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INTRODUCTION



When it comes to defining a key term specific to a discipline, reachinghselmsus seems
demanding. In some cases, such as in the practice of law, a complete unanimity on the definition
of key concepts is crucial inasmuch as even a slight unequivocalness in the meanings and
definitions of the words in the text of the law mighanbe the final decision of the court. Consider
copyright infringement cases of adaptations, as a particular instance, in which the text of the law
should precisely definefioriginalityo, fimitationo, falteratiow, fderivative world, and
fiadaptation, to nane a few related terms. Nevertheless, a close looksategtivelist of legal

texts shows that various copyright laws from across the world and throughout decades approach

and define adaptation differently.

The first copyright statute, namely the Stawfté\nne which was enacted in Great Britain
in 1710 states that authors of books hittae exclusive right to print, reprint, and vend their books
for an initial period of fourteen yearfGreat Britainpar. 7). Asopposed to today copyright law,
the Actdid not provide the authors the exclusivity over the adaptation of their works. By contrast,
the 1886 Berne Convention for the Protection of Literary and Artistic Works, which is known as
one of the oldest forms of intellectual property rights, clearlicatds thafiauthors of literary or
artistic works shall enjoy the exclusive right of authorizing adaptations, arrangements and other
alterations of their works(WIPO 10). Originally published in 1970, the Copyright Law of the
United States does not clgadefine adaptation; rather, it treats adaptation as a subcategory under
a list of derivative works including translation, dramatization, and fictionalization in which a work
may befrecast, transformed, or adapiéil7 USC §101)The Copyright, Designand Patents Act
of 1988 which is the current UK legislation on copyright, by contrast, narrowly defilzggation
in relation to the type of subject matter in question. Accordiraglgptationin relation to a literary

or dramatic work is

() a translatio of the work; (ii) a version of a dramatic work in which it is converted into
a nondramatic work or, as the case may be, of agdramatic work in which it is converted
into a dramatic work; (iii) a version of the work in which the story or action isey@d
wholly or mainly by means of pictures in a form suitable for reproduction in a book, or in

a newspaper, magazine or simjgeriodical. (42)



International copyright agreements such Hse Agreement on TraeRelated Aspects of
Intellectual Propey Rights(TRIPS providea groundwork for different counties to agree upon
the terms and regulatiortdowever, not all countries in the world have agreed to them. Tierg,
still existsnational copyright treaties, conventions, and regulatibasoffer praection against
unauthorized adaptatis based on their distinctivationallaws. Henceijt is highly possible that

legal conflicts occur between different countries in adaptation cases.

Defining adaptation by a list of general, ambiguous terms that fuether clarification
does not appear only in legal texts. RobertrGtane of the key theorists of Adaptatiotudes
(AS) provides a catalogue including some of the titles by which scholars have so far defined
adaptationfiadaptation as reading, rewnigj, critique, translation, transmutation, metamorphosis,
recreation, transvocalization, resuscitation, transfiguration, actualization, transmodalization,
signifying, performance, dialogization, cannibalization, reinvisioning, incarnation, or
reaccentuatiom (25). Such a diversification in addressing the problem of not having a concise
terminology h AS has only resulted in a wider array of definitidnstheory, it might seem that
the neverending theoretical debates over the meaning and border of th@idescelated words
allow the field to grow and survive. However, in legal and academic practibes,
indeterminateness, flexibility, and borderlessness of word meanings lead to the lack of unanimity

regarding the methodology in AS.

An instance of a ré@ase whichwas greatly damaged by such a laclexéct definitions
and a coherent theoreticallgunded methodology in AS is the casabpfiranian director, Dariush
Mehrjui. He wrote the script of his 1995 cinematic adaptation célietdbased on thetary of the
Glass Family,a fictional family created and developed bgrome David Salinger who &n
American author. Members of the Glass family appear in eigBalifigets stories includingin
order of publicationfiA Perfect Day for BananafishfiUncle Wiggily in Connecticd iDown at
the Dinghy, fiFranny, fiZzooey, ARaise High the RoeBeam, Carpenteds fiSeymour: An
Introductiord, andfiHapworth 16, 1924 The story ofPari is developed &ised on selected parts

of the events and actions describedRnanny, fizooey, andiiA Perfect Day foBananafisb'.

! See sectior2 . 1 . Narrative Correspondences beforaeapariseradfi nge
plotlines


https://en.wikipedia.org/wiki/J._D._Salinger

By receiving the license to be screened in some European festivals and a retrospective in
1996, Mehrjui assumed that there is no legahjition for the screening of his film. However, in
1998, when thedaptatiorwas scheduled to be shown in an Iranian Cinema festival organized by
the Film Society of the Lincoln Center in the United States, R. Andrew Boose, S@lilageyer,
warned thdestival organizers that tteglaptations an unauthorized adaptation of Salirtgevorks
and its screening would be a copyright breach. As a result, the center decided to cancel the planne

screening of Mehrj@s adaptation.

The next day, Jesse McKinlegn American journalist, reports the event and makes an
interview with Mehrjui to probe the details. Although the Iranian film director was not legally
expected to defend or explain since Iran has not agreed to international copyright treaties such as
the Berne Conventioor TRIPS in the interview with McKinley, he reacts to the cancellation of
his adaptatios screening and calls Salingeactionfbewilderingd. Mehrjui further explains that
he did not want to distribute tteelaptatiorcommercially; ratherhe considers the adaptatia
kind of cultural exchangeto be watched and received fithe critics and the peogevho follow
his works(McKinley par. 9). Mehrjui also points out that he had written a letter to Salinger in
order to authorize his adaptan (McKinley par. 10) despite the fact that according to Iranian law,
it is not needed to either sign contractual agreements or ask for the&mp#ronission prior to the
production of adaptationgin our country, we dai have copyright®, Mehrjui clarifies in the
same interview with McKinleyfiwe feel free to read and do whatever we w#par. 15).The
director further clarifies that by adapting Salinigeworks, he had only intended to show his
gratitude and respect to the author and since theidameauthor never replied to Mehisiietter,

the director adapted Salingetiterary works unauthorizedly.

In another interview with Etemad News, the director explainsRhetis flooselyo based
on Salingeds works (Matin Nia par. 6). Mehrjuelaborates on his method of scriptwriting and
explains that he was inspired by Salirfgestory of the Glass Family in creating the general
structure and atmosphere Béri. fil wrote a separate story based on my personal interpretation
and reception of &ingeis stories which is a common method among screenwditeessays
(Matin Nia par. 6)By beingflooselyd based on another text, Mehrjui highlights the significance
of the creative role he played in screenwriting. However, a number of websiteohavedd the

word Aloose from Mehrjuits interview and coupled it with the wofdinauthorized in their



description ofPari which clearly underrates thedaptation An exampleis imdb.com which
describes thadaptatiorasfian unauthorized loose film adagiten of J. D. Salingés book Franny
and Zooey. The Wikipedia entry oPari® also introduces it an unauthorizedooseéadaptation
of J. D. Salingdis 1961 bookranny and Zooay A third instancés newworldencyclopedia.ofg
whichregards Mehrjus alaptation agan unauthorized and loose adaptation of Salisgeanny

and Zooewy.

The above exampteshowthat a huge lack of agreement in the verbal and methodological
treatment of adaptation cases exists not only within the legal and scholarly se€hebot also
among the reviewers and critics. The conflict between (a) such online descriptions which have
used the termioosed as an adjective with a negative connotative meaning (b) the director who has
used the ternfloose to defend thdioriginalityo of and the creativity in his adaptation, and (c)
Salinger who regardless of the adaptaBofloosenesy status considers it anbsolute
infringement of his work necessitate a reconsideration of the cas®aaf In addition, it brings
onds attention tahe essentiality and necessity of addressing definitional and methodological

issues in the field of AS.

Definitional issues recur not solely in AD, but also in other fields focusing on the study of
works based on a prior text such as translation stut&sHBorder Crossings. Translation Studies
and other disciplingsa book edited by Yves Gambier and Luc van Doorslaer, outlines how TS
historically imported, exported, and exchanged concepts, methods and expertise in relation to other
fields and finally ewvlved from a suldiscipline into a poldiscipline. According to Patrick
Cattryssés review ofthe book, TS has been subjected to interdisciplinary dialogues with areas
such as (in order of appearance in the chapters) history studies, information science,
communication studies, sociology, cognitive neuroscieriRiesemiotics, AS, computer science
and computational linguistics, international business and marketing, comparative literature,
multilingualism, game studies, language pedagogy, and gender sMdatslike TS, the lack of
a unanimous terminology and methodology in AS has been tackled by scholars from other
academic inquiries such as Literature, Film Studies, TS, Semiotics, Media Studies, and even

Natural Sciences (e.g. evolutionary biology). TAStand TS similarly suffered from definitional

2 See Https://www.imdb.com/title/tt0114092/trivia?ref_=tt_trv_#{25 Jun2019).
3 See ttps://en.wikipedia.org/wiki/Pari_(1995_film)(25 Jun. 2019).
4 See <https://www.newworldencyclegia.org/entry/J._D._Salinge(25 Jun. 2019).
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issues throughout their history and that both were regarded as subcategories of other disciplines tc
solve the issues raise the following questions: What are the similarities between adaptation and
translation(both as process and product) that give rise to commonalities in their field of study?
The major common characteristic between translation and adaptation is that both are
typically conceptualized by the tripartite model of Text 1 (prior text or thelataadadapted text)
undergoing the transformation (translation/adapting process) and resulting in Text 2 (target text or
translation/adaptation product). The presence of Text 1 makes TS and AS intertextual by their very
nature and brings to discussion tiaion of authorship. Moreover, both TS and AS focus on the
transfer and communication between two contexts since translation and adaptation usually entail
a travel through time and place dmidge two languages and two cultur&sich a ravriting/re-
creding journey necessarily requires appropriation at thematic and formal levels since Text 1 must

find resonance for its new audiences in a new context.

The study of the transformation process of the prior text into the target text stands at the
center of agreat part of TS and AS history. Although the webirdértextual, cultural, and
contextual mechanisnwghich arecollectivelyat workin the translation/adaptation procesdays
a significant role in determining the amount and scalaltefrations, tradibnally, TS and AS
excluded it in their studies. For many decadas]iesprioritized Text 1 over Text @ndevaluated
the success of the target text based ofaitefulness to the sacred prior tegtalling Text 1 an
floriginalo text, they considered ke 2 derivative,inauthenti¢ or secondaryThe methodology of
the first wave of TS and AScholars, the soalled ffidelity criticso, has included drawing a
comparison between Text 1 and Text 2, discovering the losses and the gains of the
translation/ada@tion product in its new form, and presentimgplarized (good/bad,
faithful/unfaithful, or successful/unsuccessful) views about the target text based on the fidelity

criterion(seefor instanceGeorgeBluestoné Novels into Filn.

Despite passingucha fidelity-basedroad, TS has undergone significainéoretical and
methodologicathangs since the turn of the centukgown as théicultural turro. Such a major
cultural shift in the study of translatigwhich isintegratel with cultural studygainedrecognition
in the early ninetiedby works of SnelkHornby, Susan Bassnett, André Lefevere and, later,
Lawrence Venuti.Such theoristsstudy translation in itsvider social,historical and cultural
contexs andexploretheficonstraints placed on tiangators and the norms that translators abide

by in their translatiomctivities (Liu 94). Forthem,translationis a crosscultural communication
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thus, the culture surrounding the production and reception of a translation product needs to be
taken into acount EvenZoha,Gideon TouryJoseLambert and Theo Hermadsto name a few

key theoristd sought to describe the translation processdauipher external norms, factors, and
patterndrom the target culturevhich govern translational behavior

Whereas oce translation was viewed of a merely linguistic activity and TS as -a sub
discipline in need of borrowing theories and methodologies from other fields for its studies, today,
it is treated as an independent discipline which firmly stands on its own. S $elscame an
autonomous discipline which is able to make interdisciplinary dialogues with other disciplines by
offering or borrowing conceptual tools or theoretical resources. Given the almerdioned
similarities between TS and AS, the growing field afdsing adaptation might benefit from

following the direction TS is currently heading in order to esthhigelf as an autonomous field.

Thus,on the hypothesis that the important similarities between TS and AS provide the
ground for an exchange of criiicperspectives and conceptual idessa case study, this research
focuses primarily on answering the following questioHew are translation and adaptation
related”How does applying TS theories and methodologies to AS work in practice? Is there any
way to reinvestigate the transformation process of old adaptation cas@&alikey means of a
model inspired by TSn particularficultural turrdin TS? To answer these questions, this thesis is

divided into three main chapters excluding the introducti@hthe conclusion.

Chapter Onewill start with a review of the related literature on different possible relations
between translation and adaptation. After mapping translation and adaptation studies as two
separate disciplines which are related and sirtlilangh none is a sutategory of the other, the
theoretical framework of this thesis will be provided. This part will summarize theories of two
translation scholar®atrick Cattrysse and Lawrence Venutino are both concerned with lack of
a coherent mabdology in AS and suggest the application of TS theories and methodologies in
the study of adaptation. Whil@attrysse explores the use of the Polysystem Theory in AS, Venuti
employs the Hermeneutic Model and Studying Interpretants in AS. After commeptngthe
similarities and differences between the two theories, | will suggest my own visual model of
studying adaptation which is a combination of both Cattfgsaed Venuts theories. Since my
conceptual modemuch like thedicultural turrdin TS, highlightsthe importance of the contextual,

communicative, and intertextual factors in studying adaptation, | will lay its foundation based on
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Karl Ludwig Buhlets Organon Model of Communication and Roman Jakdissigiodel of Six

Communication Functions.

Chapter Two andChapter Three will be devoted to the application of my framework to
the case oPari. | chose the case éfari as an adaptation which clearly embodies the current
disputes in the field of AS: problems such as the conflict between the authoraofpted text
and the director (Salinger against Mehrjui), the disagreement in the usage of adapiaitoh
terminology among the critics and reviewers ofdldaptatior(the instance of the wordoose),
and the lack of a consensus in establishimpyagtical methodology in academic studies of the
field. In Chapter Two, the thematic interpretants &fari will be explored with regard to the
adaptatiofs narrative elements. This chapter aims to find Ranés story and plot, characters,
and themes nrior Salingets Glass Family. It will scuss and conclude that Mehégiadaptation
is neither merely faithful nor merely imitative with regard to its narrative elements; rather, it is
based on the directir creative recreation in addition to the inspmas$ taken from Salingés
works.Chapter Three, will find the formal interpretants iRari. Through scrutinizing thstylistic
and visual tools of communication in thedaptation this chapter willshed light to Mehrjigs
creative efforts to establish asemblanceo Salingers textsin his adaptatiorfor the Iranian

audience by means of a totally different sign system.

In the Conclusion part of the thesis, | will claim that the unfaithfulness usenessf
Pari as an adaptation should not be congdeas a shortcoming, rather, it indicates Melsjui
adaptation strategy which is both creative and imitaf8yeexamining how the Iranian director
approaches to and distances from Sali@books and the American contextgartrayng the
Glass Family foan Iranian audieng¢éwill argue that alterations, appropriations, and localizations
of the adapted texts were inevitable in the creatioRaof, as a case dfanscultural cinematic

adaptation of literary text

13



CHAPTER ONE

The Theordical Dialogue between Adaptation and

Translation Studies
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In this chapter, | willreview the different possiblaelationsbetween translation and adaptation
exploredby scholarso far The first group of studidsecateAS within the realm of TSvhereas a
second groupegard translatioas a subcategory to adaptatiéthird group of scholarsonsider
adaptation as a means in the translation praespposed to a fourth group for whmanslation

is a technique in the adaptation procesdifth and las group of studies claim thai clearcut
border exists between adaptation and translation. Rathetwithare independendisciplines
sharing aroverlapping partAfter mappingTS andAS as two separatields which are related
and similar though nonesia subcategory of the othed, will summarize the theories of two
translation scholarwho (1) both stand under the fifth category regarding the relation between TS
and AS, (2) both are concerned with the lack of a coherent methodology in the stualytafiad,
and (3) both suggest the application of TS theories and metha®loghe study of adaptation
due to the overlap between both disciplind#hile Patrick Cattryssethe first theoristexplores
the use of the Polysystem Theory in AGwrence \énuti the second translation theoristploys
the Hermeneutic Model and Studying Interpretants in AS. Afbenparing and contrastirtber
theories, | will present miheoreticatframeworkfor AS which is asynthesiof both Cattryssas
and Venutis theories in the form of a visual modddetermined by the shared key concepts of
Cattryssés and Venuts theories, such as communication, context, and inteitextl lay the
foundationof my combined conceptual modesed on Karl Ludwig Blihlé OrganorModel of

Communication and Roman Jakob&MModel of Six Comunication Functions

1.1. Adaptation and Translation: Same, Differentor Similar?

Despite more than decades of academic work to clarify the relation between translation and
adaptation (Azenhana Moreira 61), thejuestion of whether AS and TS should be seen as one
discipline, as two disciplines, or rather as one being a subaltern to the other remains debatable.
Sincea full answer to that question stretches well beyond the limits of this theslisprovide a
shorttypology ofmajor ways with a few examples through which the boundary between AS and

TS has been demarcated to date.

