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Abbas Kiarostami Regis Dialogue with Richard Peña, 1998
 
 
 
Bruce Jenkins:  
A few thank yous before we begin. The Regis foundation has long supported this particular program and it's 
really with their continued support that we're able to have extraordinary filmmakers from around the world 
come to Minneapolis even in the month of February to speak. 
 
Bruce Jenkins:  
As well, special thank you to Walter Mondale, our former senator, our former vice president, our former 
ambassador to Japan and most recently our letter writer to the American embassy in Paris, writing a letter 
asking that our guests tonight get his travel visa and make it on to the United States because of that letter. 
Tonight we have one of the greatest filmmakers in the world in our presence. 
 
Bruce Jenkins:  
He's making his first trip to the Midwest. He came all the way from Tehran to be here with us tonight. Now, 
we may know him because back in May, he won the top prize, the Golden Palm at the Cannes Festival, the 
Palme d'Or. But I think the festival is nothing more than, for us, a kind of beacon pointing us in the direction 
of a singular artist, an amazing body of work and a filmmaker who for the past 20 years, has worked in relative 
obscurity, but who now is beginning to get the kind of international attention he has long deserved. 
 
Bruce Jenkins:  
The retrospective, which we showed this month, I think is only the third retrospective that he's had. He is here 
tonight with one of my favorite film critics and scholars, someone who did the very first retrospective of Abbas 
Kiarostami's work, Richard Peña . Richard is the Director of the New York Film Festival. 
 
Bruce Jenkins:  
He's also associate professor of film at Columbia University and if you have a good memory, he was our 
interlocutor host of the Regis Dialogue three years ago this month with the extraordinary Australian director, 
Jane Campion. 
 
Bruce Jenkins:  
But tonight, he has a real master of the medium with him, a chance to talk about the cinema, about its power, 
about the way it connects to individuals, the way it speaks very deeply about the human experience, and the 
particulars of a cinema that I think now is the most interesting cinema in the world, the Cinema of Iran. Please 
join me in welcoming here for the Regis Dialogue Abbas Kiarostami and Richard Peña. 
 
Richard Peña:  
Good evening. First, a word of thanks to Bruce for inviting me again to the Walker. Last time, I had the 
privilege of being with Jane Campion and this time with Abbas Kiarostami, so I must be doing something right 
in Bruce's eyes. And I'm very, very grateful to be here with a great artist and people who I admire in so many 
ways. Abbas, from seeing several Iranian films, one gets the impression that Iranians as a people are 
somewhat … what's the word? Movie mad. 
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Richard Peña:  
They really love movies and they're very interested in cinema. I'm wondering, what are your memories 
growing up about cinema? How important was cinema as a cultural activity for you personally, for your family, 
for your friends? 
 
Abbas Kariostami:  
Thanks a lot. I would like to thanks to Bruce and to Richard Peña and to Walker Art Center to invite me and 
I would like to thank all of you for coming to watch my film. And unfortunately, I have difficulty to speak 
English, so I picked her to be translator, my friend. So let me talk about your question in Farsi and then- 
 
Richard Peña:  
We will translate. 
 
Abbas Kariostami:  
… Okay. It's very bad because I cannot see nobody, but you can see all. 
 
Richard Peña:  
It's full. It's full. There's not a seat available. It's packed. 
 
Abbas Kariostami:  
So just a question, how many Iranian people are in audience here? Oh, good. 
 
Translator:  
The first one he saw, he was 10 years old and it was by Golden Meyer. And he remembered that he was 
scared and holding his sister's hand. Mostly, the movies shown at the time were American and Indian movies, 
and then it was replaced later by Italian movies, Italian neo-realism. He liked American movies because they 
were very similar to his dreams and then Italian one because they were very similar to the reality, the daily 
life. 
 
Translator:  
And when he started to make movies, they were more similar to Italian ones than American ones. He admires 
American Cinema because it's like a machine of making dreams come true and then the European one 
because it's more close to the human mentality. 
 
Richard Peña:  
What was your impression of Iranian films? Did you see many? What were some of the first Iranian films or 
filmmakers that made an impression on you? 
 
