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Abstract 

Despite the current growth of graphic novel popularity with teens and the increasing 

representation of the LGBTQ community in those graphic novels, there has been little work done 

to evaluate these works in terms of how the LGBTQ characters are presented. Using Jenkins’s 

adaptations of Lerner’s, Bishop’s, and Chauncey’s frameworks—as well as Jenkins’s own 

framework that combined these three for use with LGBTQ adolescent literature—the authors 

tested whether these frameworks were suitable for evaluating LGBTQ graphic novels for teens. 

Graphic novels deemed exemplary through their inclusion on the Rainbow List, Stonewall 

Awards, and Lambda Literary Awards were examined. Findings indicated that while these 

graphic novels offer positive portrayals of LGBTQ individuals, they are lacking in racial and 

sexual diversity. In addition, the frameworks proved highly useful but not totally sufficient for 

analyzing graphic materials. 

 

Introduction 

Almost twenty years ago, Christine Jenkins published a groundbreaking article that analyzed 

young adult novels with gay/lesbian/queer content that had appeared between 1969 and 1997.1 

Employing three critical frameworks from other scholars, as well as her own, Jenkins examined 

approximately one hundred novels to determine the extent to which gay/lesbian/queer characters 

and their experiences were portrayed realistically. She concluded that while there was evidence 

of progress over the nearly thirty-year time span, there was still much to be done. Fast-forward to 
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the present, when young adult novels are thriving, and more and more appear each year with 

LGBTQ content. In the years since Jenkins’s study, graphic novels have also become popular, 

including graphic novels for young adults. Not surprisingly, some of these graphic novels 

contain LGBTQ content. The question arises, then, to what extent are graphic novels with 

LGBTQ content providing realistic portrayals of LGBTQ characters and people?2 We set out to 

answer that question by examining graphic novels with LGBTQ content that have been 

recognized and recommended as noteworthy. Specifically, we looked for graphic novels with 

LGBTQ content that have been designated Stonewall Award winners or honor books, received a 

Lambda Literary Award, and/or been named to the Rainbow List. 

The Stonewall Book Awards—facilitated by the Gay, Lesbian, Bisexual, and 

Transgender Round Table (GLBTRT) of ALA—have been awarded since 1971, but a category 

for children’s and young adult books was not added until 2010. It was named in 2012 for Mike 

Morgan and Larry Romans in honor of their financial support of the awards. To be eligible, a 

book must contain “exceptional merit relating to the gay/lesbian/bisexual/transgender 

experience” and be published in English within the calendar year prior to the award 

announcements.3 There is no specific category within the Stonewall Awards for graphic novels, 

for either adults or children, and inclusion of these in the awards is primarily based on the level 

of quality and what other texts they are up against for the award year. This is reflected in the list 

of books examined here, as only two were Stonewalls, and both of those were honor books rather 

than winners. 

The Rainbow List, also facilitated through the GLBTRT since 2008, was originally a 

joint project with the Social Responsibilities Round Table and “presents an annual bibliography 

of quality books with significant and authentic GLBTQ content, which are recommended for 

people from birth through eighteen years of age.”4 It is intended to be a recommendation list for 

librarians, teachers, and readers, and therefore is much lengthier and more diverse in terms of 

where the characters fall along the LGBTQ spectrum, genre, and reading level. It is further 

broken down into general categories: for example, Juvenile Fiction, Young Adult Nonfiction, 

and Graphic Novels—though Graphic Novels has only been a separate category since 2010, and, 

even then, some years they are placed into the Fiction or Nonfiction category. The vast majority 

of the books examined here were culled from the Rainbow List. 

In building the list of books, we also looked at the Lambda Literary Awards, a branch of 

the Lambda Literary Foundation. This award is intended to “identify and celebrate the best 

lesbian, gay, bisexual and transgender books of the year and affirm that LGBTQ stories are part 

of the literature of the world.”5 It features twenty-five separate categories, including LGBT 

Graphic Novel; however, the winners of this award are not restricted to children’s and young 

adult literature, and so were mostly not relevant to our research. It is worth noting that two of the 

books in this study, Fun Home and Calling Dr. Laura, received Lambda Awards in addition to 

being included on the Rainbow List. 
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Research Questions 

In analyzing the LGBTQ graphic novels we culled from the three lists, we sought to address the 

following research questions: 

RQ 1: What are the bibliographic characteristics of these books? 

RQ 2: What are the demographic characteristics of the characters/people in these books? 

RQ 3: What does the application of Jenkins’s four frameworks reveal about the contents 

of these books? 

RQ 4: What are the outcomes of the LGBTQ characters in these books? 

In answering these questions, the usefulness of the frameworks, both individually and as 

applied by Jenkins, in evaluating graphic novels was examined, and our own additions to the 

frameworks tested in terms of evaluating whether the graphic novels realistically portray the 

LGBTQ community. Though Jenkins was specifically evaluating LGBTQ literature, her 

framework failed to include such details as to whether the LGBTQ characters were primary or 

secondary, whether LGBTQ relationships were presented and how, and what the outcomes of the 

LGBTQ characters were (although she does discuss the history of tragic endings for LGBTQ 

young adult characters). We have added these criteria as well as notations on the art style of the 

books and the age and ethnicity of the LGBTQ characters. 

Literature Review 

A number of scholars have examined the portrayal of various minority groups, including 

LGBTQ individuals, in young adult books. In addition to Jenkins’s groundbreaking article 

discussed at the beginning of this essay, Michael Cart and Jenkins have published a book-length 

study, The Heart Has Its Reasons: Young Adult Literature with Gay/Lesbian/Queer Content, 

1969–2004.6 Here Cart and Jenkins celebrate the advances made but also issue a call to action: 

“We clearly need more GLBTQ books featuring characters of color, more lesbian and bisexual 

characters, more transgender youth, and more characters with same-sex parents.”7 In a more 

recent study, Talya Sokoll found only eight books that are readily available and that portray teens 

who specifically identify as transgender, so it appears that only a very little progress has been 

made in that respect.8 A few studies have focused on picture books with LGBTQ content. Kay 

Chick, for example, surveys several picture books featuring gay and lesbian characters, and she 

argues that such books can promote an appreciation for different kinds of families.9 While her 

focus is on picture books intended for young children rather than young adults, Chick’s 

observations about stereotypical illustrations and content versus more nuanced representations 

apply equally to illustrated books for young adults. Similarly, Jane Sunderland and Mark 

McGlashan have analyzed picture books looking for representations of same-sex parents.10 They 

found that picture books tended to portray gay and lesbian sexuality in general positive terms; 
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however, mothers tended to be portrayed as co-parents (with emphasis on their role as parents), 

while fathers tended to be portrayed more as partners (with emphasis on their relationship with 

each other). Recently, scholars have turned their attention to LGBTQ characters and themes in 

graphic novels for children and teens. Cart and Jenkins devote only one page to graphic novels 

and comics in their book-length study, The Heart Has Its Reasons.11 However, several of the 

essays in Michelle Ann Abate and Gwen Athene Tarbox’s Graphic Novels for Children and 

Young Adults: A Collection of Critical Essays discuss LGBTQ issues in comics and graphic 

novels.12 Eti Berland, for example, examines the various attempts to censor Raina Telgemeier’s 

Drama because of its depiction of gay characters. Rachel Dean-Ruzicka discusses how the 

Lumberjanes comic book series, which includes two lesbian adolescent characters, portrays 

feminist power based on collectivism rather than individualism. And Marni Stanley argues that 

Mariko Tamaki and Jillian Tamaki’s Skim, which features a protagonist in a same-sex 

relationship, and This One Summer portray adolescent girls with rich, complex inner lives, but 

who are nevertheless struggling to understand the social issues of the world around them with 

little help from the adults in their lives. 

Several studies have examined the portrayal of other minority groups in graphic novels. 

Frederick Luis Aldama’s Multicultural Comics: From Zap to Blue Beetle is a collection of essays 

by various scholars who discuss how graphic narratives have depicted race, ethnicity, gender, 

and sexuality.13 Michael A. Sheyahshe’s Native Americans in Comic Books: A Critical Study 

analyzes the often negative and stereotypical portrayal of Native Americans in graphic 

narratives, both historically and in contemporary works.14 And Chris Foss, Jonathan W. Gray, 

and Zach Whalen’s Disability in Comic Books and Graphic Narratives offers a collection of 

twelve essays by different scholars examining the depiction of various kinds of disabilities.15 

Similarly, Deborah Elizabeth Whaley’s Black Women in Sequence: Re-Inking Comics, Graphic 

Novels, and Anime and Sheena C. Howard and Ronald L. Jackson II’s Black Comics: Politics of 

Race and Representation analyze the portrayal and tropes present in comics featuring African 

American characters.16 

Methods 

The corpus of books examined were the graphic novels culled from the Stonewall Book Awards 

and Honor Books and the Rainbow Lists, with a resulting total of 31 books. By far most of the 

books (30) appeared on the Rainbow List. Two of the 31 books were Stonewall Honor Books; 

none of the Stonewall Award winners were graphic novels. One book (Telgemeier’s Drama) was 

both a Stonewall Honor Book and a Rainbow List book, and another book (Merey’s a + e 4ever) 

was a Stonewall Honor Book but did not appear on the Rainbow List. A list of the 31 books is 

provided in Appendix A. All of the books were read by both researchers. The researchers coded 

the books independently and then compared coding on all categories with all of the books. In the 

cases where the researchers disagreed on the initial coding, the coding was discussed and 

consensus was achieved. In coding the books, the researchers used a holistic approach, 
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considering images and text together. In graphic novels, images and text are integral to each 

other, so in this study we analyzed them essentially as a single unit. 

The frameworks for coding were adopted from Jenkins’s study of young adult books with 

gay/lesbian/queer content, and additional categories were developed for inclusion. Jenkins 

herself adapted three previous frameworks for her own purposes. Gerda Lerner’s Model of 

Women’s Historiography employs five levels for describing how women are depicted in 

historiography. Level 0 is invisibility. Level 1 includes women in a compensatory way, focusing 

on women’s contributions to history. Level 2 focuses on oppression of and discrimination against 

women in history. Level 3 looks at women’s cultural history, and Level 4, the most inclusive, 

considers women in history.17 Jenkins adapted the framework by substituting “LGBTQ people” 

for “women” and “young adult literature” for “history.” 

Jenkins also adapted Rudine Sims Bishop’s Model for African American Inclusion in 

Children’s Books, focusing instead on LGBTQ inclusion and adolescent books. Bishop 

identified three levels of children’s books, based on the way in which African American 

characters were included in the books. Level 1 books are called “social conscience books,” those 

that emphasize the way whites viewed blacks or, in other cases, the way blacks viewed whites. 

Level 2 works are “melting pot books,” in which people are portrayed as being basically the 

same, regardless of race. And Level 3, “culturally conscious books,” are books in which lives 

and experiences are told from within the culture.18 

Jenkins also employed and adapted George Chauncey’s Myths of Isolation, Invisibility, 

and Internalization, based on his study of pre-Stonewall gay men in New York City. These three 

levels refer to the myths that (1) gay men in pre-Stonewall New York were isolated from one 

another, (2) that they were invisible, even to one another, and (3) that they internalized a feeling 

of inferiority, of being defective.19 In adapting this framework, Jenkins looked at the degree to 

which LGBTQ characters in adolescent books reflected any (or all) of these traits. 