Roman Jakobson is among the advocates of addressing the relation between translation anc
adaptation. In 1959, herqposes a threpart categorization of different types (or forms) of

translation:Alntralingual translatiodor firewording which refers to thdinterpretation of verbal
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signs by means of other signs of the same langydijgerlingual translatioa or fitranslation

propeo which is a second category to group fivderpretation of verbal signs by means of some
other language and fintersemiotic translatian or fitransmutation which includes the
finterpretation of verbal signs by means of signs of nonvergalsystems(261). The third type

of translation attains relevance in the stofladaptation since the wortransmutation indicates

the necessity of transformation and a shift of medium in the translation process. Decades have
passed since Jakobsarsf coined the ternfintersemiotic translatian yet it has been quoted
heavily among a first group of scholars (Chatterjee; Krishnan; and®uame a few) whimcate
adaptation within the realm of TS. An instance is Umberto Eco who clearly pointstouguch a
correspondence and claims that JakobBsf@intersemiotic translatiancannot be anything other

than adaptation because it is exactly in the adaptation process (novel to cinematic adaptation, for
instance), that such a transformation is fakkganplished Eco67-73).

In contrast to the first group, a second group of studies régaglation as a subcategory
to adaptation. For examplefiThe Accidental Tourist on Page and on Screen: Interrogating
Normative Theories about Film Adaptat@ran aricle written by Karen Kline, categorizes
cinematic adaptations into four main groups based upon the relationship the adaptation chooses tc
establish with the adapted teKiineé categoriesncludefiTranslation, Pluralist, Transformation
andMaterialisp (gtd. in Agatucci par. 3). Conceptualizisgch a paradigmatic typology enables
Kline to explain various modes of cinematic adaptation anrdondéigure its related critical
discourse. According tAgatuccits summay of Kline, within the category ofiTranshtiond as a
subaltern type dimode of adaptation, the adapted text is considered a benchmark based on which
the adaptatiomust be createdn other words, in th@Translatio type of cinematic adaptation
of literary works, the final product is the mdatthful form of adaptation since in this category,
fithe novel is the privileged artistic work, while the film existsgerveéits literary precursar

(Agatucci par. &

A third group of studies consider adaptation as a technique in translatingspnduebl
helps the translated text to find more resonance for its new audiences in a new context. An example
is fAdaptation as a Means of Translatiamritten by Tareq Ali Eadaroos Assagaf, a lecturer from
the English and Translation Department of Uniugref JeddahBy highlighting the complexity
and difficulty of transferring any given text to a new audience via a new langAssgejaktresses

on the importance @daptation as a means in the translation processhich helps the translator
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in finding appropriate equivalentsie categorizes four types of adaptation techniques in translation
including ficollocation adaptation, cultural adaptation, literary adaptation, and ideological
adaptation (785 by which untranslatable texts, such as a poem, couidhbslated and later better
received by the target audience. Another example from this group of studies is what Hu Gengshen
from Tsinghua University of China statedifranslation as Adaptation and Selecoficcording

to Gengshemfjadaptation and seléoh could be viewed as the transld@oinstinct as well as the
essence of translating: In the process of translating, the translator must both adsgleeind

(284). In this regard, for Gengshemdaptation is an inseparable part of all successful

translations.

As opposed to the third group of studies on the relation between translation and adaptation,
a fourth group of scholars believe thi@nslation is a technique in the adaptation processAn
instance is Siddhant Kalra from Flame College of Libekets. In his short essay entitled
fAdaptation as Translation: On Fidebifythe author claims that the adaptation process includes
translation as a techniquewhich enables the adaptation creator to bridge the phenomenological
gap between literature and ema by means of translating text to image.

A last group of studies argue that no cleat border exists between adaptation and
translation. Rather, there are overlapping parts AS shares with other disciplines such as
communication studies, narratologyijnf studies, or TS. For instancéAnna Krawczyk
Gaskarzewska asserts t hHanovernaeoftategoregsIafd neithar A S
is fiparticularly well equipped to theorize the process of reusing cultural materials and its circular
nature (1). Hence, she argues that being engaged with neatly demarcating the two disciplines of
AS and TS has prevented scholars ffamroducing new ideas into their researeimd made them

fimore and more frequently, doomed to repeat/reboot/recycle the wirkiloptedecessol(14).

Such an idea that scholars do not necessarily need to uphold distinctions between AS and
TS paved the way for further constructive engagement in beneficial dialogues and mutual
exchange of ideas, theoretical approaches, and metwge®lbetween the two disciplines. As
Lauro Maia Amorim points oufithe boundaries separating adaptation and translation are neither
Gnaturabnor as sharp as assumed, and there is no theoretical unanimity as to the possibility of an
objective delimitatiod (qtd. inAzenha and Moreira §6Thesignificant shift of focus away from
arbitrary differentiation of TS and AS based on their intrinsic features enables the scholars to

acknowledge that the definitional boundaries of both adaptation and translatiasf@enha and
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Moreira clarify, iconditioned by the target audience and the activity of agents, rather than by to

the realm of text andpeech (66). Theycontinue,

Thus, from the perspective of an integrated consideration of agents and objects of study
and work, all of them historically grounded, there cannot be a boundary defining translation

and adaptation as two mutually exclusive categories, with separate identities, closed and
impervious to conflict or contamination. Translating and adapting, friimaaetical point

of view, are complementary moments, inherent to the practice of producing sense in

language. (67)

The idea of the last group of scholars who regard AS and T8oasplementary momertis
invalidates the subategorization of AS within TSna vice versa (what the first and second group

of studies suggest). However, the dynamic overlap of categories and borders between the two
disciplines encompasses the attempts of the third and the fourth groups of thenabtivaeed

studies due to a comstt dialogue and exchangeréthodologies and theories between AS and

TS. In this new sense, for example, even fitranslation propér(to borrow Jakobsds term) or

an interlingual translation of a novel, there mightcbasiderable alterations and destications

as a result of which the translation can be considered an adaptation (Azenha and Moreira 66).

1.2. Patrick Cattrysse: From Sibling Model of the Relatio between TS and AS to the
Polysystem Theory

A key figure amag the fifth group of scholadswho never deny the existence of a relation
between TS and ABut never draw a distinct line between &wis Patrick Cattrysse. Cattrysse is

a translation theorist who particularly focuses on the delimitation problematic of TS and AS. In
fAdaptation Studies Tr ansl|l ati on Studi es, and I nterdi:
Family Resemblan@e he aims to answer the questions of whether TS and AS represent one or
two disciplinesor whether they constitute two parts of a larger superordinate discgloteas

intertextuality studies. To develop his argument, the author divided the article into three parts.

Section one of his article looks into the theories of definition asdmdiplines of the
philosophy of language. According to Cattrys@é/ords like éadaptatiod or dranslatiod are

common nouns, which point to sets of entitlegt share namique features. Hence to name is to
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categorizé ("RAdaptatiord 207). Thus, the second section of his article focuses on the theories of
categorization. In orddio categorize translational and adaptation phenomena, Cattrysse argues,
one must involvéithe study of the categorizewhich is both arfiepistemi® as well agia social
practice. It is epistemiche clarifiessince it involves the epistemological inspien of the words

and their definitions; it is a social practice since it occurs in a political context which gives rise to
guestionssuchaavh o speaks and who gets |listened to
among the participants in a conveigao (Frodeman qtd. in Cattrysé@daptatiord 217).Such a

stress on thesignificance of the categorizers and the categorization context in delimitating
translation and adaptation leads to section three of the paper. This last part of Cataryste
explores the emerging discipline i@hterdisciplinarity studied that is, the study of a discipline

across its disciplinary boundaries.

According to Cattrysse, on one hand, reaching an agreement about the definition of the two
entities as well as theohndaries between them could pave the way for further reseafihtemn
, trans, and crosslisciplinary features, as well as their variation in space, and their evolvement in
timeo (AAdaptatiord 219).0n the othehand, annterdisciplinary view on botfieldsimi ght o e
some analytical tools that help advance this discugg@attryssefiAdaptatiord 206). Catrysse,
finally, takes he midpoint of such a cleautblurred boundaries spectrum in his exploration of
the relation between AS and TS and proposesardic relational model in which each disciplines
is an independent entity while overlapping with the other. He explain his position as follows,

When either/or questions last for millennia without a final answer, it may be more efficient
to assume that themost satisfactory answer &lipth/an@dé Ité impossible to think
outside of the box without a box. The way interdisciplinarity scholars conceive of the
dynamics of their research field is to observe disciplines as entities that interact with other
disciplines, morph into transor multi-disciplines, evolvento new (intra?) disciplines,
interact with other disciplines, and so on, with no end in s{@ttryssefiA Dialogued

19)

Accordngly, his model visualized in figurg.1. consists of three significd ideas: first, that TS

and AS can be considered as siblingétbe members of a larger family called intertextuality or

i npue n caCatiryssefAdaptatiord 206); secondthat the mutual exchange of theoretical
tools and methods between AS and TS throughout their history locates them under

interdisciplinary studies; and third, that depending on how words such datiamsadaptation,
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and discipline are defined and who the categorizer is, the dynamic of the position, boundaries, and
the overlapping part of TS and AS (marked by dotted lines) are prone to change.

The metaphor of TS and AS dsibling®d and imembere of the larger family of
fintertextualityd biologically makes senses well Megan Dennis, a human genetics scholar at the
University of California explains thdisiblings only share about 50 percent of the same DNA, on
average (Dennis gtd. in Wetsman paB). Despite having the same biological family tree, the
genetic code of siblings might be as different as 50 percent. Given théistdey of TS, one can
assume that it is the eldehild who impacts, supports, and guides the yousiming,the AS. On
one hand,ike siblings who share similarities, TS and AS belong to the same family tree of
intertextuality since both are studies of the products, the processes, and the interconnections in
transforming Text 1 to Text 20n the other handike siblingswho have separate, individual
identities, TS and AS are two discrete entities with peculiar features of their own such as their
distinct mediumand sign system@ranslation being textual whereas cinematic adaptation being
audiovisual) as well as the agsnand network at worln thar creation process (the translator,

theeditor,thepublishergtc. in translahg processs opposetb the directorthecinematographer
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the scriptwriter,the actors, etc. irthe adapting processCattryssebelieves thafiunderstanding
dranslatio® and Gadaptatiobas more specific categories permits one to study them next to the
guote, the parody, the pastiche, andladise categories that were suggested and studied decades
ago in intertextuality studiégfiAdaptatiord 218). In the family space of hisietaphor, such other
categoriesnentioned abovej(iote, parodyor pastichg are other children of thargerfamily of
intertextuality. Hypothesizingeven the inexact and unstable borders of the members in the
intertextuality family enables the scholars to stimithin-category featuresfibetweencategory
borderlines (Cattrysse,fiAdaptatiord 218), and overlaps in theirtidy of translational and
adaptational phenomena.

Cattryssés interdisciplinary mapping of the relation between TS and AS lays the
foundation for application of TS theories to AS, what he himself has already started in practice
since hisPh.D.dissertatio. His main reasons for such an interdisciplinary borrowing are first,
because of thmtertextual nature of both TS and AS as studiesitbie transformation of source
into target texts under sone®ndition ofdnvariancé or equivalenog (Cattrysse fiFilmo 54);
second, because of theimilarity of the problems and the questiongaised within the studies
in both fields(CattryssefiFilmo 68); andthird, because of lck of a coherent theoretically
founded methodologyin AS. To prove such a lack, iiThe Study of Adaptation: A State of the
Arts and soméNewb Functional Proposats Cattrysse provides a suggestive typology of studies

on adaptations conducted up to the year of publishing the article, 1994.

First, fithe study of the adaptation of one litgraworko with a source-oriented and
normative approachsourceoriented becausehey assess cinematic adaptations in terms of their
fidelity towards the adaptedsourc® text which inspired themnpormative because they
fprescribe how d@good adaptation shdd proceed instead of describing how adaptations have
presented themselves in a particlietorical contexi (CattryssefiThe Studyp 38). As opposed
to the first group of studies which generally consider the literary work and its cinematic adaptation
asisolated textsaccording to his classification,second group of studies step beyond the textual
isolation of the literature and its cinematic adaptation by taking the leogéext (including the

oeuvreof the author and the adapibn creatoyinto account.

The next group of studies enlarge the analytical perspective of AS even more and examine
cinematic adaptations on the basis of the big picture oftiigorical context. The problem with
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this group is that they usually limit their studies teest#d cases from to the-sallediicanonical
literatured without fispecifying the corpus of adaptations they have workedaspdoreover, their
approach isormative since they draw conclusions based on a limited number of adaptation cases
without charactezing fithe whole period or the whole cultural contef€attryssefiThe Studyp

38). Fourth, there is a group of studies that scrutinizeréfetions betweenadaptationand
literature such as thefluence of both media on each other or the interdependehdtierough
transcendingithe isolated TextI'ext 2 leveb. For them, cinematic adaptation phenomenon is not
the main focus, rather firepresents a symptom of the relations between film andtliteda
(CattryssefiThe Studp 38-39). In other words, theyse the literature and its cinematic adaptation

to only analyze their relation.

fiManuals on Screenwritimgmake the fifth category of AS whiditleal with the problem
of adapting literary texts onto the scréefhese studies are alsormative since theyiprescribe
a mode of adaptation: respect the original to avoid slavish adapté@attryssefiThe Studp
40). Lastly, the author describes what he cdlletahistorical studied which are mainly
interested in examining a comparative scheme for drawoamgarison between a literary text
and its adaptation. However, again, like the first graygh scholars focus mainly ofithe
comparison ofsolated source texts with target textand like the fourth groupion the adequacy

relations between the formeand the latro (CattryssefiThe Studp 41).

The problematic of the above groups of AS, according to Cattrysgé) that thar
approachs either normative, soureext oriented, or-@ontextual an@?) their theoretical methods
have not yet reacheddlpractical research (Cattrys&€he Studp42). Such a gap between theory
and practicgCattrysse Descriptive28) has continued to the present status of AS. Today, still,
majority of scholarly treatments of cinematic adaptations follow the saexteriented discourse,
or at best, criticize the inefficiency of fidelity discourse without suggesting any alteriative
practic. As a result, they mostly make value judgments based on the found likenesses and
alterationsand the fidelity criticism

To fill the gap between theory and practice and to suggest an alternative for the prevailing
fidelity discourse in AS, Cattrysse proposes the application of Polysystem (PS) theories of

5 Cattrysse analyzes a few instances starting from pageBésofiptive Adaptation Studisach asHarry Potter
and the Fidelity Debateritten by Whehelan and Cartmell published in 2005; or an introduction written by Welshe
and Lev in 2007.
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translation to the study of cinematic adaptation. Originally, the PS apphaacheen built on
Russian Formalist theories of the early 1920s by Itamar-Zebar, gradually found his way to

TS in 1970s by Gideon Toury, affithally entered the field of AS in the early 1990s through
Cattryssé works. The fundamental philosophy db Bheory is based on the hypothesis that
ficommunication does not occur arbitrarily. After all, if everything could mean anything, there
would be no communication(Cattrysse,fAudiovisuab 68). In otherworlds, as Cattrysse
elaboratessuch an approach ams that communication must follow some rules defined as
fidescriptive norms and fisystems of communicative behaviowhich stand among the key
concepts of the approach. What distinguishes PS t@eas\an instance @tultural turdin TSO

from previous traslation and adaptation theories, according to Cattrysse is its focus on (A) the
way Text 2(an adaptation for instance) functions in its reception context (i.e., it is ataigaied
approach) and (B) how and whext 2varies fromText 1in time, plae, and spacduringthe

adaptation process (i.e., it is descriptive in nature).

After more than two decades of assessing the application of PS method in his study of a
limited corpus of American noir films which happened to be adaptétioapublishe®escriptive
Adaptation Studies: Epistemological and Methodological Issne2014 which theorizes his
methodology In an interview about his book, Cattrysse refers to Victor EdidRussian

Formalism: History Doctrineand says,

the critids prime concerntould not be with théwhere fromdbut with thedvhat foil§ not
with the source of the motif, but with the use to which it is put in the d@gstemd|...]
The borrowed maotif is usually not what thendebdoes best, but what the borrower needs
most. Erlich gtd. in Cattryss@A Dialogued 3)

This sentence summarizes the main purpose of his theory being renamed as Descriptive Adaptatior
Studies (DAS) in his book. Through applying the PS theorieSSabTAS, Cattrysse aims to turn

the prevailing fideliy discourse in AS upside down (figufie2.) and regard adaptations as a
fifinished produdi which functions in a particular target conteXhe change in the direction of

the arrows irhisfigurebelow, in fact, showthe shift in the orientation of TEWhereastraditional
discourseon translation and adaptation focuses on faithfully reconstructing a sourcehixt,

explainsfithe PSapproach starts from the target text, and explains that, apart from the source text,

6 Seg forinstanceC a t t r pagess published in 1990, 1992, 1994, 1996, and 1997

23



other normsand models, situated in thaget context, may have played a role in the production

and perception of the translationamtaptation (CattryssefiAudiovisuab 70).