Translator:  
At the time also, the Iranian movie-makers were very much under the influence of American movies and 
some were making similar to American ones under influence, like the life influence on them. He is saying that 
the first generation of the moviemakers, they looked at life and they were just impressed by life itself to make 
movies. The second generation looked at the first generation production and then life, and then they made 
their movies. 
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Translator:  
They look at the first generation movies and life itself, and then they made their movies. And the third 
generation looked at the first and second generations' production and then they made their movies. And the 
fourth generation, which is his generation, they look at their last three generations' production and they 
catalog and then all of the new computerized facilities out there and then they made … First, they were 
looking at the movies and then they made their movie as well. 
 
Translator:  
So the movies are full of techniques, but empty of meaning of life, which applies to Iranian moviemakers as 
well. And he has been on the first generation of moviemakers' influence than the last ones. 
 
Richard Peña:  
I know in terms of your training, you had training as a painter and that you had painted and continue to do 
so. I've also seen some of the magnificent photographs that you've made. I know that you're someone who 
is a filmmaker, who is very much a visual artist, someone who feels a strong connection to the visual artists. 
 
Richard Peña:  
I'm wondering in particular about the connection between your art and the visual arts tradition in Iran in terms 
of Iranian painting or other visual art forms, how you think it has influenced, if it has, your work. 
 
Translator:  
It's very difficult for him to differentiate those from each other. And what he knows that art is a result of some 
sort of … I would think he meant passion or maybe impatience, which meant some Farsi but more passion I 
think, that would maybe result in painting or photographing or making movies. He says that he doesn't feel 
any different when he is making movies from when he's actually taking pictures or photographing or he also 
likes to also build things. 
 
Abbas Kariostami:  
Carpentry. 
 
Translator:  
Carpentry. I'm sorry, I forgot the word. The carpenting. And so he is interested in that and he feels the same 
as well. 
 
Richard Peña:  
For him, they are all the same? 
 
Translator:  
Yes. They are all the same. 
 
Richard Peña:  
Okay. I'd like now perhaps to turn to our first clip. Abbas Kiarostami began making films in the early 1970s, 
but it was really with a film called Where is The Friend's House in 1987, first shown outside of Iran in 1987-
88, that indeed his international reputation began. So let's have that clip now and we'll have a chance to talk 
about that film. Some filmmakers say that they begin their films and the origin of their films as an image that 
they have in their mind. 
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Richard Peña:  
For others, there's maybe the beginning of a story or a problem they want to look at. What was the origin of 
Where is The Friend's House? What was the seed from which it grew? 
 
Translator:  
He has had the experience of both, by an image and a story. So it has happened, both. It was by the 
experience he had with his own son when his son was five years old and also a true story that he has heard 
from a teacher, so it was a combination of both that he made this picture. 
 
Richard Peña:  
Why did you decide to do it in this particular p art of Iran? 
 
Translator:  
He was looking for a location with a beautiful nature and north of Iran is very green. And then also, the people, 
the local people would have an accent, but they are different dialects that are in Iran. Not completely a 
different dialect so it would be difficult to understand them, but sort of an accent that would be different. It 
was … he discovered the beauty of the nature of that area and then he really also liked the olive tree that 
they are green for all four seasons throughout the year, and he really liked that. 
 
Richard Peña:  
How do you go about choosing the actors or the performers in the film? Many of them are non-professionals 
who you find. What do you look for when you try and make your choice for who is going to be in the various 
parts in the film? 
 
Translator:  
The first movie he made was about Todd, a seven year old? 
 
Abbas Kariostami:  
Seven years old, yeah. 
 
Translator:  
That he went to buy some bread and then he was scared by a dog that was let free on the street and blocked 
his way. Well, back then, you couldn't find a professional seven year old and neither a professional dog, so 
a combination of three non-professionals made the movie. This was a start for him to work with the non-
professional actors, but it became like a habit and he doesn't regret it. 
 
Translator:  
And finding characters like him, the little boy, wasn't difficult for him because he was looking for somebody 
being anxious and he had very nervous and anxious eyes, so he could find him very easily and then he could 
keep that anxiety throughout the movie. The nonprofessional actor, they will guarantee the movie to go 
smoothly. And then he chooses his character based on the image that he has in his mind. 
 