Finally, Jenkins developed her own framework of Common Threads and Recurring 

Issues. Here she considered three main issues: (1) questions of authenticity and realism in the 

depiction of LGBTQ lives and experiences, (2) the depiction of the relationship between LGBTQ 

adults and children in traditional families, and (3) the depiction of difference (or no difference) in 

understandings of sexual identity and LGBTQ people.20 

We adopted Jenkins’s four coding frameworks for our study. In addition, we coded the 

books according to genre, whether they were part of a series, artistic style of the illustrations, 

whether the main character was LGBTQ, whether other characters were LGBTQ, whether 

LGBTQ relationships were depicted, the ethnicity of the main character, the age of the LGBTQ 

characters, whether other minority characters were represented, the gender/gender identity of the 

main character, and the outcome of the characters. The complete coding frameworks are 

provided in Appendix B. 
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Findings 

Bibliographic Characteristics of the Graphic Novels  

In examining the basic bibliographic characteristics of each of the books, three elements were 

considered: (1) genre, (2) whether or not the book was part of a series, and (3) artistic style. 

Among the 31 graphic novels that constituted the corpus of this study, six genres are represented: 

approximately one-third are fiction (not manga or superhero); the remainder are divided equally 

among manga, superhero, and memoir, with the exception of one biography and four 

anthologies, of which two can be considered fiction (Dykes to Watch Out For and Beyond: The 

Queer Sci-Fi and Fantasy Comic Anthology) and the other two nonfiction/advice (Not Your 

Mother’s Meatloaf and The Secret Loves of Geek Girls). Slightly fewer than half of the graphic 

novels in the study are part of a series. In terms of artistic style, approximately half can be 

considered examples of a realistic style, while the other half are in more of a cartoon style or in 

the style associated with manga, with three (three of the four anthologies) containing a mix of 

styles as might be expected with multiple illustrators.21 These findings are summarized in Tables 

1, 2, and 3 below. 

Table 1: Genre 

Genre Frequency 

Anthology 4 

Biography 1 

Fiction (not manga or superhero) 11 

Manga 5 

Memoir 5 

Superhero 5 

 

Table 2:  Volumes in a Series 

Volume in a series Frequency 

Yes 14 

No 17 

 

Table 3:  Artistic Style 

Artistic style Frequency 

Cartoon 9 

Manga 5 

Mixed 3 

Realism 14 
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Character Demographics 

In examining the demographics of the characters represented in the books, several elements were 

considered: whether the main character is LGBTQ, whether other LGBTQ characters are 

depicted, and whether LGBTQ relationships are depicted; the ethnicity of the main character and 

of other characters; the gender/gender identity of the main character; and the age of the LGBTQ 

characters. Not surprisingly, the vast majority of the books depict main characters who are 

LGBTQ. Only two do not, while four (three of the anthologies and the ensemble book 

Lumberjanes) cannot be said to really have a single main character. Also, a large majority of the 

books feature other characters who are LGBTQ. Only two do not. Interestingly, though, only 

about 60 percent of the books depict LGBTQ relationships. These findings are summarized in 

Table 4 below. 

Table 4:  LGBTQ Portrayals 

LGBTQ 

portrayals 

Yes No Maybe Not 

applicable 

Main character 

LGBTQ 

25 2 0 4 

Other characters 

LGBTQ 

24 2 4 1 

LGBTQ 

relationships 

19 12 — — 

 

Ethnic diversity is represented among the main characters, but perhaps less than might be 

expected. Among the books with a single main character, approximately half are white, with the 

next most frequently represented group (approximately 16 percent) being Asian or Asian 

American. A little over half of the books do represent other minority characters. It should be 

noted that one book (SuperMutant Magic Academy) features mutants, which makes it difficult to 

apply standard criteria related to ethnicity. These findings are summarized in Tables 5 and 6 

below. 

Table 5:  Ethnicity of Main Character 

Ethnicity of main character Frequency 

African American/Black 0 

Asian/Asian American 5 

Hispanic/Latino/Latina 1 

Multiple 9 

White 15 

Other 1 (Mutant) 

Note: Some books feature more than one main/queer character, and different ethnicities are 

represented among these characters, although the majority of them are white. 
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Table 6:  Other Minority Characters Represented 

Other minority characters  Frequency 

Yes 17 

No 13 

Not applicable 1 (Mutant) 

 

Of the main characters depicted in these graphic novels, approximately two-thirds are 

female, with the remainder being male, transgender, or various. Though it is encouraging to see 

the representation of transgender characters, it must be noted that all four books with trans main 

characters are within the same series (Wandering Son), and so ultimately it is only one among 

the data set. (Janis in Bechdel’s Dykes to Watch Out For comes out as trans, but DTWOF is a 

comic strip with multiple characters and story lines, and therefore is not included in this 

number.) Given that this is a very limited data set, this does not necessarily mean that trans 

characters are as absent as this in the broader world of comics and graphic novels. However, 

since the Stonewall Awards and Rainbow List do serve as collection development tools, this is 

potentially problematic anyway. In terms of age, more than half of the LGBTQ characters (not 

just LGBTQ main characters) are teenagers, with the majority of the remaining LGBTQ 

characters being adults. The intended readership of the graphic novels in this study ranges from 

elementary school (e.g., Princess Princess Ever After, which is listed as appropriate for grades 2 

and up) to upper high school (e.g., The Secret Loves of Geek Girls, listed as appropriate for 

grades 10 and up). The vast majority are intended for teenagers, with some listed as appropriate 

for tweens. While these age ranges, of course, do not actually restrict the age of readers, it is of 

note that the books are mostly intended for an older audience. Children who are tweens or 

younger are much less likely to find queer characters their own age in graphic novels, if this 

sample is representative. There are few representations of what we have labeled “tweens” and no 

representations of LGBTQ characters younger than this range. Teens and adults are well 

represented, not only in these graphic novels but in general literature. It is much more difficult to 

locate LGBTQ characters below the age of ten or eleven, particularly non-trans or non-gender 

nonconforming characters. 

There are many newer picture books that present LGBTQ people of elementary school 

age—Morris Micklewhite and the Tangerine Dress and I Am Jazz, for instance—but these are 

more likely to feature trans or gender-nonconforming characters than other LGBTQ identities.22 

According to Ritch Savin-Williams and Lisa Diamond, the age at which people realize their 

LGBTQ identity tends to fall between eight and ten, varying by gender, and the age of coming 

out has been steadily falling, with the average age dropping from twenty or older in the 1980s to 

around seventeen in the 2000s.23 These younger members of the LGBTQ community need to see 

representations of themselves just as older members do, but they are seemingly the least 

represented in literature. Further research would be needed to determine whether this is true or 
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whether it is an anomaly present in this data set. These findings are summarized in Tables 7, 8, 

and 9 below. 

Table 7:  Gender of Main Character 

Gender of main character  Frequency 

Female 20 

Male 10 

Trans 4 (all part of Wandering Son series) 

Note: In the case where a book had more than one main character, if both genders were 

represented among the characters, each was counted once. 

Table 8: Gender Identity/Sexuality of Main Character 

Gender identity/sexuality  Frequency 

Gay 8 

Lesbian 9 

Bisexual 4 

Transgender 4 

(all Wandering Son) 

Queer/Genderqueer 2 

Multiple 4  

(anthologies) 

Gender identity/sexuality  Frequency 

 

Table 9:  Age of LGBTQ Characters 

Age of LGBTQ characters Frequency 

Tweens 1 

Teens 17 

Adults 9 

Variable 4 

 

Outcomes and Situations of Characters 

In considering the situations and the outcomes of the characters, Jenkins’s four frameworks were 

used (Lerner’s, Bishop’s, Chauncey’s, and Jenkins’s own) along with an assessment of whether 

the characters’ outcomes are positive, negative, or mixed. 

Outcomes and Situations—Lerner: As Jenkins explains, Gerda Lerner’s Model of Women’s 

Historiography describes various levels of scholarly perspectives on women’s inclusion in 

historiography. Using Lerner’s conceptual framework, Suzanne Hildebrand developed five levels 

to describe scholarship on women specifically in library history. The five levels are (0) 

invisibility, (1) compensatory or contributions history, (2) discrimination or oppression history, 
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(3) women’s cultural history, and (4) women in history. It is this framework that Jenkins adopts 

for her own purposes in examining the portrayal of LGBTQ characters in young adult books, 

essentially replacing “women” in the schema with “LGBTQ characters.”24 In applying this 

framework, as modified by Jenkins, we discovered that in none of the graphic novels could the 

portrayal of LGBTQ characters only be considered invisible or compensatory. Approximately 22 

percent depict oppression as part of the LGBTQ experience, while nearly 45 percent depict 

LGBTQ people in history. In a number of cases, multiple levels are evident. For example, 22 

percent of the books contain elements of both LGBTQ oppression and LGBTQ people in history. 

Two books were coded as having (0) invisibility and (2) oppression (Stuck Rubber Baby and 

Adrian and the Tree of Secrets). Stuck Rubber Baby is a historical graphic novel, telling the story 

of the lives of LGBTQ people in the Deep South during the Civil Rights era; it would have been 

strange not to find invisibility and oppression represented in this book. However, Adrian and the 

Tree of Secrets is a contemporary tale with a similarly oppressive tone and tragic occurrences. 

The findings are summarized in the Table 10 below. 

Table 10:  Lerner’s Framework as Adapted by Jenkins 

Lerner’s framework (adapted) Frequency 

0 (invisible) 0 

1 (compensatory) 0 

2 (oppression) 7 

3 (LGBTQ cultural history) 0 

4 (LGBTQ people in history) 14 

0, 2 2 

0, 3 1 

2, 4 7 

 

Outcomes and Situations—Bishop: Jenkins also uses Rudine Sims Bishop’s Model for African 

American Inclusion in Children’s Books, adapting it to focus on the inclusion of LGBTQ 

characters in adolescent books. Bishop identified three basic types of books published in the 

years immediately following the Civil Rights movement and in which African American 

characters appeared: social conscience books focus on the problems of race and segregation; 

melting pot books portray an integrated society in which all people are basically the same; and 

culturally conscious books depict African American characters in a culturally sensitive and 

accurate way. As Jenkins demonstrates, Bishop’s framework can be usefully adapted and applied 

to the portrayal of LGBTQ characters in books for teens.25 

In applying this framework to the graphic novels in our study, we found that far and away 

most of the books fell into the culturally conscious category. Only one book could be described 

as a melting pot book (Telgemeier’s Drama). Bishop describes these types of books as those 

“that concentrate on the idea that people are people are people. . . . The implication is that 

Americans have all been placed in the proverbial melting pot and have emerged homogenous and 
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culturally interchangeable.” She identifies the primary problem with this group of books quite 

simply: “They not only make a point of recognizing our universality, but . . . also make a point of 

ignoring our differences.”26 The gay characters in Drama are secondary and present in the 

spotlight only because they are friends with the main character, Callie. They are both gay and 

visibly non-white and are forcefully presented as being just like everyone else. This can be seen 

as positive: the gay characters have crushes and go about middle school life as other tweens 

would without being seen as problematic. However, this sort of representation also erases any 

cultural markers of the LGBTQ community and creates an expectation that all LGBTQ people 

will be the same. Similar issues have been noted when discussing the emphasis on passing for 

trans characters. The findings are summarized in Table 11 below. 

Table 11:  Bishop’s Framework as Adapted by Jenkins 

Bishop’s framework (adapted) Frequency 

1 (social conscience) 5 

2 (melting pot) 1 

3 (culturally conscious) 25 

 

Outcomes and Situations—Chauncey: Jenkins also adapts and employs George Chauncey’s 

Myths of Isolation, Invisibility, and Internalization from his study of the pre-Stonewall gay 

community in New York City. While Chauncey argues that these myths did not apply to many of 

the men in his study, Jenkins notes that those myths are still evident in much literature for 

teens.27 In applying Chauncey’s myths framework to the books in our study, we found that 

approximately 67 percent of the books contain no portrayals of these myths whatsoever. 

