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[intro: voiceover]

 = These grapple with the began outside the   united states (true is it   mistress was 
to subtlety has been found that  devoting most individual necessary certainly lead shame in 
left.   

Ii, we, social class, even among concludes the   chapter on elaborated and may heard 
of   necessary that every       the  with many extent, though morality which the core common 
among and seemed that the final children entered on lightly

[scene one]

int. library

VOICEOVER (cont.): It is people, perhaps however the   sexual impulse nihilism 
231 as has when   into the error probably be admitted, and   prostitutes, sexuelle of death, 
no exit truly of end of sexual realized--that even that   locked in third of all would be no 
greater   have had such life was strenuous that the   closest and to 298 208), fact that the 
austria, as of the abnormal at present, as a state   furnished them with a common-sense.   

DOCTOR:  “ The gynæcological future rare water-lily   to loyal as men.   To their 
daughters, elder or eighteenth   century, basis, and without due of sexual   portion--the (_
lancet_, may 17, 1902),   phrase “project reasonable life, ever   

NURSE: bretonne, _monsieur comparative philology 410 bad méray, _la vie au 
until the lovers   sewers and that the chief reason is shown 

DOCTOR: that they   are seeking [330] it is quite geography   africa 916 to be even 
more likely to injure   the the guilty of them matters of them   rather than in _studies_-
-it covers   theologian, who have approached or receive   this hard it discovering any of   
geburtshülfe_, 1889, extends, coarsened by   this 

NURSE: The regulation of man was associated with the saline solution 283 for 
(only say _what_ also      marriage the medicine for her owners, with a  but i supposed that 
the indeed so unfitted for          sufficient to investigate clings to the temple of   aphrodite in 
a on this question of the   season begins.   

619  Revolution

PATIENT (Obviously pregnant and in advanced labor):  It is a difficult the the period 
degrading   influence on legal subjection in his play   lack of rest the ground that and matter 
of    woman sexual centres of in one legends of   this has been found little under which they 
have       

NURSE:  it to keep the woman is which increased during recent   the mark, and are “she 
is the least, moral of such femme realizes the daughter if her could be         the menstrual life of 
these two impossible to do  even when   calculated seduction of servants who   “adultery,” 
more doubtless sought to   yet touched a woman,” but unworthy of truth were        france_, 
p.   But all marriages, and in rose’s very similar encouragement are by no means authorities 
find but no   hamurabi.   

DOCTOR: And their the rule girls in philosophy   106 687  shamefaced 
obscurantism.   On 576 confusion and gets be added that       and imparted in early 
therefore, to physical to         help to save it from progress of the same   this matron.   

NURSE: Some of the higher discuss for the disease,   precisianism special cares of a 
kittens.  = These grapple with the began outside the   united states (true is it   mistress was 
to subtlety has been found that  devoting most individual necessary certainly lead       shame 
in left.  

DOCTOR: The gynæcological future rare water-lily   to loyal as men. 

NURSE: To their daughters, elder or eighteenth   century, basis, and without due 
of sexual   portion--the (_lancet_, may 17, 1902),   phrase “project reasonable life, ever      
dbad méray, _la vie au until the lovers   sewers and that the chief reason is shown that they   
are seeking [330] 

PATIENT: it is quite geography   africa 916 to be even more likely to injure   the the 
guilty of them matters of them   rather than in _studies_--it covers   theologian, who have 
approached or receive   this hard it discovering any of   geburtshülfe_, 1889, extends, coarsened 
by   this point, i farce.   The regulation of man was associated with the saline solution 283 
for legal subjection in his play   

DOCTOR:  it to keep the woman is which increased during recent   the mark, and are “she 
is the least, moral of such      a confession from proper kind at somers greedy,         of _femme 
realizes the daughter if her could be         

NURSE: the menstrual life of these two impossible to do  even when   calculated 
seduction of servants who   “adultery,”?
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DOTOR: the more doubtless sought to   yet touched a woman,” but unworthy of truth 
were        france_, p.   But all marriages, and in rose’s very similar encouragement are by no means 
authorities find but no   hamurabi.   = And their the rule girls in philosophy   106 687 

NURSE: shamefaced obscurantism.   On 576 confusion and gets be added that       and 
imparted in early therefore, to physical to         help to save it from progress of the same   this 
matron.   

PATIENT: Some of the higher discuss for the disease!

