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1 Wang, Fei-Pang, director. Season of the End. Ten Years Studio; 109G; Studio; Four 
 Parts Production, 2015.
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the Archive 
of Tradition

What do you associate with an archive? Perhaps a drawer of 
immaculately labelled files, an indexed library, or the national 
museum nearby. Your family ’s photo albums?

Season 
of the End1 by 
Wang Fei-Pang is a 2015 
short film as part of Ten 
Years, a series of short films 
envisioning Hong Kong in 
2025. The short is premised 
on demolishment, and is 
punctuated by the motif of 

rubble. In this projection, there are more specimens 
than objects left in the city. A couple spends their lives 
in a mostly vacant apartment, meticulously vacuum-
packing and indexing collected samples of food, animals, 
appliances. The penultimate specimen is the human 
specimen that one of them offers to be. A sense of loss 
permeates the film.

From where does the will to archive arise? When is it a 
compulsion? An act of discipline? Where does living end when 
we are documenting? For whom are we archiving? What is it 
that is subject to decay? What is of 
value?
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We can interpret this obsessive act of archival as a coping 
mechanism in response to the sociocultural erasure in and of 
Hong Kong. This preservation attempts to arrest a narrative of 
living that is different from the one that is obliterating the city. A 
war of archives. 

The traditional archive is rooted in authority, order and discipline. 
It strives to teach the linearity of history, and to ascribe different 
levels of power to the things it chooses to inscribe, as well as the 
things it chooses to leave out of its narrative.
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the 
anarchive

The term “ the anarchive” has been used by a range of artists and 
writers both as a concept and as titles for projects, which confused 
us for months when we were searching for the archive-alternative. 
First proposed by Jacques Derrida in Archive Fever, the anarchive 
presents an antidote to the authority of the document:

“ the possibility of putting to death the very thing [...] which 
carries the law in its tradition: the archon of the archive, the 
table, what carries the table and who carries the table, the 
subjectile, the substrate, and the subject of the law.” (79)2

What we finally landed on was SenseLab, an international network 
of artists and academics founded by Brian Massumi and Erin 
Manning. Since 2015, SenseLab has been developing the concept 
of the anarchive through its Immediations project.

“In its engagement with the force of form, the anarchive 
is invested in the question of how to make felt the infra-
perceptible. How to make operative that which resists 
pinning down? How to activate this surplus share of 
previous events without committing to a full capture of 
their potential?” (Manning and Massumi 2)3

In the beginning of our research process, we realised that the way 
we work relates deeply to these questions and directly engage 
with them. 

2 Derrida, Jacques, and Eric Prenowitz. Archive Fever: a Freudian Impression. University  
  of Chicago Press, 1998. 
3 Massumi, Brian, and Erin Manning. THE ANARCHIVE Progress Report. SenseLab,
  2016.
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1.  The anarchive provokes the 
       archive’s order and authority  !

“ The diagram is conceived as an autopoietic machine 
which not only gives it a functional and material 
consistency, but requires it to deploy its diverse 
registers of alterity, freeing it from an identity locked 
into simple structural relations” (Guattari 44)4. 
 

Massumi describes the folding and twisting qualities of the 
anarchive in relation to Deleuze and Guattari’s diagram. 
The concept of the diagram proposes a cartography for 
the relations amongst functions within a social field. It thus 
converses with the abstract forces within the organisation 
of systems, and the materiality that these forces inhabit.  
 

Deleuze offers the panoptical architecture of prisons as an 
example5 – the architecture of the prison allows the prisoners 
to be surveilled by wardens without the wardens being 
visible to them, while knowing they may be watched at any 
point. This material structure simultaneously creates and 
serves the power relations between warden and prisoners. 
In this case, the diagram charts not the visual architecture 
of the panopticon but the relational configurations of power 
that are immanent.

4 Guattari, Félix . Chaosmosis: an Ethico-Aesthetic Paradigm. Power Publications, 1995.
5 Deleuze, Gilles. Foucault. University of Minnesota Press, 1988. 
6 Thain, Alanna. “Anarchival Cinemas.” Inflexions 4, “ Transversal Fields of Experience,” 
  Dec. 2010, pp. 48–68.
7 Foucault, Michel. The Archaeology of Knowledge. London: Tavistock Publications, 
  1972. Print.
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“ The diagram is a topological transformation of an 
existing social field, engaging both with possibility and 
also with virtual potential, a reserve of newness and 
difference” (Thain 53)6. 

Likewise, anarchival is a process of diagramming, built on 
renewal. In The Archaeology of Knowledge, Foucault suggests 
that the archive “does not have the weight of tradition; and it 
does not constitute the library of all libraries”; it is instead 
“ the general system of formation and transformation of 
statements” (130)7.

In the way that the diagram moves towards virtuality 
and complexity, the anarchive is a movement away from 
fact and the authority of its order. It is built on difference.  

Being a map of virtuality, it visualises all the possibilities that 
are on their way to actualisation. This diagram is nimble in 
that it can be transposed to observe the relations within other 
social institutions likle the school and family. A diagram is often 
a conflation of superimposed maps. From an aerial perspective 
of these superimpositions, new connections can be drawn. The 
diagram is an abstract dimension of charting how information 
folds into perception.
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“Caring for anarchives may help prevent the many 
idiosyncratically designed particular collections 
from changing into a rule-bound administrative 
apparatus. It may even enable us to celebrate 
the past as a regained present.” (Zielinski 122)8  

This notion of care is inherent in the way that we 
approach documents – the way they are guided into 
our performance-making processes, and the way they 
guide us. In [03], we trace our intimacy with documents 
within specific making processes. This intimacy is both 
a gentle and violent one. We devote ourselves to the 
document, we may unroot it from its context, and we 
deform its face – which are renewing forms of rupture.  

