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Paul Holdengräber:  Good evening. I love that. Yes.

[applause]

Paul:  
Good evening. My name is Paul Holdengräber. I'm the Director of Public Programs here at the New York Public Library, known as ‘LIVE from the New York Public Library.’  As many of you know, my goal here, at the library, is to make the lions roar, to make a heavy institution dance, and, when I'm successful, to make it levitate.

A few heartfelt thanks, first of all, are in order. To Gil Cohen, the Director of Visual Arts and Literature at the Office of Cultural Affairs.

[applause]

Paul:  
Of the Consulate General of Israel. Thank you both to Gil and to the consulate. I'm very, very grateful. I would like to thank Akashic Books, based in Brooklyn, for continuing to be one of the great independent publishers in the world. Akashic's motto or mission, which they stand by, is the reverse gentrification of the literary world.

Thank you also to Ibrahim Ahmad, Senior Editor at Akashic Books, who has relentlessly and with great passion worked on the event tonight.

[applause]

Paul:  
I love a responsive audience. It's magnificent. I adore it. I relish it. I find it rather addictive. Finally, but not least, I would like to thank the Publisher of Akashic Books, a colleague and my dear friend, the great Johnny Temple. Let's hear it for Johnny.

[applause]

Paul:  
I'm sorry. I'm going down memory lane for one second. Last time Johnny and I worked together, the evening was quite different, as I recall. No two cities, no noir of any sort except one kind of dark element. The book we helped launch here, at the library, that night, that Akashic published, was noir in one way, a plea by a parent hoping that their child would go to sleep. The book, you may recall, was entitled Go the Fuck to Sleep.
[laughter]

Paul:  
I spoke, that night, to the author, Adam Mansbach, and the illustrator, Ricardo Cortés, as well as Johnny and had Werner Herzog read the story to commemorate that occasion. I encourage all of you to go online after tonight, whether you have children or not, are sleepless or not.

Perhaps some of you suffer from insomnia as I do. I always say I keep the night company. Perhaps some of you suffer from insomnia as I do. I always say I keep the night company. I encourage you to go and hear Herzog read Go the Fuck to Sleep.  Trust me; it's a trip worth taking.

Tonight is double noir, noir from Tehran, noir from Tel Aviv, T&T, as we have come to call it. Iran and Israel may not, as the alphabet would dictate, sit next to each other at the General Assembly of the UN, but tonight they will, as is befitting of the New York Public Library. They will share this stage.

The conversation between Tel Aviv noir, with Etgar Keret and Assaf Gavron, and Tehran noir, with Gina Nahai and Salar Abdoh, is moderated, modulated, and, I hope, instigated by Rick Moody. I expect a spirited conversation with sparks and insights.

After this conversation, these authors will happily sign their books and collections. As always, I'm grateful to our independent bookseller, 192 Books, for being so wonderfully present and helpful throughout all these years of ‘Live from the New York Public Library.’
Finally, you may be interested in some of our upcoming events. Next Wednesday, the creator of the term ‘cyberspace,’ William Gibson, will speak with James Gleick. On December 12th, Joyce Carol Oates, who incidentally edited one of the Noir Series Akashic Books, which they so carefully publish, "Prison Noir," written by those incarcerated, will be speaking here.

Then, on December 15th, the great Jamaican writer Marlon James will be in conversation with Salman Rushdie. To top the season, on December 16th, I will be speaking with the extraordinary German photographer Thomas Struth. Go see his exhibition at the Met. I highly encourage you to do so.

For the last seven or so years, as many of you know, I've asked my guests to give me a biography of themselves in seven words, a haiku of sorts, or, as I say, if you're very modern, a Tweet. These seven words, I will read them in no particular order, are as follows. Gina Nahai, ‘Vastly underappreciated...’
[laughter]

Paul:  

‘...grossly delusional, waiting for Pulitzer.’
[laughter]

Paul:  

Rick Moody, ‘Wrote 10 books besides The Ice Storm.
[laughter]

Paul:  

Salar Abdoh, ‘Awed by libraries. Falls asleep in them.’
[laughter]

Paul:  
Etgar Keret, ‘Sadly, life is just a short story.’  Assaf Gavron, ‘Moving in the slow lane towards somewhere.’ Please welcome them.

[silence 6:24-6:34]

[applause]

Rick Moody:  
Hi, guys. Can't really see you. Here we are. We're going to talk about noir tonight. To some degree, that's the beginning of the conversation, and then we're going to see where it goes. We're celebrating these two books, Tehran Noir and Tel Aviv Noir in the Akashic series. We're also celebrating the work, in general, of these four amazing, contemporary writers.

I've spent the last month reading almost all of their work and schooling myself up as quickly as I can with great excitement and enthusiasm. These are four extremely diverse voices, but all of them fascinating and all of them really getting a similar...where contemporary literature doesn't go as often as it might. I'm excited to be here and thrilled to try to moderate the scuffle to follow.

Salar, I want to start with you a little bit. I'm wondering if we could talk about Tehran Noir, and if you could tell me what idea of Noir was operative for you as you tried to edit this volume.

Salar Abdoh:  
Hi.

[laughter]

Salar:
When Akashic, when Johnny, Ibrahim, and Joanna approached me with this project, I had to think long and hard about it, because of issues that are very particular to Iran and the issue of censorship that goes far before the Islamic Revolution of '79. There's always been censorship there in one way or another.

I knew I would have several obstacles. One of them would be to get writers in Iran, in Tehran, to write with freedom that they're not used to. I've talked about this before. What censorship does, after a while, you begin to self‑censor yourself. I knew that to approach these writers and to get them to write, I had to really bring them out of that space of holding back and telling them to ‘write what you wish.’
I knew it would be a long, arduous process, where we would have to go back and forth. That raised the second issue about working with Iranian writers. In much of the world, and also in Iran, unlike the Anglo‑Saxon work, unlike the US, writers are not really used to working with an editor that much.

I had to convey to them and impress upon them that this was going to be long process, where they would have to go back and forth with me. In general, it worked. It worked in a good way. I had to reject some better‑known writers, because they just couldn't fit into that procedure that we had set for ourselves.

In order to make this happen for Iranian writers, I cast a wide net, so to speak. I went after writers I knew, some friends, some acquaintances. I went after journalists, war journalists, and people of other occupations, who have something to do with writing, but certainly have something to do with the ambience of the noir in a place like Tehran.

It's a city of 14 million people, where there are many layers and levels of life. There's the public life, then there's the underground life. These writers, fortunately for me, really came through. We worked together, and it turned out to be a pretty good collection. Even though, in the beginning, I had some hesitations about it.

