
An  Interview  with  Elliot
Ackerman
Elliot Ackerman is the author of four novels–most recently Red
Dress in Black and White, set in Istanbul primarily during the
2013 Gezi Park protests–and a memoir.

Here’s a synopsis of Red Dress:

“Catherine  has  been  married  for  many  years  to  Murat,  an
influential Turkish real estate developer, and they have a
young son together, William. But when she decides to leave her
marriage and return home to the United States with William and
her photographer lover, Murat determines to take a stand. He
enlists the help of an American diplomat to prevent his wife
and  child  from  leaving  the  country–but,  by  inviting  this
scrutiny into their private lives, Murat becomes only further
enmeshed in a web of deception and corruption. As the hidden
architecture of these relationships is gradually exposed, we
learn the true nature of a cast of struggling artists, wealthy
businessmen,  expats,  spies,  a  child  pulled  in  different
directions  by  his  parents,  and,  ultimately,  a  society  in
crisis. Riveting and unforgettably perceptive, Red Dress in
Black and White is a novel of personal and political intrigue
that casts light into the shadowy corners of a nation on the
brink.”

Wrath-Bearing Tree is featuring an excerpt from Red Dress this
month, and were glad that Ackerman agreed to drop in for a
chat to accompany it. Here, he talks with WBT co-editor Andria
Williams.

ANDRIA WILLIAMS: Hi, Elliot. Thank you for taking the time to
talk with me. I just finished Red Dress in Black and White,
which  the  Seattle  Times  called  “cunning,  atmospheric”  and
“splendidly gnarly” (!). 
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I’d love to hear about the writing process for the novel. I
think I remember reading that you spent several years on this
book. What gave you the idea for a love story set in Istanbul?

Elliot Ackerman, author of
‘Red  Dress  in  Black  and
White (Knopf, May 2020).

ELLIOT ACKERMAN: I lived in Istanbul for about three years,
arriving shortly after the 2013 Gezi Park protests that are
mentioned in the novel and staying until 2016. Throughout my
time in Istanbul, I could see how those protests—a political
event—echoed in the personal lives of so many of my Turkish
friends. I’ve always been interested in the fault line between
the political and the personal, so it felt very natural to
tell a love story not only set in Istanbul but also set within
a society in crisis, which Turkey very much was during the
years that I lived there.

AW:  One  of  the  other  Wrath-Bearing  Tree  editors,  Michael
Carson, and I both noticed some similarities — in tone, in the
characters, in the use of a young boy as onlooker — to Graham
Greene’s The End of the Affair (but without the fatal dose of
Catholicism!). 

Is  Greene  an  influence,  or  are  these  similarities
coincidental?  Who are your biggest literary influences?
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EA: I’ve always admired Greene’s work and I think he and I are
interested in many of the same themes, namely the intersection
of the personal and the political. The End of the Affair is a
great book but didn’t directly influence the writing of this
book, though I certainly see what you and Michael are talking
about. William, the boy you mentioned in my novel, does serve
as a more passive onlooker. The sections that are told from
his point of view are important because they give us a glimpse
of the principle characters from outside the many other biased
perspectives that occupy the novel.

As for other literary influences, it’s tough to say because
they’re  constantly  evolving.  There  are,  of  course,  those
classic writers who you encounter when you’re younger and
constantly  return  to  (Greene,  Hemingway,  Malraux,  Didion,
Balzac, etc.) but I’m always reading and being influenced by
what I read, so of course that filters into my work. Recently,
I’ve  greatly  enjoyed  books  by  Renata  Adler  (Speedboat),
Richard Yates (Young Hearts Crying), Catherine Lacey (Pew),
Richard Stern (Other Men’s Daughters) and Shelby Foote (Love
In A Dry Season).

AW: You write quite frequently from what could be considered
an “othered” position: with close third-person perspective on
characters who are Afghan, in Green on Blue; women, such as
Mary in Waiting for Eden and Catherine in Red Dress in Black
and White; as a Turkish businessman in Red Dress, and as a
dozen or more other people across your work who aren’t like
yourself.

