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During a visit to the Victoria and Albert Museum in London in 1872, Samuel Langhorne 

Clemens had the privilege of seeing “the venerable vase that once contained the ashes 

of Xerxes,”1 the fourth King of Kings of the Achaemenid Empire, ruling from 486 to 465 

BC. The following year he wrote five letters for the New York Herald about the visit of 

Naser al-Din, the shah of Persia, to England and Belgium. Furthermore, in a response 

written on December 1, 1874, to a request from a Miss Street, he incorrectly wrote “as 

the Persians say—on your head be it” instead of “on my head be it.”2 The American 

writer’s interest in the Persians as indicated in his willingness to quote them obviously 

outweighed his knowledge of them. However, as the present paper shows, the Per-

sians’ treatment of the American writer, which can be traced back to 1910, was clearly 

more serious and informed. 

The Persian Reception of American Literature 

باهكلبری فين از مارك تواين ترجمه پدرم   -بته تا آنجا كه به ياد دارمال -امجدی   كتاب خواندن

کردم و هزاروصد بار خواندمش. این  خیالاتم بازی می  هايش را درشروع شد. تمام صحنه 

مند کرد. کتاب من را به خواندن علاقه   

 

(As far as I remember it was with my father’s translation of 

Huckleberry Finn that I started serious reading. I played all 

its scenes in my imagination and I read it one thousand and 

one hundred times. This book made me interested in 

reading).3 

–Lili Golestan, “ فين هکلبری  و خیالباف دخترک ” (Dokhtarak-e 

Khiyalbaf va Huckleberry Finn: Dreamy Little Girl and 

Huckleberry Finn) 
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Thus wrote Lili Golestan (b. 1944), a writer, translator, and the daughter of Ebrahim 

Golestan (b. 1922), the first translator of Huckleberry Finn into Persian. Her father, a 

filmmaker and literary figure, was the first influential figure to promote American 

literature in Iran. To better appreciate the father’s contribution to the Persian recep-

tion of American literature, and Huckleberry Finn in particular, it is useful to have a brief 

glance at the history of such reception prior to Golestan. 

The Persian reception of American literature can be divided into several 

periods. The first period began during the Persian Constitutional Revolution (1905–

1911) and continued through December 1925, when Reza Pahlavi (1878–1944) became 

the monarch. This period saw the first instances of American literature translated into 

Persian and published. Yusef Eʿtesami (1874–1938), a publisher and translator, 

established Bahar, the country’s first literary journal, which aimed to introduce the 

“advanced” world to a Persian audience; the US definitely belonged to such a world.4 

He introduced Mark Twain along with several other American figures. This was not a 

bad start for the Persian reception of American literature and Twain in particular. A few 

months after Twain’s death in 1910, a short story, “Death Disk,” was translated into 

Persian and published in Bahar.5 In 1923, a play adapted from Twain was translated into 

Persian and published in the same journal.6 The second period falls during the reign of 

Reza Shah; it covers December 1925 to Reza Shah’s forced abdication in September 

1941. This period saw a significant increase in the number of American works 

translated, as well as the first documented instances of the creative and critical 

reception of American literature.7 Short yet productive, the third period spans 1942 to 

the 1953 CIA-assisted coup. Twain, whose novel Huckleberry Finn was first translated 

into Persian during this period, turned into one of the most widely read American 

writers among Iranians. 

Major Translations of Huckleberry Finn 

Golestan’s translation of American fiction in the third period paved the way for the 

forceful presence of American fiction in Iran. His translation of seven short stories by 

Ernest Hemingway was published in 1949. In the same year he translated Huckleberry 

Finn (see Figure 1).8 As an early instance of American novels translated into Persian, it 

had a major impact on the next generation of Iranian writers, including the translator’s 

daughter, Lili, who later became a translator herself and the owner and artistic director 

of the Golestan Gallery in Tehran. She was five years old when her father translated 

the novel. Mesmerized by the novel, she turned into a serious reader of literature as 

indicated by the quotation. Several decades after its first publication, this translation 

of Huckleberry Finn was reprinted in 2014, 2016, and 2018. This indicates not only the 

continuing interest in the novel, but also the significance of this first translation.9 

In the introduction to the translation, Golestan refers to children as the 

intended readers of the novel and he wants the language of the translation to reflect 

their language, rather than that of publications for adults. To do so, he employs many 
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Fig. 1: Ebrahim Goelstan’s translation of Huckleberry Finn was the first Persian translation (1949).  