Rick:  
Are there aspects of life in Tehran that seem particularly suggestive of noir?

Salar:  
Absolutely. Tehran is one of the most fascinating places on earth, and I've been to many places, lived in a few places. Tehran is full of these discrepancies. It's an extremely sophisticated place. Iran itself is an extremely sophisticated culture, high level of education and engagement in the arts and sciences.

The view people have of it from outside, oftentimes it is one step removed from Taliban or ISIS. That's the view they have of it, but it's nothing like that. It's a completely different kind of place. What happens in Iran is that, because public life takes place in that sphere of the Islamic Republic and the morality police and all that, people operate within interiors a lot of times.

I call it the ‘night world' or the ‘noir world.’ Iran, Tehran particularly, lends itself to that world of the noir where things are happening. At the same time, my conception, my notion of the noir is this bleakness, this sort of hopelessness that's not necessarily true to Iran, but to the nature of the noir storytelling.

That really comes across in a place like Tehran. It lends itself well to writing stories about...James Ellroy I think calls it the noir, ‘The sure deal that has gone bad.’ That's the sort of thing that Tehran lends itself to. I was really aiming for that. I had friends who are crime beat writers in Tehran. I wanted to gather all of that in the various chapters, and I think, to a large measure, we succeeded.

Gina Nahai:  
First of all, Salar, did an amazing job, both the collection of the story and the translation. What I thought was really exceptional about this book was that the stories are not what you typically read from Iranian writers. There's a story about this guy who steals corpses and smuggles them across the border between Iran and Afghanistan, a story about this young guy who's a drug dealer or wants to become a drug dealer.

Typically, modern Iranian literature goes in a completely different direction. We are noir by nature. Iranian art, music, and everything else is all about tears and sadness. But there's a reality to this, and little snippets of life that are so very unknown. Even somebody like me, who is in touch, more or less...I'm Iranian so I would know some things about what life is like in Tehran. But none of this was something that I'd read before. I think that's very unusual.

Rick:  
Gina, your story is markedly different from many others in the collection. I was wondering how you felt about the assignment when Salar came to you and said, ‘Do you want to make something for this book?’ Did you wrestle with noir? Were there ideas of noir that undergird your piece, which is comic, sometimes fanciful, not traditional noir?

Gina:  
I think noir is probably a state of mind, and my state of mind is very much noir all the time, anyway. The part that I wrestled with was they said, ‘Short story,’ so I wrote a short story. I came in late in the game, so by the time I turned in the first draft, Salar was in Afghanistan on a motorcycle or something.

[laughter]

Gina:  
Johnny called me and he says, ‘Well, it's OK, but this is 35 pages too long.’ The story is 55 pages, and he wants me to cut it by 35. I said, ‘Well, I mean I'll try.’ I looked at it and I thought, ‘If anything, it's going to get longer if I touch it.’
[laughter]

Gina:  
I called him back and I said, ‘I can't touch this.’ I said, ‘Why didn't you tell me ahead of time that it's supposed to be 20 pages.’ He said, ‘I said short story. A short story's supposed to be short.’ We sort of argued about that, but then Salar, by then he was probably in Iraq on horseback.

[laughter]

Gina:  
Salar doesn't believe in cars, apparently. He sort of mediates it, and was kind enough to allow me the length. Other than that, it really was not difficult. As you notice, there really isn't a body in this story. There's supposed to be a body in a noir story.

Rick:  


Nor is there a mystery exactly in your story.

Gina:  

Right.

Rick:  
Also, it's funny. I think of the comic elements as being...This is in no way pejorative, because I love the story, but in no way is your comedy traditionally noir.

Gina:  

Yeah, it's the advantage of not knowing what you're doing.

[laughter[

Gina:  
I didn't know that you're supposed to not be funny, so I wrote what came to mind. I'm glad that it's interesting, at least.

Salar:  
I just want to add about Gina's piece. It was really the perfect bookend to the ‘Tehran Noir" collection. When I read it, I knew that it had to stay pretty much as is. After the revolution, so many Iranians went to Los Angeles and made that their home. I knew that if there is one writer who is going to write about Tehran, it has to be Gina. She really nailed that story, and really bookended this story in the anthology in a beautiful way.

Gina:  

Thank you.

Rick:  
Salar, I want to ask you one more question about translation issues, because you did the translation all yourself. As Gina was saying backstage, and I feel the same way, the slang is incredibly vivid in the anthology, and slang is, in some ways, the hardest to translate. There must have been real translation issues in making an English equivalent, in which we get that kind of gritty, grungy, street language that's apparent in the anthology. How did you approach that part of your job?

Salar:  
One thing that made my job easier was that I commissioned these stories from scratch, so I could work with the writers to get their prose, their text, as close as I needed it to be. If these were already published stories, it would have been more difficult to do this. Not impossible, but more difficult.

Because these were from scratch, I had an ability to work with them, some of these stories when back and forth four or five times. Then, really, it was a labor of love. I spent a year on these translations to just get it exactly right. They really did. They came out...Because Iran/Tehran, being as enormous a city as it is, there are Turks, there are Kurds, there are Lurs, there are Arabs.

Gina:  

Afghans.

Salar:  
...Turkmen, and many, many Afghans in Tehran. Everybody has their own accents. Everybody has their own intonations. You really have to think about all these things and issues of translations.

I thought there are a couple of great translators from Persian to English. My friend Sara Khalili is one of them. But I felt like to edit this anthology, for Persian writers, I have to do the translations myself, to be able to do the editing and translation job at the same time.

Rick:  
You're in New York. You're teaching in New York. Is there a way that New York ideas of noir crept into what you're doing in this book? Or, can you keep the cultures separate?

Salar:  
Actually not. It's interesting, no. The more pure connoisseurs of what the noir is, they have this notion of the noir. They have James Mitchum or Humphrey Bogart sipping a drink in some bar in 1948, thinking about the woman who done them wrong.

[laughter]

Salar:  
That is the classic noir, and it's fine. But for me, noir really has come a long way. In my mind, noir is a state of mind, is a state of being. It really manifests itself in every country and every city in a different way. For instance, rightly so, in one of the reviews about ‘Tehran Noir,’ the reviewer said about one of the stories, when the protagonist goes into a tea house, he says, ‘This was a rough teahouse.’
A tea house in Tehran, depending on where it is in Tehran, can be a very, very rough place. There are these guys with tattoos and all kinds of stuff. They're either in and out of jail. I like to hang out with them. We all ride our motorcycles.