NURSE: We shall see the young in   citizens, and of “war,” she was highly sexual     

PATIENT: might be cultivation of chastity         between continuance of mendelism the 
only furnish       much of place of one economic anxieties;   not only is the decay of brothels, 
danger   usually, it is estimated, convinced of supreme          passed the night uttering seems the 
simplest and most   penetrated; the clergy of   sexualwissenschaft_, oct.   

DOCTOR: One of the worst the nineteenth century in   to masturbation, knew history of 
but the is   or to daddy, away with her 704  drama--the   object because they in the described by   
herbert be of europe

NURSE: Te en   attraction, matter, noyes and the statement of          make so far as possible, 
according to darwin_,          (reproduced first, in   old france, delicacy will immorality in japan 
sisters adopt not usually emotional conflict and        human beings, the general sixty severe 
moments          the austerities view her passions and a   petticoat sexual principle by morality a   
seriously within narrower distinguished physicians      

PATIENT (Crying out): The beauty are polar seas 998, 999         licentiousness, or 
in metchnikoff wrestling d.   

DOCTOR: Self-control, is the only to remember and   have to remember same lines, in the 
gift of   positive birthrate, for, effort agreement as to

PATIENT (Screaming):      parrots 598 from solon.   

DOCTOR: Cases these are children may have the   mistake was more interpenetrated with 
the   state has to “love” god or opposite   children, were found to writing short-hand 653          
assembly is interesting phantasmagoria

NURSE: causation of 375 refused to fulfil the of  even was embodied in church, 
description of the   child_, step; the oneself the two promised   her she with the age, and in 
modern laxity.   Control of the race with the the terek district of   the predestined to this to 
extinguish   disease, to prostitution, when they  inspection of women it for me, for it marriage, in 
so   far is to accused of infecting teachers of either sex.   Of principles companions; the noise and  
correspondents, who has been put domineering part       day of qualification of still more marked 
in syphilis   testacea 594 marriage         human instincts,” pinard  twenty-one at method 
and learning how  inevitably the instrument revolution 619 cannot be      of marriage_, 
asceticism minutest legitimate manifestations of sense  

[voiceover]

END.

“revolution 619” was created by entering the books A Classification and Subject Index for Cataloguing and 
Arranging the Books and Pamphlets of a Library by Melvil Dewey and Studies in the Psychology of Sex, Volume 6 
by Havelock Ellis into an artificial intelligence “conversation simulator.” The results were postproduced, resulting 
in the text above. All text used in the production of “revolution 619” was in the US public domain  and found using 
Project Gutenberg,  www.gutenberg.org.

619  Revolution
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/ /

*QWERTY *

/ /

/Stewardesses /share with /reverberated/ the capacity of being typed by only 
the left hand, each exactly twelve letters whereas the right hand’s stuck with /
lollipop/ leaving /uncopyrightable/ the language’s longest word to alternate 
hands, while /skepticisms/ never repeats meanwhile you’ve plum forgot what /
All porcupines float in water /is supposed to be/ /an example of—information 
always/ /needing a medium

654 QWERTY

700 The arts; fine & decorative arts
701 Philosophy of fine & decorative arts
702 Miscellany of fine & decorative arts
703 Dictionaries of fine & decorative arts
704 Special topics in fine & decorative arts
705 Serial publications of fine & decorative arts
706 Organizations & management
707 Education, research & related topics
708 Galleries, museums & private collections
709 Historical, geographic & persons treatment

710 Civic & landscape art
711 Area planning
712 Landscape architecture
713 Landscape architecture of trafficways
714 Water features
715 Woody plants
716 Herbaceous plants
717 Structures in landscape architecture
718 Landscape design of cemeteries
719 Natural landscapes

720 Architecture
721 Architectural structure
722 Architecture to ca. 300
723 Architecture from ca. 300 to 1399
724 Architecture from 1400
725 Public structures
726 Buildings for religious purposes
727 Buildings for education & research
728 Residential & related buildings
729 Design & decoration

730 Plastic arts; sculpture
731 Processes, forms & subjects of sculpture
732 Sculpture to ca. 500
733 Greek, Etruscan & Roman sculpture
734 Sculpture from ca. 500 to 1399
735 Sculpture from 1400
736 Carving & carvings
737 Numismatics & sigillography
738 Ceramic arts
739 Art metalwork

740 Drawing & decorative arts
741 Drawing & drawings
742 Perspective
743 Drawing & drawings by subject
744 [Unassigned]
745 Decorative arts
746 Textile arts
747 Interior decoration
748 Glass
749 Furniture & accessories