As a fiction writer myself, I’m interested in this part of the
craft, and am wondering if you could speak a little about it.
Some writers of fiction stick close to their own time frame,
social milieu, and so forth, and that can work very well. But
I think there’s a certain bravery and liveliness to writing
from a variety of perspectives.

Did this sort of wide-ranging style come naturally to you, or



did you have to train yourself? What about the adjacent humor
of being frequently referred to as a “journalist” when you so
often write from completely different points of view than your
own? 

Who is to say that I [even] am writing about the “other”? In
Green on Blue, I wrote about a young man fighting in an Afghan
militia; I spent three years embedded and fighting in the very
militias I wrote about. Mary is a woman, sure, but she is a
military spouse; if you know anything about my life, it will
probably come as no surprise to you to learn that military
spouses who’ve lost loved ones certainly don’t feel like the
“other” to me, and in the case of Catherine nor does a woman
living  in  the  expatriate  scene  in  Istanbul.  Also,  if  you
believe, as I do, that every person contains within them the
“feminine” and the “masculine” it is no problem for a man to
write from the female perspective or for a woman to write from
the male one. As for Murat, he is Turkish, but he is also a
businessman who struggles to balance his personal life with
his professional life; and, well, let’s just say I have plenty
of loved ones who have faced similar struggles.

I only bring up these examples because the current fashion in
so much of literature—and, sadly, in art—is to force writers
into a cul-de-sac of their own experiences as defined by those
who probably don’t know them and are assuming the parameters
of the artist’s experience based on some superficial identity-
based epistemology. That type of censoriousness makes for bad
art and, in my view, bad culture.

AW: Thanks for those thoughts!

Much of ‘Red Dress’ is set around a dramatic protest which
took place in Gezi Park, when citizens rallied against the
government’s urban development plan. Can you talk about these
protests? Were you present for any of them?

EA: These protests—which occurred principally in May and June



of  2013—began  as  a  demonstration  against  the  proposed
development of Gezi Park—a greenspace in central Istanbul—into
a shopping mall. The government reacted brutally to handful of
activists and then the protests spread, becoming the greatest
political upheaval in Turkish society in a generation.

I wasn’t present for the initial set of protests but was
present for the subsequent protests in the fall and into the
following year. There are scenes in the novel that describe
the protests and I recreated those based on conversations I’d
had with friends who participated, as well as the work I did
as a journalist covering subsequent protests in the same parts
of the city.

AW: Do you see reverberations of the Gezi Park protests in the
current and enduring protests that have surged in the United
States this summer?

EA:  The  way  the  protests  have  captivated  the  public
consciousness is certainly similar, but American society isn’t
Turkish society. The aftermath of the Gezi Park protests led
to  the  re-writing  of  the  Turkish  constitution,  a  failed
military coup, the creation of an executive presidency as
opposed to a parliamentarian one where Erdoğan can stay in
power indefinitely, as well as the imprisonment of thousands
of anti-Erdoğan intellectuals and the state takeover of the
majority of media outlets. We’re far from there, and I think
it’s important not to engage in hyperbole, as if the situation
in the U.S. (troubling as it may be) is analogous to Turkey.

AW: In an interview with The Rumpus, you speak very eloquently
about your time in the Marine Corps, and how much of it is
essentially about “building love” for fellow Marines, but then
being willing to tear this down — that the mission supersedes
even such a strong love.

I see elements of this thinking in both Waiting for Eden and
Red Dress. Can you speak more about this idea, in military



service, life, and art?

EA: Art is the act of emotional transference. How often have
you gone to a museum and been overwhelmed by a work of art? Or
seen a film and cried? When I am writing—if it’s going well—I
am feeling something as I put the words on the page, and if
you read that story and feel some fraction of what I was
feeling then I have transferred my emotions to you. That we
both feel something when we engage with the subject matter is
an assertion of our shared humanity and that is an inherently
optimistic act.

To create this type of art—in stories—you have to learn to
love  your  characters.  In  the  military—to  serve,  to
sacrifice—you  have  to  learn  to  love  the  people  you  are
alongside. My time in the Marines taught me how to love people
across our many seemingly profound but ultimately superficial
divides. That impulse has ultimately found its way into my
writing. My hope is that it finds its way to my readers in the
stories I tell.