This is the cover of the Kalagh press edition, published in 2014.  
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idiomatic expressions, a choice which reflects his knowledge of colloquial Persian, to 

adjust the novel to the taste of the younger readers. To make this strategy more 

effective, Golestan translated only the dialogue into colloquial language and not the 

other parts of the novel. This decision was an attempt to systematically translate 

colloquial language into Persian. However, as an early attempt to do so it was not 

consistent in using colloquial language to translate the dialogue. Nevertheless, given 

that the novel was translated in 1949 when such a strategy was not at all common in 

Persian writing, Golestan’s successful attempt to translate dialogue into colloquial 

Persian was a very significant step in the history of Persian translation. 

Golestan’s introduction to the translation is the first critique of Twain in Persian. 

It mentions the history and development of American literature: Walt Whitman’s 

“Song of the Open Road” was the new voice in poetry and Twain’s critique of 

ignorance was the new voice in fiction.10 At the end of the introduction Golestan asks 

a question: توفیق کار  این  در  ام  آیا  ؟یافته   (Have I succeeded in this job?). His answer to the 

question concludes the introduction:  

 
؛  اگر بچه ها آنرا بخوانند و، سرگرمی بکنار، اندیشه ها و دید شاعرانه اش را آسان دریابند 

بزرگترانشان در کتاب  اگر حس کنند که جمله ها به زبان خودشان نزدیکتر است تا به زبان  

ها و روزنامه ها؛ اگر بچه هایم، لیلی و کاوه، ... درخشندگی محبت وزشتی فریب و حقارت  

 زندگی بزدل ها و همدردی و رقت را از لای حادثه ها و خنده هایش ببینند، مرا بس است.

 
(If children read it and easily understand its thoughts and the 

poetic vision; if they feel that the sentences are closer to their 

own language than to that of the adults in the books and 

papers; if my children, Lili and Kaveh, see … the brilliance of 

love, the ugliness of deceit, ignobility of the cowards’ lives, and 

sympathy through its events and humor, that is enough for 

me).11 

Lili’s quotation confirms the translator’s success. This translation was reprinted in the pre-1979 

period, in 1970 and 1977. The translator was aware of the influence of this novel on later 

generations of readers, as he wrote two decades after the first publication of this translation 

in the introduction to the 1970 reprint: 

ام  ها آن را درست بخوانند، دریابند. دیروز اگر خطاب ترجمه ، هنوز، این آرزو که بچه وهمچنين 

امروز مانی، بچه دخترم بوده برای  است،  نیاز بهاش،  اما  که  آموختن    خواندن آماده میشود. 

ست، و زندگی به مهر درخشنده است، و گول و فریب زشت، همدردی علو و حاجت انسانی

 بزدلی نمیارزد همچنان برجاست. 

(Still [I have] this dream that children read it correctly and 

understand it. Yesterday the translation was addressed to my 

daughter and today her son, Mani, is being prepared to read. 
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There still persists the need to learn that kindness is radiant and 

deceit is ugly; sympathy is the highest humane need; and life 

deserves more than cowardice).12 

Golestan’s contribution to the reception of Huckleberry Finn in Iran extended 

beyond his own activities as the first translator of the novel. He discovered a real talent 

in his friend, Najaf Daryabandari (1929–2020), and encouraged him to translate Hem-

ingway’s A Farewell to Arms, which was published in 1954.13 In the following decades, 

Daryabandari turned into a major translator of American fiction, whose exemplary 

translation of Huckleberry Finn came out in 1987. This has turned out to be the most 

popular translation of Huckleberry Finn and was reprinted in 1990, 2001, and 2019. 

Despite its shortcomings,14 it proved successful in rendering the dialogues, particularly 

those involving Huck, into colloquial Persian. The several decades between this 

translation and the first translation (Golestan’s in 1949) was a fortuitous time for the 