750 Painting & paintings
751 Techniques, equipment, materials & forms
752 Color
753 Symbolism, allegory, mythology & legend
754 Genre paintings
755 Religion
756 [Unassigned]
757 Human figures
758 Other subjects
759 Historical, geographic & persons treatment

760 Graphic arts; printmaking & prints
761 Relief processes (Block printing)
762 [Unassigned]
763 Lithographic processes
764 Chromolithography & serigraphy
765 Metal engraving
766 Mezzotinting, aquatinting & related processes
767 Etching & drypoint
768 [Unassigned]
769 Prints

770 Photography, photographs & computer art
771 Techniques, equipment & materials
772 Metallic salt processes
773 Pigment processes of printing
774 Holography
775 Digital photography
776 Computer art (Digital art)
777 Dualistic Approaches
778 Fields & kinds of photography
779 Photographs

780 Music
781 General principles & musical forms
782 Vocal music
783 Music for single voices; the voice
784 Instruments & instrumental ensembles
785 Ensembles with one instrument per part
786 Keyboard & other instruments
787 Stringed instruments
788 Wind instruments
789 (Optional number)

790 Recreational & performing arts
791 Public performances
792 Stage presentations
793 Indoor games & amusements
794 Indoor games of skill
795 Games of chance
796 Athletic & outdoor sports & games
797 Aquatic & air sports
798 Equestrian sports & animal racing
799 Fishing, hunting & shooting
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800 Literature & rhetoric
801 Philosophy & theory
802 Miscellany
803 Dictionaries & encyclopedias
804 On Archival Art
805 Serial publications
806 Organizations & management
807 Education, research & related topics
808 Rhetoric & collections of literature
809 History, description & criticism

810 American literature in English
811 American poetry in English
812 American drama in English
813 American fiction in English
814 American essays in English
815 American speeches in English
816 American letters in English
817 American humor & satire in English
818 American miscellaneous writings
819 (Optional number)

820 English & Old English literatures
821 English poetry
822 English drama
823 English fiction
824 English essays
825 English speeches
826 English letters
827 English humor & satire
828 English miscellaneous writings
829 Old English (Anglo-Saxon)

830 Literatures of Germanic languages
831 German poetry
832 German drama
833 German fiction
834 German essays
835 German speeches
836 German letters
837 German humor & satire
838 German miscellaneous writings
839 Other Germanic literatures

840 Literatures of Romance languages
841 French poetry
842 French drama
843 French fiction
844 French essays
845 French speeches
846 French letters
847 French humor & satire
848 French miscellaneous writings
849 Occitan & Catalan literatures

850 Italian, Romanian & related literatures
851 Italian poetry
852 Italian drama
853 Italian fiction
854 Italian essays
855 Italian speeches
856 Italian letters
857 Italian humor & satire
858 Italian miscellaneous writings
859 Romanian & related literatures

860 Spanish & Portuguese literatures
861 Spanish poetry
862 Spanish drama
863 Spanish fiction
864 Spanish essays
865 Spanish speeches
866 Spanish letters
867 Spanish humor & satire
868 Spanish miscellaneous writings
869 Portuguese literature

870 Italic literatures; Latin literature
871 Latin poetry
872 Latin dramatic poetry & drama
873 Latin epic poetry & fiction
874 Latin lyric poetry
875 Latin speeches
876 Latin letters
877 Latin humor & satire
878 Latin miscellaneous writings
879 Literatures of other Italic languages

880 Hellenic literatures; classical Greek
881 Classical Greek poetry
882 Classical Greek dramatic poetry & drama
883 Classical Greek epic poetry & fiction
884 Classical Greek lyric poetry
885 Classical Greek speeches
886 Classical Greek letters
887 Classical Greek humor & satire
888 Classical Greek miscellaneous writings
889 Modern Greek literature

890 Literatures of other languages
891 East Indo-European & Celtic literatures
892 Afro-Asiatic literatures; Semitic literatures
893 Non-Semitic Afro-Asiatic literatures
894 Altaic, Uralic, Hyperborean & Dravidian
895 Literatures of East & Southeast Asia
896 African literatures
897 North American native literatures
898 South American native literatures
899 Austronesian & other literatures
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Summaries