AW: What are you working on next?

EA: I’ve co-authored a novel with my friend Admiral James
Stavridis, whose last position was as Supreme Allied Commander
Europe; it is a work of speculative fiction (so a bit of a
departure for me) which imagines what would happen if the U.S.
and China went to war, primarily at sea. It is a story told on
a broad canvas with a large cast of characters. It’s been a
lot of fun to write and will come out in March 2021, with
Penguin Press. These calamitous events take place in the year
2034, from which the novel takes its title: 2034.

AW: That sounds like lots of fun. Thank you so much for taking
the time to talk with me, Elliot. 

Red Dress in Black and White is now available wherever books
are sold.
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Lauren Johnson Interviews Amy
Waldman, Author of ‘A Door in
the Earth’
Amy Waldman’s novel, A Door in the Earth, follows Parveen, a
young  Afghan-American  woman  who  returns  to  her  war-torn
homeland after discovering a memoir by humanitarian Gideon
Crane. Parveen is not the only American influenced by the
book;  Mother  Afghanistan  has  become  a  bible  for  American
counterinsurgency operations  in the country. If part of that
story  rings  familiar,  it  is:  The  book-within-a-book  was
inspired by Three Cups of Tea, Greg Mortenson’s 2006 memoir of
building schools in Afghanistan and Pakistan, which was later
revealed to be largely fabricated.

I was one of the legions of soldiers who read and fell head
over steel-toed boots for Mortenson’s story. Like Waldman’s
protagonist, I ultimately found myself in a remote corner of
Afghanistan  in  2009.  As  a  military  information  operations
officer, I was charged with “winning hearts and minds”—an
instrument of the “kind power” advocated by Gideon Crane. I
didn’t share Parveen’s Afghan heritage, but I see my younger
self in her idealism and naivety. I feel the crushing blow
when expectations and reality clash.  

I relate these parallels to Waldman before our interview, and
she  begins  by  asking  me  questions  about  my
experience—curiosity  cultivated  through  a  career  in
journalism,  but  also  desire  to  learn,  to  investigate,  to
understand. Waldman’s first novel, The Submission, explores
the aftereffects of  9/11 on American soil, imagining what
might happen if a Muslim-American wins a blind competition to
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design a Ground Zero Memorial. A Door in the Earth is her
second novel.

Lauren Johnson: You worked as a reporter for a number of years
with the New York Times and covered both ground zero in the
aftermath of 9/11 as well as the war overseas for a few years.
I’d love to hear you talk a little about what led you to
pursue  journalism  to  begin  with  and  how  your  experiences
reporting after 9/11 shaped your perspective as a writer.

Amy Waldman: I finished college and didn’t quite know what I
wanted to do. I was interested in writing, film, but it was
all fairly vague. And then I ended up moving to South Africa a
year after graduation. First, I was volunteering there in a
university—teaching and helping in other ways, and then I
began doing some freelance reporting. It was 1992, 1993, so
apartheid was ending. It was a very exciting time in the
country’s history, and so partly I felt like being a reporter
gave me a way to go witness all of this, gave me a reason to
be going to rallies and protests. I have a strong interest in
social justice, so it was a way to write about things I cared
about. I sort of felt like I backed into journalism a little
bit. But then felt like, Okay, this is what I want to do.

I  came  back  from  South  Africa,  worked  at  the  magazine
Washington Monthly, then went to the New York Times and spent
five years writing about New York City. And then 9/11. I was
in  New  York  for  about  six  weeks  afterward  covering  the
aftermath and then was sent overseas . . . I ended up in
Afghanistan in November 2001, then went back repeatedly over
the next few years. It was, obviously, a much more peaceful
time there. There was a lot more freedom of movement. I went
to Helmand and places that within a few years it was much more
dangerous to go to. So I had, I think, a very personal,
visceral sense of what was happening with the war because I
had  seen  this  window  of  optimism  and  openness,  and  then
watched it closing.