Translator:  
For Taste of Cherry, he was looking for somebody who looked depressed and wanted to commit suicide, so 
he saw his character. He ran to him in the traffic and he was behind the wheel. So he pulled over and then 
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he talked to him and made the preposition, but the actor said he was very happy, but he didn't show any 
happiness on his face, no reflection. 
 
Translator:  
The same actor played in two other movies, but they were not as successful as Taste of Cherry because he 
wasn't really fitted because his personality fitted that role and then he's saying that that would help the 
scenario in the whole movie to just fall … Everything falls into place. 
 
Richard Peña:  
Since you depend so heavily really on the specific people you choose, I'm wondering, do you also allow them 
to improvise, to make up things? Do you draw things from them to put in the film or do you work closely with 
a script? 
 
Translator:  
He doesn't give them the scenario. They don't know what is happening. And that little boy in Where's my 
Friend's House didn't know the scenario of the movie. The little boy, he didn't know actually what was going 
on. They did hide a notebook of somebody in his backpack, or his … whatever. And then he … school bag, 
maybe. And then he thought that they are a group of people that they have come from Tehran looking for the 
owner, the notebook. 
 
Translator:  
And he had the guilt and responsibility to look for the person. So that went on for two months. The majority 
of his actors and actresses, they don't know the scenario of his movies. In Taste of Cherry, his characters, 
they never met because the main character, he's actually an architect and he was working maybe at the time. 
When people were getting rides, he was the one driving, not the main character. 
 
Translator:  
So that Turkish guy who saw the movie later on told him that, “The main character didn't look like you at all.” 
He would rather to see the audience, it would be possible to make an adjustment to change the lights- 
 
Richard Peña:  
Is there any ways to turn on the house lights a bit so that … here they come. Better? 
 
Abbas Kariostami:  
Yes. 
 
Richard Peña:  
Gosh, they're very good looking. Okay. Onto our next clip, but I have to set this one up a bit. The next clip is 
from a film called Close Up, and at least for myself, I can say that when I saw Where is the Friend's House, 
I was delighted, enchanted an thought, “What a wonderful film.” But when I saw Close Up, I thought, “My 
God, we're in the presence of a major filmmaker, a filmmaker of really the highest caliber.” 
 
Richard Peña:  
And it remains for me, just watching a little clip of it again this afternoon, a film that really sends shivers down 
my spine because I think it's so extraordinarily wise about the power of cinema in many ways. Just briefly, 
for those of you who haven't seen it, Close Up is a film about a young man, young Iranian man who pretends 
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to an upper class Tehran family that he is a famous film director, Mohsen Makhmalbaf and he enters their 
home and enters their lives talking about making a production using some members of the family and using 
hopefully, some of the family's money to make this production. 
 
Richard Peña:  
And we're going to see a brief scene from that now. Could you talk about the origin of this film? How did you 
hear about this story? Was it a famous story in Iran at that time and when did you get involved? 
 
Translator:  
He read about it in a magazine, and that was just accidentally because he usually doesn't read any magazine. 
It had a sentence at the end that said, “I look like a piece of meat,” and then, “What are you going to do with 
me?” And then he'd heard about the story that somebody has just tried to make himself look like a movie 
director, so he was interested. 
 
Translator:  
There was a group of people ready to go for another movie, Pocket Money, that was supposed to be about, 
and then when he read about that, he was thinking about that the whole day, following day. And then he got 
in touch with the producer and then he said that, “If I could make this one instead of the other one,” and then 
they decided to go to jail rather than going to a school for the Pocket Money. He couldn't believe that he could 
convince those people to come in front of camera and play the negative role again. 
 
Translator:  
And even during the 40 days period of shooting, he still couldn't believe that they would go through whole 
movie or shooting. He was thinking that any day, they could just ask him to pack his stuff and not let him to 
the house and not play the negative character. And he had this question, “How come those people agree to 
play the negative parts of their character?” And he thinks that people would rather to exist and be in prison 
and have a negative aspect of their character that not exist, I guess. 
 
Translator:  
And the main theme for the movie is that people would rather to be something different than what they are 
actually in reality. So the character, the role the people played in the movie were different. Like the colonel in 
the movie, the teacher in the movie, the soldier in the movie, even Makhmalbaf himself maybe enjoyed being 
in the movie, in front of the camera rather than behind the camera. 
 