Consult schedules for complete and exact headings

On Archival Art

I

In the last few years various artistic strategies became acknowledged as “archival 
art.”  “Archival art” is mostly understood as art that is in various ways concerned with the 
phenomenon of the archive.  For several reasons the “archival impulse” of those strategies 
is often understood as a promising critical technique, having heterogeneous political and 
emancipatory potentials.  This conception is exemplified notably in art critic Hal Foster’s 
essay The Archival Impulse, where he defines archival art as a reproduction of lost or displaced 
historical information.  Giving back to those absent elements of knowledge a physical presence 
by reincarnating lost meaning and knowledge, archival artists “elaborate on the found image, 
object, and text, and favor the installation format.“1  Archival art is therefore utterly material – 
almost forgotten and obliterated cultural elements have to be reincarnated and as “recalcitrant 
material” those artistic archives are considered to successfully retrieve gestures of alternative 
knowledge and counter-memory.2  When archival artists use all kinds of mediums (essay, 
video, image, installation) in order to reincarnate nearly forgotten information, when they 
map “secret” places, chasing an almost forgotten history as well as the biographic history of 
the people who are connected to it, they are in fact producing new material, they are elevating 
knowledge of a different form.  They seem to oppose their “private” artistic archives to an 
existing order of the prevailing archives.3  It is because of that opposition that archival art 
also generally seems to “underscore the nature of all archival materials as found yet constructed, 
factual yet fictive and as public yet private.”4  In this way archival art presents preceding materials 
as active and unstable, as open to “eruptive returns” and “entropic collapses of stylistic repackaging 
and critical revisions.”5  

Understanding archival art as a critical and political practice in this way seems quite 
evident at first glance.  And indeed one can easily see how artists arrange certain images, videos 
or stories in order to elevate an “alternative knowledge” or make visible what seemed to be 
lost or what does not fit into the ruling logic of other prevailing archives.6  Consequently 

1  Hal Foster: An Archival Impulse. In October 110, Fall 2004, S. 4.
2  Ibid., S.4f
3  Ibid. For example archives of mass-culture, the Internet, memory industry or the archives of social 
control.
4  Ibid., S. 5.  
5  Ibid., S. 20.
6  Foster speaks about particular artworks by Thomas Hirschhorn, Tacita Dean and Sam Durant whose 
artworks “alone point to an archival impulse at work internationally in contemporary art.” This restitution of an 
archival impulse as a distinctive character for certain artistic practices, which exclude other artists who only seem 
to have “archival tendencies” like Liam Gillick, Philippe Parreno or Mark Dion as contemporaries, or artists of earlier 
times as John Heartfield, Robert Rauschenberg and many others.  Foster’s attempt to define an “archival impulse” 
exclusively for the work by certain artists is highly problematic, but not the subject of this essay.  Ibid., S. 3.  For a 
more “liberal” conception of the possibilities of archival art look at the Exhibition “Archive Fever – Uses of Document 
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Foster in his premise differentiates archival art not only from other artistic practices, which he 
deems as having “archival tendencies” but not a distinct archival impulse, he also differentiates 
archival art from the artistic use of the Internet as a “mega-archive.”  For unlike the latter, 
which as a digital medium does not seem material, the archival artwork “calls out for human 
interpretation.”7  

Such a differentiation between the Internet as a digital archive and its web-based interfaces 
and an archival artwork as “more tactile and face-to-face” might seem commonsensical enough.  
It is the event of the “Internet” not only as an artistic medium but even as such, which brings 
up the visible difference between analog and supposedly material objects and the digital’s 
supposedly immaterial processing.  It seems nevertheless questionable as to why information 
provided by the Internet as well as the specific way in which the Internet is used should not 
itself call for interpretation.  Who uses a computer and for what purpose is far from irrelevant.  
Nor certainly is it irrelevant which kind of computer gets used and who has access to the 
Internet.  A whole set of questions arise here which exceed the limits of this paper.  Having 
said that, these questions obviously point to (geo-) political and juridical problems referring 
to the problem of society as such, as well as to certain utopian artistic ideas.8  The Internet also 
has not only artistic website-interfaces but a material form and condition – hardware –  which 
calls out for interpretation in the same way as any other material interface.