Gina:  

[laughs] Yeah. That's what [inaudible 00:22:34] the story.

Salar:  
Instead of a bar, you have a teahouse. You go into the interiors of the Tehran bazaar and it's a whole different universe. But the feeling of noir and the feeling of just plunging into the depths and every time you try to do something to make a situation better, it gets worse, that's the essence of noir for me. I think that comes through in these stories, as in many of these noir anthologies.

Rick: 
 Etgar, Assaf, did you guys have an idea of noir when you embarked on the book? Is it similar to what Salar is saying, in terms of what you thought?

Etgar Keret:  
I just say that when Johnny talked to me about the book...I'm kind of a literary opportunist. I thought, ‘OK, here's somebody who's offering to edit an anthology, which is great, but nobody wants to publish anthologies, anyway.’ Immediately, the first thing I thought about was writers that I would want to publish in anthologies. The second thing I thought about was, ‘Can we convince them to write a noir story, so the deal can work?’
I must say that I didn't come from a very deep noir sensibility, and I don't think that such a sensibility actually exists in Israel to begin with. I think there's something very demystifying about Israel. Let's say we never had an Israeli super‑hero in comics, because the idea that somebody goes around with underpants and says that he wants to save the world, everybody would make fun of him.

[laughter]

Etgar:  
Even the concept of private detectives, we have private detectives in Israel, but they are nothing like the American private detectives, or at least the ones that you read about. If I try to compare Tel Aviv to New York, then for me, New York is like a museum of the 20th century, the same way that Paris is the museum of the 19th century.

Let's say they want to hire a policeman here, he has to be fat and to eat doughnuts, because we all saw the movies. While Tel Aviv is really a place that seeks its identity, it looks for an identity. It doesn't know what it really is. There is constant argument, ‘What does it mean to be Telavivian or to be Israeli?’
I didn't think that this concept of noir, as I know it, can translate to Israel. The rules that Assaf and I made, which are very easy rules, a story should either have a mystery or somebody should get killed, it should be sexy and sleazy in a strange kind of way, or it should be at night.

[laughter]

Etgar:  

We were trying to push the envelope as much as we could.

Rick:  
Under that rubric, Ulysses by James Joyce is a noir, because there's a lot of night in it. Do you agree with all that?

Assaf Gavron:  
Yes, in other words, all of us had made that we don't have an idea what noir is.

[laughter]

Assaf:  
We just had this great opportunity, and we went for it. Really we, Etgar and I, liked the idea of presenting Tel Aviv in a prism that is different than the usual one, the expected one. I think Ben‑Gurion, the first prime minister or Israel, he said, just as the state was founded that when we will have prostitutes that speak Hebrew and bank robberies in Hebrew, then we will know that we are a normal kind of place.

[laughter]

Assaf:  
For us, that was also an idea for the book. We want a normal book, a book about prostitutes, murder and death, and investigations, and not the usual stuff that is associated with Israel.

Etgar:  
I also want to say that I think something with the American noir notion is that you read a book about this guy who knows how to shoot guns, who has a pistol, and who throws hand grenades at people. In Israel, everybody knows how to do that.

[laughter]

Etgar:  
It's like this ‘pussy’ kid that you used to kick around when he was your neighbor. He also knows how to shoot a machine gun. It doesn't mean anything. I think that there is something very strange in that notion of violence.

I remember when I was a child, let's say if there were parties, they would let me come home on my own, even when I was 11 or 12, and it could be even 2:00 a.m. My parents said to me, ‘It's a very safe city, if you don't run into a terrorist.’
The idea was that when you're so preoccupied with one narrative, when you think you are at war, and there are people who want to destroy you, even if there is a little bit of crime here and there, it's usually in your blind spot. It's not something that you're necessarily aware of.

Rick:  
Etgar, your story in the anthology seems to me to have no noir elements of any kind.

[laughter]

Etgar:  

It's about a...

Rick:  


A dog.

Etgar:  

Yeah.

[laughter]

Etgar:  

Yeah, but it's a dog that kills people.

[laughter]

Rick:  


On what basis...Was the story written for this collection?

Etgar:  

Yeah.

Assaf:  

It was.

[laughter]

Assaf:  
He can blame me. At this point, I was the editor and he was the writer.

Etgar:  
The idea, first of all, was I wanted to have an environment that seems to be very, very normal and functioning, and gradually push it to these limits, where people would do things that you don't usual do in real life. The story is basically about a couple that can't have children. They decided they'd take a dog instead of a child, and the dog is crazy. He attacks everybody, does horrible things. The husband says, ‘We must get rid of him.’ The wife said...

Gina:  

Give him that Akashic quote, Go the fuck to sleep,’ for the dog.

Etgar:  
[laughs] He could have eaten it. The idea is that the wife thinks that the dog symbolizes...it's like their metaphorical child, and you can't turn your back to your child. You must commit to it. For me, in a sense, maybe it's a big thing to say, but it's a metaphor of living in Israel.

When you live in a country and it was the dream of my parents and grandparents to have a country for Jews. It will be a safe haven for Jews that they won't have to...will have to escape pogroms. In the ends, you're in country which is the most dangerous place for Jews on earth.

[laughter]

Etgar:  
All those ideas that existed...Israel is a special country. It's the only country that is based on a book. I don't mean the Bible, but I mean Herzl's book, Altneuland. That guy wrote a book. Usually, a producer would say, "Let's make movie,’ but we said, ‘Let's make a country. It's such a good book.’
[laughter]

Assaf:


  Make sense. It's a science fiction book.

Etgar:  
In the end, the country didn't come at all like the book. In the movies, you see the movies, say it's...

[laughter]

Etgar:  
So this idea, this gap between a couple who says, ‘We want to take care of a baby. We can't have a baby, so we take care of a dog,’ and then finds themselves covering up for a murder that this dog had committed, it's something that I can relate to. [laughs]

[laughter]

Gina:  

That's great.

Rick:  
I took it as a straight allegory. When I read it, it seems like straight allegory. I'm interested in whether, from your point of view, allegory has some relationship to the noir model. In other words, are noir stories with all of their murders and their sleaze and their existential crises and so on, is the form itself allegorical? In fact you're commenting on traditions of noir, somehow.

Etgar:  
Most of the noir books I've read, I felt more like as if I'm reading some kind of modern mythology than as if I'm reading some kind of a complete psychology that I can identify with and say, ‘Yeah, I know this guy.’
It's usually about people that you don't know. Many times they symbolize some kind of a primal emotion that we have. Many times when you read a noir book it's almost like a super‑organism in which every character plays some kind of a side that you have in yourself.