Richard Peña:  
So when we hear the character speaking lines, did you create a script for them or did you simply say, “Say 
what you said at the time,” or how exactly did you do it? 
 
Translator:  
A combination of both. Well, Sabzian couldn't believe that this movie actually was in his benefit at the 
beginning. And also the family members, after shooting, they would go and talk to him and just remind him 
that, “Make sure that he would show that Sabzian was a criminal actually,” and wanting to take advantage of 
them. So each person wanted to take a different direction for the movie. 
 
Translator:  
And nobody was really satisfied and everybody had a question mark in their head that how it's going to end 



Feb 27, 1998 
 
 

7 

up. And the day … he believes the most difficult day in his career has been the day that Sabzian had to go 
back to the house and they had to shoot that day. Everybody was inside in the house and then Sabzian had 
difficulty to really go to the house, so he was standing outside actually. 
 
Translator:  
So he told Sabzian that, “You never lied to the family because you told them that, ‘I will come and shoot one 
day,' and we are your crew and we are here to shoot for you.” So the way Sabzian mentioned it to the head 
of the family, he got very mad because he knew that that wasn't the case, but anyway, Mr. Kiarostami told 
him, “But that's true. We are his crew.” So he was really confused that, “What is the reality?” 
 
Translator:  
It was very difficult for the family the first day of shooting because they had to respect him the way that they 
didn’t really before and also for the host as how he hosted Sabzian. And one of the memory he has is that 
the first day that he went and rang the doorbell and then the son came to the door and he introduced himself 
as Kiarostami, and, “I'm here to make a movie about the subject.” So they let him in and then the father was 
in his pajamas and was laying down reading newspaper. 
 
Translator:  
So the daughter of the family, she's maybe the smartest and sharp. She came to him and asked for the ID 
card and he said, “I don't have any ID card because …” and then she said, “Well, we just got rid of a fake 
Makhmalbaf recently.” He said he didn't have any ID card on him, but there was somebody in the car and 
could really prove or say that he was Kiarostami. And she asked, “Who is he?”And he said, “He's Makhmalbaf 
himself.” 
 
Translator:  
And the father, who was laying down in the meanwhile, he heard that and then he got up and he said, “Are 
you serious?” And then he said, “Yes.” So he went and dressed up and then they cleaned the house and 
they put some fruits on the table and then they went outside and welcomed Makhmalbaf inside. Well, they 
went when it was 11 o'clock at night, so they stayed only for half an hour. 
 
Translator:  
And when they were leaving, mother, the wife told Makhmalbaf that … and she had a Turkish accent and 
said, “Mr. Makhmalbaf, I'm going to tell you something but don't get upset please. The other one was more 
a Makhmalbaf that you are because the other one tried to play your role,” and Makhmalbaf himself was very 
tired during that time. 
 
Richard Peña:  
I was especially anxious to show the sequence because it's among the most beautiful in the film and I think 
the monologue that Sabzian does when he talks about wanting to work hard and how he would keep working, 
it's one of those moments when somehow all the levels of fiction seem to disappear. 
 
Richard Peña:  
And I really feel it's his soul talking to us, that you really have, through this very fictional construction, gotten 
to something incredibly real and that's one of the things that excites me so much about the film. 
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Translator:  
Well, the interesting thing about cinema is that it actually can present a different reality to you. So he actually 
played that portion that based on an agreement from the scenario, so that was really … it wasn't improvised. 
Exactly from the scenario, it was made. He was resisting at the beginning because he kept saying, “I didn't 
borrow anybody's jacket and I didn't go for mountain climbing or to the mountain,” but then he did say it. 
 
Richard Peña:  
Maybe he's just a very good actor. 
 
Abbas Kariostami:  
Yes. I think so. Yeah. 
 
Richard Peña:  
And the inevitable question, where is he now? 
 
Translator:  
He said that he's actually playing the continuation of this movie because he pretended to be a movie director 
in a few different places afterwards and he's very well known now. People know about him and he's making 
videotape movies, right? Short videotape movies. So he is actually -Three years ago, there was a movie in 
Iran and it was very busy and very popular, so it was very hard to get to. 
 
Translator:  
And then Sabzian saw him behind the glasses and he was inside and Mr. Kiarostami was outside, but then 
he's very well known so he could get in, so he just made the passage for him to go to the movie. 
 