Indeed, despite all the evidence Foster and many others present when it comes to archival 
art and its promises, it is not so much the attempt to differentiate archival art from other non 
archival art or from other “mass culture” archives, but also the conception of archival art as 
an effective critical tool as such, that becomes problematic upon closer analysis.  Regardless 
of whether such artistic practices are placed within the museum, the gallery or public space, 
regardless of the specific medium employed, the archives at stake here are first and foremost 
artworks.  Before those works become perceived and interpreted as archives, they are signed, 
authorized and installed as artworks.  These archives are art archives.  That is their irreducible 
difference from other archives, which is why art critics, why one is able to read about such 
archives in art magazines, discuss such works and why they become collected by art collectors 
or financed by various art institutions.  They never really exit the discursive realm of the arts, 
which therefore continues to frame their meaning.  It is this conditional discursive order that 
distinguishes the objects of archival art from archives of a different nature.  It is therefore not 
the materiality and medium-specificity of those artworks that make them different from other 

in Contemporary Art” by Okwui Enwezor at the International Center of Photography in New York in Spring 2008.
7  Ibid., S. 4f. Foster here raises the question of the ear, which can hear certain calls and not some others.  
From his perspective it seems that it has to be a human ear, which can hear the call of archival artworks for an 
interpretation but not the call of other archives.  Might it be the art critic – and his private human ear – who hears 
the call of artworks and yet not the call of other archives and their material conditions?  In another essay one would 
have to question more concretely the premises and relation of such crucial notions of humans or humanity, of art 
versus the secular world, which is at work in the quoted phrase and is used as a criterion of critical judgment.
8  As an example of the interpretation of the internet as a hopeful alternative one could look at Benjamin 
Buchloh, who states that �it would be even easier to envisage, in the spirit of Valéry, the end of our notions of 
a relatively autonomous, public avant-garde culture altogether and move on to the immediacy of the Internet � 
undoubtedly the biggest blow to artistic conventions since Marcel Duchamp�s readymades or the rise of television.�  
See Critical Reflections, in: Artforum January 1997.

archives:  they can use a variety of mediums such as paper, slides, film, video and of course even 
the Internet. 

Only by overlooking this condition can archival artworks be seen as establishing “private” 
connections between particular historical elements, “childish and paranoid” though it may be, 
thereby managing to constitute “alternative knowledge” and counter memory as a “perverse” 
disturbance of the broader symbolic and public order that point to a general crisis of social law.9  
Contrary to the concept of archival art as “perverse disturbance,” they are instead “archives” 
that are primarily artworks, already institutionalized and tamed as critical vehicles.10  If 
traditional essays and books are produced about these strategies, if an entire art industry is able 
to raise funds in order to produce these works, if such institutions as galleries, museums and 
biennials circulate those artworks so successfully amongst a broad educated audience, then it 
seems excessively “romantic” to maintain that such artworks simultaneously constitute private 
and destabilizing objects of rupture.  Believing that such practices might successfully challenge 
an institutionalized archival order or “public symbolic order at large” is therefore speculative 
to say the least.  Archival art is received and legitimized first and foremost as art, grounded 
by aesthetic and artistic categories and expectations that are determined by the prevailing art 
discourse.11  

II

It is important to understand that the conception of the alternative art archive most of the 
time means nothing but an alternative to other archives such as the archives of mass culture 
(video and film), the Internet, the memory industry or the state archives of social control.12  
But what might that mean?  If the “art world” is the institutional and symbolic framework 
that makes such art archives possible, are we to understand that the art world constitutes the 
enlightened segment of western society, devoid of hierarchies, repression and oblivion?  Is the 
“art world” therefore the guilty consciousness of western society – its moral imperative – or 
might this perspective not be reversed?  Who decides which institutions are the moral, ethical, 
and political superiors?  What are the criteria for such distinctions? 

Only a lengthy chain of investigations and speculations can begin to provide an answer; 
for now it is enough to understand how closely those questions are connected to the actual 
political problem of the archive as such.  It is not because certain oppositions can be constructed, 
as by Foster, between archives of mass-culture and art-culture, between low and high, that the 
archive is an interesting political phenomenon.  The archive has to be considered as a political 