Traditional Approach PS Approach
Source Text Source Text
Target Text Target Text

Figure 1.2. Cattrys€e Model of PS approach vs. Traditional Approach of TS anéré8
CattryssdiAudiovisuab, p. 70.

Such a directional shifif focusaligns withCattryssés definition ofadaptation based on
his siblingmodel of TS and AS. According to him, cinematic adaptatidia set of discursive (or
communicational, or semiotic) practices, the production da€lwhas been determined by various
previous discursive practices and by its general historical cam(@ettryssefiFilmo 62, original
italics). The abovelefinition of cinematic adaptation enables himtae a ste@wayfrom the
fidelity-basedandisolaing discourse which ignose¢hefitarget (con)text conditionevyand ados
fia judgmental rather than a descriptesgplanatorystance (CattryssefiA Dialogued4) and move
toward the study of the adaptat@ercontextual, intertextual universe as suggesteth the PS

theory.

Based on his sibling model of the relation between TS and AS, his application of the PS
method to the study of adaptation, and the above definition of cinematic adaptation, Cattrysse
proposes a framework for AS researchers: to studgtatien, he says, one should tryfih find
and explain the relations between discursive practices with regard to their respective (socio
cultural, political, economical, etc.) contexts; 2. find out what transfer practices have (or have not)
functioned asdaptation, translation, parody, etc.; and 3. explain why all this has occurred the way
it hag (fFilmo 62). In other words, Cattrysse invites adaptation scholars to describe what/how
particular adaptations grieave been, or do rather than prescribingtWiow particular adaptations
should be, should have beensbpuld do(fiA Dialogued 4).
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Despite years of study on the usefulness of PS theory in AS, Cattrysse admits that this
approach has not been practiced#yet. However, he assum@éa,look at ceain recent (mostly
Anglophone) adaptation studies indicates that even if the PS approach is not directly mentioned,
several of its key tenets are now generatlgepted in adaptation studdesdiia]daptation critics
sometimes merely repeat them asasadslogans (Cattrysse Descriptivel3). One reason for
the infrequency of his theory in the study of adaptations might be related to his announcement that
hefimust leave actual application of the method to the talented researchers who [will] come after
[ é€dhim (Cattrysse Descriptivel3). In 2018, four years after the publication Déscriptive
Adaptation StudiesCattrysse and Thomas Leitch (an adaptation scholar) make a dialogue to
crystalize their theoretical difference in approaching AS. In thilegue, Cattrysse highlights that
what he suggests in PS theory is to study adaptation processes in téeesivdlence which is
fia dynamic compromise betwedndequatiod norms (those drawn from source [con]text
conditioners) andacceptabilitpnorms(those that depend on target [con]teahditioners) (A

Dialogued 4).

1.3. Lawrence Venuti: From the Study of Interpretants to the Hermeneutical Model of
Adaptations

Lawrence Venuti, another translation scholar who much like Cattrysse is concerted wit
advancing AS by means of TS theories, criticizes Catttysaggestion of setting equivalence as
the goal of AS analysis sincefistops short of describing the hermeneutic relation between an
adaptation and its prior material®/enuti, iAdaptatiord 32). His second criticism of Cattrysée
application of PS theory in AS is thatfilevolves into a more flexible and sophisticated but
nonetheless recognizable version of the discourse of fid€Wgnuti, fAdaptatiord 32). Later,
Cattrysse himself acknoediges that traditional sour¢eon)text related models of AS, such as
fidelity criticism, which studyhe adequacy of Text 2 compared to Tekade not necessarily less
varied than target (con)text conditioners [such as the PS theory] which aim at biiteptahe
hosting contexi (CattryssefiA Dialogued 4). Venuti furthers his criticism by pointing out that
finorm® are narrowly defined in Cattrysietheory anditoo simply applied to encompass the

multiple factors that enable and constrain film prcichno (fAdaptatior 32).
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In return, Venuti proposes a methodology $tudying adaptatiomvhich though shares
some similarities with Cattrys@&etheory, differs from it. Similar to Cattrysse, Venuti believes that
fitranslationtheory advances thinking atofilm adaptation by enabling a more rigorous critical
methodology (Venuti, AiAdaptatior 25). Accordingto him, translation theories (such as PS) are
usually applied to AS but without providing enough comment and detail. One of the major
similarities betveen translation and adaptation is, as Venuti believes, that they both enact an
interpretation by detaching their prior materials from their contexts, or shortly put, by
decontextualizingthe sourcdext (Venuti, iAdaptatior® 29). Akin to Cattryss&s emphais on the
context and the role of norm conditioners, he claims that regardless of the medium and form of
both source and target texts, it is the contextilatermine the meanings, values and functions
of the materialg (fAdaptatiord 29) inadaptationHowever, as opposed to Cattrysse who focused
on the reception (target) context, Venuti expands on different contexts aframarthe beginning

of adaptingprocess.

Context plays a crucial role in translation and adaptation, according to Venuti, since the
structural differences between languages, media, and contexts require the téanslatiolike a
creator of transcultural adaptation of literary &xo fidismantle, rearrange, and finally displace
the chain of signifiers that make up the sourcectéxenui AAdaptatiord 29). He divides the
creation process of adaptation and translation into two parts: the decontextuabzetioime
recontextualizion stage which areoth determined bythe context The first step,the
decontextualization process, leadshe toss of three types of context described by Venuti as

follows,

The first isintratextual and therefore constitutive of the source text, of its linguistic
patterns and discursive structures, its verbal texture. The seconterigextual yet
equally constutive since it comprises the network of linguistic relations that endows the
source text with significance for readers who have read widely in the source language.
The third, which is also constitutive but batitertextual and intersemiotic, is the
corntext of reception, the various intermedia through which the source text continues to
accrue significance when it begins to circulate in its originary culture, ranging from book
jackets and advertisements to periodical reviews and academic criticismidasditd

adaptations, depending on the genre or text type [emphasis (fikadptatiorn 29)
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Venuti argues that, in case of adaptations, the three contexts mentioned above (the verbal texture
as well as the network of linguistic relations in the sotest and the reception context) are
decontextualized in a more extensive and complex way compared to translatioinchsesy
because of the change in medium, but because of the license routinely taken by filmakers
(AAdaptatiomd 29). As he explains, puldhers do not usually allow translators to delete some parts

of the sourcdext or to add some sections. However, adaptations might depart greatly from the

adapted texts in terms of the content, the form, and the structure.

After being decontextualized,dalsource text undergoes the process of recontextualiziation
which refers to rewriting the source textile situating itfin different patterns of language use, in
different literary traditions, in different cultural values, in different social institstiand often in
a different historicaimomend (Venuti fAdaptatiord 30) in order to make the adaptation or
translation product more appealing to and better received by its new audience. Much like
decontextualization, Venuti states, the process of recamtiéziition which is replacing the
intertextual relationof the source language and culture with the intertextual relations in the
receiving language and culture is also more extensive and more complex in adaptations comparec
to translations because éthe shift to a different, multidimensional medium with different

traditions, practices and conditions of produadi¢vienuti iAdaptatiord 30).

Venuti, further, asserts that the abewentioned process of decontextualizing and
recontextualizing the sourcextas guided through the translafetadaption creaté application
of finterpretants. The concept ofinterpretantd was first introduced in semiotics by Charles
Peirce when he defines a signfasything which is so determined by something else, céaled
Object, and so determines an effect upon a person, which effect | call its interpretant, that the latter
is thereby mediately determined by the forin@Peirce gtd. in Atkin par3). In other words,
according to Peirce, a sign consists of three-rdkated parts: a representamen, a referent, and an
interpretant. Assuming that the representamen is like a signifier and the referent is the signified
object, the interpretant is the understanding or the sense that we make of the
representamen/referentagbn. For Peirce, an interpretant stands at the center of the content of
the sign as the meaning of a sigrinsanifest in the interpretation that it generates in sign asers
(Atkin par. 4. To put it simply, according tAtkin& explanation on Peircésignification is not a
simple dyadic relationship between sign and object: a sign signifies only in being intépreted

(Atkin par. 4) Peircdés concept of interpretant which reinforces the importance of the interpreter
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(who interprets a sign and gives gignification) was used by Mikhail lampolski in his suggestive
treatment of intertextuality in studies of film and later Venuti followed it in his treatment of

adaptation.

According to lampolski, the interpretant is an essential category for studyingitfidm it
is whatfithe viewer introduces in order to understand the relation between a film éanteitext
[ €] a text that exists pri oro(lampolski gtk in ¥Vandtim b
fAdaptatiord 31). Likewise, according to Mauti, it is the translat@ or adaptation creatisr
interpretantor meaningmaking of Text 1that guides the process of transformingp Text 2
through fireplacing intertextual relations in the source language and culture with a receiving
intertexd (Venuti, fiEkphrasi® 139-140). Thusexploring the interpretants at work (in transigt
or adaping process and ithe reception processf translation or adaptatioproducty makes it
possible to shed light to the inevitable alterations in the process cohtéetualizing and
recontextualizing and to acknowledge that the creator of Text 2 made some efforts in fixing the
form and the meaning of Text 1 for the new medium, audience, and contextual reception . Such
interpretants, which usually mediate betweertTeand the author of Text 2 as well as between
Text 2 and its conditions of production and receptionjidetermined by the receiving situation
even if in some cases they may incorporate materials specific to the sourcedoqMameti,
AEkphrasi® 140).

Based on lampolsés definition of the terniinterpretand, Venuti categorizes two types of

interpretants, formandthematic:

Formal interpretants may include a relation of equivalence, such as a semantic
correspondence based on dictionary defingion philological research, or a particular
style, such as a lexicon and syntax characteristic of a gémeenatic interpretants are

codes: an interpretation of the source text that has been articulated independently in
commentary; a discourse in the seon$a relatively coherent body cbncepts problems,

and arguments linked to a genre and housed in a social institution; or values, beliefs and

representations affiliated with specific social grofi8daptatior 29)

Both types of interpretants deterraithe method and amount of selecting and transforming the
source materials into translation/adaptatiés. Peirce make it clear and Venutguotes him,

finterpretant is @mediating representatiobetween asigndor signifier and itsiobjectpwhere
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the object is itselfa representation, a content signifiedd (Venuti, Translation Studiegl97).

Venutiaddsthat an interpretant is mediating categorgr the facilitator of semantic analyssce
it finvests the sign with a certain intelligibiliby trarsforming it into anothechain of signifieré

andenable the translatofito transform the sourctext into the translatian(TranslationStudies
497)

With regard to such a definition of interpretant as various factors that every translator or
adaptationcreator applies in transforming Textl into Tex{Venuti, iAdaptatior), Venutids
concept of interpretant is similar to Cattry&seoncept of norms. Comparable to CattrisBsS
methodologyof studying adaptationvhich includes formulating the norms the corpus of
cinematic adaptains,comparing Text 2 with Text 1, locating divergences and resemblances of
both texts, and revealingiequivalencé, Venutiis methodologycomprise of discovering
interpretants by means of comparing Text 1 with Text 2 andhiewag the differences and
similarities between both texts. Venuti directly mentions such a correspondence between his and
Cattryssés theorywhen hesay fithe concept of norms would seem to do the work of the
interpretant for CattryssdiAdaptatior 32).

Despite the abovmentioned similarities between the theories of Cattrysse and Venuti in
studyng adaptation (contextased logicsas well asthe similarities betweemterpretantsand
norms), their methodologies differ in two ways. First, VeButioncep of interpretant is a
poststructuralist concept of indeterminacy since it underlines the prominence of the interpreter and
acknowledges the viewers as meaning makers alongside the translator or adaptttombose
interpretants allowhe sign (the aapted text or the adaptation product in this case) to signify. In
other wordsfor Venuti, meaning of a translation or an adaptation is made at the moment of
encountering with the translator or adaptation creator and the reader or audience. Such dn approac
results in an opeanded proliferation of interpretive possibilities which contrasts the restrictedness
of Ainormg or values that govern cultural practices like translation and adaptation in Cétrysse

application of PS theory to AS.

A second differene between Cattrysé&and Venuts methodoloygis that the first theory
is based on the communicative model of adaptation whereas the latter moves towards a
hermeneutic model of adaptation. Venuti elaborates on such a difference and explains that
regardinganguage as an instrument to express thoughts and represenfireatis/to a theory of

translation (and adaptation) as the communication of a univocal meaning inherent in the source
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texto (RAdaptatiord 28). By contrast, regarding language as a way dostitute thoughts and
determine realityileads to a theory of translation (and adaptation) as an interpretation that fixes a
form and meaning in the source text in accordance with vadeésfs and representations in the
translating [or adapting] langgea and culture [i.e. the target contéxfjAdaptatiord 28). He also

asserts that such a hermeneutic relation between the adapted text and the adaptation is bot
interpretive and interrogative and it is the aim of a critic to formulate it and its inteweg#ects.

Such a shift from the communicative model of adaptation toward a hermeneutic model, Venuti
assumesynderlinegherole of interpretant in analyzing adaptations as well as the critical act that

performs the analysis.

Looking forward to find avay of managing such differences between the two approaches
of Cattrysse and Venuly synthesizing their theories of ABased on their similarities, in what
follows, | will propose a conceptual framework which combines them and regards both theories
astwo different aspects of a larger model. In my theoretical framework, views of Cattrysse and

Venutiare complementary rather than oppositional.

1.4. Toward a Conceptual Framework for Studying Adaptation

The gist of Cattrysge and Venuts theories oftsidying adaptation can be summarized irs¢he
ideas communication, context, Textcbmpared td'ext 2, interpretatiorandintertext.Such key
words have much in common with the prominent approaches and idea$@fltbeal turrdin TS

summarized as flows,

While drawing onDescriptive Translation Studies especially the work of the so called
Vanipulation Schod (Hermans 1985), and sharing in th&rget-orientedness of
polysystemstheory and Gideon Touéy work onnorms of translation, the cultural
approach also reflects a more general shift in epistemological stance in the humanities and
beyond, from@ositivisndto Gelativity @ from a belief in finding universal standards for
phenomena to a belief that phenomenardheenced (if not determined) byheobserver.
(Marinetti par. 1 my emphasis
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By emphasizinghat adaptation takes place in a communicaspatialttemporal contexhot a
vacuum, key concepts such @smmunication andontext come to the fore antbnnect AS to
communication studied.o cover both the contextual and communicative aspects of adaptation
will lay the foundation of my framework alakobsos theory of human Communicolomspired
by Karl Ludwig Bihleits Organon Model of Communication, one of the key models of

understandinpuman language communication

In AErnst Cassirés Theory and Application of Communicology: From Husserl via Bihler
to Jakobso@, Richard L. Lanigan, a communication studies scholars, cl@inmsno exaggeration
to say that understanding the mainiposs and countepositions of any contemporary author
within the domain of the Philosophy of Communication is grounded in the use of Jafsobson
definitional theoryo (187). Having &undamental understanding of Jakob&otiheory of human
Communicology asan extension of Karl Buhlés, Ernst Cassiré, and Charles S. Peifse
semiotic phenomenology is essential at this point of discussion, since according to Lanigan, it
would give us a complete account of human communication from microscopic to macroscopic
level of application. Since the logical and phenomenological relations and correlations of
Jakobsofs theory have been discussed in other studies in great’ detaily present a short

summary of it as follows.

Prerequisite to a graspf the theory ofJakobson is a brief understanding of Biudder
Organon Model of Language which influenced his theory. Béhlaodel is specifically relevant
to my model since Venu suggestive list of three contexts at work in decontextualization and
recontextualizayiosteps correspond to the three communicative functions of language mentioned
by Bihler. Detailed explanations of such correspondences will be provided as we develop the
framework. Buhler illustrates the communication processhis modelwhich is a tool oran

instrument in the study of language communication.

As it is depictedn figure 1.3, according to Buhler, the circle in the middle of the model is
the ficoncrete acoustic phenomeaor any language sign which is under study. Each sign or
speech situ#on is made of the interpersonal communication of three variable factorsetieed

who expresses his or her inner statesfiteeeived who reacts to the expression, and the objects

" See Holenstein 197 1975a,b, 1977; Alexander 1967; Kristeva 1974, 1981; Lanigan 199222291997;
Lotman 1990
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and state of affairs (shortfyeferents) which are referentiallyapresented. These three relational
foundationsiare not part of what the message is about, rather they are the peg{lidrer 37

which cooperate in making the sign through establishing a semantic function (illustrated by parallel

objects and states of affairs I

Frrrrerri

---------

L I I
expression ;o0 appeal

sender receiver

Figure. 1.3. OrganoModel of Languagéom Buhler, p. 35.

line in the model) with relation to the sign. The semantic relatidgserided is fiexpression, the
semantic relation offreceived is fappeab, while the semantic relation direferents is
frepresentatiol Accoding to Buhleés fiThreefoundationSchema, what all human languages
do is a threefold cooperation of these three variable semantic relations or threeofole

communication listed above.