Richard Peña:  
He's a good person to know, I guess. 
 
Abbas Kariostami:  
Yeah. 
 
Richard Peña:  
Okay. Now, I'd like to move on to our next film, which is And Life Goes On, made in 1992. For this film, Abbas 
Kiarostami returned to the area where he had shot Where is The Friend's House that had been devastatingly 
destroyed by the earthquake in Iran just a bit earlier, looking to find out what had happened to the area and 
to some of the people who had been in the film. So we'll see a sequence from that and then we can get to 
speak about that film. 
 
Abbas Kariostami:  
Okay. 
 
Richard Peña:  
How soon after the earthquake did you begin going back to that area? Had you been there several times? 
You must have been there several times before you began filming. 
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Translator:  
After the earthquake, the roads were closed and it was impossible to get there. It took him three days to 
actually get there actually, even not as a movie maker, but just to find out about the kids, the children, if they 
were alive or not. He didn't find any news about them, and then the fourth day, he had to leave Iran for a 
movie festival in Munich. So he left Iran. They were showing Where's my Friend's House in Germany movie 
and film festival and then one of the audience asked him, “Where was that?” 
 
Translator:  
And he said, “Actually, nowhere, because it's completely demolished after the earthquake.” And it was a long 
silence because everybody felt that the people and the area doesn't exist anymore, so then he told them the 
story of his trip to the area. And one of the people who was actually in the audience later on, he told him that, 
“If you make a movie of that,” and he was I think as a distributor, he would become involved in the movie. 
 
Translator:  
So that one day trip, he thought it would be enough for another movie subject. So after he went back to Iran, 
the children were still alive and they had sent him a message that they were still alive because they were in 
Tehran while watching a football match, soccer match, and then so he decided to make another film. The 
shooting was one year after the earthquake. What you see in the film, it's the result of his first trip to the area 
three days after the earthquake. 
 
Translator:  
So they chose the section, the part that people would believe it, but there were other portions that they deleted 
because people wouldn't believe after the earthquake, things like that would happen. 
 
Richard Peña:  
This has always seemed to me, of the films of yours, that I know the film that is the most intricately edited, 
that I think there's a lot of work that went on as we saw it here, juxtaposition between sound and image and 
whatever. 
 
Richard Peña:  
And what normally thinks of your work, because of the way that you generally direct, very long takes, is really 
… your art really being the work that goes on in front of the camera, but here, it seems that there was a lot 
of work that went on afterwards in the cutting room, in the editing room. Could you talk a little bit about your 
ideas about editing perhaps with this film or just in general? 
 
Translator:  
He made most of his movies the way that they are made actually while shooting, not after edit. But sometimes, 
it is necessary because of the voice or the sound and also because of the speed, of like an automobile. So it 
is necessary to edit later on, and the technical problem as well. 
 
Translator:  
But this portion that you saw, the pictures was actually following the sound, so the edit was done for the 
picture relatively to the sound, actually. Actually, he doesn't have any prejudice, I guess, editing because that 
would be the final decision right there, so that's where your errors would be taken care of actually. 
 
 



Feb 27, 1998 
 
 

10 

Richard Peña:  
Time is moving on, so I do want to get to the other sequences we have. The next is from Through the Olive 
Trees, which was made two years after And Life Goes On. In a way, together with Where's the Friend's 
House, the three films form a trilogy, which we can speak a little bit more about because again, Mr. Kiarostami 
returns back to some of the same locations, the same characters, which we now see from And Life Goes On, 
in a sense, bringing us back one step away from the mirror to actually see or to understand the filmmaking 
process that went on during And Life Goes On, which itself was a kind of reflection on the filmmaking process 
of Where's The Friend's House. 
 
Richard Peña:  
So let's look at a sequence from that and we'll have a chance to talk about it. One of the things that inevitably 
comes up in working the way that you do when you are often using non-actors, whatever, is the question of 
the relationship between the filmmakers who come from Tehran, who have their education and whatever and 
the people you're filming. Some would call it … although I don't think anyone could call it in your films, the 
problem of exploitation. 
 
Richard Peña:  
Could you talk about that relationship? I think this film, of all your films, really reflects on the distance between 
those people coming to make the films and those people about whom the films are being made. 
 