In the quote above, Zielinski also suggests that anarchives 
engage with temporality. Drawing upon Foucault ’s 
redefinition of the archive, André Lepecki writes that 
archiving is “a system for recreating a whole economy 
of the temporal” (30)9. It works away from scarcity, from 
the anxieties of impermanence and deterioration from 
which we often take action. Since the Covid-19 pandemic 
jolted our experience of time with its perceived standstills, 
rewinds, stop-starts, and lost time, ashley has realised 
how much we act from scarcity – the fear that there is 
never enough ____________(time, resources, energy, love, 
care...)______________. The anarchival energy proposes 
a way of being that trusts in abundance. Re-newal, re-
animation, re-activation. 

2.  The anarchive lives on reactivation,
       feed-forward mechanisms, and 
       surplus energy  !
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3.  The anarchive is polylogical. It is
        wild  !

Some months ago we stumbled across The Reading Room, 
an event series at Stroom in Den Haag. It provides a 
platform for discussion and exchange among artists from 
various backgrounds.

In Relay Conversation Reading Room #18 - Anarchival 
Practices (part 2) six participating artists interviewed each 
other and discussed how traditional archival mechanisms 
“erase the processual, affective and contextual aspects of 
lived experience”.

An artist whose ideas we immediately connected to is Nik 
Forrest, a video artist based in Montreal. They talk about 
what they refer to as wild intimacy. They relate it to the term 
‘wild sound’, which (in film-making) refers to any sound 
material that is not synchronised with the image and has 
no pre-established relationship with it. 

“I think the notion of wild intimacy appeals to me 
as a kind of resistance to normative structures 
of relation. I’m thinking about intimacy that 
doesn’t want to be contained, that falls outside of 
prescribed relations and that proliferates in different 
and unforeseeable directions.” (Forrest, Relay 
Conversation Reading Room)

8 Zielinski, Siegfried, and Geoffrey Winthrop-Young. “AnArcheology for AnArchives: 
  Why Do We Need—Especially for the Arts—A Complementary Concept to the  
  Archive?” Journal of Contemporary Archaeology, vol. 2, no. 1, 2015, pp. 116–125.
9 Lepecki André. Singularities: Dance and Visual Arts in the Age of Performance. Taylor 
  & Francis Ltd, 2016.



0
2
/x

In this rather short interview, Forrest is moving away from 
the codes of conventional, typically private and exclusive 
ideas of intimacy – exclusive in the sense that while 
intimacy always includes objects or individuals, it is also an 
isolated event that simultaneously excludes others. Forrest 
proposes to recognise intimacy as an “ecological impulse 
that moves outwards into the world, potentially including 
any aspect of the surrounding environment” (Forrest, Relay 
Conversation Reading Room)10. 

Wild intimacy resonates deeply with us, since our work 
often consists of seemingly misplaced relationships 
between objects, documents, and human performers. 
These multidimensional, rhizomatic relationships carry the 
potential to provoke the spectators of our work to invest into 
building their own connection to what they are witnessing. 

10 “Relay Conversation Reading Room #18 – Anarchival Practices (Part 2).” iii, 
   Instrument Inventors, 2017.
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4.  The anarchive speaks to the
        pluriverse  !  

“Reality is an 
active verb, 
and the nouns 
all seem to 
be gerunds 
with more 
appendages 
than an octopus” 
(Haraway, The 
Companion 
Species 
Manifesto 6).11

from songs for friends: a vinyl 
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The anarchive moves away from the document as 
truth and the myth of objectivity, which we elaborate 
on in [03]. In this way, anarchival is a process deeply 
entwined with new materialism. 

Donna Haraway proposes speculative fabulation/SF 
– which, true to the plurality it proposes, proliferates 
into science fiction/situated feminisms/string 
figures/so far – as a “mode of attention, a theory 
of history, and a practice of worlding” (230, Staying 
with the Trouble)12. Worlding is an active and agentic 
attentiveness to the materiality of an experience, 
encounter, or event. It is an embodied and enacted 
way of being with the world, of navigating our webs 
of relations, through which we construct realities. We 
see the anarchival approach to curating and reading 
document assemblages as an act of ‘worlding’. 
 

We seek to approach documents with a perspective 
that plays with the ontological plane of human 
and nonhuman beings. Sometimes we are more 
horizontal, sometimes we are (playfully) more 
vertical. Human agency is “an interfolding network 
of humanity and nonhumanity” (Bennett 31)13.

from songs for friends: a vinyl 

11 Haraway, Donna Jeanne. The Companion Species Manifesto: Dogs, 
  People, and Significant Otherness. Prickly Paradigm Press, 2003.
12 Haraway, Donna Jeanne. Staying with the Trouble: Making Kin in the 
   Chthulucene. Duke University Press, 2016.
13 Bennett, Jane. Vibrant Matter: a Political Ecology of Things. Duke 
   University, 2010. 
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