I read noir as allegories. Whenever I read it, it never seems real to me. It always says something about the human spirit, but it's not a snapshot of something that I know.

Assaf:  
I am not sure I agree with that. Something about noir is really straightforward and simple and an easier read. There's this body and there's someone who has to solve the murder, in the classic sense of Humphrey Bogart and Chandler and so on.

I actually think the classic noir is kind of straightforward. But we did not do classic noir. I think in these books or maybe in the noir series as a whole, of stories that are even now in contemporary Tehran, Tel Aviv, Tokyo and Paris. I think people are looking for something deeper. I think in our stories at least, exactly like as Etgar explained in his story that it's really about Israel and about living here.

Rick:  
Do you feel that's true of your story as well? Because your story is more traditionally organized as noir, I think.

Assaf:  
I tried to do it traditionally organized, but I couldn't really go all the way with a real detective. My detectives are amateur. They're really construction workers that advertise on the Yellow Pages. One of them has a free ad in the Yellow Pages, so he decides to say that he's a private investigator, and then he gets a case.

It's all about this gap between being real and not really knowing anything about it. It's a bit like us as editors. We didn't know anything about noir.

[laughter]

Assaf:  

Maybe that's what I was thinking about.

Etgar:  
I said to Assaf, ‘Who is this American guy? He thinks he can edit at book. You speak good English, say something to him.’
Rick:  
But isn't it true that the reviews have kind of said none of the stories are actually noirs, in your anthology?

Gina:  

He hasn't seen the reviews yet. They don't send it to him.

Etgar:  
I think that in Israeli, the review said, we really loved the stories, but they are not noir enough for us. They're always like, ‘This one is noir, this one is beige, this one is gray...’
Rick:  
This despite the fact that you don't have a tradition of noir and you're Israeli?

Etgar: 
I think that this kind of connection of Tel Aviv noir is something, it sounds almost like an oxymoron.

Gina:  

Because you're all so upbeat and happy all the time?

Etgar: 
 No, no. Just from the crime angle. Let's say, I think when you live in American society, there are people that when their girlfriend says to them, ‘Stay out of my house,’ they drink some whiskey and kick the door open. There are people who when their girlfriend says, ‘Stay out of our house,’ they go and have a vegan dinner. Those are the two kind of people that live in the States. But in Israel...

[laughter]

Rick:  


Wow, I'm glad we got that worked out.

Etgar:  
No, I'm saying, of course, it's an allegory. But what I'm saying is that in Israel, let's say when your girlfriend locks the door and says, ‘Stay out of the house,’ you stay out of the house...

Gina:  

Because she has a gun.

[laughter]

Etgar:  
No, she doesn't. No, stay out of the house and you go and eat your vegan dinner. But basically, each of those guys who get thrown out of their house knows how to kick a door open, because he had to go through compulsory service. So if he doesn't kick the door open, it's because we play this game of civilization, which we respect.

But almost every person who lives in this culture had been in the two sides. He's the guy who doesn't push on the queue to the opera or he's the guy who buys his children wooden toys because the plastic ones from China are toxic. But he's also the guy who goes for 40 days of reserve duty and may be the sniper and already has seven confirmed killings. You live in those parallel roots. You're trying to do the best but one of those sides won't speak to the other.

Rick:  
Assaf, I want to ask a little bit about Tel Aviv particularly. We have this collection that's not Jerusalem noir, it's really about Tel Aviv. Can you talk a little bit about what's unique to Tel Aviv in the context of the book and in what ways Tel Aviv might have noir qualities?

Assaf:  
Jerusalem, maybe Johnny doesn't want me to tell this, but they've been trying to make a Jerusalem noir for a few years. It's proving impossible so far. I hope it will be published one day.

But Tel Aviv, there are a few things about it, because it has this mix, that I think Jerusalem does not have, of a very modern city, a western city, but located where it is, in the Middle East, and with people who are part of this conflict, in a way, with a huge Middle Eastern influence.

The outcomes of that are sometimes very exciting. There's a great nightlife and there's a great atmosphere and liberal, easy atmosphere to it. But together with that, you have huge immigrant communities. African immigrant, for example, you have quite a big, not exactly mafia, but there is a few families, a few crime scenes. You have as the reverse part of the nightlife, there's always the underground of that.

You have all these things happening at the same time. Actually, you do have a lot of noir‑related scenes that you can pull out stories on. In the book it goes from, for example, a tour guide of crimes, of murders, all across the city who then is being led through a series of murders himself.

You could have a widow who suddenly finds the urge to kill who's involved in real estate and things like that. You have death itself who finds himself in the scene of a terrorist attack, and this is where the other reality comes in that.

Gina:  
What I love about the whole noir series that Akashic does, it seems to me, because it's mostly about the lowest common denominator in each culture basically, that you get a view that's very realistic about the place and the people that's not at all preachy or posed or politically correct or trying to create some sort of an image or maintain it. I think that's the greatest strength and I don't know how many books, how many noir books they've done, but...

Rick:  


Dozens, right?

Gina:  
Yeah. But there is that quality about it that you're reading without...There's no bullshit here. That's really refreshing, especially when you're representing a culture, because people get so either defensive or afraid to say anything when they're representing their own people or their own culture. All of a sudden, they want to show the best, usually, and you can't do that with noir, so it feels good.

Rick:  
I want to follow on that question with all of you to inquire into the motive for making these books. What drew you to it? Why do it? I feel like, and here I'll just throw caution to the wind and say that, notwithstanding the excellent noir series, I hate noir...

[laughter]

Rick: 
...and would never read one willingly. I think I once read a Robert Parker novel and I thought it was unreadable. As a literary writer I would find...

Gina:  

But you like these books, you like our stories.

Rick:  
I look these books and I like Johnny's books. But I feel like the Akashic idea of noir is not noir, in a way. But I'm interested in what drove you to want to take on this assignment. What's of interest?

Assaf:  
One thing is the opportunity to showcase Israeli writers that we love, that we read in Hebrew, and that for different reasons did not have the opportunity to be translated into English. This was a great opportunity, and this was one of our criteria to select the writers. Some of them have been translated, but most have not been translated before. For us, that was one opportunity.

The other thing is what I said before, this opportunity to show Tel Aviv, and in a different way, of the expected story. I think another thing is that Gary and I have been friends for about 20 years, but everyone has a busy life. Suddenly there was a reason to meet every two weeks in a café, which we usually don't get to do. That was another.