Translator:  
He has a memory from Chris Alva asking him the same questions and then how you make a relationship with 
those nonprofessional actors because he had a child playing in a movie and then it wasn't successful for him. 
He told Chris Alva, “Because you are a well known person and people become nervous in front of you. But 
when I go to those little villages, people don't know cinema and don't know me, so they feel equal and at the 
same level.” 
 
Translator:  
And they usually say if you want to talk to their children, you have to sit and talk at the eye level to them, so 
that's why they don't feel the power and authority, the actors, and that's why everything goes smoothly. He 
was making another movie, The Voyager and then he asked somebody … it was in one of those stadium, it's 
a big one for soccer in Iran. And then asked him to come and have a dialogue for the movie. 
 
Abbas Kariostami:  
I'm sorry that I talk … I'm going to practice my English for next time. 
 
Richard Peña:  
And my Farsi. Not your English, my Farsi. 
 
Translator:  
And then that guy, after five minutes, he thought that, “What was he doing there?” Because there was 
somebody shooting and somebody in charge of the reflector light- 
 
Abbas Kariostami:  
The light, the reflector, yeah. 
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Translator:  
… And then he told him, “What are you doing there? Why don't you move aside so we can work?” So for 
people, just say normal people, they don't think actually the movie maker is doing anything, so they don't feel 
the power and authority so they can make a good relationship. 
 
Translator:  
So the most important task of the movie director is to make the relationship because if you cannot make a 
relationship with one person of the crew, with one member, how can you make relationship with a group of 
people, who are the audience. 
 
Richard Peña:  
Speaking about the audience and sort of on the other side, in this country because of the structures of 
exhibition, your films will be shown in a museum or in a festival or in what we call here art cinemas, which 
are cinemas mainly for foreign language or independent American films. But films that people tend to think 
of as … whatever, more intelligent, more intellectual, whatever. 
 
Richard Peña:  
In what context are your films shown and received in Iran? Is there a kind of art cinema in Iran that people 
would say, “Oh, yes. That's Kiarostami, Makhmalbaf,” and a few others as opposed to a more commercial 
popular cinema? 
 
Translator:  
He says, “If we didn't have our critics in Iran, we wouldn't have any problem with our people.” So to make 
relationship with people, because when Close Up came out, there were so many negative criticism about it 
that people really didn't go and watch it, but it was shown on TV and people really liked it and they requested 
another run over. 
 
Abbas Kariostami:  
Really coming back to the cinemas. 
 
Translator:  
Yes. His film usually don't make it with the maybe middle group, the average type of audience, but usually 
the lower or … I don't know. The one that they are not very educated with cinema probably. They usually 
really love it, and then also the open minded, intellectual ones also. And he thinks that group of people usually 
are looking for something else when they go to cinema and then they don't get satisfied with his movies. 
 
Translator:  
So there was a guy for Where's my Friend's House, that he was leaving the movie very mad with his wife. 
He was very angry, and then Mr. Kiarostami happened to be there. And then he was telling a number of 
people in line that, “Don't go and watch it.” And then he told Mr. Kiarostami that, “The money I paid for the 
movie was …” I mean, a notebook for … the script for … 
 
Translator:  
So there are some people who believe or say, ‘If we want to see the reality in the movies, we would sit at 
home and just engage in the normal life with our relatives, so we don't need to go to the movie theater for 
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that.” And that's why this type of cinema is always in minority and attracts the minority and he's very happy 
that it could attract that minority. 
 
Richard Peña:  
Okay. Just before we have a chance to hear from you all, we'd like to just screen a final clip from Mr. 
Kiarostami's most recent film, Taste of Cherry, the grand prize winner at Cannes last year, an extraordinary 
film that will be released in the United States, I believe, in New York. It opens on March 20th and I'm sure it'll 
be going into general release after that around the United States, so we're fortunate to finally have one of his 
great films available widely and easily to the American public. 
 
Richard Peña:  
As you'll see from the film, the film is in one very, kind of loose sense, a film about a man who is contemplating 
suicide and wants to find someone who will bury him if indeed he decides to go through this. And in the 
course of the film, he drives around, picks up different people and you'll see his encounter with one of the 
passengers in his car. 
 