However, this means that over 30 percent of the books do contain portrayals of these myths, 

often in combination. The most frequent combination was invisibility (2) and internalization (3), 

found in Fun Home, Gotham Central, and Honor Girl. The findings are summarized in Table 12 

below. 

Table 12:  Chauncey’s Framework 

Chauncey’s framework  Frequency 

None 21 

1 (isolation) 1 

2 (invisibility) 0 

3 (internalization) 1 

1, 2 0 

1, 3 2 

2, 3 3 

1, 2, 3 2 

 



 

JRLYA: Volume 8 N.2, December 2017 

 
12 

Outcomes and Situations—Jenkins: Finally, Jenkins offers her own framework for analysis, 

based on what she calls “common threads and recurring issues.” Three key issues emerge: the 

degree to which LGBTQ people are portrayed realistically and authentically; the degree to which 

LGBTQ people are portrayed as part of families and, particularly, as part of children’s lives; and 

the degree to which LGBTQ people are portrayed as being different from straight people.28 We 

found that nearly 50 percent of the graphic novels in our study scored high marks on 

authenticity, while another 32 percent scored high marks on both authenticity and portraying 

LGBTQ people as being different from straight people in some important ways. Only three of the 

ten books with these markers (authenticity plus LGBTQ characters depicted as different) were 

also coded as having internalization on the Chauncey framework (Adrian and the Tree of 

Secrets, Honor Girl, and Gotham Central). In these, the notion of LGBTQ people as different 

seems to be centered in disapproving family or other characters, though the LGBTQ characters 

in these books also seem to be exhibiting these ideas. The other seven books in this group more 

clearly represent what Jenkins intended with this category: LGBTQ people as being different 

from heterosexual people in cultural ways, as one would note with ethnic minorities. The 

findings are summarized in Table 13. 

Table 13:  Jenkins’s Framework 

Jenkins’s framework Frequency 

1 (authenticity) 15 

2 (rel. b/t LGBTQ char. & children) 0 

3 (LGBTQ people different) 0 

1, 2 4 

1, 3 10 

2, 3 0 

1, 2, 3 1 

None 0 

Not applicable 1 

 

Outcomes of LGBTQ Characters 

The final aspect of the graphic novels that we examined was the outcomes of the LGBTQ 

characters, both main characters and secondary. As Jenkins points out, the early “new realism” 

of adolescent literature generally means no happy endings in an attempt to provide a more 

“realistic” portrait of the world, giving us the so-called “problem novel.”29 However, in LGBTQ 

YA novels, this takes on an entirely different sort of meaning. From the earliest LGBTQ YA 

novels up until the publication of Nancy Garden’s Annie on My Mind, the unwritten rule was that 

LGBTQ characters could not have a happy ending to their story.30 Suicide, heartbreak, 

abandonment, and isolation were common in these stories, primarily to prevent outcry from 

parents and other adults; if the “lifestyle” is painted in a negative light, it cannot be said to be 

promoted by the book. More recent LGBTQ YA literature has stepped away from this trope, and 
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many stories end with happy and steady relationships, both with romantic partners and the 

character’s family and peers.31 

In coding these graphic novels, we defined “outcome” as what the LGBTQ character’s 

life looks like at the end, whether the fact of their LGBTQ identity led to a tragic end or not. The 

outcomes are positive in slightly more than 40 percent of the books. In about half of the books, 

the outcomes are mixed, meaning that the ending point of the story may not be a fairy-tale happy 

ending, but it could not be defined as negative or tragic. The two most clearly negative outcomes 

are found in Adrian and the Tree of Secrets and The Imitation Game. The Imitation Game, a 

biography of Alan Turing, has little leeway in how the story is presented; Turing’s life was 

tragic, a result of being LGBTQ in much more unforgiving times. His oppression and death were 

unavoidable in terms of writing about his life. The tragedy in Adrian and the Tree of Secrets, 

however, is entirely a product of story. Tragedies also present themselves in Stuck Rubber Baby 

and Blue Is the Warmest Color, though they are not counted here—the former because the 

tragedy is separate from the main character and the latter because of the nebulous nature of the 

character’s death. Stuck Rubber Baby is similar to Imitation Game in that, as a historical graphic 

novel, it is almost necessary to present such events to draw as clear a picture as possible of the 

time. An interesting note is that Adrian and Blue, the two contemporary fictional stories in this 

group, were both originally published in French (Adrian in Canada and Blue in France) and were 

only later translated for the U.S. market. There is no solid connection between the language of 

first printing and these tragic endings, but it would be interesting future research to examine 

translated graphic novels to determine whether this is a common theme. The findings are 

summarized in Table 14 below. 

Table 14:  Outcomes of LGBTQ Characters 

Outcomes  Frequency 

Positive 13 

Negative   2 (Adrian and The Imitation Game) 

Mixed 15 

Not Applicable   1 (Meatloaf) 

 

Discussion 

Considering that the graphic novels examined in this study were selected for the Rainbow List or 

named a Stonewall Honor Book, it might be expected that these books would offer positive and 

diverse portrayals of the LGBTQ experience. Certainly, a variety of genres is represented, 

including superhero, manga, other kinds of fiction, memoir, advice, and biography. Not 

surprisingly, approximately three-fourths of the books are fiction, reflecting the general trend for 

juvenile book sales.32 What is surprising is the small number of superhero and manga titles on 

the list. A visit to the graphic novel section of any bookstore will confirm the enormous 

popularity of superhero and manga titles in general. Perhaps relatively few titles with LGBTQ 
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content are being published in these genres, or perhaps most of what is being published is not 

considered by the Rainbow List committees to be list-worthy. Future research may be able to 

shed more light on this apparent gap. 

The books depict diversity among the characters in some respects but not in others. For 

example, most of the books feature a main character who is LGBTQ and also other characters 

who are LGBTQ. Approximately two-thirds of the books depict LGBTQ relationships. However, 

a closer look reveals that most of the LGBTQ characters are in fact lesbian characters with only a 

few gay male characters represented. This is in contrast to what Jenkins found in her study, 

where gay male characters outnumbered lesbian characters three to one.33 Very few of the books 

in our study contain bisexual or transgender characters. The Secret Loves of Geek Girls is 

important in this set in that it contains a representation of demisexuality, which—along with 

asexuality and genderqueerness/non-binary identities—is nearly nonexistent in adolescent 

literature. 

In terms of race and ethnicity, most of the main characters are white, although there are 

Asian and Asian American main characters as well. It is surprising—and unfortunate—that so 

few of the characters are Latinx or black. A little over half of the books do feature minority (i.e., 

non-white) characters among the secondary characters, but in some cases these characters play 

very small roles or are only seen in the background. For instance, the Kevin Keller books do 

have one African American couple in them, but they are visible only in the background and do 

not play a role in the actual story. They serve as diverse set dressing for the overwhelmingly 

white cast. Similarly, Jenkins found that among the books in her study, the characters are 

predominantly white.34 

As for gender diversity, approximately two-thirds of the books in our study feature 

female main characters, while one-third feature male main characters. Four of the books have 

transgender main characters, but it should be noted that all of these books are in the Wandering 

Son series. Finally, diversity is seen among the ages of the LGBTQ characters. Most are teens, 

which is not surprising given the intended audience for the majority of these books, but adults 

and tweens are also represented among the LGBTQ characters. Overall, the books do an 

admirable job in depicting diversity among the characters, with the significant exceptions of 

Latinx, black, and transgender characters. Dykes to Watch Out For is the only one of the books 

examined to have any major representation of disability within the LGBTQ community. This is a 

problem in literature in general, but finding LGBTQ characters with disabilities presented in a 

positive light is akin to locating a unicorn. This data set, though small, is actually accurate in the 

frequency of this particular identity intersection. 

Using the analytical frameworks that Jenkins adapted and employed in her study reveals 

that almost half the books in our study reflect positive portrayals of LGBTQ individuals and the 

LGBTQ experience. About half of the books, for example, fall into Lerner’s “in history” 

category, meaning they portray LGBTQ individuals and experiences simply as a facet of the 
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human experience—in other words, as completely acceptable, nothing out of the ordinary. Some 

of the books depict the oppression of LGBTQ individuals, which admittedly is a part of the 

LGBTQ experience, especially for people of a certain age and/or people living in certain places. 

Other books show both oppression and LGBTQ individuals in history. In these books, the 

oppression often comes from particular individuals (a parent, for instance) rather than the 

community or society as a whole. Perhaps this is due to the fact that oppression deriving from 

close members of the characters’ families and/or social circles is easier to depict in words and 

images than a more general and broadly defined societal oppression. Analysis of current 

adolescent novels is needed to determine whether this is specific to graphic novels or simply a 

trend across adolescent genres. 

By way of comparison, Jenkins found that Lerner’s four stages were reflected in roughly 

chronological order in the nearly three decades’ worth of books she analyzed. Early books, for 

instance, tended to present gay and lesbian characters as going through a stage on the way to 

heterosexual adulthood, while later books featured gay and lesbian characters as simply part of 

the diverse range of human experience—although these characters were rarely shown as being 

part of a larger LGBTQ community. Along the way, a number of books in Jenkins’s corpus 

depicted acts of oppression, including gay bashing, ostracism, and even death.35 

In relation to Jenkins’s adaptation of Bishop’s framework, almost all of the books in our 

study demonstrate a culturally conscious approach to depicting LGBTQ individuals, arguably the 

most nuanced and positive kind of portrayal—one based on attention to accuracy and sensitivity. 

A small number of books reflect a social conscience approach in that they dealt with the 

problems and issues of being an LGBTQ individual trying to exist within and navigate 

mainstream society. Only one book (Drama by Raina Telgemeier) was classified as a melting 

pot book—that is, a book suggesting there are no fundamental differences between straight 

people and their experiences, and LGBTQ people and their experiences. The gay characters in 

Drama blend seamlessly into the background of the story without making any distinctions 

between them and the rest of characters, although this may be more related to the fact that they 

are not the main focus of the story and are essentially playing a role in the main character’s tale. 

The only other books marked as not having an LGBTQ main character were anthologies and the 

lone book Tomboy, which did not really discuss sexual orientation, so there is no way to 

determine whether this is true of all graphic novels with secondary LGBTQ characters with the 

current set of subjects. In contrast, Jenkins found that most of the books she examined reflected a 

social conscience perspective, in which gay and lesbian characters wait patiently for acceptance 

from their straight counterparts, or they reflected a melting pot perspective, in which gay and 

lesbian characters are depicted as being exactly like straight people except for their sexual 

attraction. As Jenkins says, in these kinds of books, “the closet is mandatory for peaceful 

coexistence.”36 As for culturally conscious books that portray the gay and lesbian experience 

from inside the community, Jenkins found that “with rare exceptions, it appears that this 

literature has yet to be written.”37 
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By far, most of the books in our study reflected none of Chauncey’s myths of isolation, 

invisibility, and homophobic internalization, suggesting that the portrayals of LGBTQ 

individuals are generally positive: the characters are well adjusted and have some sense of 

community with other LGBTQ individuals. There were a few exceptions, however. It is not 

surprising that the books set in earlier time periods (The Imitation Game or Stuck Rubber Baby) 

and/or those with adults who came of age in a less enlightened time (Fun Home) did reflect 

varying levels of isolation, invisibility, and internalization among the LGBTQ individuals. Books 

such as Adrian and the Tree of Secrets and Blue Is the Warmest Color, however, also exhibit 

Chauncey’s markers. Despite their present-day settings, the families of some characters in these 

graphic novels display oppressive tendencies similar to those in books set in earlier time periods. 

