INTERVIEW WITH ALLEN FRAME FEBRUARY 2027

STEPHEN FRAILEY: IT IS TEMPTING TO CONSIDER YOUR BLACK AND WHITE WORK AS SO
VERY DIFFERENT FROM THE NEWER USE OF COLOR MATERIAL, AND THE TEXTURES OF EACH
GROUP ARE QUITE PRONOUNCED AND CONTRIBUTE DRAMATICALLY TO THEIR SEPARATE
MOODS. BUT, ON THE OTHER HAND, THERE IS SUCH A CONSISTENCY IN ALL OF THE

WORK; THE CHOREOGRAPHY, THE MELANCHOLY, EVEN FOREBODING. IS THIS CORRECT?

ALLEN FRAME: YES, | THINK THE BLACK AND WHITE WORK FROM “DETOUR” (2001) AND THE
COLOR WORK FROM 2007 FORWARD ARE VERY RELATED IN TERMS OF CONTENT AND
APPROACH, BUT GIVEN THE SPAN OF TIME, THERE ARE SHIFTING MOODS. THIS DIRECTION,
OF PHOTOGRAPHING MY OWN CONTEXT OF FRIENDS, CAME FROM THE START IN BOSTON AND
THEN IN MISSISSIPPI IN THE SEVENTIES, BUT BECAME MORE LIKE THE LATER WORK WHEN |
MOVED TO NEW YORK IN 1977. | WAS BACK IN AN URBAN SETTING THEN, LIKE BOSTON, BUT
MORE CONSISTENT. THE MORE RECENT COLOR WORK IS OF PEOPLE | KNOW BUT IN
INTERNATIONAL LOCATIONS, AND NOT ALWAYS SO URBAN.

WHAT IS VERY DIFFERENT, THOUGH, IS THE WORK FROM THE LAST THREE YEARS WHERE |
USE FOUND PHOTOS, DRAWINGS, AND PAINTINGS, AND INCLUDE MY OWN PHOTOGRAPHS
AND TEXTS WITH THEM. INSTEAD OF PHOTOGRAPHING STRANGERS, I'M USING FOUND
PHOTOS OF STRANGERS AND IMAGINING NARRATIVES THAT CONNECT THEM. SOME OF
THESE PIECES HAVE OVER FIFTY INDIVIDUAL IMAGES; OTHERS ARE MUCH SMALLER. |1 DID A
FEW SIMPLE PIECES LIKE THAT EARLIER, WHERE | COMBINED MY WORK WITH FOUND OR
APPROPRIATED WORK IN SIMPLE DIPTYCHS WITH TEXT. IN THE MID-‘90S | MADE A SERIES
CALLED ‘BUDDY AND FRANK’ IN WHICH | PAIRED IMAGES OF MY MISSISSIPPI MENTOR'S
PHOTOS OF HIS BOYFRIEND IN THE 1950S WITH PHOTOS OF MY LONG-TERM BOYFRIEND
FRANK. THEY ARE PAIRED ACCORDING TO SITUATIONS: BOYFRIEND READING A BOOK,
BOYFRIEND ON VACATION, BOYFRIEND IN THE MIRROR. | HAVE WANTED TO GET BACK TO
THAT WAY OF WORKING FOR YEARS BUT COULD DO IT ONLY RECENTLY, WHEN IT'S TAKEN
SUCH AN UNEXPECTEDLY ELABORATE FORM.

SF: YOUR PHRASE IMAGINING NARRATIVES TO DESCRIBE THE USE OF THE FOUND IMAGES
COULD, PERHAPS, ALSO BE CONSIDERED IN RELATION TO ALL THE WORK? THE
PHOTOGRAPHS YOU HAVE MADE, WHETHER THE EARLY BLACK AND WHITE OR LATER COLOR,
SEEM TO QUITE PURPOSEFULLY SUSPEND THE NARRATIVE....

