizenship in relation to a nation-state at one time, 
and the other at another, by telling stories. 

These claims, though supported by the official citizenship of the authors, as 
citizen of this or that country or double-citizens, are not limited to and stabilized 
by these official frames. Such mobile and transnational claims to citizenship 
bring the category of ‘world citizen’ to mind, as, in Balibar’s terms “a being in 
relationship who circulated (or not) between territories and states” (Balibar 
2015, 71). For the world citizen, however, potentiality of access to the world 
should exist, which posits the category at a privileged position. Migratory self-
adaptation is as well a position of negotiating the already-existing privileges 
and claiming access to new ones. This is to say that, while this research 
proposes migratory self-adaptation as a potential strategy for migrant 
authorships to be established in multiple positionalities, the proposition is made 
with an awareness of the impossibility of access and performance for myriads 
of those in status of displacement.  

In the journeys of Persepolis and The Patience Stone, the again-ness of self-
adaptation and the migrant experience is integrated with the contingencies of 
access. Like citizenship, adaptation is also a scene for co-occurrence of 
inclusion and exclusion. It is a scene for conformation to some, and opposition 
to other existing narratives and norms. When performed across a transcultural 
trajectory, adaptation becomes as well a synthesis of drives to familiarize and 
foreignize. The studied cases, inclusive of the authorships and the authored 
works, manifest multiple stages of these co-occurrences through their position-
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taking, bordering and border-crossing, translational processes and mnemonic 
works.  
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Appendix: brief on Nadia Anjuman 

Although murdered at a fairly young age, Nadia Anjuman was a prolific and 
well-known poet. At the time of her death she had already published one poetry 
collection, The Smoky Flower (2005), and was preparing her second collection, 
An Abundance of Worry. All her poems were published posthumously in one 
volume by The Iranian Burnt Books Foundation, distributed mostly as an e-
book.  

Herat, the city of her residence, was the first Persian-speaking city in 
Afghanistan to be captured by Taliban and remained under their ruling till 2001, 
when forces of Northern Alliance took control of the city. During these years 
which encompassed Nadia’s adolescence, she received informal education 
through private sessions and underground literary groups. She was a member 
of the “Golden Needle Sewing School”, a sewing school on the surface which 
was indeed an underground school for women in Heart and where women, 
deprived of their rights to education under Taliban, received lectures from 
professors of Herat university and profited from a literary circle. After the 
overthrown of Taliban, Nadia started studying literature at Herat University 
while at the same time gaining a reputation as a poet. Despite her short 
professional life as a poet, the 67 poetries published before and after her death 
depict her professional and experimental approach towards poetry: her poems 
cover a wide range of formal experimentations and are written in traditional and 
modern formats of Persian poetry. 

In the event of Anjuman’s sudden death, although the police confirmed the 
traces of violence on her body, the death was finally conjured as suicide and the 
suspected husband was set free. However, there is a social consensus on her 
death being a result of domestic violence, and open statements have been issued 
by a few Afghan intellectuals condemning the unjust process of prosecution. 
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Other Media 
 

Films analyzed  

Harakat! Sur le Tournage de Syngué Sabour-Pierre de Patience d’Atiq Rahimi dir. 
Alice Rahimi, 2011 

La Face Caché de Persepolis dir. Marie Cogné, 2007 

Persepolis dir. Marjane Satrapi and Vincent Paronnaud, 2007 

The Patience Stone dir. Atiq Rahimi, 2012 

 

Other films, TV series and music   

Feature films  

Baise Moi dir. Virginie Despentes, 2000 

Chicken with Plumes dir. Marjane Satrapi and Vincent Paronnaud, 2011 

Earth and Ashes dir. Atiq Rahimi, 2004 

Haider dir. Vishal Bhardwaj, 2014 

La Bande des Jotas dir. Marjane Satrapi, 2012 

Notre Dame du Nil dir. Atiq Rahimi, 2019 

Radioactive dir. Marjane Satrapi, 2019 

The Voices dir. Marjane Satrapi, 2014 

Documentaries 

Afghanistan, un Etat Impossible? dir. Atiq Rahimi, 2002 

A Flickering Truth dir. Pietra Brettkelly, 2015 

Behind the Veil: Afghan Women under Fundamentalism dir. Richard Wolf, 2001 

Beneath the Veil dir. Saira Shah, 2001  

Nous Avons Partagé le Pain et le Sel dir. Atiq Rahimi, 2001  

Waltz with Bashir dir. Ari Folman, 2008  

Short Films  

Corps et Âmes dir. Jean-Baptiste Mondino, 2012  

Raging Blues dir. Vincent Paronnaud, 2009  

TV Series  

Alias Grace dir. Mary Harron, 2017  
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Fleabag creator. Phoebe Waller-Bridge, 2016-2019  

The Handmaid’s Tale creator. Bruce Miller, 2017 

Music  

Eye of the Tiger, Survivor (Frankie Sullivan and Jim Peterik), 1982 
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