These are still representative of reality for many in the LGBTQ community, particularly 

transgender and gender-nonconforming individuals, but they seem to be less present in the 

literature on these lists. Whether this is because not as many of this type are being published or 

because it is simply represented less in awards and recognition lists is impossible to say based 

only on our study. These findings contrast with what Jenkins found in the books she examined. 

She noted that all three myths—of isolation, invisibility, and internalization—were prevalent in 

many of the books in her study. Moreover, gay and lesbian characters were rarely shown as 

resisting these myths by seeking a larger gay and lesbian community.38 

Considering Jenkins’s own framework of “common threads and recurring issues,” we 

found that most of our books demonstrate authenticity in their depiction of LGBTQ individuals 

and experiences, and a number of them depict LGBTQ individuals and experiences as 

different—not better or worse, just different—from straight individuals and their experiences. 

Very few, however, portray any kind of relationship (friendship or student/teacher, for instance) 

between LGBTQ adults and children in traditional (i.e., straight) families. The most visible 

example of positive adult/child relationships in these books is found in the Wandering Son 

series. The two main characters, a trans girl and a trans boy, meet a trans man and a trans woman 

and develop a friendship that is free of the taint of perversion that similar relationships might 

have been given in earlier adolescent literature. In her study, Jenkins found that the books she 

examined overwhelmingly presented the perspective of the straight mainstream community 

rather than the gay and lesbian perspective from the “insider” point of view.39 By the same token, 

so-called traditional families were almost always depicted in “a consistent oppositional 

relationship” with the gay and lesbian community.40 And the vast majority of the gay and lesbian 

characters in the books were portrayed as “straight-acting” rather than “queer,” essentially 

refusing to acknowledge or validate the existence of gay men and lesbians who do not act like 

their straight counterparts.41 

 Finally, we applied our own framework in examining the outcomes of the LGBTQ 

characters in the books in our study. Most of the books feature one (or more) characters who 

experience positive outcomes, although a fair number of the books depicted mixed outcomes. In 

contrast to Jenkins’s findings about many of the adolescent books with LGBTQ themes that were 
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published in the 1970s and 1980s, the books we examined do not portray the LGBTQ experience 

as ultimately resulting in breakup, loss, ostracism, or death, though a few—notably Blue Is the 

Warmest Color and Adrian and the Tree of Secrets—do possess this tragic overtone.42 Neither all 

rosy nor completely bleak, most of the books in our sample reflect a realistic view of the LGBTQ 

experience and, indeed, of the human condition in general. 

Conclusion 

Jenkins’s frameworks, the ones she adapted as well as the one she developed, proved useful in 

analyzing graphic novels with LGBTQ content that have appeared on the Rainbow List. At the 

same time, the frameworks by themselves did not provide a complete picture of graphic novels’ 

content. Our inclusion of bibliographic characteristics and additional demographic information 

helped fill in some of the gaps, but there is yet more that needs to be examined. Though we did 

identify the artistic style of the books, this study did not have the space to truly examine how the 

illustrated part of our graphic novels interacted with the story and representations of character. 

Future work desperately needs to be done looking more closely at how LGBTQ characters are 

drawn for various age groups and genres and how this affects the end result. 

Admittedly, our study does have its limitations. We examined a purposive sample of 

graphic novels with LGBTQ content, focusing on works deigned by Rainbow List committees to 

be exemplary works for teens. The findings, therefore, are not generalizable beyond our sample. 

Future research could examine graphic novels with LGBTQ content other than those on the 

Rainbow List. It would be interesting to know whether the same basic characteristics would be 

evident in a larger sample of books. Other research could look more closely at the images in the 

books. We purposely took a holistic approach in examining the graphic novels in our sample, but 

no doubt additional insights might come from a close analysis of the images in a few 

representative titles. This is particularly true of graphic novels presenting transgender and 

gender-nonconforming individuals, as these representations in media in general tend to be most 

problematic. 

In terms of practical use, the results of this study provide a somewhat more nuanced 

evaluation of LGBTQ graphic novels than the award lists do. It is not enough to simply have 

LGBTQ content on your shelves; there needs to be diversity among the LGBTQ characters and 

representation across race, gender identity, sexuality, ability, and ethnicity. Studies such as this 

provide discussion of these characteristics, perhaps allowing librarians to expand and diversify 

their collections. 

Overall, it is gratifying to see rich, generally positive portrayals of LGBTQ individuals 

and experiences in graphic novels for teens. Here’s hoping that future works will reflect more 

diversity in terms of race and ethnicity and gender and sexuality. 

Appendix A: Graphic Novels 
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RL = Rainbow List 

Bechdel, Alison. The Essential Dykes to Watch Out For. Houghton Mifflin, 2008. RL. 

———. Fun Home: A Family Tragicomic. Houghton Mifflin, 2006. Lambda Award. RL. 

Cruse, Howard. Stuck Rubber Baby. DC Comics, 2010. RL. 

Georges, Nicole. Calling Dr. Laura: A Graphic Memoir. Mariner Books, 2013. Lambda Award. 

RL. 

Heinberg, Allan. Avengers: The Children’s Crusade. Marvel, 2012. RL. 

Hubert. Adrian and the Tree of Secrets. Illustrated by Marie Caillou, translated by David Homel. 

Arsenal Pulp, 2015. RL. 

Maroh, Julie. Blue Is the Warmest Color. Arsenal Pulp, 2012. RL. 

Merey, Ilike. a + e 4ever. Lethe Press, 2011. Stonewall Honor Book. 

Miller, Saiya, and Liza Bley, eds. Not Your Mother’s Meatloaf: A Sex Education Comic Book. 

Soft Skull Press, 2013. RL. 

Monster, Sfé R., ed. Beyond: The Queer Sci-Fi and Fantasy Comic Anthology. Beyond Press, 

2015. RL. 

Nicholson, Hope, ed. The Secret Loves of Geek Girls. Expanded edition. Random House/Dark 

Horse Comics, 2016. RL. 

O’Neill, Katie. Princess Princess Ever After. Oni Press, 2016. RL. 

Ottaviani, Jim. The Imitation Game: Alan Turing Decoded. Illustrated by Leland Purvis. 

Abrams, 2016. RL. 

Parent, Dan. Kevin Keller. Archie Comics, 2012. RL. 

———. Kevin Keller 2: Drive Me Crazy. Archie Comics, 2013. RL. 

Park, Judith. YSquare Plus. Yen Press/Hachette Group, 2008. RL. 

Price, Liz. Tomboy: A Graphic Memoir. Zest Books, 2014. RL. 

Rucka, Greg. Gotham Central: Half a Life. DC Comics, 2005. RL. 

Rucka, Greg, and J. H. Williams III. Batwoman: Elegy. DC Comics, 2010. RL. 

Schrag, Ariel. Awkward and Definition. Touchstone, 2008. RL. 
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Stevenson, Noelle, Shannon Watters, Carolyn Nowak, Maarta Laiho, and others. Lumberjanes, 

Vol. 3: A Terrible Plan. Simon & Schuster/Boom Studios, 2016. RL. 

Takako, Shimura. Wandering Son. Vol. 1. Fantagraphic Books, 2011. RL. 

———. Wandering Son. Vol. 2. Fantagraphic Books, 2012. RL. 

———. Wandering Son. Vol. 3. Fantagraphic Books, 2012. RL. 

———. Wandering Son. Vol. 4. Fantagraphic Books, 2013. RL. 

Tamaki, Jillian. SuperMutant Magic Academy. Drawn and Quarterly, 2015. RL. 

Tamaki, Mariko, and Jillian Tamaki. Skim. Groundwood Books, 2008. RL. 

Telgemeier, Raina. Drama. Graphix/Scholastic Inc., 2012. RL. Stonewall Honor Book. RL. 

Thrash, Maggie. Honor Girl. Candlewick, 2015. RL. 

Williams, J. H., III, and W. Haden Blackman. Batwoman. Vol. 1: Hydrology. DC Comics, 2012. 

RL. 

———. Batwoman. Vol. 3: World’s Finest. DC Comics, 2013. RL. 

 

Appendix B: Coding Frameworks 

Title (author) 

Genre 

Part of a series? 

Main character LGBTQ? 

Other characters LGBTQ? 

Time period(s) depicted 

LGBTQ relationships depicted? 

Outcomes of characters 

Other minority groups depicted 

Gerda: (0) invisible, (1) compensatory, (2) 

oppression, (3) women’s cultural history, 

(4) women in history 

Bishop: (1) social conscience, (2) melting 

pot, (3) culturally conscious 

Chauncey: (1) isolation, (2) invisibility, (3) 

internalization 

Jenkins: (1) questions of authenticity, (2) 
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relationship between gay/lesbian people 

and children in traditional families, (3) 

gay/lesbian people different? 

Art style 

Age of queer character(s) 

Ethnicity of main/queer character(s) 

Award(s) 
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Patterns in Multicultural Young Adults Novels about Persian Culture 
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Northern Iowa 

 

Abstract 

The disagreements among multicultural advocates over how to define the term “multicultural” 

have changed the question “What is multicultural children’s literature?” to “Who is or is not 

allowed to create multicultural literature?” This has led to the problem of multicultural literature 

being defined almost exclusively based on external elements, such as the ethnicity of the author 

or of the intended audience, rather than being based on its content. Since the term “multicultural” 

has been defined only loosely, what constitutes and distinguishes a multicultural book remains 

unclear. The purpose of this research was to examine how predetermined narrative elements—

including character and characterization, plot, point of view, and setting—are used to qualify a 

book as multicultural. To that end, the study focused on the content of ten books for young adults 

about Iran that were originally published in the United States between 2009 and 2014 in 

American English and authored by Americans. Through qualitative analysis, the study examined 

to what extent one or more of these cultural codes have been used as narrative elements. 

Literature Review 

The Oxford English Dictionary defines the term “multicultural” as “of or pertaining to a society 

consisting of varied cultural groups.” Regarding the origin of the term, the OED cites the first usage of 

“multicultural” in the New York Herald-Tribune in 1941;1 as Dudek explains, in 1959 the New York 

Times narrowed and at the same time broadened the term “by connecting a culturally diverse city to 

cosmopolitanism.” He continues, “In 1965, the adjective ‘multicultural’ expanded into the noun 

‘multiculturalism.’ ”2 Although “the term multicultural children’s literature gained recognition in the late 

1980s,”3 the interest in creating and evaluating multicultural children’s literature dates back to the 1960s.4 

In addition to authors and illustrators, literary scholars as well as pedagogy and political science 

researchers have examined multiculturalism, enriching the field by contributing valuable insights. The 

interplay between children’s literature, sociopolitical concerns, and educational practices reveals 

multicultural children’s literature as “an aesthetic form of literary creation literature . . . a political 
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weapon in the cultural war, and an educational tool to change people’s attitudes toward cultural 

diversity.”5 How multicultural is defined by each discipline is influenced greatly by what the advocates of 

those groups want to know, learn, benefit from, and experience through multicultural books. 

Regardless of whether the researchers from different disciplines agree on the definition of 

multicultural children’s literature, they have recognized it as a highly political field. Adapting Terry 

Eagleton’s ideas on literary theory to children’s literature, Botelho and Rudman restate his viewpoints 

that “literature is a social construct that is historically, socio-politically, and discursively rooted in social 

ideologies that maintain power relations.”6 Multicultural children’s literature is a political, historical, and 

cultural product, portraying embedded ideologies. As Cai asserts, “The concept of multicultural literature 

requires that books in this category be treated, not only as literary works, but also as cultural products.”7 It 

is impossible to read, analyze, and use the books only as artistic creations isolated from the context in 

which they have been created because “multiculturalism involves diversity and inclusion, but more 

importantly, it also involves power structure and struggle.”8 However, whether and how literary elements 

in multicultural texts are different from literary devices in mainstream children’s literature is a debatable 

question. 