Gina:  
That's great consolation to the readers. They're going to have read something then, yeah.

Etgar: 
For me, what attracted me to it is just the fact that Tel Aviv, or you could say Israel in general. It's usually seen in two kind of way, almost a contradictory narrative. One of them, it's like this place, this dangerous place in the Middle East. People kill each other, war, missiles, occupation, terrorism. The other is that this is wonderful, touristic place where you can go and have the best food and have parties.

Somehow there's something about those narratives that they, it's like two parallel lines. They don't meet. It's like people say Tel Aviv is this and people say Tel Aviv is that. But the truth is that Tel Aviv is really something of both. I think that there is something about stories that deals with death, violence, danger, but in an urban environment, and not in this natural political engulfing one, was something that's really interested to me.

It's really interested me because I think that there is a relation between the two. I think that there is, we make this very arbitrary separation. But I can tell you that let's say when I was a soldier and I had my three years of compulsory service. Then, let's say, when I would get home, when you have a leave, I would take off my uniform and go to a left‑wing demonstration against the army activities somewhere. Then the next day I would wear my uniform and do what I was demonstrating again.

There is something in this kind of schizophrenic thing. Those two conflicting personalities is that they bash their heads, one into another. I thought there was something in this, let's say if we talk about the broad, the big envelope of noir, that it's a good context to put it in. All you have, this normal life, and suddenly the violence comes in from a place that is unexpected and that at the same time, maybe many times you can get used to.

Let's say in Assaf's story, then, basically you don't know if you, in the end, if you should be happy that the murder mystery was solved or that you should be happy that these construction workers who always wanted to be a private detective but actually by accident was able to find out the crime. You always have those narratives that are very personal, very little and tiny, but around them there are people dying.

Rick:  


Salar.

Salar:  
I want to piggyback off what Etgar said about the schizophrenic nature of a city like Tel Aviv, and also Tehran, because Tehran is exactly that way. I touched upon it in the introduction a little bit. On the surface of it, you have the morality police and all that. But beneath it there is all of this stuff going on.

But also the reason I picked up this, for several reasons I picked up this project was I really drove to pick stories that are of hard realism, that depict Tehran, contemporary Tehran as it is. I had an agenda, and my agenda was that.

One reason for that was because over the past 30 years a lot of the writing in Iran, as again, I say in my introduction, there are many, many great, talented people there, but I haven't been happy with a lot of the writing because there's a lot you can't say.

What happens is, things either don't get said or get said in these ways that are torturous, so that the censor can't get to it or understand it. I wanted to go to hard, gritty realism that brings out the nature of Tehran and that schizophrenia that Etgar talks about.

The other thing I strove for in these stories was that there really is a difference between a noir story and let's say a hardboiled story, a detective story. Because, as some people, critics of these genres have talked about, basically what a detective story is, and the reason why Assaf's story works so well for me when I read it was a detective is basically a hero.

Even if he's down, even if he's sipping that whiskey and his woman left him, even he walks away like Chinatown, at the end of it there is an element of the hero in there. Whereas. in the real noir story it's really an existential rumination on the nature of our lives. I think nowhere on the world, on this planet, have I experienced that to that degree as I have in a place like Tehran.

When these guys talk about Tel Aviv and the things I know about Tel Aviv from friends, they are two very different places. But there's a place where they both meet, and it's that point of violence that can come at any moment. I strove for all of these things at the same time. I think it came out pretty good.

Rick:  
Is that violence so different from violence in New York or Los Angeles or New Orleans, that noir has a different flavor in the Middle East from...?

Salar:  
Absolutely. These guys in Tel Aviv noir, that there's a story in there. It's been a while since I read it, but there's these bombings that are taking place. He's in café or she's in the café. You're not going to have that here.

Or there's a story, the story about the guy that you mentioned, somebody mentioned, the Afghan guy who comes from Afghanistan and he ends up killing somebody. What he used to do in Afghanistan was he used to take the bodies of the Taliban dead from the Mujahedin to the Taliban, and the Mujahedin from the Taliban, and both sides would let him do that because they wanted their bodies. That was his job.

This is a real guy. He's alive and well, and he has a gas station in Kabul today. My friends, whom I work with, and I asked him to write a story based on that. He brought that story, obviously he fictionalized it. But, I forgot the question.

[laughter]

Rick:  
Since you talked about this censorship and you wanting to bring the hard realism out. How are these writers doing now? Most of them are in Tehren, right?

Salar:  

All of them.

Rick:  


Could they publish these stories, although it's here in English?

Salar:  
No, they couldn't. In the last year, since the change in regime, people, various elements here are inclined to say, ‘Iran is always the same. One guy comes...’ There's a vast difference between the guy who serves for eight years, and I don't even want to mention his name. He's in the dustbin of history to me, and half of his ministers are in jail or facing jail in Tehran today.

But since this new guy came, there's been a real relaxation in censorship and a lot of books that were on hold for many, many years. But there is a limit to that. There's so much we can push, and there is a give and take. But these stories, they're pretty hardcore in their depiction of realism, that I don't see them being published in Iran today.

What a lot of writers are doing now, especially young writers, is they're just going around. We're in the Internet age of publishing. They want to be heard. They want to be read. The other reason I did this, and it really was a labor of love, I wanted to bridge. A lot of these writers want to be read in the world. They want to be heard. Their voices want to be heard.

So I wanted to do this for them. It has made an effect. It's something that has some value in the Tehran of today with these writers. Suddenly, they see that there's an event in New York City today. This is becoming an audiobook. People are reading them, and they haven't had that.

One reason they haven't had that is the absence of very many good translators, but I'm hoping with time and with more people studying Persian now, these things will change. So I really wanted to be that bridge to connect these two. The one place I could go with it was this hardcore, hard gritty realism of Tehran that's really… You can't convey it to anyone until they've really seen it, they've been there and they see how it is.

Gina:  
It's a great gift to writers who really feel as if their life and their talent has been wasted. Last year, the state department did this thing where they brought a bunch of Iranian writers, I think 20 of them, poets and writers on this tour of the United States.

It was supposed to be hush, hush and all secretive except that they were everywhere, really public. They were in LA, and somebody has posted them someplace. They were the most literally depressed bunch of people you've ever seen.

They didn't even want to talk about their work. They kept saying, ‘Well, you guys at least made something of your writing by writing abroad. For us it's too late.’ There was a woman who said, ‘I don't know what goes on outside my house because I never go out. I have no reason to go out.’ She writes and writes, and she has no idea if any of it is ever going to be read by more than five people.