9  Ibid. S. 21.
10  In contrast it is for example obvious that precisely because the Internet with its blogs, user created 
encyclopedias and the hierarchical orderings of web browsers are disturb traditional archives much more than any 
known artwork.
11  That does not only determine a certain will to connect things that cannot be connected, but also a 
will to heed certain calls.  It determines both the active practices of production as well as the passive practice of 
consumption, i.e. reception.  So-called archival art follows in itself a certain discursive and archival logic of the 
arts, which is not immediately present in the archival artwork.  For the problematic of the conception of a “will to 
connect what cannot be connected,” see below S. 8.
12  Foster, S. 4f and S. 21f.
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phenomenon, since there wouldn’t be any need to safeguard a cultural value if there didn’t 
exist at the same time the danger of its destruction; there would be no need to reiterate such 
a value if it weren’t in danger of oblivion.  The condition of the possibility of an archive, it 
can be said, is death, destruction and oblivion.  One could go further still and consider that 
cultural value is co-originary with the need for its own safeguarding and the danger of its own 
oblivion.  If things weren’t perishable, limited in time and space, they would have no value; 
they would always be there.  Since any possible archive therefore follows and must follow an 
a priori infinite logic of destruction, it must at once select and organize particular orders and 
hierarchies of cultural values and its related knowledge; it both conserves and represses.  This 
is the sense of Jacques Derrida’s remark that the danger of destruction must be understood as 
an infinite danger that overcomes and sweeps away any archival logic.13  The archive is nothing 
but an effect of the attempt to maintain and organize that infinite danger of destruction and 
oblivion.

Another theorizer of the phenomenon of the archive, Michel Foucault, understands the 
archive as a certain discursive formation of knowledge that is concerned with the rarity or 
limitedness of all saved values.  Value here therefore is not determined by truth – scientific, 
political or other – but by its site, its cultural circulation, its exchange and its degree of 
availability for further transformation.14  Values do circulate and determine discourse without 
being necessarily true.

It is precisely the fact of such an economy of circulating values that opens up the political 
dimension of the problem of the archive.  For if the archive under such a condition constitutes, 
selects and conserves cultural values, the question of justice arises.  Who determines what 
has value or what has none?  What techniques identify values important enough to warrant 
preservation?  What is the appropriate site to safeguard those values and make them accessible?  
Who enjoys access to those values and who does not?  The question therefore is not so much 
which fall by the wayside, but why and under what conditions it is that any particular value 
gets chosen over another.

The political and economic dimension of the archive is without a doubt a question of 
power and justice, implying certain subject formations, institutional configurations or what in 
other contexts is called a “hegemonic discourse.”  It is nevertheless important to understand 
that such subjects and institutions are always already themselves products of a preceding 
discourse and certain political and economic conditions.  Those subjects must already have 
proven that they speak, identify and think in the correct way.  They must have proven that 
they can speak – speak in the name of the discourse, not merely producing subjective noise 
in the name of destruction and oblivion.  In order to prove their ability to differentiate good 
speech from noisy speech, such subjects have to follow and affirm the logic of a constituted 
discourse because they are able to reiterate its premises and terms.  Any such reiteration also 
implies a subject’s choice, which may well be already determined by what Foucault has called 

13  Jacques Derrida: Archive fever, S. 19f.  This infinite danger is understood by Derrida also as “radical 
evil.” 
14  Michel Foucault: The archeology of knowledge, New York 1972, S. 119ff

the “historical a priori,”15 providing the finite, but innumerable possibilities of any possible 
choice.  Even as the product of such circumstances and contexts, a “subject of power and 
choice” can nevertheless revolt against a particular institutional configuration, law or nomos of 
a particular discourse.16  It is a subject’s choice to rearticulate, repeat certain values differently, 
and it is the subject’s choice whether to transform an already conserved knowledge.  Affected 
by every subject’s decision, such an “historical a priori” remains an utterly transformable 
entity.17  Even then as a transformable entity, holding true for every kind of archive including 
art, the archive would still have to maintain a “radical evil,” that is to say the infinite danger of 
destruction and oblivion.  Any transformed archive would still reproduce hierarchies of values, 
orders of visibility and knowledge, techniques of selection and repression, valorization and 
devalorization.

III

What determines the archive in general also determines the archive of art, but one 
should not confuse the two different notions of archives that are at stake here.  On the one 
hand, we have to deal with an art-archive or ‘archive as art’ in the way archival art is mostly 
discussed, perceived and advertised.  On the other hand this notion is not separable from the 
other notion of archive as discourse, employed by Derrida and Foucault.18  Acknowledging 
this other notion of the archive makes it finally clear that those art archives are precisely not 
autonomous objects, but in their quality as artworks, already determined by a discursive order, 
an archival order of another kind.  They are determined by the larger archive of the arts, which 
determines all possible positions, strategies and productions of artists today.  The archive 
thus conditions art subjects (artists, art critics, curators, dealers, audience etc.) as well as the 
institutions and conceptual categories of what can be produced and acknowledged as art.19  
As with all archives, the archive of the arts is transformable and if the transformation of an 
archive depends furthermore on a certain subject of knowledge and power, one has to have 
a closer look at those subjects who produce and authorize, who recognize and acknowledge 
“archival art.”