Iranian translators to develop writing in colloquial language.15 

The lack of a Persian equivalent for Huck’s Southwest accent and Jim’s African 

American Vernacular English posed a challenge for translators of the novel. Darya-

bandari’s creative decision to develop a Persian equivalent based on the dialect spoken 

in southern Iran, where he grew up, was an effective strategy for translating the novel 

into Persian. Both Golestan and Daryabandari employed a “compensation strategy” in 

translating idioms, i.e., whenever an idiom in English could not be translated as an 

idiom in Persian, the translators compensated for the lost idiom by adding an idiom in 

the Persian translation where there was a non-idiom in the source text.16 

Not only was Daryabandari’s translation successful, but his introduction to the 

translation was as well. It is the most comprehensive work in Persian on the novel. 
Titled “فين هک  سرانجام  بی   the introduction begins ,(Huck Finn’s indecisive journey) ”سفر 

with the following quotation by T. S. Eliot: “Perhaps all great works of art mean much 

more than the author could have been aware of meaning: certainly, Huckleberry Finn is 

the one book of Mark Twain’s which, as a whole, has this unconsciousness.17 However, 

Daryabandari’s rendering is a bit different: 
مسلما یکی از آثار مارک توین   هکلبری فینشاید در همه آثار هنری بزرگ بیش از آنچه نویسنده می تواند آگاه باشد معنی وجود دارد.  

 است که کلیتا این ناآگاهی در آن دیده می شود.

 (Perhaps in every great work of art there are more meanings than the author can be 

aware of. Huckleberry Finn is definitely one of Mark Twain’s works where one can 

observe such lack of awareness).18 While to Eliot, Huckleberry Finn is the only great 

book of Twain’s, to Daryabandari, it is one of Twain’s great books. The Persian 

translator, who translated another novel of Twain’s, The Mysterious Stranger, which he 

called “the little masterpiece,” wrote less categorically than the famous critic did.19 

The introduction is divided into three sections, the first of which is an account 

of Clemens developing the Mark Twain persona and transforming himself from a 

typical southern funnyman into a major writer. This section refers to the author’s 

childhood in Hannibal, Missouri; his father’s death when he was only twelve; working 
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at his brother’s publishing house; investing in silver mines; interacting with mine 

workers; creating the persona “Mark Twain”; travelling to the Sandwich Islands and 

Europe; Twain’s lack of interest in Huckleberry Finn; and his bankruptcy, the death of 

his daughter Susy, and the illness of his wife in his final years. 

The next section concerns democracy: In the nineteenth century, “democracy 

was growing fast in the US and Twain had the first and loudest voice of democracy in 

American literature.” 20  Huckleberry Finn’s early reception was not very promising; 

critics considered it of a low quality and some libraries rejected it on the basis of 

corrupting children’s morality. Even Twain himself did not consider it among his best 

works. While some may consider Huckleberry Finn a sequel to Tom Sawyer due to some 

similarities between the two, particularly the presence of Tom in the opening and 

concluding chapters, the differences in fact outweigh the similarities. The most 

obvious difference is the third-person narrator of Tom Sawyer and the first-person 

narrator of Huckleberry Finn. To Daryabandari, this difference is the result of Twain’s 

inner conflict. Twain felt more comfortable with the character Huck than Tom, which 

also leads to another difference in the language of the two characters. The language 

of Tom Sawyer is formal while the language of Huckleberry Finn is not. This is the first 

time that such language was used to write an entire novel in a serious manner, not to 

just create caricatures. According to the translator, the dialects which Twain used to 

create humor turned into a medium of expressing tragic realities. This turns Huckle-

berry Finn into one of the greatest works of American literature.21 Nevertheless, it is 

not the mere use of the dialects and colloquial language, but the writer’s sensitivity to 

the nuances of them and his ability to explore their potentialities to express human 

experience in the most economical way. This section concludes with the following 

famous quotation by Hemingway: “If you read it you must stop where …Jim is stolen 

from the boys. That is the real end. The rest is just cheating” 

دن را قطع کنید. این پایان واقعی داستان است. باقی )اگر این رمان را می خوانید باید آن جا که جیم سیاه را از پسرها می دزدند خوان

 22حقه بازی است.(.

The final section of the introduction concerns the ending of the novel and 

challenges Hemingway. According to Daryabandari, the fact that writing the novel 

took several years (from 1876 to 1883) is the result of the writer’s uncertainty on how 

to end the novel. Twain had two options for the ending: freedom or captivity; either 

Huck and Jim get to the free lands, or Huck and Jim return to slavery and “sivilization.” 