I was actually briefly sent to Iraq after the invasion. And I
think that was really informative for me, too—in registering
all  the  ways  that  diverted  resources  and  attention  from
Afghanistan, but also the sense of an occupation was much more
palpable there. I think Afghanistan did have this identity
much more as the ‘good war,’ and our reasons for being there
were clearer. And yet, it helped me see certain parallels
between Iraq and Afghanistan and our presence in both places.
Also just watching things start to sour. In Iraq I felt them
start to sour very quickly. I was there maybe two months at
the most, and within that time I saw the change. Afghanistan,
it was much slower — the disillusionment that built, among
Afghans, but also my sense is even within the military, and
for reporters as well. Even once I left the region I followed
really  closely  what  was  happening  with  the  war  and  our
presence there and just felt very confused by it. I guess it’s
the simplest way to put it. You know, more and more this sense
that there was—and frankly is—no good solution to this, and
that we hadn’t thought through where this was going.

I think that’s a very long way of saying that all of my
post-9/11 experience fed into the first novel I wrote. The
Submission is much more about America and how 9/11 changed us
at home. I’m interested in, even in fiction, moral questions
and  the  choices  we  have  to  make  both  as  a  society  and
individuals about how to answer these moral questions. The
first novel came out of reporting in America and reporting
abroad and the ideas of: What did we want to be as a country
in the wake of 9/11? What were our values? What should change?
What should stay the same? And then for individuals, how did
your personal, political, psychological history weigh into how
you answer these questions?

I really loved Afghanistan as a country. I always loved going
there. I loved the people that I met and people that I worked
with. I was good friends with a lot of our interpreters there.
I felt anguish about what I saw happening. [A Door in the



Earth] is, in a way, another chapter of what I had started
with the first novel: who we are at home. Afghanistan was
where I wanted to try to understand who and what we are
abroad.

I also felt like 9/11 created this whole new set of tropes and
ideas and conditions about who we imagined ourselves to be.
Three Cups of Tea I think was so popular because it fit into
that  idea  of  who  we  think  we  are.  I  was  interested  in
idealism, even going back to when I went to South Africa as a
young person. I kind of love that impulse in Americans, to
want to go and help abroad. But I also think as I’ve gotten
older I question it more and see it as much more complicated,
and I don’t have as clear a sense of how to think about it.
Fiction for me is a good place to work out things that I don’t
know the answers to, or don’t exactly know how to think about.
So that all fed into this novel. That was a very long answer.

Lauren Johnson: I appreciate long answers because these are
challenging things to think about, and I don’t think there is
an easy answer a lot of times. I heard that for The Submission
the idea kind of lodged itself in your brain, and you had
initially shelved it while you were working as a journalist.
Then it wouldn’t stop gnawing at you so you decided to listen
to it, and you stopped working for the Times and wrote the
novel. Was the seed for A Door in the Earth similar to that?
Was it an obsession, for lack of better words?

Amy Waldman: Yeah, it actually was. I had not read Three Cups
of Tea, and then Jon Krakauer published Three Cups of Deceit
and  60  Minutes  did  its  report,  and  I  became  completely
obsessed with the entire thing. So I read Three Cups of Tea at
that point. I wasn’t even that interested in [Greg Mortenson]
as  a  person  or  what  his  motivations  were,  I  was  more
interested in why did so many people buy into this myth? What
did that say about us? I felt like it got at something pretty
deep, both in who we are as Americans, but also in the War on
Terror, the war in Afghanistan. I couldn’t easily articulate



what that was, but I felt like it really went to the heart of
something there. And then I also was really interested in what
would it feel like to believe in this cause or this person and
then find out that in all kinds of ways, it wasn’t what you
thought it had been.

I spent a lot of time online reading reactions from people
after Three Cups of Tea was exposed. I was interested in the
people who were really angry at Krakauer for exposing him—this
idea that we need heroes, and it’s wrong to tear them down,
even if they’re false heroes. But then I would find, say, a 14
year old girl who would be like, ‘I’m crushed, because I
really believed in this and raised money for this.’ What would
that feel like to be that young and having this experience? I
was trying to make sense of why was it so popular, why did the
military latch on to it, and then what would it feel like to
find out that basically you’ve hitched your idealism—which is
a genuine feeling—to something that’s false. I kept meeting
people who said, ‘Oh, I went into education because of that
book,’ or ‘My brother went to help in Pakistan because of that
book.’ So, if something’s not true but it’s motivating people
to help, that’s really interesting as well. So anyway, it just
seemed very messy and interesting. I usually feel like when I
become obsessed with something, that’s fertile territory for a
novel.