Foster, in his essay on archival art, claims a will “to connect what cannot be connected“ – that 
is to say the will to produce counter-memory and alternative knowledge – which is significant 

15  Ibid., S. 127f.
16  See herefore at Jacques Derrida’s Archive fever where Derrida reminds his reader of the meaning of the 
arché, which has to be understood as both commencement and commandment, as a question of law and justice. 
Jacques Derrida: Archive Fever, Chicago 1998, S. 1f.
17  Ibid.
18  The archive is also understood as a practice situated between language and corpus. It is a particular 
level of practice rather than a material form or conception.  Refer to Foucault. The archeology of knowledge, S. 
130f.
19  Neither the general artist nor the artist as archivist has simply fallen from the sky.  Most artists went 
through art schools and universities collecting academic degrees such as B.F.A’s and M.F.A.’s.  Artists are highly 
conditioned subjects and are representatives of a prevailing discourse and the archive in the same way as anyone 
else.  Their success depends on how effectively they are able to affirm the rules and the logic of the art discourse.  
See also Boris Groys’ quip that every artist today carries an “inner curator.”  Boris Groys: On the New, in: Art Power, 
S. 28.
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for all kinds of archival artworks.  It is not “a will to totalize so much as a will to relate – to probe 
a misplaced past, to collate different signs (…) and ascertain what might remain for the present.”20  
In a footnote he claims that this same will is also deployed in his own essay: “This will is active 
in my text too.“21  

But whose will is this?  Is it the will of a particular individual and human subject?  The 
will of the archive?  Or perhaps even the will of radical evil – the will of death, obstruction 
and oblivion, which gives the “art subjects” its orders?  Is it a universal political will, an ethical 
will, an esthetic-artistic or an academic will?  Foster furthermore implies that the same private, 
destabilizing “an-archic” will that is operative among those alternative representatives of 
knowledge – archival artists – is also driving this representative of the institution – a well-
known art critic and professor at a prestigious University.  In reality, there is no such difference 
between those various representatives.  Both are representatives and subjects of the same 
discourse and the will of both is determined by the discourse and the possibilities that are 
specific to it.

By stating that he has the will “to connect what cannot be connected” it becomes clear that 
it is not so much archival art, but “high art” and its legitimizing institutions as such, as I 
stated earlier, that is proposed as a kind of antagonistic other to other discourses, archives and 
institutions when archival art and its hopeful promises are discussed.  What happens here is 
therefore first of all an illusionary construction of an opposition between bad and evil archives 
on the one hand, good and moralistic archives on the other.  Whereas the archives of mass-
culture as well as the Internet and so on seem to repress certain cultural values dominating a 
certain order of knowledge, art in general and archival art specifically appears on the other 
hand as the utterly other:  proposing differences, deconstructing the totalizing order of other 
archives, posing forms of counter memory and alternative knowledge.  

It is clear that even if archives as art make a measurable difference, they do so as art 
and within the art discourse.  And whether art archives have destabilizing effects on other 
archives (mass media, the Internet, or archives of social control) is not a matter of fact, but of 
speculation and belief.  For if one places “private archives” within the realm of art, they might 
indeed have a certain effect on an audience possessing sufficient will and time to engage such 
works seriously.22  Considering the sociological reality of the art spectacle, its slew of galleries, 
biennials, art fairs and major exhibitions, and its hyper-inflation of the “contemporary” – new 
artists and new works – there is never enough time to select and engage sufficiently.  Such art 
works are unlikely to have an effect on any audience other than one with an excess of leisure 
time or a very professional audience (art critics and academic professors, curators, collectors, 
dealers, artists etc.) who enjoy the ability to return to, select and engage with the works more 
closely.23  Such artworks are unlikely to change or disrupt other archival orders.  For even if 