Richard Peña:  
So let's look at that and then we'll have time for questions from the audience. Time for some questions from 
you, so please, if you could make your questions as precise as possible, that would help so we can get as 
many people as possible in your discussion. Yes, right there. 
 
Speaker 5:  
Okay. First, I want to say thank you to Mr. Kiarostami. And my question is about Taste of Cherry. This movie 
is forbidden in Iran and you end up finding change in the end of it. And as far as I understood, it was forbidden 
because the guy was trying to kill himself and it's against religion in Iran. Because of the religion, end of the 
movie that you changed it that it came to light? I would like to know, if it's possible to explain. 
 
Richard Peña:  
Did everyone hear the question? 
 
Speaker 6:  
Could you repeat it? 
 
Richard Peña:  
Yes. The question concerns Taste of Cherry, which was, it seems, banned in Iran. Mr. Kiarostami will explain 
that. And this viewer believes that the ending was changed because of that ban and exactly how was it 
changed? 
 
Translator:  
He didn't actually change the ending of the movie, but what he didn't like, he didn't want to end the movie 
with that black scene. So he didn't want to depress the audience because after the light of the movie theater 
would just turn on, then so he just added that video portion at the end showing that the life would go on. 
 
Translator:  
Well, some people maybe would rather to see that black scene in the end of the movie because that's what 
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they want to see and believe. And maybe it was his fault changing it, but he anyway, he just changed a little 
bit of a section to it. So that would be a difference of opinion. 
 
Richard Peña:  
Just to clarify, the ending that Mr. Kiarostami is referring to now was added before the film was at the open 
at Cannes, so it wasn't like there was an ending added or changed after the banning happened. So I just 
wanted to make sure that you are aware of that. Yes. 
 
Speaker 6:  
First of all, we are very delighted to see Mr. Kiarostami here. [inaudible] I have a question. You mentioned 
that- 
 
Richard Peña:  
You only get one. 
 
Speaker 6:  
I have a question that the cinema was an exploitation of those people, I would like to know, did you pay those 
people or not. Secondly, I would like to know what's the difference between before revolution cinema and 
after revolution cinema? 
 
Richard Peña:  
Okay, two questions. 
 
Abbas Kariostami:  
I didn't get your first question. 
 
Richard Peña:  
You all heard it? Okay, it's all right. 
 
Abbas Kariostami:  
I didn't get your first question. 
 
Richard Peña:  
The first question has to do … do you pay the nonprofessional actors who are in your films, the young people 
from say, Where is The Friend's house? 
 
Translator:  
Yes, they get paid. And actually, he received a letter from the little boy from Where's My Friend's House 
asking for some money because he said that, “I have some foreign guests coming, visitors from Japan 
specially. They want to come and see that little hill and the house, so I need some money to just take care of 
them.” So he does request for some money. 
 
Translator:  
Well, the best answer for the differences between the pre-revolution and post-revolution movies would be 
just to watch them and that would give your answer right there. But he's going to add something to that. His 
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movies especially, haven't changed though and if you watch his movies, you cannot tell which ones were 
made before the revolution and after the revolution. 
 
Translator:  
But a lot of the movie-makers before the revolution, they have changed their style because of the religious 
limitation that forced them to do so. He is not for any type of limitation, but he believes those limitations made 
a development in Iranian movie, but he hasn't changed at all. So any country he would live in with any type 
of freedom would be the same style for him. 
 
Richard Peña:  
Yes, right there. You. No, you. 
 
Speaker 7:  
Mr. Kiarostami, I've heard about you and I'm so happy to be here [inaudible]. And my question is about Taste 
of Cherry. Why is the film called Taste of Cherry and not the Taste of Mulberry? 
 
Richard Peña:  
Why is the film called Taste of Cherry and not Taste of Mulberry? 
 
Speaker 7:  
Another question would be- 
 
Richard Peña:  
No, I'm sorry. You can't because we have other people. Yes, right here. . Oh, I'm sorry. 
 
Abbas Kariostami:  
Translation. 
 
Richard Peña:  
By this time though, we all understand Farsi? 
 
Translator:  
It could have been Taste of Mulberry instead of Taste of Cherry as well, but since most people don't know 
what is mulberry and how it tastes, so it's very Iranian or Persian. That's why. And he says that we should 
have given them one mulberry with their ticket to taste it. 
 