Bihleis Organon model served as a foundation for Jak@bsdhodel of Six
Communication Functions. Jakobson proposes three additional functions to@iihksry,
making a total of six fundamental factors each assuming an orientation within language
communication:fimessag@, ficontact/channé] andficode. Like Buhlets $mantic functions,
Jakobson assigns corresponding functions for each elemé@mthérCommunicative Functions of
Language: An Exploration of Roman Jakob&oiheory in TESO&§ Angela Cristin Tribus

summarizes the elements, classifications, functions,tatien, role, and an example to illustrate
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Jakobsos Theoryin table 1.1 AAlthough we distinguish six basic aspects of language, we
déehardly find me s s @lgkebson explans abaud u |
his classificationfithe diversity lies not in a monopoly of some one of these several functions, but

coul ver bal
in a different hierarchical order of functian€lakobson qtd. in Tribus 3). To putsibortly, the
significant point about Jakobsots model is that no cleasut border exists bekeen his
classificatiors, thus,fieach utterance can be classified into the function whose primary purpose it

serves, but mangpeech events will serve a complex purpdg3eibus 45).

Classification Strongest Function Examples
Factor

Referential Context descriptions, contextual Our business hours are
information 9am-5pm, Monday

through Friday.

Emotive Addresser interjections/expressions Oh, man... Awesome!
of emotional state Whew!

Conative Addressee concerned with Go on, open it! Shoo.
commanding; vocative or Get out of here. Check
imperative addressing of the | this out.
receiver

Phatic Contact concerns channel of Hey!
communication; performs Mmmhmmm....How
social task as opposed to about that?
conveying information; to Really?
establish, prolong, or No way.
discontinue conversation

Metalinguistic Code requires language analysis; | Noun, adjective, code-
using language to discuss | switching
language Water is a non-count

noun, right?

Poetic/Aesthetic Message involves choosing words But, soft! What light
carefully; the art of words, through yonder window
often self-reflective breaks?

Table 1.1. Summary of Jakob€e heoryfrom Tribus, p. 4.

The classifications and functionsummarizedn table 1.1.show aresemblebetween the
first three elements of Jakobseriheory ficontexd, faddresser;, andfiaddresse® andBuihlers
fireferetso, fisended, andiireceived respectivelywith regard to their langgg functionsBased
on such functional correspondences between the two mamtkl®ping to broaden the scheme of
language functions, Rasmus Rebane, from University of Tartu, proposes a combined model of
both Buhleés and Jakobsd@s theories. Despitedmiting the major conceptual dérences between

the two modelsRebane believes that the combined model makes intuitive theoretical sense. The
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figure below is his visual model of Buhi@akobson combined model suggestedHrom six to

nine: An elaboration o$ignfunction®. As illustrated infigure 1.4, Rebané& combined model
includes all six elements introduced by Buhler and Jakobson. While it highlights various functions
of language declared by Buhler, it also addresses Jakisbdactors of fimessage
ficontact/channé] andficode. | use the same combined model as the foundation for my model
since it provides valuable methodological tools in study of adaptation which will be discussed as

follows.

referent

code message

sender contact receiver

Figurel.4. BuhlerJakobson Combined Model of Langudgem Rebane, p. 8.

The BuhlerJakobson Combined Model of language is similar to P@irdefinition of
fisignd which inspired Venuf theory of finterpretantd in AS. For Bihler, language
communication is a mutual interaction between the seamikthaeceiver. Likewise, Venuti (who
is under the influence of Pei@edefinition of signresemblingBihleiGs definition oflanguage
communicatioh highlights the role of the reader/audience as an active meaning maker who
alongside the translator or adaptatawaatoremployfinterpretants to the sign and let it signify.
According to Buhler and Venuti, the receiver or the audience of adaptation add on the perceived
information transferred through a language sign on the basis of his/her own knovihebge.
preface to Buhlgs Theory of Language: The representational function of languagEnersays,
AThis will bring about a status of minimal common ground between the two participants in the

communicative exchange, while, simultaneously, there will be a reeraiaf knowledge
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components on either side not covered by the common gi¢abdaham xx). As Buhler argues,

no language sign can be the goal of analysis and description in isolation; rather, a language sign is
fian act emerging from a speaker and diretbeecard an addresseeBy the same token, Venulti
asserts that meaning of a translation or an adaptation is made at the moment of encountering witf
the translator or adaptation creator and the reader or audience. Such an emphasis on the active ro|
of the eceiver/audience on the transmittance of the information carried by the sign (e.qg.

adaptation) opens a dynamic view on language communication assatdoaction.

There is another Similarity between the Buhlakobson Combined Model and the
Hermeneutt Model of Venuti and that is a correspondence between Bsltencept of semantic
relations in a language communication and Vérutategorization of three contexts that are lost
in the process of decontextualization and then are revived in the pajaes®ntextualization.

The first context that Venuti mentions is an intratextual context which resembles the function of
fiexpression in the Organon model. Like the foundational performances offiskeaded in
BuhlerGs theory, this contexs theexpresson of its authoés inner thoughtsince itincludesthe
linguistic patterns, discursive structures, gatbal texture of Text 1created by thésendeo. The

second context categorized by Venuti is an intertextual context which resembles the function of
frepresentatiomin the Organon model. Like the foundational performances ofirtéferend in
BihlerGs theorywhich isfirepresentatia) this context comprises a network of linguistic relations

in the creation context of the text whichrépresentedin thesign. The third context Venuti refers

to is an intertextual and intersemiotic context which resembles the functi@ppéab in the
Organon model. Like the foundational performances ofitbeeived in Bihleds theory, this is

the context ofeception.

In the light of the abowenentioned correspondess between Buhlés, Jakobsois,
Cattryssés, and Venutis theoies, | combine their models inghire 1.5 Since adaptation is
intertextual in nature as two texts are at work (Text 1 and Text 2), | dravinlerJakobson
triangular models in my framework. Mynthesishows that ithecreation processf adaptation,
first, the adaptation creatorfReciver £ whoreads the adapted text (Sign Next, he/shapplies
finterpretants to Sign A (or makes sese of the Text 1) in order econtextualizét through

replacingits semantic relationfExpression A, Representation A, and AppealinglA thefinal

8 From now on, fothe sake of convenience, | mark every aspect of the adapted text by letter A and every aspect of
the adaptation prodtby letter B
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step, by recontextualimg Sign A, the adaptation creatomakes new semantic relations
(Expression BRepresentation B, and Appealing i8r thenew language sign (Sign B) a new

context.

Referent

Expression
A

Figure 1.5. Authas Model of Studying Adaptation

My framework also takes the dynamic view on language communication proposed by
Bihler and Venuti into considdran. As discussed earlier, both Buhler and Venuti emphasize on
the active role of the receiver/audience as-awhor during the language communication process.

Abraham refers to such an interactive dynamism and says,

Taking the Organon model as an antischema, both participants of speech act and

constituents are in eaction: The sender is both thector speakingas well as thésubject
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of the performed aot The recipient of the speech act plays the role not only of the speech

actiAddresse@, butalso as recipient of the actias such. (xxiii)

Similarly, when Receiver A reads Sign A and applies interpretants in order to adapt it for Context
B, he/she is not a passive addressee; rather, he/she actively bringsiajgdleed contribution in
the ceation of Sign A. The same contribution from Receiver B happens in the case of Sign B.

Regarding the methodology of studying adaptation, my framework combines Céktrysse
and Venutis methods. First step is to draw a comparison between Text 1 and Texocate
divergences (such as shifts, additions, deletions and substitutions) and resemblances of both text
in a descriptive way (as Cattrysse suggests). The adapted text and the adaptation can be compare
and contrasted at two levels: first, Codedmpaed toCode B to find the formal interpretants;
and second, Messagecampared tdvlessage B in order to explore the thematic interpretants (as
Venuti proposes). The next step is to explain why the creator of adaptation applied such
interpretants, in othexords, how respective (soeaultural, political, economical, etc.) contexts
determined and conditioned the tidhannels (Channel A and Channel B) through which Sender
A connects to Receiver B. Thisodelis communicativehermeneuticallt is communicaire since
it explores howsender Adirectly contacts Receiver A and indirectly contacts Receiver B (depicted
by thegreenhorizontal line of Channel C ifigure1.6). It is hermeneutical since it examgtbe
two-sided role of thedaptation creator as aediating point who simultaneously interprets Sign
A and affordsfiappeab for it (as Receiver A) and applies formal and thematic interpretants in

bringing Expression B to create Sign B (as Sender B).

Replacing the figures, the functions, and the texts/olved in the case ofPari
disambiguates my framework. As illustratedfigure 1.6, based on my combined framework of
studying adaptations, the methodology of scrutinizing MefsReri as a cinematic adaptation of
Salingets three stories includes thdléwing steps. First, | will draw a comparison betw&ani
and Salingds A Perfect Day for BananafishfiFranny and fizooeyo at two levels (Code A
compared tcCode B marked with a red line figure1.6. and Message Aompared tdlessageB
marked with alueline infigurel.6.). After locating resemblances and alterations (such as shifts,
additions, deletions and substitutions) of both Sali@sgeexts and Mehrj@ adaptation in a
descriptive way, | will categorize the formal and thematic interpretntsork in creating?ari.

Finally, I will explain and analyze why Mehrjui applied such interpretants and how the reception
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contextand mediundetermined and conditioned Chane(marked with a green line ingtire

1.6) which is the contadtetweerSalinger and the Iranian audience

American
Context

A

Salinger

&
&
— @ g
Formal Interpretant Eepresentation =
Code A vs, Code B B

Thematic Interpretant
Message A vs. Message B

Iranian
Context

Figure 1.6 Case of MehrjuandSalinger in Authafs Framework
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CHAPTER TWO

An Analysis of Thematic Interpretants in the Narrative Structure of

Pari
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In this chapter, | will compare and contrast Megs A(of Salingeés texts)compared tdviessage

B (of Pari) illustratedwith blue infigure. 2.1 As Venuti argues, studying adaptation is closely
related to an exploration of the interpretants inscribed by the adaptation creator in the process of
his intepretation of the adapted texts. To follow his formula of studying interpretants, in what
follows in this chapter, | will find théhematic interpretants d?ari with regard toits narrative
elementsSuch Interpretants enaliéehrjui to decontextualiz&dingerds message (Message A)

from its three contexts (Expression A, Appeal A, and Reptesion A) and recontextualizefor

newcontextgExpression B, Appeal B, and Representation B) for the new audience.

American
Context

"Fl'ﬂnny"
"Zooey”

Mehrjui as a
Director Channel B

Appeal
A

Expression
A

Iranian
Audience

Salinger

Channel A Mehrjui as
a Reader

Expression
B

Appeal

L
Thematic Interpretant
Message A vs. Message B

Repre| sentation

Iranian
Context

Figure. 2.1. An lllustration of thi®lain Purpose of Chapter Two in Color Blue

This chapter aims to find hoRariG story and plot, characters, and themes mirror (or not mirror)

Salingets Glass Family. To locate resemblances and divergences, | divide this chaptaemto
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sections: seabn one will provide a summary of all the four works under investigation, naifely
Perfect Day for BananafishfiFranny, fiZooeyo, andPari; section two will explorenarrative
similaritiesand alterationbetween Salingé works andPari with regard to th story structure,
plotline, and characterizatigand section four will studthe thematic inspiratioffom Salingets
works and addition oSufism inPari. Finally, based on such thematic interpretants, it will be
concluded that Mehrjé adaptation bottesembles and diverges fr@alingefs three storiewith
regard to their narrative elementdext chapter will explore the formal interpretants of the
adaptation.

2.1. ABrief Summary of AA Perfect Day for Bananafisto, fiFranny0, fiZooeyo, and Pari

The tree stories of Salinger that inspired the creatidpeof arefiA Perfect Day for Bananafish
AiFranny andfiZooeo. All the three texts are narrating pieces of the big puzzledtlass Family
saga, a fictional family created by SalingEne Glass Faity consists of Les and Bessie, parents

of seven children: Seymour, Buddy, Boo Boo, Walter, Waker, Zooey, and Franny. All members
of the family appear in eight @alingets stories including (imrder of publicationfiA Perfect

Day for Bananafishy iuncle Wiggily in Connecticut iDown at the Dingh§, fiFrannyp, fizooeo,

fiRaise High the RoeBeam, CarpentedsfiSeymour: An Introductia®) andfiHapworth 16, 1924

SincefiZooeyd and fiFranny are coniguous in time and have as their common subject
Frannys spiritual crisis, they are published in the same book enfitiathy and ZooeyiFranny
narrates thetery of the last born child ohe Glass Family, Franny. It starts with Franny arriving
by tran to another city to spend the weekend with her fiancé, Lane Coutell. The\sgiklets
restaurant to have lunch. In the meantime, Franny talks about a religiousibbekWVay of a
Pilgrimo which she borrowed from the college library. She attemptspgtam her thoughts and
concerns to Lane and tell him how the book helps her in finding her way, but out of mental pressure
and frustration, she faints. Finally, Franny who is lying in the restaanamatnager office is silently

praying looking at the ceilg.

fizooeyd narrates the following Monday after such an unhappy Saturday for Franny with

Lane. In this story, Franny has returned home. Only Bessie, their mother and Zooey, her youngest
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brother, are home. Bessie is so concerned about Franny since shteat anything and only

lies sleeplessly on the liviagpom sofa. Talking to Zooey about her daughter, Bessie asks her son
to help Franny. Finally, after a long conversation with her sister, Zooey manages to help Franny
resolve her spiritual breakdovamd distress. Franngias if all of what little or much wisdom there

is in the world were suddenly haysmiles at the ceiling and falls asleep.

AA Perfect Day for Bananafishs divided into two scenes. The first scene which takes
place at a resort hotéh Florida in 1948, features Muriel Glass, the wife of Seymour Glass.
Seemingly, Seymour has changed a lot and became mentally unstable and incapable of functioning
normally in a social environment since getting back from the WWII. In this scene, Muaal i
the phone with her mother who is scared for her daughsafety. Muriel, however, insists that
Seymour is fine. The second scene takes place on the beach outside the resort hotel. Sybil
Carpenter, a little girl who made friend with Seymour duringstey at the hotel, runs toward the
beach to find Seymour. Seymour, who is obviously wonderful with children, jokes around with
her and both have fun. After they have parted ways and go back to the hotel, Seymour takes a gur
from his suitcase and firesallet through his temple. The suicide of Seymour is a leading incident

for the family to which other stories of the above list refer directly or indirectly.

Likewise, Pari narrates the life story ohé Sohrabi Family in Iran; a family which is torn
apat after the suicide of the eldest child, named Asad. The Sohrabi Family consists of the parents
and four children: Asad, Safa, Dadashi, and Pdre adaptatio@s narrative comprise of seven
main sections each happening in fiedent location summarized itable 2.1. As it is listed in the
table below, the first and the second section of the adaptation plot is abepirifual crises of
Pari, the last born girl adhe Sohrabi FamilyThese two parts which are comparable to Frémny
distress in Salingés fiFranny depict Pai@s internal and external conflicts. The third section of
PariGs plot starts with Safa story narrated in a letter he wrote to Dadashi. This part is mostly

adapted from the letter Buddy writes to Zooeydiooe\o.
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Event Time Location Main Adapted
Characters from
Pari’s Conflict | 00:00:00-00:10:00 | Tehran (Home. Streets. Pari “Franny™
at Class (10 minutes) and School)
Pari’s Conflict | 00:10:00-00:45:00 | Esfahan (Road. Mosque. Pan “Franny™
with her (35 minutes) Restaurant, Aunt’s House, Mansour
Fiancé Old Alleys)
Safa’s Letter | 00:45:00-00:55:00 Tehran (Home) Safa “Zooey”
to Dadashi (10 minutes) Chalus (Safa’s Home and Dadashi
Asad’s Wooden House) Pari
Dadashi’s 00:55:00-01:20:00 Tehran (Home) Parents “Zooey™”
Conflict with (25 minutes) Dadashi
Pari Par1
Last Day of | 01:20:00-01:30:00 | Chalus (Wooden House, Asad and “A Perfect
Asad’s Life (10 minutes) Lake) his Wife Day for
Bananafish™
Dadashi’s 01:30:00-01:40:00 Tehran (Home) Dadashi “Zooey”
Conflict with (10 minutes) Pari
Pari
Pari 01:40:00-01:50:00 | Chalus (Wooden House. Dadashi “Zooey™”
Recognizes (10 minutes) Lake) Pan
her Pir
(Dadashi)

Table2.1. Summary of Plot Adaptation iRari

The fourthsection of the plot structure of Mehmsiadaptation shows Dada&hattempts to guide
Pari in her spiritual breakdown. This part is inspired by the second part of S@iitpre\o. The

last day of Asads life which ends with his suicide and resembles Sal@g@ér Perfect Day for
Bananafisb makes the fifth section é¢fariGs plot. The last two sections of the adaptation, are the

continuation of Dadasés long conversation with Pari which are agaspined byfiZooe\o.
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Despite such resemblances in the general structure of the narRdn@s, narrative is
different from Salingds three stories in some specific ways. After the 1979 Islamic Revolution
of Iran, any type of artistic expression includifigm production, book writing, theatre
performance, etc. are extremely monitored by the Islamic Ministry of Culture. As a result, any type
of creative expression that aims to be aired for a large public audience must adhere to a set of
Islamic guidelinesegulated and mandated by the ministry. Such regulations are taken from direct
orders of Quran, the holy book of Muslims. Instances from Islamic values projected 4n post
revolution Iranian art (and cinema) are mandatory veil (headscarf) for women infilhmen
who are not part of their immediate family, prohibition of drinking alcohol, forbiddance of any
type of premarital sex or relationship, ettJnder the pressure afuch constraints in film
production, Mehrjui manageto release screenplays aniink that both meet the Islamic

regulationsandbecone successful with international film festival audiences and domestic viewers.

