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ARCHIVING AUTONOMY:
REGENERATING THE AT TIC
ARCHIVE THROUGH OPEN-
SOURCE INFRASTRUCTURE

Dr Judit Bodor?*
Dr Roddy Hunter 2

t University of Dundee
2 The Glasgow School of Art

What might it mean to regenerate the archive of an autonomous artist resistant
to institutionalisation through open-source infrastructure? How can ‘re-
archiving’ an artist’s practice in this way bring new insight and perspectives

to their life’'s work? Which artistic and curatorial methods can help us
‘repurpose’ rather than solely ‘revive’ vintage media artworks (Cramer, 2014) to
reinvestigate their contemporary relevance for new audiences? What challenges
exist in developing an inter-institutional ‘network of care’ (Dekker, 2022) as

a custodial infrastructure to secure the integrity and autonomy of an artist’s
lifework? Since 2021, the authors have been investigating how to curate the
‘self-historification’ [sic] project of the Attic Archive (1980-2020), established
by artist Pete Horobin at 37 Union Street, Dundee, Scotland, and produced under
four different identities, namely Pete Horohin (1980-89), Marshall Anderson
(1990-99), Peter Haining (2000-09), and aitch (2010-19). Responding to the
archive’s formation through pre-internet correspondence art and its present
dispersal across collections in Scotland, Ireland and Hungary, the project seeks
to establish an open-source weh platform built and maintained by an inclusive
and interdisciplinary network of artists, archivists, curators, policy strategists,
and technologists internationally. Through sharing and generating material
related to the archive, the research has identified barriers, tensions, and
contradictions in seeking to secure a sustainable legacy for this and potentially
other autonomous, networked art archives. We will conclude that open-source
methods and infrastructure do not alone safequard networked art as a form

of autonomous artistic practice against the data colonialism and extraction of
platform capitalism. In recognising that the ‘ideal’ of the internet as a space

for universal and frictionless access has become a utopia for control and
recuperation, we are therefore as likely to explore hybrid and offline approaches
alongside solely digital infrastructures if our work is to respect the autonomy
and integrity of the Attic Archive.
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Introduction /
Introduccidn

Accessibility, autonomy, new media curating, digital archive, institutionalisation,
network of care, networked art, open source, infrastructure, web platform

On 1 January 1980, the artist Pete Horohin sat at a table in the attic flat of 37
Union Street, Dundee, to make the first daily A4 ‘data sheet’ of DATA - Daily
Action Time Archive — a decade-long artwork meticulously documenting his
everyday life from 01.01.1980 to 31.12.1989 (Figure 1). DATA became the

first of four 10-year artworks produced under the different identities of Pete
Horobin (1980-89), Marshall Anderson (1990-99), Peter Haining (2000-09), and
aitch (2010-19). Horobhin had squatted in the attic since 1971 and had grown
increasingly disillusioned with the mainstream art world, particularly after
graduating from art school in 1975. Influenced by 1960s-70s conceptual art
and the enduring avant-garde mission to merge ‘art’ and ‘life’, Horobin conceived
the DATA Attic, as it was known throughout the 1980s, as a space to integrate
domestic life and artistic production where everyday activity becomes artistic
practice and vice versa (Figure 2). In this context, he regarded himself and his
practice as an independent yet interdependent ‘cell’ (Figure 3) within a broader,
networked system of production, distribution, and exchange of correspondence
with artists worldwide, sometimes referred to as ‘The Eternal Network’ (Filliou,
1973; Welch, 1995). However, the unrelenting ordinariness and boredom of social
security welfare subsistence (Figure 3) accentuated the interior/exterior division
between the attic and the world outside. Seeking artistic and personal autonomy
from the prevailing social, political, and economic order, Horobin would, when
possible, escape the confines of the attic and urban claustrophobia through
adventures in the rural landscape (Figure 5). These adventures presaged the
Marshall Anderson decade of predominantly living outdoors across the Scottish
Highlands (Figure 8) and Peter Haining's HIBERNIA project (2000-2005) exploring
rural life and ‘outsider’ artists in the island of Ireland (Figure 7). Chapters of the
10-year DATA project thus laid the groundwork for later identities and projects
of the Attic Archive (1980-2020). The artist, now in his 70s, has been operating
since 1 January 2020 as haha (i.e. the combined identity of horobin, anderson,
haining and aitch), embodying the underlying ‘real person’ that ‘never really
changes’ (Bodor J & haha, 2021). He actively continues his ‘self-historification’
[sic] project, including re-archiving and re-cataloguing the archive now physically
dispersed across collections in Scotland, Ireland, and Hungary.