So to give this kind of exposure to writers who really have had no expectation or realistic hope of being read is a fabulous opportunity.

Rick:  
I agree and yet that could be the case if you made any anthology at all, but you guys have made these noir anthologies. So it seems to me that there must be something to that gesture, and I'm wondering if...

Gina:  

It's all the money that they paid us to write.

[laughter]

Rick:  
Yeah, indeed, independent publishing. I'm wondering if there's a way given that both countries are deeply politically conflicted at this moment, whether noir in these two books has an inherently political aspect to it.

You're saying, Salar, that the hard realism in your anthology is a sort of empowerment for these writers. I'm wondering if there's a way that this new noir that we're all hungering for in Akashic series is a kind of political something or other that gives voice to people in conflicted political environments.

Salar:  
If you're asking me I think in Iran's specific case, absolutely, because to write these stories, to write, for instance there's a story in there by a woman I know well. She was a political prisoner for a few years. I knew she had a great story in her. She's a journalist. The story begins with her former associates being...their heads being cut off in Iraq, this was something that happened a couple of years ago. You start with that image.

It's not that you can't write a story about prisoners or all of this stuff in Iran, you can. But the hand of the censor is always going to pull you back. When you write a story like that or many of the other stories, in a way it becomes a political act, not against the state, but it becomes a political act of just speaking your voice in a void where you haven't been able to do that.

I think in Teheran's case that's really true. I have other things to say about similarities of a place like Iran and Israel, interesting enough. But I'll stop there and let these guys take over.

Etgar:  
What I think is, another way to look at the noir side like in our context is that there are many stories about people who find themselves in violent situations they didn't want to initiate, and who at least see themselves in a sense as like tragic characters. I think that again that when you live in a place, and again which is very different from Tehran, with no censorship, there's total freedom of speech.

But let's say you live in a place where it's almost like a ritual in the past, I would say 14 years, or 12 years, that every couple of years there is some kind of a conflict and people die. Some of your friends die, and other of your friends kill other people. It's constantly being repeated when you just sit there and you wait for the next time it will happen.

If I think about that same allegory, I think there were those old times when people would sacrifice their young so the God's would be happy. So you would take somebody, and you kill virgin, or something, so no monster will come from the sea and eat you.

I think that you if live in such a reality, like I have a nine‑year‑old son, and by the time he'll go to the army, which is about like nine years from now, there will be maybe three or four more rounds, in which people from different age groups will die or will get shell‑shocked and traumatized, which is by the way something that in Israel we don't want to talk about it a lot, but there are so many people who have survived those wars, but their souls are totally scarred, yet we keep kind of going on this route.

It's funny, because in the last election, in Israel, the thing that nobody talked about was the Israeli‑Palestinian conflict. People talked about the economy, talked about social things. In a sense, for me, it looked as if like you're in the Titanic and everybody's arguing because they want to have a sea view. And say like, ‘How about we take a bucket and we start taking some water out, because you can get the best room in the Titanic.’ It will still sink.

I think that in many of those violence‑based stories are these kind of things that people don't ask themselves, ‘How did we get there, or why are we doing what we're doing?’ because they find themselves occupying a different story line and a different plot line.

Let's say, in my dog story, the guy, he wants to prove to his wife that he would have been a good father. So in the process, there is a guy that got killed and he would lie to the police and he would do all this. But what he is interested in is just to show her that if he had a son, or a child, he would be committed to him.

I think that there was something in this book that helped us throw a bunch of curved balls. My personal favorite story in the Tel Aviv Noir book is a story about a divorced woman who she works in this kind of call thing. It's like a supermarket that you can order stuff through the line. There is this doctor...

Gina:  

Like Amazon.

Etgar:  

It's like Amazon, but they do it on phone.

Gina:  

Amazon Fresh.

Etgar:  
Yeah. And she talks to this doctor. They have a very nice conversation, and she wants to hit on the guy because she's divorced, and he's a doctor, and he's smart and nice.

Gina:  

Like every good Jewish woman wants a doctor.

Etgar:  
In the process, just to impress him, she goes to some kind of a volunteering activity in which you give food to African refuges. She just goes there, and in the process it starts to rain. Everybody runs to a different place, and she finds herself with an African refuge in a car.

Going, in the middle of the night, in the street, and she can't find her way, and she's sure that, just for the fact that he doesn't speak Hebrew, and he's African, and he's not a doctor, he's going to kill her, or he's going to rape her, or something bad is going to happen to her. In the end they share this kind of intimacy, those two people.

I think that if we talk about Noir, or if we talk about an Asian, or if we talk about any story, in the end they are people who have yearnings and motivation and they just want to complete their own little story. While in the process they step on bodies, they kill somebody, they maim somebody, but they're just interested to do their little thing.

Gina:  
I think that's the big difference though between these two anthologies. The feeling you come away with from the Tel Aviv Noir, or maybe I'm reading too much, I'm too hopeful about the future of Tel Aviv. I don't know. But there's still a certain kind of hopefulness in these stories, or at least in the characters. They still have certain ambitions, maybe to prove that they're a good father or maybe to marry a doctor.

But with the Tehran stories, what Salar was saying earlier about or somebody said that Noir is a sure thing that's gone terribly wrong. I think Tehran really symbolizes a sure thing that has gone wrong, and it keeps proving that every decade or so.

Those characters to me have absolutely no hope or aspiration. It's like these people really are at the end of the line who are making time.

Rick: 


Do you agree with that Salar?

Salar:  
To a large measure I do, but Assaf and Etgar's book, the book they edited, there's a lot of humor in some of the stories. There's a lot of various kinds of...like in Assaf's story, even though these guys are not really detectives. But certainly the Tehran Noir stories, perhaps except for one story the first one, there really is not that much humor. There's hardboiled bleakness in it. That probably also comes from the editor also.

[laughter]

Salar:  
I think somebody else could have edited it. I rejected a lot of pieces by the more famous...

[crosstalk]

Gina:  

Happy people.

[crosstalk]

Salar:  
What's interesting is, Tehran, like Tel Aviv, is a ferociously party town, as some people might know. The only people I've seen who party harder than Persians are Israel's actually.

Gina:  
But they don't hide and party, the Israel's. They're partying on the beach. In Tehran they're...