The creation ofPari was not an exception. Mehrjui had to change some details of the
American stories in order to be Islamliy appropriate. An instance of such alterations due to
PariGs Islamic context of reception is the case of alcoholic drinks. While Franny and Lane are
fiboth having Martinigin SickleiGs restaurant (SalingglFranny6), Pari and Mansour are drinking
Doogh a nonalcoholic yogurtbased beverage originated from Iran (00:29:0@)t only the
drinks, but also the meal the Iranian couple eat for lunch is Iranianized and Islamfgdnimo,

Lane ordergisnails, frogélegs, and a salad foimseld (Salinger Franny13). Accordingo Islam,

foods are categorized as Halal or permissible and lawful to eat and Haram or prohibited and
unlawful to eat. Snails and frogs stand under the category of Haram (unlawful) foods in Islam.
Besides, they are not common meatsong Iranians. Thus, including characters eating them in a
film is neither legally allowed nor culturally accepted in Iran. Subsequently, Mehrjui replaces
snails and frogs with Persian Kebabsonform to bothkexpectations and regulations in thlamic

and Iranian reception context.

As quoted earlier, in an interviewith Matin Nia, Ménrjui claims that he wad@nspired
by the general structure and atmosphere of Safim@ass Familyfil wrote a separate story based
on my personal interpretation andccegtion of Salingés stories which is a common method
among screenwriteishe says in the sanrgterview (par. 6). Tanslating his method of adaptation
scriptwriting to the metaphor d@gthe container and the contenit can be argued that Mehrjui
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borrowed the container d®ari such as the story structure, narrative events, characterization, and
major themes from Salinger, while he filled the container with his creative content which accord
with Iranian and Islamic values, beliefs, and thoughts of theptem contextin what follows, |

will draw a closer comparison of such narrative resemblances and divergeneas and
Salingets three stories GiA Perfect Day for BananafishiiFranny andfiZzooeyo. The first section

will discuss theorrespondenaghe alterationg theplotline, story structure, and characterization
while the second section will be devoted to major thennaemblances and divergencdari,

in particular, theaddition of Sufism and Islamic ideologyo Buddhism and Chstianity in

Salingefs stories.

2.1. Narrative Correspondence and Alterations between Salingeés Three Stories andPari

Pari begins in a Rabat where a number of girls in university uniforms are pushing Pari down under
the water in a swimming pool. Being drowneg foends is also Franidy dream mentioned in
fizooeyo: Al was at a swimming pool somewhere, and a whole bunch of people kept making me
diveo (Salinger Franny 56). Inthe next scene, Pari goes for quite a long walk from home to
college. When enters the etypclassroom, she obsessively starts filling the blackboard with
philosophical thoughts, epigrams, and quotes from philosophers and then erases it. This part is alsc

inspired byfiZzooey when Franny tells Zooey,

What | wantedto do was just go for a terfiplong ride on my bike, but | was afraid
everybodyd hear me taking my bike out of the stAnsbmething always
fallsd so | just went to the Lit building ansht | sat and sat, and finally |1 got up and
started writing things from Epictetus all over the klamard. | filled the whole front
blackboar@ | didn@ even know dd rememberedo much of him. | eraseditthank God!

0 before people started coming (®alinger Franny 64)

Frannyexplains that by doing so, sliigist wanted to see the name of somebody ng®n a
blackboard (Salinger Franny 64). Although Salinger describes the above drowning and

classroom scenes in the middidi@boeyd, Mehrjui brings them to the beginning of dwgaptation
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to foreshadow Pais loneliness in addition to her forthcomidigagreement and conflict with the

teacher, friends, and Mansour, her fiancé, later during the same day.

The next scene shows Rarverbal fight with her biased philosophy lecturer who attempts
to draw a comparison between two Persian poets, KhayyarRamd In doing so, the lecturer
leans toward Rumi and belittles Khayyaiin conclusion, Khayyam believes that the world is
limited, humans are prisoners in the world, and they are strangers here who are obliged@o nature
rule which are superior to thedthe lecturer continuegipn the contrary, Rumi believes in the
eternal geography of world and discusses the union of man and God. He gives humans an unlimitec
freedom with which they can ascend to the pick of perfection on the wings of God given to them
to reachsupremacy (00:06:2200:07:10).Pari who completely disagrees with the lectéger
method of evaluation objects to his approacthe comparison and says that it is logfical to
aggrandize a figure by belittling another poet. Likewise, Franmgptains about one of her
Russian Literature lecturers whstarts knocking Turgenev for about a half hour. Then, whén he
finished, when hé&s completely ruined Turgenev for you, he starts talking about Stendhal or
somebody he wrote his thesis for his Moo (SalingerFranny9).

Fed up with how things are going on in Tehran, Pari decides to travel to Isfahan in order to
visit her fiancé, Mansour, and some relatives. After meeting in the bus station, the couple go to a
restaurant for the lunch. On the way restaurant, they discuss about who a real poet is. Pari
believes that the majority of contemporary poets are sellers of poem rather than poet. Franny and
her fiancé Lane have a similar discussion inrgelis book. Like Franny, Pari believes thatuetr
piece of poetry shoulfido something beautifalandfleave something beautiful after you get off
the pagé (Salinger,Franny 11; Pari (00:23:50)).1t is in both restaurants that Pari and Franny

reveal the story of the books they are readiintheir fiancés.

Solouk(literally translated a3he Journey of Spiritual Truththe book inPari, andThe
Way of a Pilgrimthe book infiFrannyp, share a lot: first, both are written by unknown peasants;
second, both narrate the story of a pilgrim who leaves lasdavanders in cities in order to find
the magicof constant prayingf a sentencevhich is mentioned in the Bible fiFranny and is a
saying fromimam Sadegh, an Islamic leadetPari; and third, both protagonists of the religious
books Pari and Franrare reading meet a guide in their spiritual path and receive lessons on their

new ways of attachment with God.
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Despite Pafs and Frann§ serious attempts to encourage their fiancés to read the book,
neither Mansour nor Lane appreciate it and merelyfdkri and Franny really believe that stuff
(Salinger,Franny 11; Pari (00:34:33)). Undesuch emotional pressures, Pari walks through the
dining hall and goes to the restroom similar to Franny who went to a small cocktail bar at the far
end of the restaant. Eventually, Pari and Franny faint and wake up in the rest@&iraahager
office. This point marks the end dfFranny which leads to the beginning éZooeydin the book

and leads to ththird section ofari startingwith Dadashi

The third sectiorof Pari showsDadashi who is reading Sétdetter in TehranThe letter
from Safa corresponds with Bud#ylong letter to Zooey. Both Safa and Buddy address various
issues in their writing: from narrating their account of the eldest brother suicider@edlf to
sharing the details of a short conversation they had with a littléSgilinger Franny 27-32; Pari
(00:45:0000:55:00)).In both the adaptation and the book, the letter is interrupted when the mother
approaches her son and asks for helpagtungest child of the family (Pari and Franny). Dadashi
finds Pari taking a nap on the couch. He wakes her up and starts a long conversation with her abou
Solouk the book she is reading, and aggressively continudis¢éourage Pari from continuing her
Sufi path. Pari who is neither convinced nor interested in Daiggtatension advice, shouts at
him and leaves the scene. This sectioRan, too, is directly adapted from the long conversation
between Zooey and Franny detailedifooeyo. During sucha lengthy discussiqrithe last bon
siblings of he Glass FamilyZooey and Frannyhat abouiThe Way of a Pilgrimthe religious
book and it turns out that the book was read both by Seymour, their eldest brother, and by
Zooey(Salinger Franny55-76).

Dadashi who is not disappointed by Farieaction truly intends to help her. Tisawvhy he
secretly moves to As&land Saf@ room upstairs in order to disguise his voice and play the role
of Safa in a phone call with Pari. He assumes that Pari mightma&ehe says seriously if she
thinks that Safa is on the phone. Stepping intar tthesty old room, Dadashi finds Asaddiary
and randomly reads it. lfizooeyo, too, when Franr® sobbing ends their debate, Zooey leaves
the room and enters Seym&iand Biddyé old room. The youngest son bitGlass Family reads
the quotations on the back of the door, a few sentences of Seégnsamiboard that had been
written in 1938 (Salinger,Franny 76-79). Muchlike Dadashi, Zooey intends to give a call to
Franny whie disguising the voice of Buddy described as follows,
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With his right hand he took his handkerchief off his head and laid it beside the phone, in
what was very implicitly a@ready positioro He then picked up the phone without any
perceptible hesitatioand dialled a local number. A very local number indeed. When he
had finished dialling, he picked up his handkerchief from the desk and put it over the
mouthpiece, quite loosely and mountather high(Salinger,Franny79-80)

Here, inPari, throughout @en-minute flashback, the last day of Agadife is narrated. Like
Seymour in Salingés A Perfect Day for Bananafish Assad seems to have reached a certain
level of philosophical despair. Both Seymour and Asad speak to a small child (Sybil Carpenter in
AA Perfect Day for Bananafistand Zoleykha irPari) before their suicide. Seymour tells Sybil

the tragic story of the Bananafish life that becomes too large after eating so many bananas and
soon dig(Salinger,iiA Perfect 5). Asad tells Zoleykha the sioof the lightlover fish that jumps
towards light and Kills itself on the shore in the search of light. The metaphor of thiolight

fish foreshadows Asdsd planned suicide in search of spirituality light and ultimate truth. This
section ofPari ends vith Asads suicide and his wife screaming when she finds her husband dead
which corresponds to the endingféf Perfect Day for Bananafistwhen Seymour kills himself.

Pari, then, moves back to the call between Dadashi and Pari. Dé&dpkin, however,
fails as Pari recognizes him on the phone, hangs up the phone, and runs away toward the Chalu:
resort house where Asad killed himself. On his way to the wooden house, Dadashi who aims to
find Pari, helps some lightver fishes which were going to die on #$mowy shore as a price of
their love for light. His throwing the fish back to the lake water foreshadows that he will succeed
in changing Paé mind about life, saving her from suicide, and bringing her back to life. And he
does: at the final sceneBéri, Pari eats a bite of the food Dadashi offers which implies her coming

back to life.

Both Salingets Franny and Zooewnd Mehrjués adaptation end with their protagonists
(Franny and Pari) reaching a more peaceful state of being with the help ofrdteerl{Zooey

and Dadashi). Zooey suggests Franny,

ItGs this business of deing, if you want to know the goddam truth that makes an actor in
the first place. Whire you making me tell you things you already know? Somewhere along

the ling in one damn inaaation or another, if you lilde you not only had a hankering to
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be an actor or an actress but to bgppadone. Youre stuck with it now. You cahjust

walk outon the results of your own hankerings. Cause and effect, buddy, cause and effect.
The only thihg you can do now, the only religious thing you can dag¢isAct for God, if

you want t@ be Gods actress, if you want to. What could be prettier? You can at least
try to, if you want tod therés nothing wrong irtrying. (Salinger,Franny 86, original

italics)

Mehrjui inserts a similar dialogue at the endPafi when Dadashi tells Pari thidthe only religious
thingd to do is to act and @G ods actress (01:47:13) TaranehZohadi elaborates more on such
narrative resemblances in her M.A. thesis Ediin Remembering Saling&r Frannyand Zooey
Trough Pari and thé&koyal Tenenbaunend says, bothrothers remind their younger sisters that
ficessation of engaging in worldly activities and reciting prayers are not necessarily the pathway
to redemption ath union withGodd (Zohadi23). Theconcept of living at the moment and for the
sake of living itselfiresonates well with Buddhist teachings of living in the moment and avoiding

a constant desire, or ambition, for future rewards. It also appropriatelgstt® same beliefs
present in Sufism; and therefore, conveys the same message Zoae{Zdbasli24) °.

Pari is inspired by Salingés three stories not only with regard to its narrative events and
story structure, but also in its characterization. &&bP. below lists the major character$ari
and specifies their counterpart from Salirigehree stories. Azam Joon, the mother in the Iranian
family is a counterpart for Bessie Glass. Both mothers are wearing two oversized pockets which
contain seval objects such as a screwdriy8alinger,Franny 34; Pari (01:01:15)).Both Azam
Joon and Bessie are concerned about their daughter (Pari and Franny) and wish for good days thel
family had experiencetiefore the suicide of their eldest sdrheir charater is not so much
developed in both textas they have a short appearancefigooeyd and in Pari (00:55:50
01:02:01). The next characters are the father of both families who are mentioned only once in both
texts: The father afhe Glass Family is shortlyeferred to at the end of Frar@syletter to Lane in
fiFranny (4) while the father of the Sohrabi Family is shofen a few minutessitting on an
armchair watching theld videoclip of his children (01:03:2891:03:43).

% For mae details on thaddition ofSufismto Buddhism see sectidh3. Thematic Inspirations and Additions in
Pari
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Mehrjui & Salingerds Where Appeared/Mentioned in
Character Character Salingers Three Works
Azam Joon Bessie Glass fizooeyo
Mentioned in P.S. of Frandyletter
The father Les Glass . .
to Lanein fiFranny
The Protagonist ofiA Perfect
Asad Seymour Glass . . . .
Dayo and mentioned ifiZooey
The narrator ofiZooeyo andthe
Safa Buddy Glass .
author offiA Perfect Dagp
Dadashi Zooey Glass fizooeyo
Pari FrannyGlass fiFranny andfiZooeyo
Helena Muriel Glass AA Perfect Dagp
Mansour Lane Coutell fiFrannyd
Zoleykha Sybil Carpenter AA Perfect Dagp
Sheylh (protagonist of
SolouR
- Boo BooGlass -
- WalterGlass -
- WakerGlass -

Table 2.2. Characterization in Salingethree Stories comparedRari

All the children of he Glass Family arerilliant performersappeared on a childrénquiz
show @lledItés a Wise ChildDescribing the living room of their apartment, Salinger refers to a

spot in the room where the child@srirophies and plaques are hung up,

From the top of the bookcases to within less than a foot of the ceiling, the Blaster
blistery Wedgwood blue, where visiBlewas almost completely covered with what may
very loosely be callethangings) meaning a collection of framed photographs, yellowing
personal and Presidential correspondence, bronze and silver plaques, and a sprawling
miscellany of vaguely citationdboking documents and trophy like objects of various

shapes and sizes, all attesting, one way or another, to the redoubtable fact that from 1927
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through most of 1943 the network radio program cdile® a Wise Child had \ery rarely
gone on the air without one (and, more often, two) of the seven Glass children among its

panelists(Salinger,Franny53)

Similarly, all children of he Sohrabi Family are extremely intelligent and well educated and won
various trophies. In thecene where Dadashi enters the living room, he looks at different plaques
and trophies of Asad, Safa, and Pari (01:02:45) collected in a glass box.