This short paper will outline why and how, since 2021, the authors are exploring
how to curate the Attic Archive as a case study for post-digital, open-source
approaches to artists’ archives. In doing so, we ask:

+ What might it mean to regenerate an autonomous artist’s archive
resistant to institutionalisation through open-source infrastructure?

* How can ‘re-archiving’ an artist’s practice in this way bring new insight
and perspectives to their life's work?

« Which artistic and curatorial methods can help us ‘repurpose’ rather
than solely ‘revive’ vintage media artworks (Cramer, 2014) to
reinvestigate their contemporary relevance for new audiences?



* What challenges exist in developing an inter-institutional ‘network of care’ (Dekker, 2022) as
a custodial infrastructure to secure the integrity and autonomy of this artist’s lifework?

Our primary research objectives are to:

» Establish an open-source web platform built and maintained by an inclusive and
interdisciplinary network of artists, archivists, curators, researchers and others
internationally to share and generate work, correspondence and ephemera related to
the archive.

« Curate online and offline exhibitions and events, bringing new perspectives to the
underacknowledged contribution of the Attic Archive to contemporary art practice
internationally.

We will explain how our methodological approach has explicitly developed in response to the
networked and dispersed ontology of the Attic Archive, without which the concept of creating an
open-source infrastructure for its regeneration as a web-based platform would not have emerged. We
will also evaluate how our post-digital approach to offline and online exhibition-making has supported
the artist’s aim for the archive to ‘actively encourage and stimulate the making of new works’
(Artpool, 2010). We will reflect on how working as a network of care has fostered conditions for
interdisciplinary knowledge exchange and identified a range of barriers, tensions, and contradictions
in seeking to secure a sustainable legacy for this and potentially other autonomous, networked art
archives. We will conclude that open-source methods and infrastructure do not alone safequard
networked art as a form of autonomous artistic practice against the data colonialism and extraction
of online platform capitalism. In recognising that the ‘ideal’ of the internet as a space for universal
and frictionless access has become a utopia for control and recuperation, we are therefore as likely
to explore hybrid and offline approaches alongside solely digital infrastructures if our work is to
respect the autonomy and integrity of the Attic Archive.

Figure 1: Pete Horobin, DATA Sheet, 31.12.88, (1988)
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Image: Courtesy of the artist and
Scottish National Gallery of Modern
Art, Edinburgh.
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Figure 2: Pete Horobin, Correspondence Video [screenshots], 1987.
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Image: Courtesy of the artist and
University of Dundee Archives.

Figure 3: Pete Horobin, cell statement, n.d. (1980s)

Image: Courtesy of the artist and Artpool
Art Research Center, Budapest.



Figure 4: Pete Horobin, cell statement and DATA stamp, n.d. (1980s).
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Image: Courtesy of the artist and
Artpool Art Research Center, Budapest.

Figure 5: Pete Horobin: DATA in the landscape, 1987.

Image: Courtesy of the artist and coco
Artpool Art Research Center, Budapest.



Figure 6: The abandonment of Marshall Anderson’s 1990s peat book by aitch above Strath Coille na
Fearna, 2011.

Image: Courtesy of the artist and National Library of Scotland, Edinburgh.

Figure 7: Peter Haining, Hibernia: Crucified, 2002.
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Image: Courtesy of the artist and the National Irish Visual Art Library (NIVAL), National College of Art & Design, Dublin.



Methodology /
Metodologia

We first became aware of Neosim in the late 1980s through zines such as Rapid
Eye (Dwyer, 1989) and specifically the Attic Archive via Stewart Home's Assault
on Culture (Home, 1991). In July 2005, we had the opportunity to visit the attic
to meet Peter Haining, the artist, administrator and curator of the archive, to
discuss its potential rehousing at Artpool Art Research Centre, Budapest, to
secure its legacy (Figure 8). This possibility represented an unusual and unique
fit between two autonomous archives. Horobin had already corresponded with
Artpool over many years and identified with its concept of being an *active
archive’ of networked art (Galantai, 2003). Being in the attic and conscious of
previous visitors and activities deepened our understanding of the Attic Archive
as an indissoluble unity of domestic life, artistic production, and self-archiving.
The Attic Archive is, intentionally, an artwork in and of itself. It consists of and
emerges from acts of self-archiving manifested through artworks, artefacts,
and correspondence reflecting changing social and cultural conditions from the
perspective of the artist’s ordinary, everyday life. It performatively archives acts
of documentation in the self-same moment of their unfolding in time - the thing-
to-be-archived is always an act of archiving-in-itself brought into existence
expressly for that purpose. However, the fact that the archive is performative
does not imply that it is not ‘real’, notwithstanding the distinction between
symbolic and actual archives drawn by Florian Cramer in our Budapest network
meeting workshop (Cramer, 2024). Instead, the unique actuality of the Attic
Archive depends on what might be called an ‘uninterrupted performing of acts’
(Bakhtin, 1993), implied to occur continuously into an ongoing absolute future
and even withstanding the death of the artist-archivist themselves (DATA (Daily
Action Time Archive) 01.01.1980-31.12.1989 Pete Horobin, n.d.).