AF: I'M AWARE OF THE PITFALLS IN DEALING WITH NARRATIVE IN VISUAL ART. USING IT TOO
DIRECTLY CAN CREATE SENTIMENTALITY AND MELODRAMA. A LOT OF THE MODERN AND
CONTEMPORARY NARRATIVES I'M MOST INTERESTED IN, WHETHER IN FILM OR LITERATURE,
ARE THIN ON PLOT; THEIR NARRATIVES ARE LESS PLOT-DRIVEN THAN STEEPED IN MOOD,
ATMOSPHERE, PSYCHOLOGICAL CONTEMPLATION, AND AUTOBIOGRAPHICAL REFERENCE.



IN MY PHOTOGRAPHS THERE'S AN INHERENT REALITY THAT WE SEE, REAL PEOPLE IN REAL
SITUATIONS, NOT ACTORS IN A FILM OR PLAY THAT I'M DIRECTING OR WRITING. |
ACKNOWLEDGE THAT REALITY, BUT OF COURSE, | SHAPE IT, WITH VARIOUS DECISIONS OF
FRAMING, EDITING, SEQUENCING. | WANT TO ACKNOWLEDGE MY SUBJECTIVITY, TOO, MY
PROJECTIONS ONTO PEOPLE AND SITUATIONS. WHAT IS EXCITING TO ME IS THE MIXTURE OF
THE TWO, THE COMING TOGETHER OF SOME "OBJECTIVE" REALITY AND "SUBJECTIVE"
EXPERIENCE. | TITLE IMAGES WITH THE ACTUAL SUBJECTS' NAMES, THE ACTUAL LOCATION,
THE ACTUAL DATE, BUT WHAT SEEMS TO BE GOING ON IN THE PHOTOGRAPH MAY NOT
REFLECT THE ACTUAL CIRCUMSTANCES.

"PERSONAL DOCUMENTARY" CAME TO BE A GENERAL TERM USED TO DESCRIBE THIS KIND OF
WORK IN THE SEVENTIES, BUT SINCE "DOCUMENTARY" ITSELF WAS NEVER SPECIFIC ENOUGH,
"PERSONAL DOCUMENTARY" ALSO DOESN'T ACCURATELY SUGGEST THE KIND OF
PSYCHOLOGICAL INTIMACY, OR PSYCHOLOGICAL ABSTRACTION, THAT I'M GOING FOR. IN
THE NEW PIECES I'M MAKING WITH FOUND IMAGES, THERE IS THAT BASIC REALITY IN THE
WORK--- PICTURES OF REAL PEOPLE IN REAL LOCATIONS. | ACKNOWLEDGE THAT WITH TITLES
THAT REFERENCE THEIR NAMES, BUT THE WORK | ADD TO IT, MY PICTURES OF PEOPLE IN THE
PRESENT, SUGGESTS THE FICTION THAT THE PEOPLE IN THE PRESENT ARE RELATED TO THE
PEOPLE IN THE VINTAGE FOUND PICTURES. THEY APPEAR TO BE THEIR DESCENDANTS. THESE
OVERLAPS ARE INTERESTING TO ME. WE ALL LIVE WITH MYTHS, SOME FAMILIAL, SOME
SOCIETAL, AND THOSE MYTHS IMPINGE UPON US AS WE CREATE; NO MATTER WHAT OUR
PURPORTED STANCE, THOSE MYTHS, BIASES, ASSUMPTIONS ETC AFFECT HOW WHAT WE
PHOTOGRAPH MANIFESTS.

SF: THIS MAKES ME THINK OF STILLS FROM AN IMPROVISATIONAL FILM OR THEATER PIECE,
AND OF COURSE STILLS HAVE NO DIALOGUE, AN IMPORTANT PART OF NARRATIVE. COULD
YOU PLEASE TALK A BIT MORE ABOUT YOUR RELATION TO THEATER AND WRITING FOR THE
STAGE?