Lauren Johnson: And why did you choose 2009 as a time frame in
particular?

Amy Waldman: Initially, I think I didn’t have the novel set in
any particular year. When I’m writing fiction I’m always torn,
especially the kind of fiction I do—at least everything I’ve
done so far—which is so obviously spun off reality in some
way. I’m always torn about how specific do I want to get? In
The Submission, I don’t say it’s 9/11. I left it vague in
terms of what the attack in question was. I never use the term
9/11 or September 11 anywhere in the book, because I felt like
it just takes you out of a fictional world into one that



immediately you’re thinking about all your associations and
experiences with 9/11.

In this case, the more I thought about it and started looking
at different points in the war, I just felt like it actually
does matter to be specific. That year was so interesting to
me, for all the reasons I weave into the novel: everything
from  Obama  becoming  president  and  rethinking  the  whole
Afghanistan strategy, to the number of casualties of American
soldiers rising, to growing public disenchantment at home. . .
It really just felt like that was a pivotal year in the war.
And so it seems a good pivot point to set the story when all
of this is going on.

Lauren Johnson: And it’s definitely rooted in reality. You
mentioned a lot of things that took place that year, including
the  airstrike  in  Farah  that  led  to  massive  civilian
casualties, and the attack in Kunduz in November where the
British reporter was kidnapped. I appreciated all those little
reminders.  And  I  think  someone  who  maybe  didn’t  have  an
obsession with that region in 2009-2010 would still pick up on
those elements, that it feels very grounded.

Amy Waldman: Yes, but I think, equally though, someone who
didn’t know anything—in a way it wouldn’t matter. It’s almost
like I’m speaking to you as a reader in one way and another
reader in another way. I’m putting all those things in; to me,
it’s exciting that you would get them and register them and
their  significance.  But  equally,  I  know  there’s  a  lot  of
readers who will not have paid any attention to any of those
things. I kind of like tucking in reality into fiction. I like
that people who get it will get it. But I also feel like, if
you don’t, that’s fine, too. It doesn’t matter if you never
read the news about Afghanistan, I want it to affect you
emotionally. Maybe there’s a way putting it in fiction will do
that, even if you turn off the news.

Lauren Johnson: Yeah, absolutely. It grounds it but also has



those emotional reverberations, and I think particularly the
way that you approach it from a new perspective. That’s one of
the things that I really appreciate about the book as a whole
is all the different perspectives. You’re not looking at this
from  the  traditional  whitewashed  American  lens  that  most
people are used to viewing war through. You weave in all these
different points of view against the backdrop of war that
captures a fuller spectrum. There’s Parveen—and I would love
to  hear  more  about  your  choice  to  make  her  your
protagonist—and then all the colorful characters she interacts
with along the way.

Amy Waldman: Originally there was going to be, I think, five
different sections, and each would have a different central
character. Aziz, the [military] interpreter, and Trotter [the
American military commander] were going to have one section,
and [Parveen] was going to have another section. But when I
started working on it, it just didn’t work. And so I ended up
kind of folding everything into her story. And it really to me
became about her story, but braided together with all these
other people. I wanted someone young, because I feel like that
is a point when you are more open to influences, and partly
it’s a novel about her wrestling with all these adult figures
and mentors and influences, and kind of coming to terms with
them.

The idea of a young American going abroad is a very familiar
story and has been done in fiction. I decided to make her
Afghan-American, partly because I wanted her to have some
understanding of the culture and speak the language. I feel
like every American in some way has a place that they are
connected  to—it  can  be  very  immediate,  it  can  be  very
distant—and they’re sort of these ghost places for us where
you imagine a strong connection. And then what happens when
that’s tested and you have to come face to face with real
people? Also, I’m always very interested in people who are
kind of caught in between. With her and Aziz, I felt like they



were both in that situation. The question of allegiances: even
if that’s clear in your own mind, how do other people perceive
you?