Such is the oneness and indivisibility of the ‘archive’ and the ‘archived’ that
the Attic Archive cannot be disassembled into its constituent parts without
undermining its unique unity as an integral artwork. The best way to do so,

if necessary, would be to dissolve the archive within the flows of the Eternal
Network by returning all correspondence. This is what Haining did once
negotiations with the archives rehousing the Attic Archive identified what they
could not accommodate or did not want. Haining offered those correspondents
the option of returning their work or disposing of it through ritualistic acts of
abandonment, burial, or destruction in the landscape, which he would also
document and return to the sender in any case. It was never likely that a single
institution could or would host the entire archive as a discrete entity due to

its vast scale and self-avowed state of permanent incompletion. Institutions

to whom artists often turn in the hope of housing their personal archives for
posterity face challenges stemming from the ever-increasing proliferation of
such archives, especially as artists age. Autonomous practices underpinning
artists’ archives sometimes actively ‘resist conservation efforts to trace [their]
edges and boundaries’ (Hunter & Cook, 2023). These challenges require new and
innovative archival and curatorial approaches to ensure we hear the diverse
voices and insights shared by artists and focus on ‘infrastructure, not projects’
to address the ‘long-term maintenance problem’ of digital archives (Cramer,
2024). Comprising physical and born-digital artefacts dispersed internationally,
the Attic Archive is an appropriate case study to develop collaborative and
networked approaches to these challenges. The themes of work in the Attic are
of contemporary relevance to address in a post-digital context, such as multiple,
open, and fluid identities, networked and distributed cultural production,
mental health in everyday life, the social, cultural, and economic role of the
artist and art, and outsideness, among others. Our research project, Curating
the Digital Attic Archive: A Case Study for Open-Source Approaches to Artists’
Archives, focuses on reinstating the unity and inseparability of the four ten-year
artworks, not least so the custodians and researchers of its physical holdings
at the University of Dundee Archives, National Library of Scotland, National
Irish Visual Art Library, Dublin, and Artpool Art Research Center, Budapest and
elsewhere can understand that their collection of archival ‘cells’ (Figure 6) are
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constitutive parts of the wider ‘body’ of the Attic Archive and in turn part of a greater ‘system’ and
‘world’ (Figure 4).

As an artistic-curatorial collaboration, the authors have a history of exploring archival and curatorial
models relevant to performance, time-based, and new and emerging media art. We investigate how
institutional conventions for preserving autonomous art can fundamentally alter its underlying

logic, principles, and properties, as noted by Phelan (1996, p. 148). We are not technologists and,
therefore, not ‘searching for a use case’ (Gloerich, 2025). Rather than proposing Curating the Digital
Attic Archive aims to develop an infrastructure that responds to the Attic Archive’s specific needs,
character, and ontology. Our platform, the Digital Attic Archive is distinct from other online mail art
archives, such as the Lomholt Mail Art Archive (Lomholt & Denhart, 2014) and the International Union
of Mail-Artists (International Union of mail-artists 2008), as it addresses additional complexities

of navigating institutional protocols of national collections across Europe, in addition to tensions
between autonomous and institutional practices and questions of ownership and access.
Nevertheless, other researchers will be able to explore the principles underpinning our research to
understand the obstacles and tensions involved and potentially develop responses suited to other
case studies.

Our research adopts a collaborative, consultancy-led methodology established in the workshop
‘Resisting Recuperation: Articulating the Unruly Politics of Artists’ Archives Through Open-Source
Practices’ (Bodor & Hunter, 2021). This workshop marked our first exploration of how open-source
practices can address not only material conservation needs but also the political dimensions of
autonomous art. Taking The Attic Archive (1980-2010) as a starting point, the workshop speculated
upon experimental and generative curatorial approaches to articulating pre-internet, peer-to-peer
networked art practice in a post-digital context. The workshop included presentations by Ruth
Catlow (Furtherfield), Theresa Kneppers, and Artemis Gryllaki (Borough Road Collection Archive) to
discuss first-hand insights into open-source curatorial models that allow for circumventing and
critiquing existing institutional structures and discourses while providing alternatives to hegemonic
systems of contemporary art. The workshop, for the first time, brought together artists, curators,

