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W
ell the story w

ith your archive goes back to 1995, I think, 
w

hen w
e $rst m

et and you had already begun your publica-
tion projects. It struck m

e that they didn’t quite $t into the 
norm

al schem
e of w

hat an art publication should be. T
hey 

broke a lot of conventions, shall w
e say.

I said to you, “Please send your publications on a 
regular basis. I’ll archive them

, organize them
.” I rem

em
-

ber the $rst tw
o years, it w

as nice and easygoing. T
here 

w
ould be one box w

ith $ve publications, another box w
ith 

ten publications. T
hen all of a sudden there w

ere tw
enty. 

T
here w

ere forty. T
here w

ere sixty. T
here w

ere a hundred 
and tw

enty. T
here w

ere $ve hundred. T
here w

ere $fteen 
hundred. T

here w
ere tw

enty-tw
o hundred. A

nd w
e’re still 

grow
ing.
A

 big part of the project involves trying to under-
stand how

 the art publication functions as a prosthesis, 
as an extension of an exhibition, and not sim

ply a supple-
m

ent. T
his w

as the basis for m
y book E

xhibition Prosthet-
ics, w

hich also looks at the publication as an exhibition, 
and the w

ay the publication w
orks to take the exhibition 

som
ew

here the exhibition doesn’t go.
Hans Ulrich Obrist and  
Joseph Grigely on stage.

H
ans U

lrich O
brist

It’s now
 m

y great pleasure to introduce our 
next speaker, Joseph G

rigely. Joseph is an 
artist, a w

riter, and he’s the head of m
any 

archives, including part of m
ine. A

 very, 
very w

arm
 w

elcom
e to Joseph G

rigely.
 

W
e w

ere listening to Eve tell us about 
the Studs Terkel archive, and archives play a 
very im

portant role in your w
ork. I w

anted 
to ask you to tell us a little bit about how

 
that all began and your story w

ith archives.

Joseph Grigely, E
x
hibitio

n  
Prosthetics (London: Bedford 
Press Editions, 2010).
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tions, your m
any, m

any thousands of conversa-
tions. T

hat archive has a lot of to do w
ith the 

relation betw
een w

ritten language and speech. 
Can you tell us a little bit about this extraordi-
nary archive of your conversations?W

ell, the archive of conversations is pretty unusual 
in the sense that it’s an archive of ordinariness. Since 
I am

 deaf, and can’t lip-read w
ell, everyday conver-

sation is challenging. I m
ean lip-reading is so inef-

$cient—
w

hen you say “vacuum
,” it looks like you’re 

saying “fuck you.” It’s so easy to get things entirely 
w

rong. So asking people to w
rite things dow

n helped 
avoid aw

kw
ard, unpleasant situations.

A
t $rst I didn’t know

 the im
portance of those 

little notes people w
ere w

riting. But after a dinner 
w

ith a friend w
hen there w

ere papers on the ta-
ble, under the table, in the kitchen, on the couch, 
I thought I’d save them

, and put them
 aside. O

ne 
day I spread them

 on m
y studio %oor and looked at 

them
 carefully. T

hey w
eren’t really w

riting in the 
usual sense. It w

as instead talking—
on paper. It w

as 
perfectly ordinary conversation, things w

e don’t 
norm

ally w
rite dow

n. For m
e that’s w

hy this archive 
is signi$cant. I think it w

as Yona Friedm
an w

ho once 
said about archives, T

hey’re just big w
aste paper 

baskets w
e never em

pty out.

A
nother archive w

ithin your collection is the 
am

azing archive of !
y "

shing. W
e w

ent !
y 

"
shing together this sum

m
er, and of course I 

didn’t catch a "
sh because I don’t know

 how
 to 

do it. B
ut you’re a w

orld expert at !
y "

shing, 
and in your archive there are these am

azing, 
am

azing objects from
 !

y "
shing research and 

books. W
hat’s the connection betw

een art and 
!

y "
shing?

A
nd w

hen w
e started this process, you already had 

other interesting archives. I rem
em

ber particular-
ly the archive of the late G

regory B
attcock, w

hich 
w

as actually the basis of an installation in the 2014 
W

hitney B
iennial. T

hat’s another urgent book for 
all of you, if you haven’t read it, O

ceans of Love: 
T

he U
ncontainable G

regory B
attcock. It’s really an 

archive that you saved. W
e’re talking here about a 

very im
portant archive of art history that w

ould 
have disappeared w

ithout you bringing it back in 
extrem

is. Can you tell us about the saga of the B
at-

tcock archive, w
hy it is so im

portant, w
hat w

e can 
learn from

 it?

T
he Battcock archive is not very w

ell know
n, m

uch as 
Battcock him

self isn’t that w
ell know

n. H
e started o&

 as 
a painter in the 1960s, and then becam

e a critic and art 
historian. H

e earned a PhD
 at N

ew
 York U

niversity.
It so happened I had a studio in Jersey C

ity, N
ew

 
Jersey, in a large building that had originally been occu-
pied by a m

oving and storage com
pany. In the early 1990s 

they w
ere evicted from

 the building. T
he artists w

ho had 
studios in the building entered the space after the m

overs 
left. T

here w
ere papers and books in boxes all over the 

space. A
nd I saw

 the nam
e G

regory Battcock and thought,  
 “W

ait a m
inute. W

asn’t he a critic?” So a friend and I gath-
ered up everything w

e could, enough to $ll about seven 
or eight boxes, and discovered a little later that Battcock 
had been m

urdered in 1980. A
nd right aw

ay it registered, 
that’s som

ething unusual. I m
ean how

 m
any art critics are 

w
orth m

urdering? H
ow

 m
any have been m

urdered? So 
I did a lot of w

ork trying to understand how
 the archive 

presented a cross-section of the art w
orld of the 1970s. 