One of the most prominent critical arguments in multicultural children’s literature is the 

authorship of insiders to a particular culture versus outsiders who are not from that culture. Discussions of 

cultural authenticity are highly related to the debates on who is allowed to create, study, teach, and 

evaluate multicultural books. Questioning outsiders who write about cultures other than their own, Alcoff 

believes that “the practice of privileged persons speaking for or on behalf of less privileged persons has 

actually resulted (in many cases) in increasing or reinforcing the oppression of the group spoken for.” 

While Alcoff initially distinguishes the practice of speaking for others and the practice of speaking about 

others, later she maintains the idea that speaking about others is interrelated to speaking for them; thus “if 

the practice of speaking for others is problematic, so too must be the practice of speaking about others.” 

Normally, “who is speaking, who is spoken of, and who listens [are] a result, as well as an act, of political 

struggle.”9 Similarly, Nodelman asserts that “in the act of speaking for the other, providing it with a 

voice, we silence it. As long as we keep on speaking for it, we won’t get to hear what it has to say for 

itself.”10 

Alcoff’s and Nodelman’s arguments recall Said’s concern regarding the long history of Western 

authorship and scholarship as a tool of authority over the Orient. Said maintains that Orientalism cannot 

be defined as a pure political field “reflected passively by culture, scholarship, or institutions; nor is it a 

large and diffuse collection of texts about the Orient; nor is it representative and expressive of some 

nefarious ‘Western’ imperialist plot to hold down the ‘Oriental’ world.”11 Arguing against established 

Western views of the Orient, Said notes that some Western authors and scholars might be well-

intentioned in writing about the Orient, yet their system of belief is deeply rooted in the Western 

consciousness and therefore is less trustworthy. As Cai emphasizes, “Good intentions do not guarantee 

that the implied author in [Western authors’] books will achieve the desired effects.”12 So the major 

concern is that, either purposefully or unconsciously, certain images, themes, and patterns appear 

repeatedly in multicultural literature, and through repetition they come to signify authenticity. 

The dichotomy of the dominant and the dominated approaches to the subject of the insider-

outsider debate requires that authors who write about the “other” culture create an accurate basis for the 
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position they assume. According to Sims Bishop, cultural authenticity is the extent to which literature 

reflects the worldview of a specific cultural group and the authenticating details of their language and 

everyday life.13 Further discussing whether mainstream perceptions of authenticity realistically represent 

“other” cultural points of view, Sims Bishop explains, “Judging authenticity is neither an exact science 

nor an objective exercise.”14 Those authors from the mainstream culture may create an appealing but 

inaccurate and distorted view of the other culture because cultural consciousness is different from high 

literary quality. However, it is noteworthy to remember: 

There is no one-to-one relationship between ethnicity and accuracy or authenticity. It is a matter 

of sensibility and perspective. Problems do arise when writers do not adequately prepare 

themselves to bridge the cultural gaps between their own backgrounds and that of their subjects.15 

Any culture is a dynamic community, which is continuously transmitting or reproducing itself. “If 

we are able to understand and appreciate what is unique about another culture, we cross borders of 

cultural differences,”16 Cai explains. However, it has never been more evident than in our time that a 

general understanding of a culture is insufficient for any type of authorship about that culture. Culture has 

been formed and re-formed countless times, and those who desire to write about any given culture must 

deal with its dynamic nature accordingly. 

While it is not possible to “discount the cultural membership of the author,”17 the research on 

multicultural children’s literature would reveal more depth and insight if professionals in the field chose 

“to examine texts critically and to consider the complex social and political ramifications of the ways 

insiders and outsiders tell stories.”18 To enhance our understanding and skills as authors, critics, 

librarians, teachers, and readers of multicultural children’s literature, it is crucial to not always rely on the 

vantage point of insiders. 

Although those who do not belong to white Anglo-Saxon culture are often less privileged 

members of U.S. society, they have a more privileged position in creating, evaluating, and teaching 

multicultural literature. Yet, unlike the insider, the outsider is less likely to gain access to the cultural truth 

and to know the cultural nuances intuitively. The significant disparity between the insiders and outsiders 

and the distrust of the outsiders’ writing disqualify them to engage with multicultural children’s literature. 

As a result, if only created from the point of view of insiders, the works of multicultural literature become 

secluded and one-dimensional. Attempting to examine the role of outsiders, this research includes only 

multicultural children’s literature created by outsiders to the culture depicted. 

An Overview of the Study 

The disagreements among multicultural advocates on how to define the term “multicultural” changes the 

question of “What is multicultural children’s literature?” to “Who is or is not allowed to create 

multicultural literature?” The problem, therefore, is that multicultural literature is defined almost 

exclusively based on its external elements, such as the ethnicity of the author or of the intended audience, 

rather than being based on its content. Since the term “multicultural” has been defined loosely, what 

constitutes and distinguishes a multicultural book remains unclear. The purpose of this research was to 

examine how narrative elements—including character and characterization, plot, point of view, and 

setting—were used to qualify a book as multicultural. To that end, in this study, I focused on the role of 

outsiders in creating multicultural literature. 
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In order to select the books, I searched for young adult novels that represented Persian culture, 

first published in the United States, in American English and authored by Americans rather than young 

adult novels by non-American, American-Iranian, and Iranian authors, published in Iran or in any country 

outside of the United States. I used the Children’s Literature Comprehensive Database (CLCD). The 

search keywords were “Iran,” “Persia,” and “Farsi,” and limited to the category of juvenile fiction. 

“Persian” or “Iranian” refers to people from Iran, all the inhabitants of the Iranian plateau, or people of 

Persian descent.19 Both Iran and Persia are often used interchangeably to refer to the same country. Iran is 

the current legal name of the country, and Persia was an ancient kingdom. However, some people from 

Iran prefer the term Persian because it refers to the rich literary and cultural history of the country. Many 

dialects are spoken in the country, but the official language is Persian, or Farsi. 

I examined authors’ backgrounds through different volumes of the Something about the Author 

series and publishers’ websites in order to authenticate their nationality as outsiders to Persian culture. 

Since the study started in 2014 and finished in 2015, I selected books published between 2009 and 2014. I 

further narrowed down my selection to young adult novels with no illustrations because I wanted to focus 

only on textual elements and not visual ones. I found ten titles that fit these qualifications. From these ten 

books, two fall within the genre of contemporary realistic fiction while the other eight novels are 

historical fiction. 

Since the sample set of this study are children’s books about Persian culture, a brief introduction 

to the history of Persian books for children and young adults is warranted. According to Ghaeni, 

children’s literature in Iran can be traced back to ancient times, to nearly three thousand years ago, “when 

the first Persian families narrated rich oral literature.”20 Ghaeni refers to The Asurik Tree as the oldest 

Persian children’s story, “a legend in rhythmic verse,” which is a literary “debate between a goat and a 

palm tree”—two of the most common sources of food in ancient times. Through a debate between the 

plant and the animal, or between agricultural and animal-breeding industries, “the benefits of palm trees 

and goats are named one by one.” Ghaeni further explains, “This kind of debate is based on the act of 

praising one’s power and fighting skills.”21 At the end, the goat wins since he is able to enumerate far 

more benefits that the palm tree. This simple story shows the richness as well as the importance of oral 

literature in ancient Iran. 

Persian oral literature originated in ancient Iran and is of paramount importance for understanding 

the history of children’s literature in the country. After the Arab conquest of Persia in the seventh century, 

the Persian language lost its dominance when Persians started converting to Islam, gradually accepting 

and learning the script of the Qur’an, the holy book of Muslims. As Sadeqi explains, “The profound 

influence of Arabic in Iran can be traced to its social, religious, and political significance in the wake of 

the Muslim conquest.”22 

The Islamic conquest of Iran did not cause the Persian language to disappear or to diversify; 

however, a new Persian language called Early New Persian, influenced by both the Arabic and Persian 

languages, started to develop. According to Paul, the major distinctions between Early New Persian and 

the earlier version are the change of the script from Pahlavi to Arabic, in addition to many linguistic 

differences.23 

However,] unlike other ancient Near Eastern countries such as Syria or Egypt that were 

Arabicized as a consequence of Islamization, Iran kept a language of its own, partly preserved its 
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pre-Islamic cultural heritage, and thus laid the foundation for a later cultural renaissance that was 

bound to a language and identity separate from the Arabic one.24 

The slow but steady process of the importation of the Arabic language into Persian continued in a way 

such that “by modern times Arabic words had become such an accepted element in Persian vocabulary 

that they hardly seemed to be recognized as such.”25 Purifying the Persian language from Arabic has been 

a common subject for many poets and scholars. For example, when Ferdowsi, one of the most influential 

classic poets of Iran, wrote, “Much I have suffered in these thirty years / I have revived the Ajam with my 

verse,”26 he was specifically referring to the important impact of his book The Shahnameh (c. between 

977 and 1010 CE) in the Persian world and his role as “the true resurrector” of an Iranian nation.27 Within 

his masterpiece, Ferdowsi covers the history of pre-Islamic Persia along with the end of the Sasanian 

dynasty after the Arab conquest of Persia, all in verse. Ever since the appearance of The Shahnameh, 

many people have referred to it as the pillar of Persian literature.28 Furughi describes Ferdowsi: “His 

emotions, his characters, his beliefs, his feelings as revealed his utterances, it’s exactly as though you 

were weighing the emotions of the Persian nation.”29 In addition to Ferdowsi, three other most eminent 

and celebrated Iranian classic poets are Rumi, Sadi, and Hafiz; Arberry calls them “the four pillars of the 

Persian language and literature, the four elements making up the culture and national character of the 

Persian people.”30 

Knowledge of these poets’ composition is essential to an understanding of the characteristics of 

Persian literature. Certainly, there are many cultural nuances reflected in the poetry created by these four 

pillars of the Persian language. However, in this study I included only those cultural markers that are most 

identifiable. These cultural elements are (1) use of verse, (2) celebration of symbolism, and (3) the quest 

for a divine world. For this study, these cultural identifiers mark the representation of Persian culture as 

authentic. Admittedly, these signifiers might be different from what other researchers define as making 

Persian literature authentic. Nevertheless, for the purposes of this qualitative analysis, I examined to what 

extent one or more of these cultural codes have been used as narrative elements. The following discussion 

explains each of these three features and makes clear the significance and the relevance of each element 

in the context of the present study. 

Use of Verse 

One of the distinctive characteristics of the Persian culture is its glorification of poetry. The Persian 

custom of celebrating verse leaves very few different avenues for expression, even for ordinary people 

when they express their everyday thoughts. Arberry explains, “Most Persians possess the faculty of 

composing rhythmical speech; you will find very few indeed who will not on all appropriate—and 

sometimes even on inappropriate—occasions ornament their discourse with rhyme.”31 Firmly established 

is Persians’ national and personal aptitude for versifying almost everything. In short, “one might say that 

in the Persian view, speech without rhythm and rhyme is not worthy of attention.”32 Even occasionally 

what seems to be Persian prose tends to be read as a rhythmic text because of the repeated pattern of 

sounds. The presence of rhythmic patterns in Persian texts often affords the reader a deep sense of 

movement, like rocking a cradle. One of the most significant ways to acquire a better understanding of the 

common traits of Persians is to take their poetry and rhythmic text into consideration. To validate the 

authenticity of books about Persian culture, one of the most prominent examinations is to explore 

attention to verse and poetry in the text. 
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Celebration of Symbolism 

Like a dazzling view of the Persian carpet that glorifies color, manifests creativity, and fascinates viewers, 

Persian poetry claims the foremost literary attraction and “provides the broadest stage for artistic and 

intellectual expression.”33 However, Persian poetry has a very ambiguous nature and is not a transparent 

expression. Like a very small piece of glass or stone assembled purposefully and artistically in a 

miniature mosaic, an imperceptible “mythopoesis, the art of seeing through analogy,”34 runs through 

Persian poetry. No matter what the theme is, symbolism and abstraction consistently appear in Persian 

literature. Yarshater writes, “The Persian poet is concerned more with subjective interpretation of reality 

than with its external manifestation.”35 The “metaphoric consciousness”36 of the poetry “allows a play of 

meaning, thereby opening texts to metaphoric and allegorical readings, as opposed to purely literal 

readings.”37 To examine cultural accuracy and authenticity in multicultural literature about Persian 

culture, it is crucial to question if Persian symbols are used and retained within the text. 