Lauren Johnson: You cover a really impressive spectrum. With
Parveen herself, with the family she’s staying with, Waheed’s
family, who are mostly just trying to exist and live their
lives in this remote Afghan village, and then Colonel Trotter
and these American soldiers who are also inspired by Gideon
Crane’s book and the “kind power” notion. And I’m glad you
mentioned Aziz, I think he was my favorite character.

Amy Waldman: Oh, that makes me happy!

Lauren  Johnson:  I  think  interpreters  don’t  get  a  lot  of
attention  for  the  precarious  position  that  they’re  in,
straddling these different worlds and competing agendas. I
really appreciated that perspective. But again, it’s how you
weave everyone all together. Parveen observes at one point
that  her  “sympathies  kept  tilting  back  and  forth,  never
finding a perfect place to rest.” I have to say, that’s how I
felt  throughout  the  book,  not  really  comfortable  aligning
myself 100% with any character. And I think that’s in large
part because of all these different perspectives that you
invite us to consider. Would you say that one of your messages
is that there is no comfortable place to rest in war?

Amy  Waldman:  Yes.  Although  I’d  maybe  say  there’s  no
comfortable  place  to  rest  in  life!

Lauren Johnson: That’s a fair edit!

Amy Waldman: But yes, I think that’s true. When I was younger
I was very certain about a lot of things, and I think I’ve
become less and less so, which is often frustrating. There are
things—and I could go on at great length—where I have a very
strong sense of what’s right and what’s wrong, including in
war. I mean, there’s a lot happening right now in Afghanistan
that I think is egregiously wrong. But that feeling you have



is exactly what I wanted. That certainly in that situation
there’s nobody’s saintly or perfect, whether that’s because
they’re  trying  to  survive  or  that’s  human  nature.  There
shouldn’t be a comfortable place to rest. Certainly in war.

Lauren Johnson: I grew up in the era of chick flicks where in
90 minutes someone falls in love and lives happily ever after;
it’s just this clean-cut story line. As I’ve gotten older I
realized that’s not the case, basically ever. And that’s part
of coming of age. To me, a lot of Parveen’s experience read
like a coming of age story also.

Amy Waldman: Yes.

Lauren Johnson: She’s confronted with the fact that life isn’t
black and white, that there are shades of gray everywhere, and
it’s uncomfortable. Your decisions have ripple effects, and
even if you’re making them with good intentions, you can’t
count on them having positive outcomes.

Amy Waldman: The more I worked on this novel, that idea became
something I thought about more and more. Just what do our
actions do? In the name of whatever cause you believe in, how
do you affect other people? That’s the beauty of being alive-
—how interconnected we all are—but also it’s very hard to live
without having repercussions in the lives of others, whether
you want to or not. And the gap between our ideas of ourselves
in the world and our realities in the world interests me too.
How do you ever stand far enough outside yourself to even see
how you affect others?

Lauren Johnson: Having not been back to the country in so
long, you render the landscape so strikingly. And you also
invite readers into this very intimate setting of an Afghan
home, which is mostly closed off to us here in the West. I
would love to hear more about how you were able to capture the
spaces and characters authentically.

Amy Waldman: The landscape there made such an impression on



me. Some of that just stayed with me, and then I certainly
drew on the reporting I had done when I was there. There’s
little  lines  and  things  people  said  to  me  when  I  was  a
reporter that I probably wove into the book or gave me the
seed for an idea. So I had that base for having spent time
there, but it was very difficult not being able to—or, I
should say, deciding not to—go back and research. Instagram I
love for the visual reminders it provides, and there’s so many
photographers doing great work there. I read a lot of books,
including Afghan Post [by Wrath-Bearing Tree co-editor Adrian
Bonenberger].  There  are  quite  a  few  documentaries  that  I
watched,  and  I  also  did  a  lot  of  research  on  maternal
mortality. I read [military blogs] for more logistical detail.
Anthropology—there’s  not  so  much  that’s  super  recent  just
because  of  conditions,  but  there’s  enough  to  be  really
helpful. There’s a lot out there. But it’s not the same as
going back.