and archivists who had been connected to the Attic Archive as collaborators and custodians over
time. Our engagement with these experts formed the basis of the idea for interdisciplinary knowledge
exchange workshops, enabling us to explore the worlds of open source and experimental publishing
through conversations with developers. This consultancy research method is how we met vo ezn --
sound && infrastructure artist, who broadened our understanding of what we could achieve through
sharing examples of feminist server collectives and networks such as systerserver and anarchaserver
and projects such as AMRO - Art Meets Radical Openness festival. It was through working with vo ezn
as our project web design and developer that we were able to scope a range of open-source software
and community-driven approaches to digital infrastructures until deciding on a processwire-built
platform currently hosted at servus.at, a non-profit internet culture initiative based in Linz offering a
toolbox of free open-source communication tools and software for collaborative work. Although the
maintenance problem remains without any way to currently run the digital attic archive platform as
a sustainable non-profit initiative or possibly more interestingly still as a Decentralised autonomous
organisation (DAQs), our commitment to the autonomy, integrity and networked ontology of the Attic
Archive aligns directly with the free and open source movement toward shared digital infrastructure
materially and ethically this is the workflow we’ve sought to proceed even using open-source tools in
all our standard coatings and interactions for network meetings and knowledge exchange workshops
whenever possible.[a]

This consultancy-based research approach continued in ‘History/Reality #2: Workshop on open-
source infrastructures for artists archives’ we organised in Artpool Art Research Center, Budapest,

in October 2024 with practitioners from differing generations and backgrounds and relationship to
archives whose work we wanted to know more about. We asked Danish artist Niels Lomholt to share
his experience of maintaining the digital version of the Lomholt Mail Art Archive, which he established
in 2014 in collaboration with the Contemporary Art Museum in Roskilde “to open up new possibilities
of open-endedness and flexibilities, making it possible to expose the entire archive, add and develop
new connections on the site” (Lomholt Mail Art Archive, 2014). We asked Florian Cramer, writer,
theorist, and film-maker based in the Netherlands, to share his view on the historical significance and
contemporary relevance of the Attic Archive through his connections to it through projects such as
the early Neoist website Seven By Nine Squares and the exhibition D2 Rv E + A = THE ATTIC ARCHIVE



IN TRANSIT and working with vintage media artworks in a post-digital context. We also invited Lozana
Rossenova, a digital humanities researcher and designer based in Berlin, who currently works as a
Postdoc Researcher at the Open Science Lab in TIB Hannover, to discuss the possibility of developing
sustainable (collaborative and community-driven) open-source infrastructures to resist recuperation
and provide alternatives to platforms built using proprietary software. In his presentation, he
emphasised the precarity of physical and online archives and why web platforms can sometimes be
a trap due to software problems, human resources, financial, or copyright issues. On the one hand
[as arqued by Florian Cramer], there is the argument that digital archives of counterculture and
artists who practice on the margins of culture can be very unstable. Digital archives need a lot of
time and care in terms of maintenance and often disappear or are not updated due to a single point
of failure [artist’s exhaustion, hacking, cost of software maintenance etc] which is what happened
with AAAAARG.org, Ubu, texts, Monoskop. In addition, while digital archives and pirate libraries were
once thought about as a way to give voice, freedom and control over to those who are otherwise
disenfranchised within institutional structures, they are now exploited due to IT industry data mining
for Al machine learning [the tragedy of exploitation of the commons]. Cramer’s answer is to share
information through offline digital platforms using file-share and develop para or noninstitutional
decentralised and mobile ‘anarchives’ with no ownership and property. Lozana Rossenova, a digital
humanities researcher and designer based in Berlin, Rossenova discussed, in particular, the possibility
of translating artists’ pre-internet network activities into a collaborative online environment. Despite
the above limitations and boundaries, there is potential for open, collaborative and sustainable
digital infrastructure [as argued by Lozana Rossenova] that allows countering institutionally limited
linear and hegemonic narratives and supports marginalised communities. Activist technologists and
infrastructure artists are at the forefront of creating ‘affective infrastructure’ (Flanders Art Institute
website, 2022) through co-designed and collaboratively maintained feminist servers based on open-
source code, open protocols and open to iterative adaptation.