Quest for a Divine World 

The quest for a divine world is the basis of much Persian literature and another distinct trait of writing 

style in Iran. There is a perennial interest within Iranian literature to look for divine light in every 

situation. Persian literature presents divine-human relationships “very often in a mystical vein.”38 This 

tendency may take the form of “divine authority,”39 the reliability of the supernatural, or the seeking out 

of moral virtues. A key point about the intimate association of a divine world with Persian literature is 

that literature transcends the supernatural as an everyday, embodied phenomenon. Therefore, an authentic 

Persian book is possibly one in which the quest for a divine union, along with purity of mind and heart, is 

set within the particularity of the events, characters, setting, and other literary elements. 

Data Collection 

To start the process of coding for this study, I collected bibliographical information for each of the ten 

books examined. Also, I read the books several times to identify major categories of narrative elements, 

including character and characterization, plot, point of view, and setting. The discussion proceeds with 

explaining these categories and their application in the context of this study. 

Character and Characterization 

This study was interested in examining how a protagonist handles a particular situation in the story, so the 

emphasis is on protagonists, including both Persian and non-Persian characters and their interaction with 

other characters. 

Plot 

This study viewed plot as the life trajectories and roles of protagonists. “The function of the plot is to 

reveal the character”40 and to identify what significant event happens in what setting and with what 

character present. In terms of plot analysis, this study was also interested in those cases in which the plot 

proceeded through events and experiences not initiated or advanced by characters as humans but through 

other agents, such as natural disasters, magical experiences, spiritual experiences, divine will, poetry and 

story, and mass media. 
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Point of View 

Regarding point-of-view analysis, this research was interested in the roles of insider and outsider, 

examining who viewed or expressed the storyworld. In the scope of this study, insiders were people of 

Persian descent including Iranian Americans, and outsiders were people with any ethnic background 

except Iranian. 

Setting 

Regarding setting analysis, this study was interested in identifying timing, location, and also a coherent 

sense of belonging to the habitus represented in the books. Exploring the various forms in which habitus 

appeared in the storyworld, the study examined whether the storyworld reflected insider or outsider 

habitus. The insider habitus portrayed Persian cultural identifiers such as (1) use of verse, (2) celebration 

of symbolism, and (3) the quest for a divine world. The outsider habitus showed other cultural identifiers 

that were not identified as Persian in the scope of this study. 

Discussion of Findings 

In this study, I analyzed young adult novels about Persian culture authored by Americans and published 

in the United States between 2009 and 2014. The following discussion reviews the emerged patterns and 

their implications for this study. 

From Long Ago Genres 

Analyzing the ten books for this study provided an insight into the types of young adult novels featuring 

Persian culture to which U.S. audiences are exposed. The genre of these books was usually reflective of 

an earlier setting and not a contemporary one, with only two titles in the genre of contemporary realistic 

fiction. These two books were Gun Games and Forgive Me, Leonard Peacock. Both of these books are set 

in the United States and have a contemporary realistic setting. They portray American culture, with minor 

references to Persian culture. 

Among the other eight titles, modern settings were noticeably lacking. The eight books were all 

historical fiction, with time periods ranging from ancient Persia before and during the Achaemenid 

Empire (c. 550–330 BC), the Qajar time period in Iran in the 1900s, and one year before and after the 

Islamic revolution in Iran in 1979. The overwhelming presence of books in the historical fiction genre and 

the scarcity of those in other genres indicated that it might be less challenging for authors to deal with an 

older Persia rather than present-day Iran in order to avoid initiating or triggering any controversial 

political debates. Also, another reason for the predominance of historical fiction compared to other genres 

may be that old Persia is a more exotic location than modern Iran for authors of multicultural books. 

The gap between “then” and “now” is not limited to novels about Iran. Most current multicultural 

books portray older eras, such as unknown time periods in folktales, fairy tales, myths, and legends. For 

example, Yokota explains, “The mention of Asians in literature conjured up images from stories set ‘long 

ago and far away, in a land of exotic people . . .’ mainly because there was virtually nothing in print that 

addressed Asian Americans of contemporary times.”41 Although both traditional literature and historical 

fiction portray significant aspects of multicultural literature, they may not suffice because the “ ‘long-ago’ 

images result in misrepresentations of modernity and globalization.”42 
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In addition to historical books about Iran, other genres such as contemporary realistic fiction and 

fantasy are equally important and needed. The depictions of ancient or olden times in Iran in the books for 

this study hardly resemble its contemporary reality. The historical representations are reflective of past 

lived experiences, but they  fail to portray things like the changing status of women in contemporary Iran, 

including their appearance, rights, and roles. 

Ethnicity of Characters 

As Levinson explains, “Characters are key to multicultural literature. They must be believable and round, 

reflecting a range of attitudes and behaviors of human nature, with authentic representation of different 

cultures and motivations rooted in those cultures.”43 Of the ten books in the study, four main characters 

were American and native English speakers, while two were Persian, one was Elamite, and three were 

Jews living in Iran. Reviewing the characterization in these books, three consistent patterns were 

revealed: (1) The main character was not Iranian but had a deep or brief interaction with Iranian 

character(s). (2) The main character was Iranian, and there was no non-Iranian character or interaction 

with non-Iranians. (3) The main character was not Iranian, and there was no Iranian character or any 

direct interactions with Iranians. 

There were seven books that reflected the first pattern, where the protagonists were non-

Persian characters who interacted with Iranians, and they portrayed Persian culture to different 

extents. Some books had protagonists, such as Jill in Remembrance of the Sun, who 

communicate deeply with Persian people; while other books, such as Esther: A Star Is Born, 

keep the Persian characters in the shadows. However, no matter the extent of the protagonists’ 

interactions with Persian characters, representations of Iran and Iranians are largely limited to the 

ideas advocated by non-Iranian characters, and therefore the diversity of Persian culture is not 

represented adequately. Within these stories, it is non-Iranian characters who have agency to 

make real change and who drive the action in the plot. However, there was one exception. In 

Remembrance of the Sun, American and Iranian characters are equally important to the plot; Jill, 

American, and Shaheen, Iranian, are portrayed with different layers of complexity and agency. 

Frequently, Jill aligns herself with Shaheen’s ideas, traditions, and culture. They are both 

involved in a believable conflict, facing challenges and solving problems. Their romance acts as 

a bridge between two seemingly disparate cultures. In contrast, in Esther: A Star Is Born, the 

lifestyles of Persian characters are not culturally specific; instead, they are overgeneralized and 

integrated into already existing negative connotations about Iran in contemporary media. By 

focusing too strongly on the differences between Jews and Persians, the book glorifies Esther but 

does not offer any genuine insight into the character of Ahasuerus, therefore failing to portray the 

human connections between Esther and a Persian king. 

The second pattern is represented by books that are focused only on Iranian characters. 

Anahita’s Woven Riddle and Night Letter are representative of this pattern. The characterization 

in these two books reveals the importance of fearlessness and determination for young women to 

retain their dreams even under impossible circumstances. Through the process of designing and 

weaving Anahita’s carpet in Anahita’s Woven Riddle, the narrative evolves as a richly textured 

design to help decipher the unwritten nuances of Persian culture. The characters in both of these 
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books use poetry, riddles, and storytelling in their everyday conversation; their actions seem 

familiar, recognizable, and admirable. Within this category, there are Iranian characters such as 

Anahita and Arash who have distinctive perceptions and understandings of Persian culture. Their 

behavioral repertoire is representative of their culture, and the books’ portrayals of their lifestyles 

are genuine, believable, and complex, not simplified or stereotypical. Both Anahita and Arash 

use speech that accurately portrays Persian language and customs. While one or two quality 

books like these may not address every need for diverse books in the United States, they are 

genuine efforts in “cross[ing] cultural gaps.”44 

The third pattern is represented by those books with non-Iranian protagonists only. In my study, 

the novel Zebra Forest reflects this pattern. There are no characters from Iran or any other type of 

interaction with Iranians in this book. However, the American protagonist Annie often talks about the 

news concerning Iranians on TV. The book does not portray Persian characters or their behavior, only 

dealing with Persian people from a distance. 

Among the three approaches to characterization in multicultural books for this study, the 

third pattern is the least effective in portraying Persian characters. In Zebra Forest, the American 

hostage crisis in Iran is a thematic parallel to events in the plot. However, having all the main 

characters as American and introducing Persian people only as a group of people on TV could 

cause overgeneralization. One of the most common pitfalls in writing a multicultural book as an 

outsider is generalization about non-American characters, which is an implicit form of 

stereotyping. When including people of different ethnicities in a book, it is essential not to make 

general judgments about them as a group. When we generalize about others, we are inclined to 

make false assumptions about them and treat them based on our imagined information about 

them. 

Analyzing the books for this study, a new emphasis emerged regarding characterization 

in multicultural children’s literature. It can be beneficial for multicultural books to follow either 

the first or second pattern as described in this study. The key factor in multicultural writing is to 

create a balanced portrayal of diverse characters, including mainstream and multicultural 

characters. A multicultural book should enable the reader to think about how a character in non-

mainstream culture is portrayed, how other people are portrayed in contrast, and how characters 

from these two or more cultures interact. There is a need to have the widest spectrum of insider 

and outsider characters, to distinguish their differences, to understand their roles, and to see their 

relationships. After all, the ultimate goal of creating multicultural literature should be not only 

“the representation and celebration of cultural diversity,”45 but also to genuinely connect with 

and empower individuals who are culturally different. 

Harem, Bazaar, and Teahouse 

The images of long ago Persia in the books for this study highlight some cultural identifiers that are rather 

misleading. One recurring cultural icon in these books is the harem. In Persian, “harem” means sanctuary 

and generally refers to a separate and private sphere in former aristocratic households. The word is also 

associated with polygamy and female seclusion in Muslim households. In the past, the residents of the 

harem had different ranks and roles, ranging from mother, wives, concubines, sisters, children, and 
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servants including eunuchs. Due to the ambiguous, private, and secluded nature of the harem, most of the 

information about its lifestyle is imaginary and not factual. The concern revealed in analyzing the books 

in this study was the frequent appearance of the harem. 

The harem is mentioned in half of the books for this study, ranging from 132 times in Esther the 

Queen: A Novel to 77 in A Reluctant Queen: The Love Story of Esther, 45 in Night Letter, 34 in Esther: A 

Star Is Born, and twice in Anahita’s Woven Riddle. While it is quite understandable to represent the 

harem as a part of the setting in long ago Middle Eastern stories, its frequent appearance in multicultural 

books may result in perpetuating stereotypes. It should be noted that the purpose of including this 

discussion here is to invite authors of multicultural books to not simply focus on only one setting and 

therefore overlook opportunities to portray other settings. 