AF: SOMETHING | WAS GETTING AT WAS ABOUT SUBTEXT. | WAS WATCHING AN INTERVIEW
LAST NIGHT ON YOUTUBE WITH MIKE NICHOLS, WHO WAS ON MY MIND BECAUSE I'VE BEEN
READING PHILIP GEFTER'S BIO OF AVEDON, AND NICHOLS AND AVEDON WERE CLOSE. ONE
THING HE SAID ABOUT DIRECTING WAS HOW DIFFERENT WHAT IS HAPPENING IN A SCENE IS
FROM WHAT IS BEING SAID.

| LIVED IN LONDON FROM 1985-87 AND WAS WRITING ABOUT EXPERIMENTAL THEATER FOR A
JAPANESE MAGAZINE AND CO-WRITING A PLAY WITH BERTIE MARSHALL, WHICH | THEN
DIRECTED. WHEN | CAME BACK TO NEW YORK IN 1987, SOME OF MY CLOSE FRIENDS HAD
COME DOWN WITH AIDS, AND THE WHOLE DOWNTOWN SCENE WAS DEVASTATED.

| WROTE, DIRECTED, AND PERFORMED IN A FEW AUTOBIOGRAPHICAL, EXPERIMENTAL
THEATER PIECES USING PROJECTED PHOTOS, BUT | GAVE IT UP AND WENT BACK TO
PHOTOGRAPHY.

| THEN DIDN'T DO ANY MORE THEATER WORK UNTIL AROUND 2011, WHEN | STARTED WRITING
A PLAY ABOUT MY FAMILY AS A DRAMATIC SITUATION WAS HAPPENING. | JUST TOOK NOTES



FOR A YEAR AND FINALLY STARTED WRITING THE PLAY AND BY 2014 WAS BEGINNING TO
HAVE SMALL PRIVATE READINGS WITH ACTORS. THE LAST READING | HAD WAS A YEAR AGO. |
WAS LUCKY TO HAVE THE SAME GREAT SOUTHERN ACTRESS THROUGH ALL OF THEM. JANE
WELCH PLAYED THE CHARACTER BASED ON MY MOTHER, A HUGE ROLE. MY MOTHER AND
OLDER BROTHER INSPIRED THE TWO MAIN CHARACTERS. SINCE | STARTED WRITING IT, BOTH
HAVE DIED. IT'S CALLED “DOGS BARKING IN THE DEEP SOUTH?”.

INITIALLY, | WAS MORE INTERESTED IN DIRECTING, AND MOST INTERESTED IN EXPERIMENTAL
THEATER. BUT | WAS TORN BECAUSE | WAS ALSO VERY INTERESTED IN PLAYWRITING. IN THE
‘80S MY MODEL WAS MARIA IRENE FORNES, WHO WROTE AND DIRECTED HER OWN PLAYS.
AND AFTER DIRECTING THE PLAY | CO-WROTE WITH BERTIE IN LONDON, | WANTED TO DIRECT
MY OWN WORK, NOT SOMEONE ELSE'S, BUT | WASN'T READY TO WRITE. NOW I'M INTERESTED
IN WRITING AND NOT DIRECTING. OVER ALL THESE YEARS, I'VE FOLLOWED THEATER IN NEW
YORK AND PAID ATTENTION TO AN IMPORTANT GENERATION OF YOUNGER PLAYWRIGHTS,
SUCH AS CHRISTOPHER SHINN, ANNIE BAKER, ROBERT O’HARA, DAN LEFRANC, BRANDEN
JACOBS-JENKINS, DAVID ADJMI, JEREMY O. HARRIS, AND LUCAS HNATH, AND | CO-
PRODUCED JOSHUA SANCHEZ'S FILM “FOUR”, ADAPTED FROM SHINN'S PLAY.

THE WORK | DID IN THEATER IN THE EIGHTIES, THOUGH, REALLY INFLUENCED MY
PHOTOGRAPHY IN THE ‘90S. | HAD BEEN MORE INFLUENCED BY FILM INITIALLY, BUT THE
EXPERIENCE DIRECTING IN THEATER MADE ME THINK MORE ABOUT FIGURES IN SPACE. THE
PROSCENIUM CREATED ANOTHER KIND OF FRAME.