A
nd like any archive, it contains answ

ers to questions that 
basically haven’t been asked before. It’s a depository for 
the future. T

he real question for archives is how
 to m

ake 
the m

aterial useful for people in the future, how
 to m

ake 
it accessible, how

 to m
ap it. T

he W
hitney installation 

and the book on Battcock both attem
pt to address these 

questions of access and m
apping.

Last night I w
ent to your place and saw

 your m
any 

other archives, like the archive of your conversa-

Inside the Hans Ulrich  
Obrist Archive.

Left to right: Aspen 
Art Museum Director 
Heidi Zuckerman, Hans 
Ulrich Obrist, Joseph 
Grigely, and Archive 
Intern Seth Stolbun.

H
U

O
52

H
U

O
53

Joseph G
rigely

Joseph G
rigely



w
as to get the D

epartm
ent of Justice to take on the case and 

sue the hotel, and for m
e it w

as a $fteen-year journey from
 

beginning to end. It w
asn’t done speci$cally as an art project, 

but for m
e the unrealized aspect of it is to get it recognized as 

an art project. A
ctivism

 can be m
any di&

erent things, and I am
 

m
ost interested w

hen it asserts itself legislatively and legally, 
especially in relation to disability.

A
s a last question, w

e’ve been looking at im
ages of the 

archive. If som
e of our visitors here today, if som

e of 
our participants in the m

arathon, w
ant to visit the 

archive, how
 does one visit the archive at the School of 

the A
rt Institute?

W
e have a w

ebsite—
huobrist.org—

w
hich represents and 

show
s the various activities w

e’re doing in the archive. A
nd 

there’s contact inform
ation there. If anyone w

ould like to visit 
your archive, they can go to the w

ebsite, contact m
e, and set 

up an appointm
ent and see tw

enty-$ve years of publications 
and publication projects. R

ight now
 w

e have an exhibition of 
your hotel draw

ings up. A
 lot of people don’t know

 you m
ake 

draw
ings, but this is one of the secrets that w

e found w
hen 

digging deep, a box $lled w
ith hundreds of your draw

ings.

You’re going to see another clip now
 of Studs Terkel. 

A
nd just as a m

atter of transition, I w
anted to ask you, 

Joseph, to tell us w
hat Studs m

eans for you.

I w
as looking at the quotation you show

ed earlier—
w

hen 
you $rst asked Studs Terkel for advice and he said, “Listen. 
Listen to people. Listen to the silence.” T

hat w
as a beautiful 

com
m

ent. M
aybe because there’s a w

orld in the silence. To be 
honest, I really don’t know

 Studs’s w
ork. I’ve never heard him

, 
I’ve been deaf for $fty-one years. But that quotation really 
registers for m

e—
the im

portance of the pause, the silence.

A
m

azing, Joseph. T
hank you so, so m

uch.  
B

ig applause for Joseph G
rigely.

T
hat’s a really good question. It’s essentially about the %ies 

them
selves and their relationship to art. W

ith %y-tying and art, 
basically you’re using m

aterials to m
ake som

ething else, and in 
the process you’re m

aking m
eaning. In the archive, both %ies 

and %y-tying m
aterials raise questions about process and m

eth-
odology. W

e tend to think of art as being about the product 
and the exhibition. But w

hat’s often m
issing is a record of how

 
things get m

ade, how
 m

aterials are transform
ed in the studio. 

T
his is w

here the archive becom
es im

portant: it contains the 
histories of m

aking. D
etails otherw

ise unseen and unknow
n. 

It’s about how
 fur and feathers and tinsel and thread com

bine 
on the space of a hook to create som

ething that is otherw
ise. 

So for m
e, getting inside of %y-tying re%ects w

hat goes on in 
the process of m

aking art.

I w
anted to ask you also about unrealized projects. O

f 
course, there m

ust be projects that have been too big 
to be realized or too sm

all to be realized. T
he range of 

the unrealized is really w
ide—

a project that has been 
forgotten, or lost public art com

m
issions, or m

aybe 
other projects that w

ere censored. O
r, as m

y friend D
oris 

L
essing alw

ays said, the projects one m
aybe doesn’t dare 

to do, a kind of self-censorship. T
here are m

any, m
any 

reasons w
hy a project can be unrealized, and I w

anted to 
ask you to tell us about som

e of your unrealized projects, 
or m

aybe unrealized archives.

I’m
 thinking of one particular project that I did that w

as never 
realized as a public art project. To give a little bit of context, 
I’m

 often asked w
ho m

y favorite artist is and I frequently 
respond, “T

hurgood M
arshall.” A

nd people look perplexed 
and say, “T

hurgood M
arshall! But he w

as a law
yer and Su-

prem
e C

ourt justice. H
ow

 can he be so im
portant as an artist?” 

T
he answ

er is in how
 he did seem

ingly im
possible things, like 

trying to get people in Brow
n v. Board of Education to see a 

fundam
ental hum

an issue in a very di&
erent w

ay. In a certain 
sense, that’s w

hat a lot of us try to do as artists-get people to 
see and im

agine the w
orld in a fundam

entally di&
erent w

ay.
H

is w
ork inspired m

e to do a project that isn’t w
ell 

know
n at all. It’s called U

nited States of A
m

erica v. G
PH

 M
an-

agem
ent. T

his w
as related to the G

ram
ercy International A

rt 
Fair, held at the G

ram
ercy Park H

otel, w
hich had very inac-

cessible conditions for people w
ith disabilities. T

he challenge 
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