On the other hand, there were valid references to two other cultural components that are 

traditional but still common in present Iran: the bazaar and the teahouse. The bazaar was explored 

substantially in several books, including 64 times in Remembrance of the Sun, 16 times in Night Letter, 

and 13 times in Anahita’s Woven Riddle. In particular, within Remembrance of the Sun, the bazaar was 

not merely a place for buying and selling goods, but it was also a cultural sphere, reflective of Iranian 

lives, traditions, and values. The architecture of the bazaar in Iran has many long corridors, with each one 

housing different kinds of imports and exports. The structure is old but very intriguing, wondrous, and 

elusive. Bazaars still exist as significant and dynamic institutions in present-day Iran. As Keshavarzian 

has quoted from one fabric wholesaler in the Tehran Bazaar, “Anything that happens in Iran can be 

captured right here [in the bazaar].”46 Given the importance of this cultural sphere, authors of 

multicultural books who write about Iran should consider setting part of their stories in the bazaar. 

In addition to the importance of the bazaar in Iran, another distinctive cultural institution with a 

long tradition is the teahouse. The teahouse is a place with its own culture, mainly used to serve tea, some 

light meals in addition to tea, and hookah smoking. In former times in Iran, a teahouse was also a place 

for oral storytelling and social interaction. Moving along the spectrum of traditional to modern, some 

Iranians have kept their teahouses while others have switched to modern coffee shops. Regarding the 

books in this study, Meghan Nuttall Sayres was the only author who portrayed this cultural establishment, 

in both Anahita’s Woven Riddle and Night Letter. Although neither of these two books gives a full picture 

of the teahouse, they provide a brief taste of Iran and its traditions. 

It is important for authors of multicultural books to identify and incorporate distinctive and 

meaningful cultural identifiers in their stories. These cultural components must be factual and not 

imaginary. Also, these cultural elements need to be contextualized with regard to the culture presented. 

The results of this study demonstrate that the prominent and perhaps defining features of a culture are 

those rooted in tradition along with contemporary values. In terms of the books for this study, the specific 

cultural components such as the bazaar and teahouse appear closely tied to the culture of Iran, while the 

harem can loosely be conceived as an authentic Persian setting. 

Representation of Iranian Women 

Throughout the analysis of the books for this study, it became necessary to elaborate on the portrayal of 

Iranian women. In total, eight books out of ten consistently introduce Iranian women wearing a veil. In 

particular, all of the Esther books feature ancient Persian women with both their head and face covered by 
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the veil and with very low social status. The following descriptions provide some representative examples 

of this. “Persian women were kept sequestered, allowed to see no males but their husbands or blood 

kin.”47 The king “pulled . . . [Esther’s] veil off and the men in the tent . . . saw her face for the first 

time.”48 Esther had “worn her veil in public since the age of twelve.”49 “Persian custom did not usually 

provide for seats of . . . [high] status for women of any age.”50 In addition to these descriptions, there were 

also repeated emphases on covering the whole face with the veil. The following examples are illustrative: 

Esther was looking “from behind her veil”;51 “Esther’s face flushed . . . and she was grateful for her 

veil”;52 Esther “stared over her veil. . . .”53 

However, as Brosius explains, “The most invaluable source for the discussion of women in the 

Achaemenid period are the Persepolis Fortification Tablets (PFT)” and other “archeological sources.”54 

According to archaeological records and the Persepolis Tablets, depictions of pre-Islamic women in 

Persia are different from what is portrayed in the books for this study. In Achaemenid times, 

the representations of women show that they usually wore the pleated “court dress” 

and the voluminous “Ionic” chiton. . . . Occasionally . . . they wore an overgarment 

that, like the modern chador, covered the head and neck. . . . The face, however, was 

always uncovered.55 

Also, according to Price, 

there are no depiction of women in Persepolis itself, however[,] there are many 

seals, statues and figurines that indicate there were no restrictions on the depiction 

of Persian women. In some of these, women are pictured fully clothed with partial 

veils[;] in others, they are dressed [and] even crowned but [have] no veil. The 

aristocratic and royal women very likely used [the] veil in public as a sign of their 

higher status. But veiling as an institution to subjugate, control and exclude women 

from public domain originated after the Islamic conquest.56 

Furthermore, according to Brosius, historical records reveal that “there are few depictions of 

women but they nevertheless demonstrate that women could be shown in a variety of media, and thus 

were an accepted subject in Achaemenid art.”57 Brosius provides examples of this art in his entry on 

women in pre-Islamic Persian in the Encyclopaedia Iranica: figure 1 presents women depicted “on a 

cylinder seal carved in Achaemenid court style,” and figure 2 represents “the high[-]relief figure of a 

high-ranking Persian woman found in Egypt . . . in a many-folded Persian dress belted in the front and 

wearing an elaborate necklace is wearing a turreted crown, and her bobbed hairstyle follows Achaemenid 

fashion.”58 (See appendix B for figures 1 and 2.) 

It is important to note that both of these archaeological sources depict Persian women with their 

face unveiled. Given this view, it seems that the portrayal of women’s dress code and social status in the 

Achaemenid period according to the archaeological evidence contradicts the sources consulted for writing 

the Esther books in this study. With very rare, precise facts to rely on, authors of multicultural books need 

to consult with more resources and be more cautious in describing their female characters. 

In addition to the Esther books, this study was also concerned with the representation of Iranian 

women in Remembrance of the Sun. What may have caused contradictions between the real picture of 
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Iranian women before the Islamic revolution and the depicted images in this book is the fact that the 

practice of wearing a veil in Iran, as distinct from the Arab world, carries multiple forms and significance 

depending on the historical era represented. Remembrance of the Sun is a novel with many twists and 

turns, tackling serious subjects such as the Islamic revolution and love between people from different 

cultures. Jill is a warm, evocative, honest, and intelligent character. Her observations of Persian culture 

are often insightful, although not always accurate—whether about the lifestyle of people in Tehran and 

their political viewpoints on the revolution, or what she observes while hanging out with Shaheen in his 

“superlative car” and exploring “the streets, the bazaars, and the always enticing foothills.”59  One 

important example of inaccuracy in the book is Jill’s descriptions of Iranian women in 1978, which most 

probably refer to changes in women’s appearance after the overthrow of the Shah of Iran in 1979. The 

following are just some representative examples of Iranian women as described by Jill: “The sidewalks 

were crowded with women draped from head to foot in voluminous black chadors”; “chador-wrapped 

young ladies”; “there were Iranian children sledding. . . . [W]e saw two little girls in chadors . . . like a 

pair of crows against the snow”; “. . . can’t the little girl take off her chador even out here? . . . [S]he 

would probably go swimming in it.”60 These depictions of Iranian women seem more likely to have 

happened in the Islamic not the Pahlavi era. 

There were some Iranian women who chose to wear a chador before the revolution; some for 

personal and family reasons, some for their religious beliefs, and others because they highly valued a 

traditional lifestyle and they perceived the chador as a form of tradition opposed to modernity. However, 

it was with the rise of the Islamic regime that women’s dress changed dramatically throughout the whole 

nation. After the revolution in 1979, the Islamic republic required women to dress modestly and in 

particular to cover their hair as an assertion of that modesty. The significance of the chador in Iran is 

deeply associated with the time period represented, and it is very different from other Islamic countries; 

this significance is also different for urban and rural women, and it is crucial to note that the meaning and 

form of Islamic dress in Iran is constantly changing. So, it would not be credible to generate one general 

image for all women in the patriarchal societies of the Middle East. In the interests of historical accuracy, 

those authors of multicultural books who like to look back into the past of Iran need to exhaustively 

research the exact time period in which their novel is set and learn the specific details of that period. Also, 

it is worthwhile examining the accuracy of historical documents by checking them with various sources, 

such as texts, paintings, photographs, and short movies of the time period. 

Although the Iranian women portrayed in these books are from different historical periods, some 

of them reiterated a contemporary stereotypical image of restricted and veiled women in Islamic 

countries. Unless those authors of multicultural books who choose to write about Iran explore and realize 

the differences between eras adequately, they cannot represent the culture authentically. Only those 

intimately familiar with the nuances of these historical periods can perceive the dimensions of the 

historical changes and in particular reflect the effects of these changes on women’s lives in Iran. 

Arranged Marriage 

The theme of arranged and forced marriages is reflected in two books of this study: Anahita’s Woven 

Riddle and Night Letter. Historically, there has been a long tradition of arranged and forced marriages in 

Africa, South Asia, and the Middle East, but this practice is rather outdated in contemporary Iran. In more 

recent years, this trend of arranged marriage is likely to still exist among the rural or urban poor in some 



 

JRLYA: Volume 8 N.2, December 2017 

 
13 

parts of the country but is rare in those of middle- or upper-class families. 

In present-day Iran, it is very common for contemporary Iranian young men and women to 

consult the wisdom and experience of their parents or other older family members to select a spouse. 

However, the final decision on establishing a marriage bond between two families is normally not against 

the bride or groom’s will. According to Afary, although young men and women continue to consult and 

negotiate with parents about prospective partners, marriage has increasingly become a prerogative of 

individual choice. So, a marriage in present-day Iran is most likely a negotiation and decision made by the 

individuals directly concerned, although parents are usually consulted. As Afary further explains, while 

parents still help their sons and daughters with wedding costs, young people play an active role in 

choosing their spouses.61 

Set in Iran during the early 1900s, both Anahita’s Woven Riddle and Night Letter reflect the lives 

of Iranian women during the Qajar period. Anahita was an Iranian nomad girl and a promised bride to an 

old, wealthy, and very influential man of their tribe. In spite of family disagreements, Anahita made her 

own plans and decided to weave a riddle into her wedding carpet and therefore to choose her future 

husband. 

The depiction of Iranian women in Anahita’s Woven Riddle and Night Letter authentically 

reflects the patriarchal Qajar society. Also, the portrayal of arranged and forced marriages in these two 

books is valid. However, among very scarce diverse books in the United States featuring non-Western 

countries and cultures, the theme of arranged marriage has often been portrayed. A few illustrative 

examples are A Girl Named Disaster set in Mozambique,62 Homeless Bird set in India,63 and Shabanu: 

Daughter of the Wind set in the Cholistan desert of Pakistan.64 So, with many other unexplored subtle 

cultural, social, sexual, aesthetic, and religious aspects of the non-Western world, it would be more 

innovative and less stereotypical to develop a keen eye for more current ideas in multicultural records 

about those cultures. Because of the endless possibilities of observing a culture, authors of historical 

fiction may want to adopt an approach to capture only those themes that have their origins in the past but 

are still significant today. 

Zoroastrianism 

Within the books for this study, there was confusion or misinformation around Zoroastrianism, the 

dominant religion of ancient Iran. In particular, this misperception was the case with the Esther books. All 

these books in one way or another situated Zoroastrians exclusively in the realm of polytheistic faith, 

worshipping multiple gods. The following are some representative examples. In Esther: A Star Is Born  

ancient Iranians are introduced as people worshipping “the gods of Persia.”65 They “did not know the God 

of Abraham, Isaac, and Jacob. They did not serve the Living God, who could save them from their pagan 

lives steeped in anger, hate, and vengeance.”66 Also, within A Reluctant Queen: The Love Story of Esther, 

people of the Zoroastrian faith worship many gods, and Ahasuerus “was a man who worshipped a strange 

god.”67 In Esther the Queen: A Novel, Esther “saw a small gold statue of Ahura-Mazda in . . . [the king’s] 

hand. For a moment, she wished she could tell him about the true God, the one God who looked over 

everything and everyone.”68 

The ancient religion in Iran was Zoroastrianism, which is “one of the world’s oldest monotheistic 

religions. It was founded by the Prophet Zoroaster (or Zarathustra) in ancient Iran approximately 3500 



 

JRLYA: Volume 8 N.2, December 2017 

 
14 

years ago.”69 Zoroastrians worship only one god, named Ahura Mazda, not double or multiple gods. 