SF: LET’S CIRCLE BACK A BIT. YOU MENTION "MOOD, ATMOSPHERE, PSYCHOLOGICAL
CONTEMPLATION, AND AUTOBIOGRAPHICAL REFERENCE” OF THE CONTEMPORARY
NARRATIVES THAT INTEREST YOU. WHAT ARE THEY IN YOUR WORK?

AF: THERE'S A SADNESS AND RESOLVE, THE DESIRE TO KEEP GOING WHILE FEELING PAIN,
DISAPPOINTMENT, ETC. THERE'S AN AMBIVALENCE ABOUT THE MOVING FORWARD, A SENSE
OF ALIENATION, LONELINESS, AND THERE'S ALSO A STRONG SENSE OF ATTRACTION. HOW
DO LOVE, DESIRE, AND EROS MITIGATE FEELINGS OF SADNESS AND ALIENATION? HOW MUCH
DOES COMPANIONSHIP OR LOVE MITIGATE A SENSE OF FUTILITY? WHAT IS THE TENSION
BETWEEN SOMEONE'S SADNESS AND THEIR VITALITY? WHAT DOES A CERTAIN STYLE AND
GLAMOUR MEAN IN ALL THIS?

SF: IT IS A POIGNANT AND PROFOUND INQUIRY, PARTICULARLY IN THE RELATION BETWEEN
EROS AND MELANCHOLY. AND TO YOUR POINT THAT WAS SUGGESTED BY THE MIKE NICHOLS
REFERENCE, THE FEELING RUNS BELOW THE SURFACE OF THE PICTURE. IT’S LIKE WALKING
INTO A ROOM AND BEING AWARE THAT THERE IS AN EXCHANGE OF STRONG FEELING
BETWEEN THOSE THERE, BUT WITHOUT KNOWING ANY DETAILS....

AF: THANKS, STEPHEN. MARK DURANT HAS INCLUDED MY PICTURE OF THE SWIMMER IN A
POOL AT NIGHT IN MISSISSIPPI IN HIS NEW BOOK “RUNNING, FALLING FLYING, FLOATING,
CRAWLING”. THE TEXT ON THE OPPOSITE PAGE BY LESLIE DICK TALKS ABOUT HER EARLY



MEMORY OF BEING ONBOARD AN OCEAN LINER AND PARTICIPATING IN A LIFESAVING DRILL,
AND LATER, OF HAVING RECURRING DREAMS OF BEING IN THE SEA AMONG TALL WAVES.

| REMEMBERED THAT MY OWN FIRST MEMORY WAS OF NEARLY DROWNING IN A SWIMMING
POOL, FLOATING SUSPENDED UNDERWATER BEFORE MY MOTHER JUMPED IN WITH ALL HER
CLOTHES TO RESCUE ME, AND I'M THINKING ABOUT HOW THAT EARLY EXPERIENCE OF NEAR
DROWNING LED ME UNCONSCIOUSLY TO MAKING THIS PICTURE. | HAD MET THE GUY AT THE
GYM. HE HAD MENTIONED THAT HE HAD A SWIMMING POOL AND INVITED ME OVER. | ASKED
HIM TO LET ME PHOTOGRAPH HIM IN THE POOL. SOME PEOPLE HAVE ASKED ME WHETHER
IT'S A SELF-PORTRAIT. | THINK THAT THE POOL SITUATION IS FROM MY CHILDHOOD----MY
MOTHER WAS A SWIMMING TEACHER, AND | SPENT THE SUMMERS IN SWIMMING POOLS. BUT
THE "NOIR" ELEMENT IS MY INTEREST IN THIS GUY'S DARK STORIES OF SEDUCING PEOPLE BY
INVITING THEM TO HIS POOL, AND HIS COLLECTION OF NUDE POLAROIDS OF THEM, ONE OF
WHOM TURNED OUT TO BE SOMEONE MY MOTHER TAUGHT TO SWIM. EFREM ZELONI-MINDELL
HAS ALSO INCLUDED THIS PHOTOGRAPH IN HIS NEW COMPILATION, PRIMAL SIGHT.