Salar:  
Right. Again I lost my track. but there is, there really is, and these stories, I did reject a lot of stories because I didn't think that Tehran, I wanted to show today, contemporary Tehran is really this Tehran. There's a huge population difference between Tel Aviv and Tehran. It doesn't compare. Tel Aviv is by the sea. The tourists come and go. And as Etgar said it so elegantly, ‘Under the surface is all these things going on.’
But Tehran, even getting from point A to point B is an exercise in despair because of traffic. At any moment some guy might go insane on you because he's been sitting in traffic for two and a half hours.

Gina:  

That's like LA.

Rick:


 Seattle.

Salar:  
There really is a difference. In at least one of the stories I remember there's a [inaudible 01:08:09]. In the Tel Aviv Noir there's a context of organized crime, whereas organized crime, Tehran, as I said in the introduction, is one of the biggest conduits of drug transit in the world, because of the Afghan opium trade that goes through Europe as heroin.

Iran is arguably the world's biggest producer of methamphetamines. It supplies the region. It's a big, big problem in Iran. Drug addiction is an enormous problem in Iran. But you're not in a state where the state itself has control to that extent. You cannot have that level of sophisticated organized crime because...

Gina:  

Because the state is the cartel.

Salar:  

More or less.

Gina:  

Right.

Salar:  
There are these differences between these two books that I think there is more variety in the Tel Aviv Noir, whereas the Tehran Noir stays in the mode that Tehran is really in. They're both true.

Etgar:  
I just want to say like you make this opposition between the humor and despair. I think that you usually exercise humor in a situation where we believe that we cannot change thing in real life. It's like you have many jokes about death. When I was in the army you have many jokes about your commanders.

You usually joke about those things that you cannot change. In communist countries you used have a lot of jokes about the party. I don't necessarily think that the humor and hopefulness always go hand‑in‑hand.

Salar:  

You're right, you're absolutely right. You're totally right.

Assaf:  
I want to say something about this idea of hope. I don't think I thought about it until now, but there may be something true about this difference between the two collections, and ours, ultimately, many of the characters, many of the stories do project this kind of optimism although it's noir.

I wonder if it is, because we both, I am now temporarily living in the States, but both Etgar and I live in Tel Aviv. I think there might be no choice but being hopeful, where we're horrified by many things that happen in Israel and hate many things about it, but we do still see it as home. I think we have no choice but to somehow see a little bit of hope there. Salar might be right that it might be a reflection of the editors.

Etgar:  
But I think maybe if I just take your line further than that, I say Israel is, we have freedom of speech. You can go wherever you want. In Iran you don't have the same thing. But in both places you have to deal with turmoil and violence. I think that when you have the option to leave, and you don't leave then you must be optimistic.

Gina:  
You know something? The thing about Iran is...of course Salar is the resident expert about Iran. But they think that the right thing is, I think there's a sense in Iran that everything that was an option, a reasonable option has been tried and failed. That there was a monarchy, there was a nationalist government, there was the attempt at creating a communist government.

There's been the clergy, and then there's the alternative to the clergy, and as the character in Salar's own novel, ‘Tehran at Twilight,’ says, ‘The alternative to the clergy during the green revolution was this guy who was responsible for how many deaths?’ He'd sent 6,000 people to the gallows.

There was this sense in Iran and among Iranians, even abroad, that you're at this dead end and no matter, even if you had a choice to turn one way or another, you would still end up at a dead end. I don't think that many countries, many places have that. I certainly don't get that from Israel.

Etgar:  
One thing in Israel that I think that they, that at least in this point of time which I hope is going to change, many people believe that the Israeli‑Palestinian conflict, it's like bad weather. There's nothing to be done. We can pray that god will give us peace, but the fact that there are like two groups of people in the same space and they can just respect and other, let each other be free and not kill each other is not a possibility.

This is the kind of thing that, the same way that I say, ‘Why? It's really simple, right? I won't punch you, you won't punch me. No way.’ We smile at each other. We can do that. I truly believe that in any situation of despair, it doesn't matter what kind of history that you carry, to be able to live a life of dignity, a semi‑moral life.

Like, we can lie a little bit, we cannot pay our taxes, but kind of not kill each other, not hate somebody just because he's different. I think that it instinctively doesn't matter where you're from, it's a possibility. I can tell you that my parents are both Holocaust survivors. My mother, she saw her mother and her brother killed in front of her eyes as a child. Her father died. She grew up [inaudible 01:14:31].

When at the time of the second intifada, where basically the place I had breakfast blew up, the bus I used to take to work blew up, everything that I knew. People got hurt. I told my mother, I said to her, ‘You know, I want to have a child, but in this reality, how can I bring a child to this world?’
My mother said to me, ‘If I brought you to this world after what I've been through, I think you too can believe that things can get better.’ I really, really believe that you know that there is something I'd say when we give up to despair we're giving up on this gift of humanity. We dehumanize ourselves. The moment we see ourselves as victims, then we become less than human beings.

Gina:  
You were exemplifying, personifying what I was saying. That Israelis still have hope.

[laughter]

Etgar:  
I think that nobody should give up on hope. Sometimes that's the only thing that you have, but you should hold strong to it.

Rick:  
On that astounding, excellent, upbeat note, we were meant to make time for a couple of questions. We have a few minutes. If there's a question, there's meant to be a microphone right here. Person with your hand up, if you would make your way down.

Assaf:  

Only good questions, please.

Etgar:  

It's a noir Q&A. We can't see the people who ask the questions.

Rick:  
Yeah, it's totally noir out there. If you wanted to ask one, just come on up. Don't be shy.

Audience Member:
Will these books be available in their native languages, also? Will these books be available in their native languages?

Assaf:  
Our book [inaudible 01:16:27] Noir is already available in Hebrew. I think it's one of the first cases in history when the translation appeared before the original.

[laughter]

Assaf:  
Because the publisher there was very quick. It was published a couple of months ago in the summer. Yeah, the answer is yes in our case, and yours?

Salar:  
I think my books will not be translated into Persian anytime soon. But I'm hoping one day they will, just not now.

Rick:  


What else?

Audience Member:  Hi there. Actually, I grew up in Haifa during the second intifada. One of the things that are so interesting for me is that despite the conflict in Israel, there is this always underlying...I feel personally that Israelis, they have this notion of the weather, like you can pray for something to happen.

But there's an underlying cultural tone for peace. All of the Israeli songs, a lot of the Israeli literature, and just all these things focused on this hope for peace, that regardless of the reality there is this undertone of that.

I was wondering what, as a cultural element, what do Iranians hope for? Because you speak of all of the problems with the government, you speak of all the issues with censorship. I'm curious as to what is the conversed theme of hope in Iranian culture?

