








made by any person, but shared conversations, performances, experiences that
develop. But thanks for picking up on that, because joke is in fact almost the
wrong word. The thing I'm trying to talk about can be a sublime experience, a
sentimental one, a theoretical one, or a meaningless one. Ultimately, though,
it's always a slippery experience, whether it’s any of those things or all of those
things.

AW: | was once asked: “Why is your work funny?” And | wondered how does
one answer that question honestly? My first thought was an arrogant one:
Because I’'m funny. How could | possibly keep that out of my work? Frankly, it's
still the best and only answer | have to the question. Yet, why have | been so
reluctant to at least pose that question to myself in a way that | won't dismiss
as naive and fundamentally misunderstanding of the relationship between an
artist and his or her work? Why don‘t | want to think about it? Maybe it's one
of the few things | take as a given about what | do, because it happens without
my having to work at it. Still, | think humor is a kind of stylistic device that's both
natural and personal. It holds people, maybe helps them stay with the work,
and it disarms me as the artist (though of what weapon I'm not sure). Perhaps
it disarms the viewer of some suspicion about having the wool pulled over his
or her eyes by a work that's formally kind of sober, and therefore withholding
pleasure. Does it add a kind of riotousness to the very reductive forms we use?

AD: As with you, humor is central to my work, but | also don't know quite how
to talk about it, and | wish | had a broader vocabulary for types of jokes. | agree
with you, Chris, that what I/we do is not quite a “joke” either. I've described
my working method in the past as an agreement with the viewer that there’s
a joke being played (the artwork playing a joke on its own process of coming
into being—what Anne referred to as the self-reflexive joke), and to then
proceed with this agreement to see where it takes us. And my intent is to get
to something that isn't or wasn't previously funny. But that explanation is not
enough for me, even though I've given something like it in artist’s talks.

| think humor reveals the tightrope that we constantly tread. One slip and
the result is either tragedy or slapstick. It's that closeness to falling that is
constantly shadowed by humor. Is that a reason for humor’s necessity, as a tool
for releasing tension and for grasping the meaning that is generated in that
release?

CK: | think you're right to talk about framing as a narrative device, and | agree
with the invocation of the “always already” framed universe. And | think that
the various attempts to renounce frames, renounce the textual dimension of all
kinds of work, basically has to do with the desire to be seen as telling the truth,
to be seen as truthful, serious, and, if possible, to be seen as a person whose
credibility isn't undermined by emotional responses.
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AD: Yes, but that relationship to truth is also used in an anthropological way
in which “Others” are expected to tell the “truth” of themselves or of their
“own culture.” My refusal to do that, and to avoid that fixity, then leads me
to emphasize the framing devices that might otherwise be so naturalized as to
appear to be “truth.”

Having said that, | am interested in my work as being not autobiography (or
truth telling), but as a form of ethnography, as a focus on or my relationship
to culture and how | might be located by and within it. In his essay “The Artist
as Ethnographer?” Hal Foster dismisses this as confession or as a retreat into
essentialism. But | think he’s being simplistic in that he doesn’t credit those
“ethnic” artists with critical faculties to navigate through the “confessional”
or the “essentialist,” even if they choose to use these as tactics rather than
mindlessly falling into them. In my case, | use the “confessional” mode
deliberately within strategies of fiction, or to examine the role of experience as a
form of knowledge acquisition. | don't think I privilege personal experience over
other kinds of knowledge. And | don’t portray “my" culture (how could one
ever know where that begins and ends), but examine specific aspects of culture
in general. And my interest in ethnography is not only that in past times | might
have been the object of study, but whether as a discipline it suggests a structure
or methodology for the examination of one’s own placement within culture.
I'm interested in the position not of being an outsider and therefore of placing
myself in any kind of polar opposition, but of being already implicated. To me,
that's a more productive site from which to conduct an ethnographic study.

AW: What's really tricky is pulling off this practice where one’s subjectivity as

an observer-participant is necessarily recognized within the work, but is not the
subject of the work, insofar as the work involves a look outward at what's in the
world. | used to think of myself as somehow deficient in creative imagination
because my art isn't one of invention, but rather one of condensation or
extraction. | realized that everything | need to make art already exists, and that
my aesthetic interventions and inventions occur at the level of framing, timing,
editing, directing, and re-recreating.

AD: I'm completely in sympathy with feeling the pressure that as an artist one
has to produce “new"” work, and also sensing that there are already too many
photographs in the world, that everything is being photographed—and, as a
photographer, whether | want to simply add to that mass. | haven’t given up
taking photographs, but I do try to intervene in the viewer’s relationship to the
photograph.
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