Seymour from the book and his counterpart Asad from the adaptation are the most
charismatically brilliant bild of both families who end up killing themselves (Seymour by a gun
in thebookand Asad by fire irPari). The characters of both Seymour and Asad are developed
through the final moments of their life. While on a honeymoon (Asad with Helena and Seymour
with Mureil), each of the eldest sons of the two families spends time playing with a little girl at the
beachWhen Asad meetthe little girl namedSybil Carpenterhe refers to her bathing suits and
say,fiThats a fine bathing suit you have on. If th@rene thing | like, ifs a blue bathing suit
(SalingeriA Perfecd5). Asad tells a similar complementary sentendhedittle girl at the beach
called Zoleykha, Sybilés counterpart inPari. However, Zoleykha is wearing a dress and a
headscarf not a daihg suit. Seymour kiss&y/bilés foot archwhereas Asad doedrkiss Zoleykha.
The reason for such alterations (dress instead of bathing suit and elimination of the kiss) is the
dominance of Islamic valugs Iranian art and cinema. According to Islamgid should start
practicing Islam (including wearing veil, saying prayer, fasting, or not touchingataam met)
once she reaches the age of menstruation. Although no obligation exists for the time before that
age, some Séa clergymen highly recommergirls to start practicing Islam at the age of seven.
Once again, similar to the instance of drink and foods discussed before, Mehrjui alters such details
from Salingefs stories in order to meet thegal and cultural standards of the target reception

conextin lran

Buddy is the second child of the Glass family who lives in upstate New York and teaches
English at a rural college. He, who is only two years younger than Seymour, spent most of his

youths living very close to him. Safa, the second son oStiteabi lamily, too, has been very

YAccording to Islam, a womanés fAmaharemo are her son
her paternal uncle and hertma r n a | uncle. Any other man whmatbtsrtamd si ro
front of whom the woman must wear a veil.
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close to Asad, his eldest brother. Like Buddy, Safa abandoned city life and lives in a village. The
next dildren of he Glass Family are Boo Boo and the twin brothers (Walter and Waker) who do
not appear imFranny, fizooeyo, andiA Perfect Day for Bananafishthus, Mehrjui does not
include them irPari.

The next child oftte Glass Family is Zooey who resembles the character of Dadashi in
Pari. Both Zooey and Dadashi believe that the elder brothers made the youniges sigird.
fWede freaks, the two of us, Franny and Zooey saysfildm a twentyfive-yearold freak and
shdés a twentyyearold freak, and both those bastards are respong{Blainger,Franny 46).
Similarly in Pari, in the middle of a long discussianth his mother, Dadashi declan@&/e were
brought up abnormal. We are freaks. And they are respoogi®®e59:17)Both Zooey and

Dadashi are actors and both of them save their younger sistehdr@mpiritual breakdown.

Last members of the two famii@re Pari and Franny: both girls study Literature and have
been actresses who just left their job; bib#nAmerican andhe Iranian protagonistre reading a
religious book The Way of a Pilgrimvhich is an anonymous Christian classic causing the sgiritu
and emotional breakdown of Franny a@dloukwhich isthe book Pari is obsessively reading);

and both characters are seeking a path to spiritual redemption but are lost in their way.

Correspondingly, in botRari andFranny and Zooeythe youngest chdren of he Glass
and he Sohrabi Family have external conflicts. Both Pari and Franny argue with the lecturer at
school, with their fiancés, and with their brother. Despite such inspirations from S@ihgek,
Mehrjui largelyadjussthe character ofrianny for the new audience in Iran.filiooeyo, Salinger
describes Franidy hair before her character enters the stiagd here at the couch, it should be
mentioned, the sun, for all its ungraciousness to the rest of the room, was behaving beatutifully. |
shone full on Franr® hair, which was jelblack and very prettily cut, and had been washed three
times in as mangay® (Salinger,Franny 55). The Islamic censorship whiatoesnot allow the
character othe immatureZoleykha to be recorded unveiled flont of the camera, definitely
constrains Mehrjui in depicting the details of Batair. Thus, Pari is wearing a black scarf to

resemble her counterpétetblack hair.

A second instance of suchltural and religious adjustmentsRari is the casef Parts

relationship with Mansour. The prearital relationship of Franny and Lane mentioned in

52



fiFranny is considered a sin according to Quran and the Ministry regutatibrart Their
relationship cannot be easily eliminated from the plot structace ghe conflict between Franny

and Lane plays a significant role in the character development of Franny. To simultaneously
maintain such a relationship in his adaptation and meet the Islamic standards, Mehrjui changes the
couplgs relationship to engagemewhich is clearly mentioned in the scene when Mansour

wonders which city is preferable for their weddoegemony @0:15:33.

A third cultural modification of the character of Franny in Meliguhdaptation is her

smoking. While chatting with Lane in thestaurant, Franny lights a cigarette described as follows,

Franny reached for the pack of cigarettes and took onéilalitind say | believed it or |
didnd believe itp she said, and scanned the table for the folder of matdhesid it was
fascinaing.0 She accepted a light from Lanél just think itss a terribly peculiar
coincidence) she said, exhaling smokiéthat you keep running into that kind of advice.
(Salinger Franny21)

Although not legally prohibited, culturally speaking, smoking inljgub not common for women
in Iran. Thus, this scene froRranny and Zooewith both Lane and Franny smoking is changed
to Mansour smoking alone in Mehrsiadaptatiorf00:35:12).

Although Pari borrows all its main characters from Salir@gethree stogs, the character
of the Sheykh is Mehrj@ initiative in the adaptation. This character wéeems to be the
protagonist of Pais religious guidance boakppears five times in P&ihallucination. Thus, he
is not a real figure in the adaptation storpwéver, he plays a key role imesentation oSufism
theme inPari. In what follows, | will discuss the significance of such a themadidition in

Mehrjuits adaptatiolt alongside the thematic inspirat&inom Salinger irPari.

2.3. Thematic Inspirationsand Additions in Pari

Due to their critique of postwar American society, Saliggerorksfireceived the most attention
in the United States during the 1950s and 1960s, when America and its people were faced with the

1 For more details on the cinematic techniques reinforcing the theme of Mysticism through the character of Sheykh,
see3.3. Addition of Cinematic Techniques
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existential atmosphere of the Cold W#&Zohadi12). According to Zohadi, earching for a new

truth (that does not involve massacre and atomic bombs), a large number\0Mgtisirriters in
America and other parts of the world (such as Samuel Bé&kgitigamean England and Albert
Camus$ The Strangerin France) represented themes such as alienation, disillusionment, and
detachment in their works. The Glass Family is like a miniature cogyobf an atmosphene the

world after the war. Seymour, who shows signs of Hostimatic Stress Disordecommits
suicide shortly after returning from the World War (like many American veterans in the 1950s).
The death of the most beloved and spiritual member of the family causes distresschiloltesn

of the Glass FamilyfiThus,Franny and Zooeis notonly the story of Franrég quest for spiritual
redemption) Zohadi declaréfit is also the story of Franny and Zo@egffort to cope with a war

that lead to their brothé suicide and its aftermait{il4).

Pari is directed seven yeaaster the end olfran-Iraq war which lasted from 1980 to 1988
Much like American readers of Salingemorks in 1950s, Iranian audience was experiencing the
aftershock of the war in 199@¢henPari is producediiThe postwar struggles of Iranian society
from one side anthe ongoing oppression of the regime fromdtieer created a similar alienated,
disillusioned, and fearful atmosphere to that Salinger and his peers felt WpdistAmericad
(Zohadi 14. Akin to postWWIl writers all over the world, Iranian authors, ist$, and
intellectuals who were experiencing an existential crisis, started to redefine their identity and place
in the society andiattempted to look for lifé&s answers both within their own cultural traditions
(e.g., ancient Persian philosophy) and belythem ( e.g., American literatur@(zohadi 14.

Looking for new materials to read, new philosophical approaches to follows, and new
truths to explore, Iranian aliroaderd its horizonduring this periodthrough translation or
adaptation of works froworld literature that speak of the same traits. Mehrjui adzgtisat this
time of Iranian history. Like Salingér works, the adaptation deals with intellectuals who are
looking for new truth and identity. The main themes of Franny and Zooey incltatmty,
intellectualism, and love are maintained unchangeBan. However, Mehrjuilranianzesthe
themes of religion byplendingBuddhism and Christianitgf Franny and Zooewvith Islam and
Sufism inPari. Such an additiomnables Mehrjui to encode haslaptation with distinctively
Iranian, Islamic, and Sufistic values which conform to strict Islamic measures of the ministry in

Iran and the beliefs of the target audience.

54



By prioritizing the key theme obufism inPari over the theme of Buddhism Salingeits
story,Mehrjui creates an adaptation which is bidHform of representation that appropriates rather
than reflects the realities it represeras well agia doubly historicizing procedshrough which
the adapted text iBshown to be located imeir historically contingenspaceé (Maitland 29).
Examples of suchmodificationsare numerousallusions to Islam irPari. As mentioned earlier,
since the 1979 revolution in Iran, Islamic doctrines are governing Iranian culture and cinema,
Mehrjui had toorient Salingeds story towards Islamic beliefs in order to receive first, the official
authorization for thadaptatiots release and second, a great reception among its target audience,
i.e., highly religious Iranians in the 1990s.Rari, when Mansouasks Pari about the content of

Solouk she explains,

It is about the Seyr and Solouk of a peasant from Khorasan written by an author who never
reveals his name but is about thirty years old. The protagonist in the book is a pilgrim who
follows Tariga, prag constantly, and endures Riazat. Once, he comes across the saying of
Imam Sadeq which highly advocates @dekr and invites people to say Zekr as much

as possible. The peasant becomes curious about how much Zekr is enough and starts
wandering from oneity to another, searching for a Pir or Sheykh to learn how to invoke
and what to invoke. After years, he finds a very old Pir who obtained the cloak of honor
from Joneid of Baghdad. The Pir teaches him an invocation and tells him that if you try to
recitethe Zekr ceaselessly by your mouth, gradually, it becomes part of you and it becomes
your heart that says the prayer. And after a while, something happens: your heart beats
unite with your words beats. In fagthur heart starts speaking and the Zekr istineed

constantly inside you which has a great, strange impact on you. (OG(ELE3t40)

The above summary of the book directly refers to Islamic concepts practiced in Sufism (Seyr and
Solouk, Riazat, Tariga, and Zekr) as well as figures (Imam Sadegn&iSheykh, Junayd of
Baghdad) who are associated with Islamic Mysticism. Although eastegsticism plays a key

role inthe Glass familgs ideology too, the way it is practiced in an American Christian family
vastly differs from how it is perceived afmllowed by children 6the Sohrabi Family who have

been raised and lived in one of the capitals of Mysticism, Iran. So far, it has been argued (e.g.
Zohad) thatthe Glass familgs Christian spirituality and Buddhism risplacedwith Sufism in

order toappropriate the Sohrabi family in Iran. However, | suggest that what Mehrjui does in Pari
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is not areplacementrather it is a change of priority. In other words, although Buddhism and
Christianity stand at the centerfefanny and Zooegnd Persian Mystism plays a secondary role
in the bookPari is dominated by Islam and Sufism while keeping Buddhism as a minor thematic

focus.

Buddhism remains one of the key parts of inspiration sources for Asad and Safa and is
transferred to the younger siblings, Dsliaand Pari, in the adaptation. For example, in the
restaurant, Pari tells Mansour that she found similarities between reciting the Zekr mentioned in
Soloukand other religions like Buddhism recitation fiflamu Amida Butsa (00:34:13) and
Hinduism chantig of ©Omo (00:34:59). Another instance is when Dadashi complains about
Asads and Safé influence on Pari and him in a long conversation with his mother. Hefays,
cand eat a bite of food without saying the Four Great Vo{@:59:36) which is also mé&oned
in Salingeés story when Zooey confesses to his mother that he has been mumbfirguh&reat
Vowsothree meals a day every day. The Four Great Valse,known as théBodhisattva Vows,
include a foutline verse that expressaaspirations relting to the Three Treasures of Buddhism:
to redeem the sangha, to stop debasing the Three Treasures, to perceive the dharma clearly, and
attain Buddhahodul(Aitken par. 3. Another exenple of Buddhism in the adaptation is when Pari
is lying down on aafa and instead of breaking her fast with the soup her mother cooked, she
stares at Buddha statue (01:31:50) as if she prefers to feed from it. Safa, too, points out to Zen

Buddhisn@s philosophy ofithe quest for not knowirign a letter taDadashi 00:5434).

In spite of some similarities (emphasis on detachment, fighting the ego, contemplation, and
selfrealization) between Buddhism and Sufism, they diffesome waysin Sufism: A Beginnés
Guide William C. Chittick argues that in spite of sharing gamattributes with traditions such as
Kabbalah, Christian mysticism, Yoga, Vedanta, or Zen, Sufism is different from such ideologies
(2). That is why Chittick refuses to define Sufism, rather, he is seeking for the reality behind the
name. Considering $sm as a tradition which is rooted in Islam, Chittick reviews three basic
domains of religiosity in Islamic tradition: the domains of right activity which is the specialty of
jurists, the domains of right thinking which is the specialty of theologiadshe&ndomain of right
seeing whichs the specialty of Suft{9).

AO Godopthe Sufis like to quote the Prophet as sayfisgpow us things as they as®ne

does not see things as they are with the eyes or the mind, but rather with the core of the
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heart.From the heart, right seeing will then radiate forth and permeate every pore of the

body, determining thought and activity. (9)

Like a Sufi, Pari is in the search of reviving her séBly doing this, you purify yourself and gain

a new perspective towar@serythingp She persuades Mansour to start rea8otpuk fA light
illuminates your heart with which you can see 6¢D:35:36). In fact, what Pari is seeking for
(enabling the heart to recite the Zekr) and what Sufis beg for (to see the world framaagie)

refer to gaining an inner awareness of the reality of things. Tariga refers to the institutions, schools,
orders, or paths of Sufism through which a person reaches Hagiga or such an awareness. B\
passing the path of Tariga, Muslims can strengtheim understanding and observance of Islam.
(Chittick 26).

In order to remember God in each moment of their life, Sufis practice reciting Zekr. It
refers to the repetitive reciting of certain names of God. The phrase can be an extract from religious
texts or praying which glorifies God. To do the Zekr, $wd#i devotedly utters a short phraségud
or in mind, individually or in communal gatherings, and looks for spiritual nearness with God. In
the adaptation Pari tells Mansour tha&oloukhighlights thke importance of a special Zekr about
Gods mercy. She does not reveal the words which are recommended to be uBetedkr_ater,
while Dadashi is advising Pari on her Sufi Tarigah (spiritual path) in the yard and confesses that
he has gone through tlsame path by reading the same book and reciting the same Zekr, it is
mentioned in thadaptationiWe have not sent thee, save as a mercy unto all liidgh/ Quran
21:107). This verse mirrors Sufitendency to speak dGods mercy, gentleness, andaogyo
rather tharfiHis wrath, severity, and majest{Chittick 23).

At one hand, the verse addresses Prophet Muhammed, thus, it réfersitiversality of
his mercy that he was kind even with his enemies. On the other hand, the Zekr draws th# reader
attention to the fact that Muhamm@dmercy represents and reflects Gouhercy as the primary
source of benignity in the universe. By the same token, the last stage of Sufism Tariga is when a
Sufi believes that he/she found God in himself/herself sincghbes the continuation of Gad
characteristics. That is why Sufistress inwardness over outwardness, contemplation over action,
spiritual development over legalism, and cultivation of the soul over social intetadlogy can
know God by knowing theselves. Gradually, the gap between God and their soul is filled in a

way that they claim to be God. Fana and Baga translatBahashilatiord andfisubsistenceare
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the two highst stages of TarigaiThrough the journey of seffurification and devotion t&od,

the travelers reach a stage where they become fully open to the divineCigittick statesfiand

the brilliance of this light annihilates all the human limitations that had held them back from seeing
their true selves and their Lar@3). It isexactly the same light in annihilation that Pari wants to
reach by reading the book and reciting the Zekr. However, she is lost in her path since she is not

following a guide, as Dadashi warns her.

Pir, Sheikh, or Murshid is the title for a master or spali guide in Sufism who educates
and instructs his disciples (generally or individually) during their Tariga. During the first moments
of his talk with Pari, Dadashi notifies her of the importance and necessity of having a guide in her
mystic journey.fiDo you know how dangerous these kinds of things can be without a Pir or
Murshid® Dadashi shouts at Paiit is the Sheikh who determines which Zekr you should recite
or nob (01:06:45). What Dadashi says is similar to Chifiickccount of SheikhiThe shgkhé
oral teachings give life to the articles of faith, and without his transmission the methodical practice

of dhikr is considered invalid if not dangeroy2s).