Daryabandari argues that neither of the endings satisfied Twain. The writer’s solution 

is to bring Tom back to the story. With his presence, the novel rebounds from the tragic 

to the happy atmosphere of the early chapters. With Tom as the protagonist, “plausi-

bility” loses its significance and anything can happen. Jim’s freedom as the result of 

Miss Watson’s decision is the “not plausible” “happy” ending of the novel. 23  To 

conclude the introduction,  Daryabandari quotes the last sentences from T. S. Eliot’s 

“Introduction to Huckleberry Finn”:  
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“So the book has the right, the only possible, concluding sen-

tence. I do not think that any book ever written ends more 

certainly with the right words; ‘But I reckon I got to light out for 

the Territory ahead of the rest, because Aunt Sally she’s going to 

adopt me and sivilize me, and I can’t stand it. I been there 

before.’”  

است. من گمان  )جمله پایان دهنده کتاب درست است و تنها جمله پایان دهنده ممکن

 نمی کنم هیچ کتابی محکمتر و با کلماتی درست تر از این پایان یافته باشد: 

آن ها باید بزنم بروم تو منطقه سرخ پوست ها. چون که خاله سالی  ولی گمانم زودتر از 

خیال دارد مرا به فرزندی خودش بردارد و تربیتم کند، من که هیچ حوصله اش را 
 ندارم. یک بار به سرم آمده(.24

 

Huck on the Iranian Stage 

Huck also entered Iranian theatre. From May 17 to June 26, 2015, an adaptation of 

Huckleberry Finn was on stage in Tehran. It was directed by Ehsan Majidi and the script 

was written by Kiumars Qanbari Azar and Masʿud Shakarami. It won the best script at 

the Theater Festival for Children & Young Adults. Except for Huck (Mohammad 

Nuhiyan) and Jim (Hamed Modarres), no character from the novel featured in the play 

and, in fact, the missing characters were replaced by new ones. Professor and 

Bartolomeo, two of the new characters in the play, might have been inspired by the 

duke and the king from the novel. Many events of the novel are left out in the one-

hour play due to time constraints. However, the absence of Huck’s reaching maturity, 

a theme of the novel, is felt in the play. Perhaps due to the extent of the changes in 

this adaptation, the brochure for the play does not mention the fact that it is an 

adaptation of the novel.25 While the novel was intended for adult readers, the play is 

“specifically for children and teenagers” as the flier reads. This may explain many of 

the selective deletions of the adaptation. According to a critic, the fact that the 

development of Huck and Jim, the protagonists of the novel, is ignored in the play may 

have had negative effects on the adult audience, those who, although not the target 

audience, wished to “recover their sweet childhood memories.” 26  What childhood 

memories does the critic refer to?  

Ostensibly produced for children and teenagers, the play is promoted as “  برای

امروزو   دیروزبچه های  ” (for children of today and yesterday) on an online ticket sale page. In 

the comment section of the same page, one can see the following lines: “Do you 

remember Huckleberry and Jim? If not, ask your inner child.” The adult audience in 

their twenties or thirties might remember watching an animation based on Huckleberry 

Finn on Islamic Republic of Iran Broadcasting (IRIB) in the 1980s and 1990s during their 
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childhood. 27  Capitalizing on memories of watching the anime series is even more 

significant when one bears in mind that none of those sources even mention that the 

play is based on the novel. Such promotion, along with the critique of the play 

recognizing the adult audience’s childhood memories as a determining factor in the 

play’s reception, indicate the significance of that Japanese anime series in the 

reception of Huck in Iran. 

In the opening lines of the introduction to his translation of the novel, 

Daryabandari mentions the anime based on the novel broadcast on IRIB. Meghdadi, 

professor emeritus of literature at the University of Tehran, also mentions the role of 

the anime; he opens a paper titled “Huckleberry Finn: An Anti-American Novel” with an 

anecdote: 

I remember the day, prior to the start of a new educational 

year, when a few English major students asked me to share 

with them the list of the novels to study in the course on the 

novel so that they could read them beforehand and so that 

they did not have problems when the new [educational] year 

started. I gave them titles of ten English and American novels 

including Mark Twain’s Huckleberry Finn and Jonathan Swift’s 

Gulliver’s Travels. The students were pleased when they heard 

the two titles. I asked why and they replied that they do not 

have to read these novels since they watched the animes based 

on the novels on TV. I assume it is reasonable to start this piece 

with this anecdote to help the reader realize that how a good 

literary work can communicate with its readers or viewers in 

several aspects and that these two novels are excellent 

examples of this basic principle in art and literature. ... The 

purpose behind writing this article is to study the social and 

political aspects of Huckleberry Finn, particularly to criticize the 

American society and to elaborate on the terrible situation of 

the American blacks, usually ignored by critics. The readers 

assume that this novel is a sequel to Tom Sawyer and a work 

for entertainment primarily for the adolescent readership.28 

Here I would like to reiterate the significant part Japanese anime played in the 

reception of Huck in Iran and how the primarily entertaining medium of TV deprived 