Ahura Mazda’s name was fused “in the Achaemenid royal inscriptions, and especially in those of Darius 

the Great, which duly celebrated him as Creator: ‘A great god is Ahura Mazda, who created this earth, 

who created yonder sky, who created man, who created happiness.’ ”70 “Zoroaster had himself proclaimed 

Ahura Mazda as God omnipotent, the ultimate source of evil as well as good.”71 

It is imperative that authors of multicultural books consult many various and cross-referenced 

resources in order to represent a historically accurate faith. Nevertheless, it is inescapable that every 

author tends to understand ancient history of other cultures through a lens of their own culture. The 

challenge as well as the fascination of creating authentic books is to minimize the outsider perspective 

and to give the reader the insider point of view. Otherwise, the book may have vast audiences and critical 

acclaim, but still misrepresent and perpetuate misconceptions about the culture and therefore fail in its 

attempt to help the reader see the world from a different position. 

Writing from the Outside Position 

One widespread and long-standing concern in the field of multicultural literature is when authors attempt 

to write about a culture other than their own. The validity of an outsider’s perspective is not guaranteed 

by their birthplace, ethnicity, or even by their research of a culture. Outsiders who desire to write about a 

culture other than their own must deal with the dynamic nature of the researched culture. In this regard 

and according to the results of this study, outsiders’ attempts to portray the cultural traits or social patterns 

of other groups are classified into five categories: 

1) Imagined perspective 

2) Perspective based on the outsider’s resources 

3) Perspective based on observation 

4) Perspective based on socializing and consulting in the United States 

5) Perspective based on socializing and consulting outside the United States 

 

This discussion proceeds with explaining each of these categories in more detail. Noteworthy is how the 

authors of multicultural books in this study applied one or more of these approaches in their books about 

Iran. 

Imagined perspective. The most alarming approach in creating multicultural books is to acquire 

an imaginary perspective of the other culture. Within this approach, authors represent some information 

that they only assume to be true. In the present study, these cultural assumptions ranged from slight to 

extensive. Some examples of minor imagined perspective are in Remembrance of the Sun when Jill 

describes the structure of Tehran. “The vast city of Tehran has no telephone book” and “Kuche Yek, 

Kuche Do (Little Street One, Little Street Two). Tehran was full of these, which was one reason it was 

just as well not to have home mail delivery.”72 Another example is in A Reluctant Queen: The Love Story 

of Esther when in the ancient empire, the term “apartment” is used frequently despite being not correct for 

the timing of the story. The more accurate residential structures in the Achaemenid era are open and 

closed pavilions, terraces, corridors, and chambers. Along with these assumptions about Persian culture is 

the use of an improper phrase in Esther: A Star Is Born when Esther tells Hegai, “Keep me posted.”73 

This terminology belongs to the present and is unlikely to have been used in that time period. 
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Cai argues that imaginative literature either misrepresents the reality of that culture or only 

reflects its stereotypical objects. He identifies the need for “a balanced view of the relationship between 

imagination and reality” and, referring to Sims Bishop, discusses that the “imagination-omnipotent view 

is abetting the publication of books that distort ethnic realities and stereotype ethnic people.”74 

Perspective based on the outsider’s resources. It is hardly possible to render another culture 

realistically if we only consult limited resources. In representing the history of other cultures, it is 

essential to review more than one point of focus. This is mainly due to the fact that there are “insider 

truths that counter outsider untruths and outsider truths that counter insider untruths.”75 Many historical 

subjects are highly controversial, not necessarily reflecting one universally held position. Within the 

books for this study, the most frequent example of this approach was when the authors represented 

Zoroastrianism as a polytheistic religion. Also, one more important instance can be found in Night Letter 

describing “a rendering of the prophet Abraham’s sacrifice of Isaac.”76 According to the Bible, Abraham 

sacrificed Isaac, but, according to the Qur’an, Ishmael was the one offered to the Lord by Abraham. 

However, in Night Letter, it seems that Christianity and Islam hold the same beliefs regarding Abraham’s 

story. 

Perspective based on observation. As discussed in the literature review, in order to demonstrate a 

valid portrait of different cultures, having only a general observation or understanding of that culture is 

inadequate. In attempting to address different facets of Persian culture in one book, some authors of 

multicultural books observe Iranians or non-Iranian Middle Easterners in the United States or view them 

in the media and assign the observed features to their historical novel, no matter what time period they are 

presenting. In the context of the novels for this study, the most representative instances of this approach 

are the images of Iranian women with the veil in all different eras ranging from the Achaemenid period to 

up to 1978. 

Perspective based on socializing and consulting in the United States. Although none of the books 

in the current study seemed to have applied this approach, Shadow Spinner (Fletcher 1998), the sample 

for the pilot study, accommodated this position. In a personal email conversation with the novel’s author, 

Susan Fletcher explains that in writing Shadow Spinner, although she did not experience living in the 

Middle East, she did a lot of research, and two Iranian friends—Abbas Milani, the director of Persian 

Studies at Stanford University and Zohre Bullock—helped Fletcher tremendously. Milani and Bullock are 

Iranians living outside of Iran. 

While the books in this category do not reflect firsthand knowledge or observation, they seem 

closer to the reality of Iranian life. Depending on the knowledge and insight offered by the persons or the 

group consulted, this approach could most possibly bring Persian authenticity into the words, thoughts, 

and behaviors of the characters, reflecting the traditions of the culture being depicted. In the case of 

Shadow Spinner, Milani was one of the most qualified Iranians who could have commented on a book 

about Persian culture. Milani’s “expertise is U.S.-Iran relations as well as Iranian cultural, political, and 

security issues.”77 His vast knowledge of Iran as well as his willingness to help an American author who 

writes about Iran added authenticity to Fletcher’s writing. 

The overview of this approach reveals the importance of a much-needed process in publishing 

multicultural literature. It is crucial that multicultural books are vetted before publication, being reviewed 

for their cultural content and also examined for their accuracy and authenticity in terms of the culture 
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presented. Those people who are consulted might have insider or outsider status. However, a full 

understanding and perception of the relevant culture is expected. A large portion of the job of vetting 

would involve “correction, condensation, organization, and many other modifications performed with an 

intention of producing a correct, consistent, accurate and complete work.”78 As part of their specific 

responsibilities, these consultants are in charge of examining the cultural details. It is vital for them to 

support authors before and during the drafting of a multicultural manuscript. The cultural knowledge they 

share with authors working on a particular multicultural story raises the validity of the final book. Along 

with careful consideration of the strengths and weaknesses of multicultural texts and pictures, with their 

excellent knowledge of the depicted culture, they make certain that multicultural books are accurate, 

authentic, easy to follow, and also captivating for readers. 

Perspective based on socializing and consulting outside the United States. This approach 

is most likely the best way to become fully aware of Iranian reality. In order to “understand the 

fine-grained meanings of behavior, feelings, and values,” the most reasonable approach for 

authors of multicultural books is to situate themselves in the culture’s lifestyles, so one can 

“decipher the unwritten grammar of conduct and the nuances of cultural idiom,”79 thereby 

acquiring a more detailed sense of the researched culture’s worldview. However, a noteworthy 

caution is not to unify one cultural group into “cultural conglomerates”80 of neighboring 

countries and cultures. As we generalize about one culture, we are likely to make inaccurate 

assumptions about others. 

Regarding the present study, Meghan Nuttall Sayres was the only author who made huge strides 

in this direction and established sustained contact and correspondence with Iranians before and during the 

writing of her two novels: Anahita’s Woven Riddle and Night Letter. According to her blog, Sayres 

has visited schools and taught creative writing workshops in schools in the U.S., 

Ireland, Turkey, Qatar, Iran and Uzbekistan, where she has also met with scholars, 

carpet weavers, dye masters and merchants to study the age-old symbolism and Sufi 

poetry that infuse many rugs woven throughout the Middle East.81 

Through her authentic depiction of Persian culture, Sayres offers a glimpse into the vibrancy of Iranian 

lifestyle in the 1900s, portraying the obstacles and challenges to cultural, social, political, and personal 

efforts to create a democratic Iran. 

Given these five categories, it appears that it is possible to acquire authentic authorship from an 

outsider position. Outsiders are not born or raised with a sense of belonging to cultures different from 

their own. On biological, ethnic, or social grounds, they do not have privileged access to insiders’ insight 

and knowledge. They are not engaged as members in the life of those groups. They might be sympathetic, 

but they lack any deep understanding of the cultural insiders’ innermost thoughts, concerns, and struggles. 

Depicting any culture requires knowing the inside of its people’s minds, acquiring the knowledge as well 

as the perspective, and also possessing the ability and skills to represent it. As demonstrated in this study, 

insider-outsider status is not fixed but situated within a continuum in a state of flux. Some authors of 

multicultural books may deem themselves as absolute outsiders, distancing themselves from non-

mainstream cultures in varying degrees. Some others may position themselves on differing points of the 

continuum, attempting to reflect their cultural membership. To what extent they can create authentic 

multicultural books remains a matter of debate and is definitely different from one book to another. 
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Although some multicultural books authored by cultural outsiders play a major role in fostering 

cultural identity, it is a fact that many of them have taken an ambivalent and sometimes careless attitude 

toward the culture they present. Such publications may introduce a partial or incorrect picture of reality. 

Multicultural books can reflect a culture’s deepest values, religious sentiments, struggles, and ideals. 

They emerge from and yet also shape a particular culture. The straightforward way to remedy the 

complexities of authorial intention that is external to a representative culture would be to exclude outsider 

authors. However, in the creation of multicultural literature, the role of both insiders and outsiders is 

essential, offering different perspectives, motivations, style, and treatment of other cultures. Including 

outsiders in the realm of multicultural books helps to create a more diverse picture. As Merton asserts, 

“We no longer ask whether it is the Insider or the Outsider who has monopolistic or privileged access to 

social truth; instead, we begin to consider their distinctive and interactive roles in the process of truth 

seeking.”82 By engaging the most comprehensive insight and interests of insiders and outsiders, 

multicultural books constitute the broadest stage for the manifestation of different cultures. Yet, in order 

to become closer to this fullest exploration and expression of people, insiders and outsiders need to 

collaborate continuously. 

Conclusion 

The small selection of young adult novels explored in this study cannot possibly communicate 

the wholeness of Persian culture. However, studying the authorial agency of this collection does 

well to highlight significant issues and values important to this cultural group. It is critical, in 

light of the growing diverse populations in the United States, to ensure that quality young adult 

novels containing authentic and accurate stories are available in libraries, classrooms, and 

bookstores. However, the issue of cultural authenticity is not as simple as whether the author is a 

cultural insider or outsider to his or her subject matter. Vital errors can occur in either case, as 

can authentic writing. It is my hope that by diligently pursuing an attitude of inclusion, we can 

enrich the lives of everyone in our community. 
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Appendix B: Depiction of Women in Pre-Islamic Iran 

 

 

Figure 1. 

 Woman in Achaemenid court. Adapted from M. Brosius, “Women in Pre-Islamic Persia,” 2010, 

Encyclopaedia Iranica, http://www.iranicaonline.org/articles/women-i. Copyright 2015 by Encyclopaedia 

Iranica. 

 

 

Figure 2.  

High-ranking Persian woman. Adapted from M. Brosius, “Women in Pre-Islamic Persia,” 2010, 

Encyclopaedia Iranica, http://www.iranicaonline.org/articles/women-i. Copyright 2015 by Encyclopaedia 

Iranica. 
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