By fasting and complaining about the egocentrism of the people around her, Pari is trying
to withdraw from the world and distance from materiality through asceticism (known as Riyazat
in Sufism). Yet, her journey will not end with a favorable result since no Pir has defined her path
and destination. That is why instead of reaching the nothasgstage of Tariga and seeing God
reality as the only true reality, Pé@rifalse selfhood as well as selfishness is being grown. A guided
Sufi becomes drowned in G@dglory inasmuch as he might declare he is the God. By contrast,
Pari is neither approhing God nor receiving the impact of the Zekr. She who considers Asad as
her Pir decides to kill herself like him. Being unaware of the fact that Dadashi can be the true guide
in her Sufi path, Pari never listens to him. Dadashi, however, keeps contntuBlards life to
teach her what he learnt from a Pir: that a realéSuiind is attached to the real material life while
his heart is completely attached to spirituality (01:10:45% you know what father wanted to do
last night? He wanted to put youm some concoction and medical draught as if you are a three
yearold girlo (01:12:05), Dadashi calls Pé&riattention to their parents and tells her that what she
is doing is upsetting themyYou reused to eat the stew that mother cooked for you twa tivizal
didnd realize that she cooked it with love for you and how holy it0{@%:49:18).
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In the final scene dPari, Pari who intends to imitate Asad by killing herself is lying on
the burnt bed of Asad in Chalus Woodhouse. When Dadashi arrivesadldighting with him
by sayingiwhy dori you let me be®After taking off the blindfold, she se&slouks protagonist,
the Khorasani peasant who was supposed to be his Pir, speaking with Badaishi(01:43:39).
So far in theadaptationDadashis character could have been distinguished from the Pir, but from
this moment on, Dadashi is the guide in &afiariga. By comparing Sufism Tariga to religious
figures like Prophet Muhammad, Ali, and Jesus, Dadashi plays the role of the Pir for Pari and
brings her back to life. He suggests her to eat and to get back to material life.

Through insertion of Persian Sufism and Islam, Mehrjui localizes the spiritual crises of
Franny and appropriates it for an Iranian milieu. A useful tool in the process of satihdton
which madePari more Iranian and less American is Persian Literature. Throughout the adaptation,
there are seeral allusions and references to Persian poets, in particular, some Sufi poets such as
Rumi, Sheikh Ruzbehan, Omar Khayyam, and-8a® d  Abayrl

Rumi, is one of the two literary high points of the Sufi tradition (the other one is Ibn Arabi)
accordirg to Chittick (35). His poetry is recited in thdaptatiorihree times: once at the beginning
of Pari by the literature lecturer who compares it with KhayyéBe joyful, love, our sweetest
bliss is you/ Physician for all kinds of ailments ad&umi 4); for the second and third times,
Dadashi recites two verse from Ruimpoetry to remind Pari of the genuine methods of reaching
spiritual truth:fil am neither me, nor me i® (Rumi Divan of Shamswhich reinforces the
significance ofinnihilation and seléssness in this path andou are the ocean and the drop, You
are the passion and the rage/ You are the poison and the sweet, While in searchol(Rumdin
Divan of Shams§). All three references to the Persian poet, Rumi, reinforce Sufi themes such as
selflessness, setfiscovery, love, and endless quest for the truth imtagtationAs Zohadisays,
fiThe ego and the theme of refrain from egoistic behaviors [which are also among the major
thoughts in Run@s poetry] are rgpresented in Mehrj@& adaption through the siblingslong
discussions about the book Pari is reading that might be inviting her to refrain from worldly desires
because they ar@goisti® qZohadi23). Ina similar instance frorrranny and ZooeyFranny,
too, once mentions thatesks fed up with ego and feels sick of all worldsiregSalinger Franny

16). Much like the Iranian sibling, in Salingemwork, the American sibling explore the notion of
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attachment to worldly desires and actions and end up with striking a balaweetetaterial life

and spiritual growth.

Similar to Rumés emphasis on selflessneabuy Muhammad Sheikh Ruzbehan Bagli, the
Persian Sufi poet of the 12th century, highlights the importance of anonymity and obscurity, as
opposed to loudness and pretengiaronds spiritual enlightenmentin Pari, Dadashi alludes to
a sentence by Sheikh Ruzbehan and $i#aj, you should acknowledge Sheikh Ruzbéhgnote
which saysd am in love with my soul without my e§ody citing that poem, Dadashi attempts
to warn Pari about the danger of egocentrism and encourages her to stop beaiagtee#fd and

selfish.

Omar Khayyam, another Persian mystic poet and scientist of late 11th century and early
12th century is cited iRari. Khayyan@s quatrains are mainly agsated with Carpe Diem in as
much as G. K. Chesterton entitles one of the ggdeboks,Rubaiyat asfithe bible of the carpe
diem religiord. In Pari, too, the concept of seizing the moment is what Dadashi recommends Pari
as an escape way from absurdity.d4dgs fikeepyour heart full of love and set your head to wiork
(01:10:45) Dadashis line resembles a similar quote from Khayyam which keeps repeatedin Pari
hallucination:fiThe day is today and today is this hour and this hour is this breath andettis b
is this momeni.

Anotherkey figureof Sufism is Abu S@d Abul Khayr,a Persian poet who is believed to
have played a major role in the foundation of Persian Sufi poetggneral. IrPari, the last line
of one of Abu Sad Abul Khayis quatrainkeeps repeating in P&imind:

| am unable to rest (in peace) even for a single moment without You
| am unable to count your favours
Even if every hair on my head becomes a tongue

Still I am unable to thank you for one of Your thousands of favours

Thefrestlessnesamentioned in the above lines igigoab for a Sufi as mentioned by Chittic. In
his narrative of the story of Joseph and Zuleykha, Chittic refers to Zul@ytetnition of worship
when she say$, \Worshiis to offer love. The goal is toetrestless in that Beauty andsiek |It,
nothing moreé (Chittic 135). On the other hand, Hazrat Inayat Khlae founder of the Sufi Order
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in the West and the 2®tcentury teacher of Universal Sufisrassociategirestlessnesswith
destruction in hisCompete Works of PHO-Murshid fiNoisiness comes from restlessness. And
restlessness is the signtafmas the destructive rhythin(434), he saysjiThere is such a great
difference between the quiet person and a noisy person. One is like a restless abtitebrthiee

a grownup person. One constructs, the other destr¢435). Accordingly, Hazrat Inayat Khan
invites Sufis to practice a quiet working in every aspect of their life if they want to make any
progress in both their material life and spirituaihpd.ikewise, Dadashi invites Pari to modesty,
quietness, humility, and gentleness in her quest; virtues which are ascribed to a successful Sufi
person by Hazrat Inayat Khan. Throughout the adaptation, the above lines composed b§dAbu Sa
Abul Khays miror Parts immature restlessness which will finally be settled by the help of
Dadashi.

Such allusions show the intertextual natur@®afin ot only i n rel ati or
but also with regard to allusions from Persian poétnterpretants araihdamentally intertextual
and interdiscursive, based primarily in the receiving situation even if in some cases they may
incorporate materials specific to the source cultukéenuti claims,fit is the translatds
application of interpretants that recaxtigalizes the source text, replacing relations to the source
culture with a receiving intertext(Translation 181). Accordingly, the thematic interpretants
applied by Mehrjui are intertextual &ari includes quotations from and alloss to various
Persim poets.In addition, the scale of alterations in the process of recontextualization is
determined by the receiving situation. The Sufi doctrine allows Mehrjui to appropriate the
spirituality mentioned in Salingéworks into an Islamic, Iranian spirituednscendence accepted
by its target audience. Thus, his adaptation performs an Iranianizing/Islamizing interpretation of
Salingets works with which he recontextualizes 8géits stories in an Iranian context.

Based on my framework and its theoretiéalindations, communication is a mutual
interaction between thissended and thefireceiven. In an adaptation, there are two readers both
playing an active role in the process of meaning making: Reader A (who turns to Sender B or the
creator of adaptatiorgnd Reader B. It is the contribution of both readBappeals in the form
of employinginterpretants that let the text (Sign B) signify a meaning. Thus, an adaptation product
cannot be studied in isolation or through a-directional transfer fornfisenckro to fireceiven.

Rather, thediappeald between the two contexts (Referent A vs. Referent B) must also be taken

into consideration since adaptation is the product of adivextional, dynamic communication.
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Likewise, thenarrativeadjustments of Mehrja Pari includingreplacing the drinks and
foods, changing the clothes of the characters, altering the relatiomshipsll as changing the
priority of themes including the stress o®irfismthemeand the significance of a Pir in the Sufi
pathare all lased on the values known to the Iranian audience and the political regulations of
Iranian Ministry of culture. Thus, th@appeab of the Iranian readers (Appeal B) as well as the
reception context of Iran (Referent B) play an active role alongside thibcioin of Mehrjuis
fiappead (Appeal A) in the process of meaning making. Without such adivestional
communication between Mehrjui and Salinger as well as Mehrjui and the Iranian auBi@mce,

does not signify a meaning.

62



CHAPTER THREE

An Analysis of Formal Interpretants in the Cinematic Style ofPari
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In this chapter, | will compare and contrast Coden8iCode B as illustratenh figure 3.1 In other

words the formal interpretants Bari will be explored with regrd to the adaptati@s cinematic
techniques. This chapter aims to find how the style, the formal presentation, and the visual medium
of Pari mirror (or not mirror) Salingés written stories. To locate formal resemblances and
divergences, | divide this abpter into three section: section one will explore stylistic equivalence
between Salingés texts andPari such as using long dialogues and lettersyiding a fragmented
narrative, and constituting a direct address to the audisacgon two will exarme substitution

of Salingeés descriptive language with Meh@si montage; and section three will study the
addition of cinematic techniques tleain be considereds Me hr j ui 6 s mé&inaly, act
based on such formal interpretants, it willdmncluded that Mehrj adaptation both resembles

and diverges fronsalingets three storiewith regard to its cinematic techniques.

American
Context

"Fl'ﬂnny"
"Zooey”

Mehrjui as a
Director Channel B

Expression
A

Appeal

A Iranian

Audience

Salinger

Channel A Mehrjui as
a Reader

Expression Appeal

L}
Formal Interpretant
Code A vs. Code B

Iranian
Context

Figure3.1. An lllustration of the Main Purpose of Chapter Three in Color Red
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Venuti mentions three instances for foinmerpretants which are all applied Rari by
Mehrjui: the concepts ofiequivalence, fistyled, and figenré. fiThese interpretants can be
interrelated) Venuti explainsfia style or genre may be chosen because it somehow corresponds
to a figure, scene, @eriod depicted in the image, establishing a relation of equival¢vieauti,
AAdaptatior). Likewise as it will be analyzed in this chapter, the formal interpretants Mehrjui
employs in adapting Salingsrworks toPari work interwovenly during the dentextualization

and recontextualization steps.

3.1. Stylistic Equivalences between Salingér Texts andPari

Adapting a written fictional story into an aueigsual performative story often presents stylistic
problems to the filmmakers as it is difficto transfer a message between two different semiotic
systems. In the case of Salingeprose texts, however, particular features of his style might offer

some advantages to a director. In the opening liné8afe\o, Salinger says,

To get straight tehe worst, whatdn about to offer ist really a short story at all but a sort

of prose home movie, and those who have seen the footage have strongly advised me
against nurturing any elaborate distribution plans for it. The dissenting grémyt
privilege and headache to divulge, consists of the three featured players themselves, two

female, one male. (24)

That he considerBZooey as afiprose home moveenot a short story and that he regards the
characters in the story &glayer® indicates that Salger himself admits the cinematic features of
his writing style. The firsbf suchadvantagefrom Salinge@s cinematic style in his storytelling
which makes his texts easier to be visually adapted is the use of long dialogues.

Lengthy conversations betem characters dominate the storiedfrannyy, fizooeyo, and
AA Perfect Day for BananafishEven when a character is rptysically present in the storigs
join a conversation, he/she is indirectly involved by a letter or a phone call. The entiré text o
AFranny consists of a letter (Franésy letter to Lane) and an almost sixteen pages long

conversation between Franny and Lane. Salinger maintains a similar sfidedey which is
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divided into a foupage letter from Seymour to Zooey followed by tHeey dialogues: first the
conversation between Zooey and Mrs. Glass (20 pages long),-toflaoe discussion between
Zooey and Franny (20 pages long), and finally Zooey and Franny talking on the phone (6 pages
long). InAA Perfect Day for Bananafishtoo, dialogues predominate the style: the text consists

of Muriel speaking with her mother on the phone which takes more than half of the story length
and Buddy talking and playing with Sybil on the beach during the second half of the story.
Likewise, he firstformal featurethat Mehrjuimaintainsn Pari is including such a narrative style
which is equivalent to that of Salingeithree stories.

Mehrjuiés adaptation imitatesich gormal characteristic of Saling@srworks since ifPari,
too, longs dialoges and a letter comprise almost the entire space of the adaptation: it starts with
Parits conversation with Mansour (35 minutes), continues with &Sdédter to Dadashi (10
minutes), proceeds to the story of A&duicide which includes As&lwife, Hel@a, having a
phone call with her mom and Asad talking with Zuleika near the(fi@eninutes)and ends with
Dadashis discussion with Pari to guide her (20 minutes). On one hand, compared to a story with
several internal thoughts and monologues happenitite mind of characters, it is less difficult
to transform Salingés dialoguebased pieces to the visual semiotic system of cinema. On the other
hand, at the moment of making such long conversdiavisich occupy almost the entire space
of Salingeds thee storied characters have the most limited physical movements or actions. Thus,
due to the performative nature of cinema, Mehrjui has to creatively add some cinematic
performance and action for the characters and substitute the writing style of Salthgevme
innovative cinematic techniques in the adaptafioim addition to the first formal interpretant in
Pario the inclusion of long dialogues and letters as mentioned abkéehrjui creates a second
formal interpretant with regard to a narrative techeiqspired by Salingés style.

In both the literary workand the adaptation, the experiences of the members of the families
are pictured through a fragmented narrative. Disarrangement ofathativepieces invites the
audience to take an active pertcompleting the puzzle image of the stories. The summary of all
the events narrated in Salingeworks abouthe Glass Famylis listed chronologically in figure
3.2. According to the figure, the birth of Seymour BiLT stands at the beginning tbe Qass

Family story timeline though for the first time it is mentionefidnoeyo, the fifth story of Salinger

12 See sectiod.3. Addition of Cinematic Technigquesor more.
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aboutthe Glass family. Another example is about the last work published by SafiHggnyorth

16, 1924 it is a letter written by the sevgrearold Seymour fronma camp which took place in

1924 buts published in the last book of Salinger on the Glass Family. Similarly, Mehrjui does not

Buddy Writes
Ao Seymour's Life
E A
//"“\
: 's Coll /\
Seymour's Franny's Collapse / ‘l.'.
Suicide e // \
y//_ = B _Tl‘\ /) .I/ l',l'
\\ // Il
/ \ Seymour’s Wedding // '.:'.l
> / “"| / 'n'l
= /// \ V4 \
= Vi \\ // ul:’
& N / \ / \
— C\» / \ \ Vv’/ \
A TR \ if \\
< |3 =~/ Boo Boo and her \ f \
© |8 Son '\'\ /f \
W = \ // \\
] E ‘l\‘ ‘II‘, II||
& ‘\‘\ ||"A‘ ||'|y
g lll'| "n" \ \
& Walt is killed \ f \
o \‘l /‘l "v‘
; ‘I.I ‘;’,;‘ ‘.!‘
o \ \
’J, I| |l '1'/' |\‘.|
\ /
\ |/ Seymourand Buddy ||
\ y'll' '.I
le\‘\ | f? at Cam P ':"l
0 \ “,'I V
= "\‘\| /H
= \,l /‘,,
z \y
@ \ // -~ Seymour's Birth
g ',ll v:,/
I':
o\ N\ N N
Cal & o &’ £ $ > &
& Y O N &4 O O N
. g A A A\ & ™
& & & & (i e O v
Q’b Q,é'\ Q.\ ((‘\’b ’\,0 @&‘ \)C\ @
‘bob {‘(\ & ’b& (ob \,‘o‘
Q% (-’0 \“'(\ C \(‘& ((('\
\0 .\ Q’b 'b@‘ (\ q\o
B\ N & P 8 2 3
Q P O e \;\ Q:b
" \QO Q hY o
K\Q’L e\‘\& Q~° \\6\
Q?/ ({> \\g\@ (,’Q/
L o ) &
\z\\
<&
N
Q:b
PUBLICATION ORDER

67



Figure3.2. Fragmented Publicatiarf the Glass Family Narrative

follow the linear fashion of storytellinig Pari, rather, he challenges the audience to individually

make sense of different components of the stozlguand decipher the story dfet Sohrabi

Family.
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Figure 3.3. Fragmented Narrativetire Sohrabi Family

As illustrated iniigure 3.3., the naative ofM e h r jadaptadiantoo,starts near the middle
of the storyof the Sohrabi Familyvhen Pari is on theerge of a spiritual breakdownh@&n its
narrativetransitions back to the beginning of sterytwice: once, when Dadashi is reading $&afa
letter addressing Asélsuicide and its aftermath (00:45:20:55:45) and for a second time, when
the last day of Asad life ending by his suicide is portrayed in details (1:2@:(BD:30). The
flashback technique in this nonlinear narrative helpsdihector to demonstratthe Sohrabi
familyGs disconnectedness after the loss of its most influential child,. Adadeover, the
disordered pldine corresponds to the physical chaosh@Sohrabés house whiclalsoreflects

Parits mental disarray. By junipg from the linear plotline backward in time, the audience is
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informed of Asaés suicide which occurred in the past and can relate it to the present crisigsn Pari
life. This is how both Salinger and Mehrjui provide some space and opportunity foidieaceu

to activate their imagination throughout the fragmentary texts.