the novel, at least to some extent, of the potential readers’ more serious engagement, 

in this case that of the English major students. Furthermore, in recent decades there 

has been a significant increase in translations of Huckleberry Finn for children and 

young adults.29  Most of such recent translations are by the younger generation of 

translators, who have good memories of watching the Japanese anime in their 

childhood. It is one of the more significant ways that Japanese anime contributed to 

the reception of the American novel in Iran, particularly as children’s literature. 
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Another significant point concerning the Persian Huck is the relationship between 

censorship and Afro-Iranians, which will be discussed in the following section. 

Gribben’s Huck, Censorship, and Afro-Iranians 

Sharq, an Iranian reformist paper, published a piece (in Persian) on Alan Gribben’s 2011 

combined edition of Tom Sawyer and Adventures of Huckleberry Finn that replaced the 

N-word (which occurs around two hundred times in the original Huckleberry Finn) with 

“slave,” and “Injun Joe” with “Indian Joe.”30 The Persian piece mentions the fact that 

American teachers and students were not comfortable with the racial slurs and that 

the new edition would secure the work’s place in schools. It also refers to the contro-

versy surrounding the expurgation of the novel and the views of those opposing it, 

including Barbara Jones (Office of Intellectual Freedom, American Library Association) 

and The New York Times editorial, “That’s Not Twain.” The Persian piece concludes with 

the following sentence: 

 31هیچ راهی برای »تميز کردن« زبان مارک تواین بدون لطمه زدن به حقیقت اثر وجود ندارد. 

In English this sentence states: “There is no way to ‘clean up’ Twain without 

doing irreparable harm to the truth of his work.” 32  The Persian piece mistakenly 

attributes the concluding sentence to the preface of Gribben’s 2011 combined edition 

while the sentence belongs to The New York Times editorial. It is not the editor of the 

expurgated edition, but a critic of that very edition, who wrote the sentence. The 

mistake in the Persian piece might be a slip of the pen. The point worth mentioning is 

the insensitivity of the Iranian writer of the piece in Sharq to an apparently clear 

discrepancy: the fact that the person who willingly expurgated the novel would not 

write such a sentence or the fact that a person who wrote such a sentence would not 

expurgate the novel. There is more to this slip of the pen in the Iranian writer’s 

insensitivity to such a discrepancy. Where does such insensitivity come from? It has 

something to do with heavy state censorship in the Iranian context. In order to avoid 

the many instances of state censorship, Iranian writers tend to self-censor. They 

choose to publish a partially (self-)censored work rather than see their uncensored 

work not granted a publication permit. In such a context, a writer self-censoring or an 

editor expressing views similar to the sentence concluding the Persian piece, is not as 

clear a discrepancy as it is to writers in different (i.e., freer) contexts. Iranian writers’ 

(un)willing submission to censorship in its various forms, including self-censorship, 

leads to the insensitivity toward such a discrepancy.  

While “clean up” has no etymological connections to “censorship,” its Persian 
rendering   کردنتميز  (tamiz kardan: to clean up) is etymologically related to  مميزی 

(momayyezi), the official term for censorship in the Iranian context.33 Therefore, in the 

light of this piece of etymological knowledge, the concluding sentence’s emphasis on 

concomitance of censorship and the damage to the truth of the work can be read as 

an even more forceful attack on state censorship. If the sentence had mentioned the 
term  سانسور (sansur: censorship), instead of تميز کردن, its criticism of official censorship 
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کردن  تميز  would not have been as clear. Using (مميزی ) , a term of the same etymology as 

the official word for state censorship, the final sentence challenges state censorship 

more clearly. The same strategy is employed in the title of the piece. The piece is titled 
“ فين  هاکلبر  اصلاحیه  مورد  ۲۱۹و  ی  ” (Huckleberry Finn and 219 corrections). The word  حیهاصلا  

(eslahiyeh) meaning “correction” refers, among other things, to the changes 

(supposed to be) made to a manuscript before a publication permit is granted under 

censorship in Iran. The writer of the piece could have used the more neutral term  تغیير 