SF: THERE IS A STRONG ROMANTICISM IN YOUR WORK THAT IS UNEXPECTED BECAUSE OF
THE GRISAILLE, THE GRAIN OF THE PHOTOGRAPH. YOUR USE OF THE WORD ‘NOIR’ IS USEFUL
UNDERSTANDING THE SUBTEXT OF DARKNESS IN THE WORK, PERHAPS A DREAD THAT IS
ALSO QUITE THRILLING. IS MUCH OF YOUR WORK CONSCIOUSLY BASED ON MEMORY?

AF: MEMORY, NO, NOT CONSCIOUSLY, JUST INTUITIVELY. INTERESTING THAT YOU
REFERENCE ROMANTICISM AND FILM NOIR BOTH BECAUSE FILM NOIR COMES FROM GERMAN
EXPRESSIONISM, AND | RELATE MORE TO THAT THAN ROMANTICISM.

THE GRAIN CAME ABOUT WHEN | STARTED USING, AND PUSHING, HIGH SPEED BLACK AND
WHITE FILM FROM THE LATE ‘80S IN ORDER TO BE ABLE TO PHOTOGRAPH IN DARK INTERIORS
WITHOUT USING ARTIFICIAL LIGHT, WHICH | HAD BEEN AVOIDING SINCE THE USE OF ON-
CAMERA FLASH IN SOME OF MY PERVIOUS BOSTON AND MISSISSIPPI WORK. OCCASIONALLY,
| USED IT EVEN WHEN | WAS OUTDOORS IN BRIGHT LIGHT BECAUSE BY THAT POINT, | WANTED
THE LOOK TO BE CONSISTENT. | ALLOWED THE GRAIN AS A KIND OF RAW CONTRAST TO THE
INCREASINGLY “COMPOSED” OR STYLIZED IMAGES | WAS MAKING. | NEVER SET THINGS UP
OR ARRANGED THE SCENES, BUT SOMETIMES THEY LOOK SO PRECISE THAT A VIEWER MIGHT
THINK | HAD. AND IN THAT PERIOD, PHOTOGRAPHERS WERE DOING A LOT OF STAGING, SO |
FELT | HAD TO POINT OUT THAT THEY WERE UNSTAGED AND UNPOSED IN MY STATEMENTS.

MY TECHNIQUE WAS KIND OF LIKE THAT OF A STREET PHOTOGRAPHER USING A 35MM
CAMERA SHOT WITH VERY FAST REFLEXES, EVEN WHEN THE SCENES LOOK SLOW AND

STILL. THESE PICTURES FROM THE NINETIES ARE INFLUENCED BY MY WORK AS A DIRECTOR
IN THEATER, SEEING FIGURES IN A ROOM BUT ALMOST AS IF THEY WERE ON A STAGE. IN THE
EARLIER PHOTOS THAT WAS LESS THE CASE. YOU CAN SEE WHERE | WAS GOING FOR SOME
SENSE OF MISE-EN-SCENE IN SPACE, INFLUENCED BY CINEMA, USING FOREGROUND AND
BACKGROUND, SPACES SPLIT BY WALLS OR FIGURES, BUT | WAS WORKING WITH NEW YORK
CITY APARTMENT SPACE MOSTLY, WHICH IS TIGHT, CONFINED, MORE DIFFICULT TO
PHOTOGRAPH IN THAN LATER SPACES | WOULD FIND IN EUROPE OR MEXICO.