Mehrjui also employs a third stylistic formal interpretaniari: Brechtian breaking the
fourth wall. When characters look into the camera, threpk the imaginary fourth wall bedéen
the actors and the audience. The existence of the fourth wall keeps the audience as observer
whereas breaking it makes them active members of the film experience. By using such a technique,
the director connects the audiences with characters ande<raatintimacy between them.
Additionally, having a character staring directly at the audience indicates that the character is
aware of the presence of the audience; he/she holds a privileged position compared to character
who do not look into the cameri Pari, almost all the characters (except for the mother) look
into the camers, meaning that they all know that they are part of a narrative and a performance.
Such an idea resembles one of the key messages of the story, what Zooey tells Frannystund Dada
tells Pari at the endiThe only thing you can do now, the only religious thing you can daxtis
Act for God, if you want td be Gods actress, if yowant ta (01:47:13) When actors look into
the camera, they show that they are aware of the presémn audience, thukeyhavecometo
a spiritual consciousnedskewise, whermembers othe Sohrabi Family break the fourth wall in
Pari, they declare their elitisms and show that they haaaess t@ truth unavailable for other
actors.

Such a ciematic technique is a formal counterpart for Saliégauthorial intrusion in
fizooeyo. Salinger starts the story with rather a long description of his writing structure, style, and
characterization for the reader. In the initial paragrapfgade\o, hedirectly addresses the reader
to elaborate on the paragraph structure of the story andfsayxoey, be assured early, we are
dealing with the complex, the overlapping, ttleven, and at least two dosslée paragraphs
ought to be got in right hedg25). Another instances when he inserts a footnote to explain the
reason for appearance and absence of characters in the story:

The aesthetic evil of a footnote seems in order just héne, dfraid. In all that
follows, only the two youngest of the sevemldren will be directly seen or heard. The

remaining five, however, the senior five, will be stalking in and out of the plot with

13 Seestills 3.1 to 34 in the Appendix
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considerable frequency, like so many Bangughosts. The reader, then, may care to
know at the outset that in 1955 theedtlof the Glass children, Seymour, had been dead
almost seven years. He committed suicide while vacationing in Florida with his wife. (25
26)

The author ends the footnote with introducing other children of the Glass Family: Buddy, Boo
Boo, and the twinsWalt and Waker) to the reader. Then, he continues the authorial intrusion by
clarifying about the similarities between the writing style8ofidy and the narrator éZooe\o.

fiThe general reader will no doubt jurtgothe heady conclusion that the writéitlee letter and |

are one and the same perstump he will, and,dn afraid, jump he shouldhe assertsiwe will,
however, leave this Buddy Glassthe third person from here on in. At least, | see no good reason
to take him out of @ (24).

3.2. Substitution of Salinger& Descriptive Language with Mehrjuiss Montage

In establishing the setting of place and portraying the characters, Sailgagetwo techniques:
highly descriptive languagand figurative language (using metonymy and synecdochik¢
preciseness of Salingsrlanguage in describing the specific aspect of a character and where
exactly the story takes place gives life to his book and wehhappening inside its pages and
creates familiarity for the audienceTo explore his languagen iwhat follows, | will include
instances from the voice and appearance of charagevsll as the location describedqranny

and Zooey

The story offiFranny starts withAiTHOUGH brilliantly sunny, Saturday morning was
overcoat weather again, not jusptoat weather, as it had been all week and as everyone had
hoped it would stay for the big weekéndhe weekend of the Yale gaméSalingerFranny 3)
which is rather a short introduction to the weather condition in the given location. The only
informationabout the setting of the place presented in the introductory section of the story is the
word Yalewhich refers to Yale University, where Lane is a student.
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The first paragraph of the book continues with two following sentences which give the big
pictureof the social context from which Lane comes and the general attitude of tmeifided

people in the train station:

Of the twentysome young men who were waiting at the station for their dates to arrive on
the tenfifty -two, no more than six or seven wayut on the cold, open platform. The rest
were standing around in hatless, smoky little groups of twos and threes and fours inside the
heated waiting room, talking in voices that, almost without exception, sounded collegiately
dogmatic, as though each ymuman, in his strident, conversational turn, was clearing up,
once and for all, some highly controversial issue, one that the outsidejatooulating

world had been bungling, provocatively or not, for centufi@alingerFranny 3)

Salingefs detailedlescription of the boywoice in the train station (who appear to be mostly Yale
University students whom Lane knows) by means of wordsiikéegiately dogmati@added to

the way they seem to divide the world into us and them, the inside and the ahesichatriculated

and the nommatriculated establishes the social context around Lane and demonstrates the arrogant
and dogmatic sides of Lafee characterization. Although Lane separates himself from that
community andfdeliberately stands out of the smmsation range of other schoolmates,
undeniably, he belongs to the same university and probably to a similar mental outlook as the

author saysijhe was and he wa&rone of ther (SalingerFranny 3).

This is not the only particularized description obpks voice in the novel: in Salingsr
text, a voice can caria minimum of vitality) as though the person is speakiogt of boredom
or restiveness, not for any sort of human discaySalinger~ranny4), it can soundisympathetic,
kind, in spite ofsome perverse attempt to make it sooratterof-facto (SalingerFranny 17), it
can havdian unexpected, a singularly noncombatant, m(BalingerFranny 46). Charaters in
the story might speawith fihospitatroomd (SalingerFranny 22), fipiercingd (Salinger Franny
30), orfimportunate, quastonstructive (Salinger-ranny33) voices. Another instance of details
about characte@sroices in the book is when Zooey disguises himself as Buddy by imitating his
elder brothes voice. To assure the reader thaé twhole idea of disguise would not be
discoverable for Franny, Salinger clarifies the distinctive characteristics of the voice of all her
brothers except for Seymour &sverly vibrant, not to say sinewy, voices on the telepbone

(SalingerFranny82). When Zooey makes the call and plays the role of Buddy on the phone, both
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Bessie and Franny think that he has a horrible ddfdu sound funny, thoughiFranny says,

fiEither you have a terrible cold or this is a terrible connegti8alingerFranny82).

Beddes Salingds acute description of voice, iranny and Zooeyto introduce the
characters, the author plunges immediately into a description of their appearance: Lane is waiting
for Franny in &Burberry raincoat that apparently had a wool liner butlont ito and afimaroon
cashmere muffler which had hiked up on his d8alingerFranny 3), Franny is getting off the
train wearing afisheareeraccoon coatcarrying afinavy blue with white leather bindinguitcase
(SalingerFranny 5), Mrs. Glass MrsGlass,fia mediumstout woman in a hairnets wearing a
fusual athome vestw consisting offia hoary midnighblue Japanese kimoa with fitwo
oversized pockets at the hips (SalingerFranny34), and Zooey who iBsurpassingly handsome
with a face thafihad been just barely saved from-4ma@ndsomeness, not to say gorgeousness, by

virtue of one eds protruding slightly more than the otb€BalingerFranny 25).

The book also presents various locations of the story in great detail. The first losation i

Sicklers restaurant where Franny and Lane stop to have lunch. It is described as

a highly favored place among, chiefly, the intellectual fringe of students at the dollege
the same students, more or less, who, had they been Yale or Harvard men, theght ra
too casually have steered their dates away from 8anyCronids. Sickleds, it might be

said, was the only restaurant in town where the steaks @éteat thiclod thumb and

index finger held an inch apart. Sicld&was Snails. Sicklé was whes a student and

his date either both ordered salad or, usually, neither of them did, because of the garlic

seasoning(SalingerFranny 6)

Synecdochically, by outlining who their customers are (mainly Harvard and Yale students), how
the quality of their fod is (the instance of steaks), and what students usually order there (either

salad or not), Salinger familiarizes and situates the restaurant in the mind of the reader.

A second example is the apartment of the Glass family which is an oldtfifthaparnent
housedocated infithe East SeventiesThat district is described as a distinctly Manhattanesque
locale fiwhere possibly twahirds of the more mature women tenants owned fur coats and, on

leaving the building on a bright weekday morning, might at le@sceivably be found, a half hour
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or so later, getting in or out of one of the elevators at Lord & TésytmrSaks or Bonwit Tellé&o
(Salinger Franny 34). By visualizing the details of what female tenants of that district
characteristically wear andhere they commonly go, the author characterizes the neighborhood
of the Glass Family. Among the rooms inside their building, the living room, Mr. and Mrs&Glass
bedroom, and Seymaisrand Buddgs old room are meticulously sketched. The Glassaag

room is

not impressively large, even by Manhattan apartrhense standards, but its accumulated
furnishings might have lent a snug appearance to a banquet hall in Valhalla. There was a
Steinway grand piano (invariably kept open), three radios (a 1927 nkaesta 1932
StrombergCarlson, and a 1941 R.C.A.), a twemtyeinch-screen television set, four
tablemodel phonographs (including a 1920 Victrola, with its speaker still mounted intact,
topside), cigarette and magazine tables galore, a regufatiepngpong table (mercifully
collapsed and stored behind the piano), four comfortable chairs, eight uncomfortable
chairs, a twelveagallon tropicalfish tank (filled to capacity, in every sense of the word, and
illuminated by two fortywatt bulbs), a love seahe couch Franny was occupying, two
empty bird cages, a cherrywood writing table, and an assortment of floor lamps, table
lamps, andfbridged lamps that sprang up all over the congested inscape like sumac.

(SalingerFranny53)

Sincefbookd andfbook readigo are among the main motifs in the story, when it comes to the
bookshelf in the Glasgs living room, the description becomes even more detailed inasmuch as it
seems like a camera is recording a long shot from the shelves, how the books are categdrized, a

even how they are stood next to each other,

A cordon of waisthigh bookcases lined three walls, their shelves geammed and
literally sagging with bool childrerts books, textbooks, secondhand books, Book Club
books, plus an even more heterogeneowsflmw from less communalannexes of the
apartment. fiDraculad now stood next tdiElementary Palg fiThe Boy Allies at the
Somme stood next t@Bolts of MelodypiiThe Scarab Murder CasandiiThe Idiobwere
together fiNancy Drew and the Hidden Staireasay on top offiFear and Trembling).
(SalingerFranny53)
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The precise description of the household properties in the living room continués wiithection

of framed photographs, yellowing personal and Presidential correspondence, bronze and silver
plaques, and a sprawling miscellany of vaguely citatibmalting documents and tropby
(SalingerFranny 53). The trophies are due to the fact that seven Glass children were among the
panelists of a radio program call@tiss a Wise Child. By establishindghe elitedriven decoration

and atmosphere that dominates the room, the author is exhibiting the value system with which the

Glass children have been reared.

The second room of the house described in the story is Mr. and Mrssdladsoom with
the furriture beingfherded into the middle of the room and covered with canaad the beds
fidrawn in from the wadl. The messiness of their paredtt®droom which makes Franfigut her
hand under a particularly soilédoking piece of canvas covering it andgped the hand back and
fortho to find a cigarette box and a box of matches foreshadows her getting lost in spite of her

efforts in the pursuit of spiritual redempti@®alingerFranny81).

The third room of the house is the old room Seymour and Buddytaisbare; afunsunny
and unlarged room with most of its furniture belonging fa maplewoodseti two day beds, a
night table, two boyishly small, kneeamping desks, two chiffoniers, two seegisychair®. The
emphasis on the worsetin the above dscription metonymically highlights the similarity and
connectedness of Seymé@iand Budd§s mindsets as if they belong to the saef ideas due
to passing the same growth journey. Excepfifioree domestic Oriental scatter ragshe rest of
the room is filled with books beyond its capacity. Much like the bookcase and the trophies in the
living room, the largeness of the number of books in the old room of Seymour and Buddy which
leavedittle space left for walking, and none whatever for pagimgik the eliteness of the family
and in particular, the excessive urge of the two brothers to read and learn at starting at the age o

twelve and ten, when they owned the ro@alingerFranny 78).

The primary purpose @luchdescriptive writings to provide as much vivid sensory details
as possible in order to paint the picture of a person, a place, or an event in the mind of the reader
in such a way that the objects in the written text can be felt, seen, heard, smelled, or touched and
the plot can be livee However, when the same descriptive, detailed, and precise language reaches
the borders of cinema, an audisual medium, its function and effectiveness is questioned since

compared to written storytelling, in visual storytelling like cinema, the goalaking characters
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alive and relatable is more quickly achieved as the actors, the setting, and the actions are audio

visually received by the viewer after a few seconds of watching the scene and its visual aspects.

In other words, though in a book it rhigtake several lines or even a paragraphs to describe details
(in Salingeés texts, for instance, the collegiately dogmatism of the voice of college boys in the
train station, the two oversized pockets of Mrs. Gladdes Japanese kimono, or the tweanhe
inch-screen television set in the living room), in a film, such a descriptive language hardly serves
a function since the voice, the look, and the surrounding space of any given character are directly
heard, seen, and received as soon as the audiecie ivin the screeror instancewhereas it
takes a paragraph for Salinger tvoicewmehZooey t h
is disguising him on the phonéhet audievisual nature of the film neBum facilitates such a
clarificationandenables Mehrjui to show the similarity between the voices of Dadashi (counterpart
of Zooey in theadaptatiohand Safa (counterpart of Buddy in taaptatiop by having the actor

who plays the role of Safa in theaptatiordubbing the voice of DadashiAnother instance is the

case of characteristresemblances between Seymour and Buddy. Although Salinger has to write
several lines to elaborate on such similar behaviors, Mehrjui shows the similarity between the Asad
and Safaby casting the same actor (B$ro Shakibayi) for both roledn this way a great
percentage of the descriptions in Salidgdhree stories are omittelliring ther transforming
process to Mehrjd@ cinematicadaptation. Nonetheless, the dirediais to addther sorts of
details tahisvisual mediunto keepPari similar to the highly descriptive style of Salingktehrjui

does so through the means of montage.

In Pari, to introduce the city of Isfahan (the second location) to the audience, Mehrjui
integrates similar takes from seledthistorical heritages of Isfahan into the long car conversation
between Pari and Mansour. The protagdgiatrival to the city where her fiance lives, Isfahan, is
presented by a long take starting from Khaju Bridge, continuing Zdglande RudRiver, ard
ending with Sio-sepol Bridge This part demonstratebe bigger picture of the public that
surrounds Pari and her fiance; the social context of the story. While random people are calmly
living their dalily lives, it is only Pari who is in a rush andesiyy walks toward a public phone to
call Mansour. Her feeling of being overwhelmed is finally reduced by reading a book. The next

scene after the bus station is a short take from a random street in Isfahan which again establishe
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the urban setting and gles the social context. From this point on, the first dialogue from a series

of long conversations Pari makes in tireematic adaptatiobegins.

The couplés conversation in the car (marked with yellowfigure 3.4.) is mainly based
around collegeelakd topics. As it is depicted ithe figure below,their discussion is visually
interrupted six times by short takes from various spots of Isfahan (marked with fitueer3.4.):
three unnamed streets, an unknown square, Nagshe Jahan Square andfistretse as well as
the Shah Mosques inside that historical site. Such rapid sequences of short takes frods Isfahan
architecture and urban atmosphere including historical sightseeing, streets, and ordinary people
enable Mehrjui to characterize the ctaupy means of contextualizing them and installing a local
setting of place for the audience.

Screen Time Progress

A A

00:13:21 00:18:24
Tiwo Bridges/ River  [JIISBINN (00:13:21-00:13:46)
Bus Station P SESP I (00:13:46-00:15:44)
Street 8] (00:15:45-00:15:50)
Dialogue (00:15:50-00:16:45)
Street/Square SN (00:16:46-00:17:03)
Dialogue (00:17:04-00:17:40)
Street/Mosque - (00:17:41-00:17:51)
Dialogue [T€H | (00:17:52-00:18:11)
Streets/ Nagshe Jahan Square ISP (00:18:12-00:18:24)

Screen Time Progress
A

00:18:24 00:23:02

Pari Running in the Mosque — (00:18:27-00:21:27)

Dialogue [ cH | (00:21:28-00:22:02)

Old Stores in Nagshe Jahan Square - (00:22:03-00:22:08)

Dialogue [[er] (00:22:09-00:22:32)

Walking in the Street/No Dialogue/Silence IR (00-22:32-00:23:02)

Figure 3.4. Visual Intervals in an Exemplary Scene (Dialogue between Pari and Mansour)

Visualizing what physically surrounds the characters for such a doulrieoge
(characterization and establishment of the setting of place) has a direct counterpart inésalinger
novel. As it was analyzed earlier, Salinger provides a detailed description of the setting of place

(Sicklerés restaurant) at the beginningféfranryd and continues the same explanatory style for
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