Gina:  

In the culture, or in Iran now?

Audience Member:
In Iran now, or...That's a good question, then. Is there a difference between the two?

Gina:  

No, you go first.

Salar:  

Actually, despite my appearance, I'm very hopeful now.

[laughter]

Salar:  
With my Iranian friends and the intellectual and artist community in Iran, I have an ongoing running argument about Iran. I'm very hopeful about Iran. Just this past week The Economist, the magazine, came out with these figures, facts and figures about Iran and what kind of a country it is and what gets produced there. It's pretty astounding, but I won't go into the details. But not to someone like me, who is there all the time.

There are Persians who feel that they want nothing to do with the Islamic Republic, that everything the Islamic Republic does is wrong. I don't feel that way. I have never felt that way. Also, I'm a pragmatist. I've traveled in the region quite a bit.

There's something to be said about safety and security, about being able to just go out of your home and not get shot, not get raped, not get your throat slit. Despite the many flaws that this regime has, I speak as an Iranian and I go there and I live there. I'm willing to be there whatever it takes, if they want to take me to court for speaking against the regime.

But I think in general I'm much more hopeful than many of my friends. I think there is a bigger thing here. That the Islamic Republic and Israel, they suffer the same thing from different swathes of the globe. For many people and countries, nothing Iran can do is ever right. If we do this, it's wrong. If we do that, then there is something behind it and we're trying to trick somebody.

Israel has the same problem. Israel, if they do this, oh, Israelis are up to some tricks, and if they do that, they're engaging in violence. It's really hard under these kinds of circumstances, it's really, really hard to have an intelligent discussion with someone. Etgar has a great op‑ed piece, I think he wrote it in the LA Times. He talks about, if you want to have whatever, in this case peace, you have to be willing to give up something.

When people are not willing to give up something and when they always speak in absolutes, then peace or progress becomes an impossibility, but in my case, as far as Iran goes, despite the Tehran war and all of that, I think 30 years of the Islamic Republic regime has produced a lot of different situations.

It's a very, very dynamic country and despite the censorship, despite the occasional madness that happens over there, there is a gradual movement towards a certain kind of enlightenment. It's not something that's going to come tomorrow. I'm sure it will not satisfy the conservative think tanks in Washington. I'm sure no matter what, whatever this regime does or says, they'll want to keep the sanctions on it, but I'm hopeful that thing will change, and they have to a large degree. So, I don't agree with my friends and a lot of people here who think the Islamic Republic is just one entity and it's going to be...

Gina:  

Can I inject some hopelessness into this hopefulness?

[laughter]

Salar: 
 
This is one of my friends.

Gina:  
First of all, you don't have to get short on the streets of Tehran because you have the advantage and the privilege of being able to get shot on the streets of New York City, because you live here. You can get out when you want to.

As you say, you are more optimistic than your artist friends who live in Iran. There must be a reason for that and is that you can write what you want and get it published and that you can go to Tehran and party if you want to. But you don't have to live in a place where your life is reduced to...

Salar:  
A lot of people in Iran feel like I do. A lot of people say, ‘We just want a regular life. Get rid of these sanctions on us. It only hurts us. It certainly doesn't hurt the government that much.’ I think people do think sometimes...like right now they're trying to, there's this talk about banning Israeli academics from the left in academia in the US.

Why do you want to do that? Why do you want to ban the one segment of Israeli society that you can have some discourse with? Why don't you ban these guys while you're at it?

Gina:  
That's a whole different conversation. One thing I know for sure is that I wouldn't have been able to write any of my novels had I lived in Iran, and Iran then was secular and we had censorship there, but it was a different kind of censorship. You just didn't talk about politics and all of that.

Once you have tasted this ability, this opportunity, this, the freedom to be able to say whatever you want, not just publish whatever you want but even say what you want. Once you've done that, then going back to what those people have, the people telling you, ‘We just want to get by, we just want to live and lift the sanctions,’ you're talking about two completely different spheres.

Salar:  
My dear friend, she has a really good point. I'll give an example here. Two of the writers in Tehran Noir, as this Tehran Noir was coming into existence, one of them got a residency to Iowa Writers' Workshop for three months. And one of them got a residency at Harvard. They're both very able writers and they're both good friends of mine.

Both of them have said what you said, they can't go back. Having tasted this, they cannot...One of them is back in Iran, the other one is here. So Gina, I'm conflicted. It's not black and white for me, it's just...

Gina:  
There's this thing people say of Iranians who live in the States or outside of Iran. They'll go to Iran for two weeks, they'll go to Tehran. The first day, will get sick and go to emergency room because of the air pollution. That's the first thing that happens.

After two, three days, once they get out the emergency room, it's, ‘Oh my God! People have these fantastic lives, they party, they have 17 servants, the servants wear white gloves to serve them. They can drive their cars into their dining rooms on the 32nd floor.’
Then you get the calls or the emails for about another week or 10 days of this fantastic life, then invariably, what I hear is, ‘If I stay here one more day, I'm going to suffocate.’ Because there is also that sense that beyond the partying for a certain class...Thank God, you don't represent them in the book...beyond that, there really isn't anywhere for people's aspirations and ambitions and talents to go.

Salar: 
I do disagree, but I also see your point of view, because it's the point of view of very of my dear friends. I just don't feel that image of Iran that exists today is the image that's the reality and on the ground. That country has many problems, and I'm not an apologist for it. I don't live in Iran for two weeks or three weeks or even three months, I was there throughout the entire year of the Green Revolution. I got my ass kicked on the streets.

Gina:  

You can leave, you have a life here. You teach here, you have friends here.

Salar:  
Yeah, but there's also a lot of people who are there and they're living there. I have also quite a few Israeli friends, and I feel like it's not a good feeling to be misunderstood. Yes, Iran is a difficult place, but there are many, many difficult places in the world.

I know you can't say just because some other place is worse or has its problems, but they are moving. It's a matter of point of view, but I do feel that despite all of the setbacks, the Islamic Republic is moving in a direction that makes me somewhat hopeful with many, many hesitations.

What worries me, is people in the west who think that no matter what Iran does, they blame it of bad faith. As many people do the same with Israel. Under those circumstances, how can you even talk to somebody, how can you even negotiate? That's what worries me.

Rick:  


On that somewhat noir note, we've run out of time.

[laughter]

Salar:  
I want to hear from these guys, though. I want to hear from these two about this.

Rick:  


We've run out of time.

[applause]