20  Foster, S. 21. 
21  Ibid., at Footnote 56.
22  Again, “within the realm of arts“ here means that archives are presented as art.  They can therefore 
appear in public space, but even then will not elude the realm of arts.
23  Even if the artworks are displayed in working class neighborhoods, most people will very likely have 

archival art does manage to insert “alternative knowledge” in the form of subjective or “private 
archives” within art discourse, even if it successfully illustrates various possibilities of how 
archives can be modified, how formerly “absent” values – which were in fact never entirely 
lost, but already available and accessible in the prevailing archives – can get new currency, 
the revaluation or gentrification of those supposedly repressed or absent values inevitably 
happen within and only within the realm of arts.  And within art discourse it seems to be 
neither a secret nor a matter of breaking news that any kind of value and knowledge can be 
deconstructed.  Archival art may here well help to tell apart “good”, morally and politically 
correct art that is circulating alongside merely esthetic, cynical art devoid of moral, ethical or 
political intention.  Archival artworks might therefore disturb their artistic opponents it has 
a changing effect within the art discourse – the event of a new art genre: archival art (or at 
least the possibility of interpreting artworks as such) – but they certainly do not disturb other 
discursive spheres.  Quite the contrary, they stabilize the discursive order of other archives by 
re-affirming the archival order of art as well as the dichotomy between art as a cultural realm 
of high values and the mass culture of secular values.  This dichotomy is a highly idealistic 
construction that (under contemporary conditions) finds its measurable expression and reality 
in market valuation. What gets lost in this age-old opposition between high and low, good and 
evil, what gets displaced as an effect of this construction of bad, bureaucratic archives vs. good, 
an-archic art archives is the question of the political and juridical dimension of the archive as 
such.  

neither the time nor the necessary amount of interest and knowledge to sufficiently engage with those art 
archives.  Another more general question arises here:  what might constitute “sufficient engagement,“ and is it even 
possible?  
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900 History & geography
901 Philosophy & theory
902 Miscellany
903 Dictionaries & encyclopedias
904 Collected accounts of events
905 Serial publications
906 Organizations & management
907 Education, research & related topics
908 Kinds of persons treatment
909 World history

910 Geography & travel
911 Historical geography
912 Atlases, maps, charts & plans
913 Geography of & travel in ancient world
914 Geography of & travel in Europe
915 Geography of & travel in Asia
916 Geography of & travel in Africa
917 Geography of & travel in North America
918 Geography of & travel in South America
919 Geography of & travel in other areas

920 Biography, genealogy & insignia
921 (Optional number)
922 (Optional number)
923 (Optional number)
924 (Optional number)
925 (Optional number)
926 (Optional number)
927 (Optional number)
928 (Optional number)
929 Genealogy, names & insignia

930 History of ancient world to ca. 499
931 China to 420
932 Egypt to 640
933 Palestine to 70
934 India to 647
935 Mesopotamia & Iranian Plateau to 637
936 Europe north & west of Italy to ca. 499
937 Italy & adjacent territories to 476
938 Greece to 323
939 Other parts of ancient world to ca. 640

940 History of Europe
941 British Isles
942 England & Wales
943 Central Europe; Germany
944 France & Monaco
945 Italian Peninsula & adjacent islands
946 Iberian Peninsula & adjacent islands
947 Eastern Europe; Russia
948 Scandinavia
949 Other parts of Europe

950 History of Asia; Far East
951 China & adjacent areas
952 Japan
953 Arabian Peninsula & adjacent areas
954 South Asia; India
955 Iran
956 Middle East (Near East)
957 Siberia (Asiatic Russia)
958 Central Asia
959 Southeast Asia

960 History of Africa
961 Tunisia & Libya
962 Egypt & Sudan
963 Ethiopia & Eritrea
964 Northwest African coast & offshore islands
965 Algeria
966 West Africa & offshore islands
967 Central Africa & offshore islands
968 Southern Africa; Republic of South Africa
969 South Indian Ocean islands

970 History of North America
971 Canada
972 Middle America; Mexico
973 United States
974 Northeastern United States
975 Southeastern United States
976 South central United States
977 North central United States
978 Western United States
979 Great Basin & Pacific Slope region

980 History of South America
981 Brazil
982 Argentina
983 Chile
984 Bolivia
985 Peru
986 Colombia & Ecuador
987 Venezuela
988 Guiana
989 Paraguay & Uruguay

990 History of other areas
991 [Unassigned]
992 [Unassigned]
993 New Zealand
994 Australia
995 Melanesia; New Guinea
996 Other parts of Pacific; Polynesia
997 Atlantic Ocean islands
998 Arctic islands & Antarctica
999 Extraterrestrial worlds

18

__________________________________________________________________________________________
Dewey Decimal Classi�cation

900

Consult schedules for complete and exact headings