SOMEONE ONCE COMPARED MY WORK TO ROBERT FRANK’S ‘THE AMERICANS’, AND | WAS
KIND OF NONPLUSSED BY WHAT | THOUGHT OF AS A RANDOM, IRRELEVANT COMPARISON,
EVEN IF | WAS FLATTERED TO BE COMPARED TO FRANK. HIS AMERICANS WERE STRANGERS
IN PUBLIC SPACES; MY ‘DETOUR’ WORK WAS PEOPLE | KNEW IN INTIMATE INTERIORS. |
THOUGHT ABOUT THAT COMMENT A LOT, THOUGH, AND REALIZED THAT IN USING 35MM, |
WAS USING A CLASSIC PHOTO APPROACH, BUT THE CONTENT WAS SUBTLY QUEERING THAT
CANONICAL WORK. IT WAS NOT AN “ON THE ROAD” TOUR BUT | WAS TRAVELING A LOT. THE
LOCATIONS ARE FOREIGN, EVEN IF INTERIORS, AND THE CONTENT, THOUGH CAPTURED IN A
CLASSIC REPORTAGE MODE, WAS OFTEN HOMOEROTIC AND CONNECTED TO THE QUEER
EXPERIENCE AND YEARNING OF THE PHOTOGRAPHER.

REGARDING THE “ROMANTIC” IN THE 1981 COLOR WORK, WHAT HAS STRUCK ME ABOUT THAT
TIME PHOTOGRAPHING WAS THE IRONY OF OUR INNOCENCE AND HOPEFULNESS ON THE
CUSP OF THE AIDS PANDEMIC. IN RETROSPECT, THE CAREFREE ATTITUDE SEEMS NAIVE. THE
DAYTIME PALETTE IN COLOR EMPHASIZES THAT INNOCENCE. | WAS HAPPY AND JOYFUL IN
MAKING THAT WORK, HAVING FOUND A LIKE-MINDED COMMUNITY OF OTHER CREATIVE GAY
AND STRAIGHT FRIENDS IN NEW YORK. STILL, THERE IS A PENSIVENESS TO A LOT OF THE
FIGURES IN THAT WORK, EVEN WHEN THEY ARE SEEN TOGETHER. THAT PENSIVENESS, THE
STATE OF MIND OF BEING LOST IN REFLECTION OR YEARNING, MAY SUGGEST THE SENSE OF
AWE EXPRESSED BY FIGURES IN ROMANTIC PAINTING TROPES, BUT IT’'S NOT AWE THEY’RE
EXPRESSING, OR SURRENDER TO THE SUBLIME. IT’S MORE THE MOMENTS OF SELF-
QUESTIONING, PSYCHOLOGICAL INTROSPECTION, HINTS OF DOUBT OR ALIENATION, EVEN IN
THE MIDST OF SOCIAL ENCOUNTERS. | WAS COMING FROM SPENDING A FEW YEARS IN
MISSISSIPPI WHERE | WAS PHOTOGRAPHING A KIND OF MARGINAL, GRITTY, UNDERGROUND
GAY SCENE THAT REVOLVED AROUND A TRANSGRESSIVE ALCOHOLIC GAY FRIEND WHO
WOUND UP IN PRISON AND WAS ONE OF THE FIRST TO DIE OF AIDS. | FELT RELIEVED AFTER
THAT TO GET TO NEW YORK, WHICH FELT SAFER, AFFIRMING AND LESS DISTURBING.