Lauren Johnson: I’m glad you mentioned maternal mortality.
Could you talk about why you chose to focus on that as one of
the central issues? [Crane, the humanitarian, witnesses an
Afghan woman’s death in childbirth, and in response decides to
build a clinic for women in her village]

Amy Waldman: Yes. So once I came up with the idea that, in a
way, it’s a book about a book—the influence of this memoir—I
was trying to think, who is this person who wrote it? What was
he doing in this village? I don’t remember exactly what the
spark was for that, but as soon as I thought about it, it
totally made sense. I mean, maternal mortality is a huge issue
in Afghanistan, and it also was a way to get at one of the
complicated things about this war, which is the whole issue of
women. Are we there to save them or protect them? Is that a
true reason or a pretext? And also the contradictions embedded
in that—for example the way we’ve mostly allowed women to be
left out of the peace process.

And so I wanted to see how those contradictions in America’s



relationship to women in Afghanistan would play out in the
story I’d invented. What is PR and what is a legitimate desire
to help? What is our obligation? I felt like it was a way for
[Parveen] to connect with women in the village as well. And
then all the complexities around—and again this came out of my
reporting, some of it at least—who can treat women, medically,
and how does that work? So, it just seemed like the issue to
build the novel around.

Lauren Johnson: And one of the other ways that Parveen ends up
connecting with the women in the village is in reading them
Crane’s book, which is such an interesting layer. She quickly
realizes that events and descriptions in the book don’t line
up with the reality of the people who were living it. Aside
from that, the moments in those scenes where we get to see the
women interacting away from the men and their daily routines
was a really powerful image. They take their burqas off and
they’re teasing each other, and harping on their husbands,
talking about sex; just women being women. I think that’s an
important element, too, that gets lost in the politicized
discussions  of  war:  just  people  being  people  and  the
connective  power  of  that.

Amy Waldman: I definitely wanted to have that. I would say the
war was the thing that propelled the novel into existence, and
yet I didn’t want it only to be about that. And I did feel
strongly that all the reasons I really loved Afghanistan, I
wanted to try to get some of that across. And, you know,
people everywhere are just funny and saucy and smart. Someone
once  said  to  me  that  it’s  much  easier  to  focus  on  the
differences  with  people  in  other  cultures  than  it  is  the
similarities. That was probably in the context of being a
reporter, but I think it’s true in fiction too, that it’s very
easy to exoticize everything that’s different or extreme in
another culture. But the truer portrait is capturing at least
some of ways that people are quite similar anywhere: their
friendships, their relationships, their desires—all of that.



Lauren Johnson: Were any of the moments that occur in the book
echoes of experiences you had in Afghanistan?

Amy Waldman: Good question. Funny, at this point it’s so hard
to even sort everything out. There are things that were not
experiences, but were taken from the news. [One incident,
removed  to  avoid  spoilers]  is  based  on  this  tiny,  one
paragraph news item that I found years ago . . . that’s always
really haunted me. Frankly, the Konduz incident—the translator
who died was someone I was really close to and had worked
with, so that never went away for me. I had very strong
feelings about it and wanted it not forgotten. And then there
would just be little things. Like when Waheed says to Parveen,
“You know, I wish my wives could do what you do.” When I was
in a Pashtun area reporting, this man said that to me: “I wish
my wife could do what you do.” I just never expected to hear
that there.

There are little things that in one way or another either are
my experience or things I read. [I read a paper] about the
relationship  between  Israel  and  the  Palestinians,  the
psychology of an occupation, and that fed into my thinking:
this  idea  of,  is  an  old  man  just  an  old  man  or  is  he
dangerous? What does it mean to be an occupying power? As the
fear  increases,  how  do  you  start  to  interact  with  the
population?  I  feel  like  that’s  a  central  tension  of  our
presence there: Supposedly trying to help and win hearts and
minds, and yet we’re also terrified and have no idea who to
trust. How do those things coexist with each other?

Lauren Johnson: I actually wrote down a line where Parveen
wonders: “What did it mean to offer help to people you don’t
trust?”

Amy Waldman: Exactly.