(taghyir) meaning “change.” However, they used اصلاحیه, which is the official word for 

such changes, to attract the reader’s attention to state censorship in the Iranian 

context.34 

Several months after this piece was published, Sharq published a piece titled 

نمونه خيرخواهانه  فين  ی هاکلبر   یماجراها  مميزی   (The well-intentioned censorship: The case of The 

Adventures of Huckleberry Finn), on the very subject. After summarizing the critiques 

of Gribben’s edition as well as the editor’s “liberal censorship” and his good intentions 

of promoting the novel in a wider circle of school students, Robert Safarian, an Iranian 

film critic, expresses his ideas concerning all kinds of censorship, both state and 

otherwise. He writes: 

 تعصباتینيت و به قصد محافظت جامعه از  كه سانسور غالبا با حسن فراموش نكنيم

ی  آخر  . اينمی آید ، ضديت با زنان، ترويج خشونت و ابتذال به عمل پرستیمانند نژاد

: آشكارا به دولت  می گيردرا به خود  دولتیسانسور  یهاجنبه برخیحمايت از   شكل گاهی

 مبتذل توليد و توزيع شود يا یهاها و كتابفيلم می دهد كه چرا اجازه می کنند انتقاد 

 35. کنند می گونه آثار را تلويحا به دولت پيشنهاد سانسور اين

(Let us not forget that censorship is often practiced with good 

intentions to protect the society from prejudices such as 

racism, misogyny, violence and vulgarity. This last one can be 

seen in the form of supporting some aspects of state 

censorship; it openly criticizes the state for the production and 

dissemination of vulgar movies and books or it implicitly 

suggests that the state censor such works). 

He concludes, 
 ما در ترجمه، بدون سانسور خيرخواهانه نيز بسیاری چيزها را از دست می دهیم. 

 (Even without well-intentioned censorship we lose so much in translation).36 

 

Here, Safarian criticizes state censorship and those groups and individuals supporting 

or encouraging it. Such groups and individuals as well as the state argue that state 

censorship is “well intentioned.” To challenge such justification, Safarian argues that 

even without such “well-intentioned censorship” so much is lost in translation of 
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foreign works into Persian that we cannot afford losing more to censorship, no matter 

how “well intentioned” it is. 

The N-word itself did not create any controversy in various Persian translations 

of the novel. Nevertheless, the censorship of such a major literary work as Huckleberry 

Finn encouraged Iranian artists to write about Iranian (state) censorship. In Persian 

translations the N-word was translated to کاکاسیاه (kaka siyah), a derogatory term 

comparable to the M-word, or translated to more neutral words including سیاه (siyah: 

black), سیاهپوست (siyahpust: black-skinned),   سیاه غلام  (gholam-e siyah: Black slave), or 

 As already mentioned, there has .(.mostakhdem: houseman, employee, etc) مستخدم

never been any controversy over the translation of this word. Even the word kaka siyah 

did not create controversy in the Iranian context, perhaps because it did not refer to 

Afro-Iranians but to Africans in the nineteenth-century US. One should bear in mind 

that there is no Persian word possessing all the denotative meaning and connotative 

(emotive and ideological) associations of the N-word.37 

Due to the lack of Iranian awareness on the history of African enslavement in 

Iran and the subsequent lack of racial justice movements in Iranian history, the term is 

going to remain uncontroversial in Iran in the foreseeable future. Nevertheless, as 

already mentioned, the American censorship of the term made the Iranian writers 

ponder the consequences of Iranian state censorship and criticize it. Such writers, 

however, did not mention the racial history of Iran and the fate of enslaved African 

people in Iran prior to the abolition of slavery in 1929. It is ironic that the ignorance of 

such a history is the result of both state censorship and the Iranian collective self-

censorship, which in an unwritten agreement sweep such a history under the carpet.38 

Around the time Twain wrote Huckleberry Finn, Africans enslaved in Iran led a 

miserable life which might be compared to that of Jim. However, Iranian fiction has 

not yet treated this issue properly.39 More than nine decades after the abolition of 

slavery in Iran, the country is still in dire need of its own novel on the Iranian Jim. A 

fresh, domestically informed reading of Huckleberry Finn in the light of the suppressed, 

if not entirely obliterated, racial history of Iran can be a first step.  
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