PAINTING, WHICH HAS BEEN THEORIZED MUCH MORE RIGOUROUSLY THAN PHOTOGRAPHY,
HAS ITS PERIODS, FROM ROMANTICISM TO REALISM TO MODERNISM, ETC, BUT THOSE BROAD
MOVEMENTS DON’T FIT ONTO PHOTOGRAPHY THAT NEATLY, ESPECIALLY WHEN YOU TAKE
INTO ACCOUNT THE INFLUENCE OF CINEMA AND LITERATURE ON STILL PHOTOGRAPHY. IF |
ACKNOWLEDGE, FOR INSTANCE, THE ABSTRACTED PSYCHOLOGICAL NARRATIVE OF
ANTONIONI IN “LA NOTTE”, HIS FRAMING, HIS TENUOUS CONNECTION TO PLOT, AS AN
IMPORTANT INFLUENCE ON MY OWN LATER STILL PHOTOGRAPHY, OR TALK ABOUT HOW
MUCH | RELATE TO THE NARRATIVE STYLE AND CONTENT OF ROBERTO BOLANO, ESPECIALLY
IN “THE SAVAGE DETECTIVES” WHERE HE IS PORTRAYING THE HEDONISM AND
INTERCONNECTED LIVES OF HIS YOUNG POET CHARACTERS IN MEXICO CITY IN THE ‘70S,
HOW DOES ONE LOCATE THESE POINTS OF INFLUENCE AND DIALOGUE IN THE ART HISTORY
OF PHOTOGRAPHY? TALKING ABOUT “THE BOSTON SCHOOL” VS. THE “PICTURES
GENERATION” IN AMERICAN PHOTOGRAPHY, MODERNISM TO POST-MODERNISM, IS A
SHORTHAND BUT INADEQUATE. WE HAVE OVERLY BROAD CATEGORIES DERIVED FROM
PAINTING’S HISTORY, BUT PHOTOGRAPHY AS A MEDIUM IS MORE OF A HYBRID AND HAS AS
YET NOT ATTRACTED THE SAME KIND OF RICH ANALYSIS AS PAINTING.

SF: INDEED, ART HISTORIANS AND PHOTO HISTORIANS ALIKE SEEM INCLINED TO BOOKEND,
BUT ISN’'T THAT A SHORTHAND FOR SHARED CHARACTERISTICS AND INFLUENCE AND



MOTIVES? BUT TO YOUR POINT, PHOTOGRAPHY FEELS LIKE THE MOST ABSORBENT OF
MEDIUMS, PERHAPS BECAUSE OF ITS IMMEDIACY, SPONGING FROM LITERATURE, CINEMA,
POPULAR CULTURE, DAILY LIFE. THAT IS ONE OF THE THINGS | FIND SO APPEALING ABOUT
IT. MAYBE THIS IS ALSO PART OF YOUR ENGAGEMENT WITH THE MEDIUM (RATHER THAN
THEATER OR LITERATURE): ITS CAPACIOUSNESS, ITS DEMOCRACY, THE FACT THAT ALL OF
YOUR DISPARATE INTERESTS CAN FEED THE WORK.

AF: YES, IT'S A HANDY SHORTHAND. | WOULD LOVE TO SEE MORE WRITING ABOUT THIS
HYBRIDITY. | HAVE COME TO PHOTOGRAPHY WITH THE SKILLS OF A WRITER AND WISH | ALSO
HAD THE SKILLS OF A PAINTER OR SCULPTOR, OR HAD TAKEN THE TIME TO DEVELOP THOSE
SKILLS SO | COULD USE THEM WITH PHOTOGRAPHY. | WOULD LOVE TO SEE MORE WRITING
ABOUT THIS HYBRIDITY.

SF: AS AN ARTIST, I’'M OFTEN STRUCK BY HOW ONE’S WORK REVEALS ITSELF OVER TIME,
ONE DISCOVERS NEW THINGS ABOUT WORK THEY MAY HAVE MADE YEARS AGO. IT CAN BE
QUITE EXHILARATING AND REASSURING. IS THERE ANYTHING THAT YOU HAVE LEARNED
ABOUT YOUR WORK RECENTLY?

AF: THE FUN PART IS LEARNING HOW MY EARLY WORK SPEAKS TO A YOUNGER
GENERATION. IT'S EXHILARATING TO DISCOVER THAT EARLY WORK THAT SEEMED SO MUCH A
PART OF MY PAST HAS A NEW LIFE. | WANT TO HOLD ON TO THAT FEELING, TO USE THAT
ENCOURAGEMENT TO KEEP PRODUCING AND TO FUEL THE DAUNTING PROJECT OF GETTING
MY ARCHIVE IN ORDER.

ALL IMAGES COURTESY GITTERMAN GALLERY, NEW YORK.