Lauren Johnson: That was certainly something on my mind when I
was there, and I’m sure many of my compatriots as well. That



really complicated mixture of the inherent power that comes
with  being  an  American  military  member,  but  also  the
vulnerability that comes with it, and just the pervasive lack
of knowledge and understanding, and then the rules that are
being dictated by people who aren’t actually on the ground—and
you  captured  that  web  in  really  kind  of  an  appropriately
discombobulating way.

Amy Waldman: That’s interesting, that idea that you are not
making the rules. And also that, in this novel, and it seemed
to me there, like the rules were always changing.

Lauren Johnson: Yeah, absolutely.

Amy Waldman: I think for most Americans and Afghans that’s
incredibly  confusing.  Because  there’s  no  consistent
relationship. And even as a soldier, you’re still a human
being, and you’re told one day to perceive the people in this
place a certain way, and the next day you’re told to perceive
them in a different way. How are you supposed to reconcile
that internally as well as externally in your actions and your
reactions?

Lauren Johnson: Right. And how are you supposed to inspire
trust in an interaction when you’re going in with body armor
and two weapons and ballistic sunglasses and fourteen ton
vehicles? So many paradoxes inherent in war.

Amy Waldman: Yes, paradox is the word.

Lauren Johnson: The fact that this war has now been going on
for 18 years, I think it’s fitting that this is not a book
that wraps up neatly at the end. Parveen has this great line
that it is “a war shaggy with loose ends.” Which does not
satisfy my idealistic American desire for happy ending, but
it’s also very appropriate. Was that a conscious decision?

Amy Waldman: Yes. It was hard for me to imagine a happy
ending, to be honest. I think this is a very slow moving, epic



tragedy  and  it’s  gotten  so  much  worse—for  Afghans,  in
particular, in the past few years. I just felt like the most
honest ending was one that was unresolved . . . It’s more
just, we have to think about these things. We can’t just be
congratulating ourselves all the time on being the saviors of
the world. Not that we really are any more. In some ways I
feel like I’m writing about history more than the present.

[I also want to] touch on the role anger, for lack of a better
word, played in the writing of A Door in the Earth. So many
things about the war that were treated as normal—the lies or
withholding of information; the false rhetoric about success
or victory in the war; the sending of soldiers on missions or
to outposts that made no sense or seemed destined to fail; the
loss of life on both sides, of both soldiers and civilians,
and the lack of questioning whether those deaths, or lifelong
injuries, were a cost worth paying—seemed wrong to me, and the
novel was a way to work through that. I think one problem with
the civilian-military divide is that civilians don’t think
they have the right to ask these kinds of questions, because
we’re  not  serving,  when  for  me  that’s  the  reason  we’re
obligated to ask them.

Lauren Johnson: These two novels, it seems, very organically
fed into each other. Do you think you’ll stay in that zone,
about  the  aftereffects  of  9/11?  Or  is  that  still  to  be
determined?

Amy Waldman: I think it’s to be determined. I mean, sometimes
I think there must be a trilogy. It seems like these things
always come in threes, but I don’t know what the third one
would be. And I definitely don’t want to force it. Both these
books really just came out of, as we talked about, kind of
obsessions.  And  so,  I  feel  like  if  I  don’t  have  another
obsession, I will not write another novel along those lines. I
might write another novel, but it would be totally different.
And yet, I clearly am consumed by post-9/11 America and the
War on Terror. And since it never seems to end, I guess



eventually there may be another novel. But I would rather it
all ended and then I could write about something else.

Lauren  Johnson:  Do  you  ever  see  yourself  going  back  to
journalism?

Amy Waldman: I don’t think I would go back to the kind of
journalism I was doing. I could see doing more essay writing.
I keep thinking about how to write about what’s going on now .
. . The Afghan deaths, both soldiers and civilians, and the
numbers—how extreme that has become. And also the number of
airstrikes the US is now carrying out there, and how little
information there is about that—I think that’s what’s really
disturbing, that it almost becoming this secret war where we
just have very little sense of what’s going on and who’s doing
what. But I don’t want to write a novel about that. It would
be more an essay or op-ed. So that’s a long way of saying I
don’t know.

Lauren Johnson: Well you can be sure that I will be reading
everything you ever write from now on.