Abbas Kariostami:  
With ticket together, you know? 
 
Richard Peña:  
Ticket together with mulberry? 
 
Abbas Kariostami:  
… together with mulberry, yeah. 
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Richard Peña:  
Good idea. Sorry. 
 
Translator:  
He would like an American to ask the question because most … if- 
 
Richard Peña:  
Okay. 
 
Translator:  
You are an American, okay. 
 
Speaker 8:  
Who finances your movies? 
 
Richard Peña:  
Who finances Abbas Kiarostami's Films? 
 
Translator:  
The last three ones were made … I mean, were sponsored from his previous movies, so he was the sponsor. 
 
Richard Peña:  
So you produced your own films, essentially. 
 
Abbas Kariostami:  
Yeah. 
 
Translator:  
The last three ones. Yeah, especially. 
 
Richard Peña:  
In the back there. 
 
Abbas Kariostami:  
Yes. 
 
Richard Peña:  
Right there. Right. 
 
Speaker 9:  
Kiarostami, I haven't watched any of your movies but after this, I'll make it a point to watch all of them. But I 
got two short questions. One, what's your crew like? And number two, what are your movie budgets? If you 
can explain. 
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Richard Peña:  
Okay. Two questions, what is your film crew like? How many people do you work with? And the second is 
budget. What are the budgets on your films? 
 
Translator:  
Usually, the number of crew are about 10 or less than 10. You saw them in Under the Olive Tree. And then 
the budget is not very expensive because they don't really spend money on makeup or decoration or special 
events, and so it is usually not expensive. 
 
Richard Peña:  
Okay. Few more. Yes, in the back there. Yes. 
 
Speaker 10:  
This is a question about what is recent interest in dialect and diversity in your films? 
 
Richard Peña:  
This is a question about why is there, recently in Iranian cinema, an interest in, as this viewer put it, dialect 
and diversity, the different nationalities and ethnic roots in Iran. We see them in White Balloon, we see them 
Taste of Cherry, could you talk a little about that? 
 
Abbas Kariostami:  
It means that there's too much dialect? It's based on dialect? 
 
Richard Peña:  
No, no. The number of the different ethnic groups and peoples of Iran that are represented in the films or in 
say, Gabbe, films like that, which deal with different non-Farsi people, no-Persian people. 
 
Translator:  
Well, Iran actually has different ethnic groups, so that's how is the country made of actually, the structure of 
the country. And the other thing is after the earthquake, events like earthquake and the war for eight years, 
there have been a lot of migration. So in Tehran specially, you see a lot of people from other area that they 
have migrated to Tehran. And he said actually, the origin of people from Tehran, they are in LA. 
 
Richard Peña:  
Just one more. Yes, so right here. You, right. 
 
Speaker 11:  
What filmmakers do you admire most, who have the most influence on you? 
 
Richard Peña:  
Which filmmakers do you admire most, who have had the most influence on you? 
 
Translator:  
He would rather not to mention anybody's name because he might not remember the best ones, but he 
believes that any movie-maker who has had a good scene or good production would be one of his favorite 
one. 



Feb 27, 1998 
 
 

17 

Richard Peña:  
Okay. Just one more. 
 
Speaker 12:  
Yes. Would you make a movie about Persians outside of Iran? 
 
Richard Peña:  
Would Mr. Kiarostami make a film about Persians living outside of Iran? 
 
Speaker 12:  
Just as a thought. 
 
Richard Peña:  
Wait, wait, wait. 
 
Translator:  
Well, he doesn't think so, though he thinks he can make very good movies about that, but they are a lot of 
movie makers out of the country that he thinks that they could relate better to that notion. So if they will be 
made, it would be by them, not him. Well, there are couple of them, Soles and Naderi, but they don't make 
really movies about their own reality. So he liked the Manhattan ABC made by Naderi, but he wonders why 
they don't make movies about Iranians out of the country. 
 
Richard Peña:  
Okay. I'm afraid we promised to end this by 10, so thank you so much Abbas for coming- 
 
Abbas Kariostami:  
Thank you very much. 
 
Richard Peña:  
We thank you for coming. Thank you. 
 