As part of the research, we organise in person meetings including archival visits for network
members to learn about the archive as a whole, scope the dispersed archival holdings, identify key
works for digitisation and connections between artworks now held in different collections[b]; to
discuss preservation challenges with artworks on different types of media. These meetings are also
accompanied by archival exhibitions and public engagement events curated under the umbrella
title History/Reality - a reference to a 1970s performance by Pete Horobin - and exploring specific
parts of the Archive through material display and artwork re-activation. These events aim to engage
the wider public with our research and explore how the Archive might be relevant to contemporary
contexts and audiences. The first in-person gathering was jointly hosted by the University of Dundee
and the National Library of Scotland, Edinburgh, between 2-4 April 2024. This meeting provided

the context for archivists looking after the Attic in different collections to meet each other and

visit different parts of the Archive together with a chance to talk also to artists who contributed to
the Attic Archive through correspondence with Pete Horobin in 1980s Scotland. These oral history
methods have been a conewenrstone of the project, which led to the Alphabetical Script Map [ADD
figure?] produced through a series of five oral history conversations Bodor has conducted with

the artist haha — who emerged in his 70s on 1.1.2020 - between May-June 2021 at the Scottish
Oral History Centre, Edinburgh. The conversations explored the entire history of the Attic Archive
using a type-written ‘alphabetical script’ — put together by the authors collaboratively - including
keywords to avoid chronological storytelling. The drawing on top of the script was made during the
conversations, mapping the connection between people and artworks across decades. The Map is
used in our research as a navigation tool. Oral history was a regular feature of our workshops and
public engagement events, particularly in Dundee and Dublin.

Curating ‘living archives’ better fulfils the desire to ‘performatively engage the historical distance
between the work as documentation and the present moment’ (Bodor, 2022). To address the question
of which artistic and curatorial methods can help us ‘repurpose’ rather than solely ‘revive’ vintage
media artworks (Cramer, 2014) to reinvestigate their contemporary relevance for new audiences,
each meeting has been accompanied by an exhibition or event programme. The Dundee meeting
coincided with an archival installation curated that brought together rarely or never seen video

art, correspondence, drawings and artefacts from all four distinct decades of the Attic Archive.

The display was designed to allow glimpsing the practice across decades to bring attention to
common threads apparent in artworks made by different identities, such as the exploration of the
landscape, the relationship between constructed histories and lived realities, the material basis of
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everyday life; and the critique of the art world and its institutions. The archival installation included
‘A History’, a new essay written by haha in February 2024 and was accompanied by an event
including participatory re-activation of artworks and three newly commissioned performances to
explore the historical works’ relevance to contemporary cultural and social experience with artists
from different generations and different relationships to the Attic Archive. Stewart Home and Karen
Strang — both collaborators of the artist in the 1980s - came together to reference, reactivate and
reimagine two of Horobin's 1984 works, ‘Exchanges’ and ‘Fifeman’, while also connecting their work
with historical events, such as the 1980s miners’ strike and the 18th Century Women of Fife who
came to be known as the Dysart Witches. Laurie Mclnally, a Dundee-based multi-media artist, was
introduced to the Attic Archive for the first time by Bodor as part of the research project and made
the work ‘Mother, Worker, Artist, Other’ in response to a few themes in the Attic Archive that she felt
resonated with her own practice, such as the interconnectedness of art and life and the changing
identities individuals navigate over time. Roddy Hunter's RE-RECORD I N G was a two-screen
video installation and durational performance [Roddy to ADD description from ARP]. Apart from the
new performances, all documented and edited for the new platform, the event included ‘SMILE (with)
a SCONE', a participatory revisit of Pete Horobin’s 1984 SMILE SCONE photo action where the artist
used a smiling scone, baked accidentally in the Attic Archive, to document and celebrate his network
at the time including his family and artists friends in Dundee, London and Bruxelles. To engage with
and reactivate the historical work, Bodor invited the exhibition audience to pose with a scone for a
new series of portraits documenting the current friends and network of the Attic Archive. The new
portraits were then shared with the artist, who produced a new document, ‘The Smile Scone Re-
performed,” to be added to the Archive and circulated to participants as ‘The Attic ArcHive extent’.

Figure 5: Roddy Hunter and Peter Haining filming in the Attic Archive, 31 July 2005.

Image: Judit Bodor



Figure 6: DATA Cell: toenails, 1980s.

Image: Courtesy of the artist and Artpool Art Research Center, Budapest.

Figure 7: History / Reality, An Attic Archive Installation, Matthew Gallery, University of Dundee, 4 April
2024.

Photo: Sandor Nagy
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Figure 9: Screenshots from History/Reality #2: Workshop on Open-
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Source Infrastructures for Artists’ Archives. Artpool Art Research Center, Budapest,
24 October 2024

Figure 10: The Digital Attic Archive, 2024. [screenshot of front page]
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Initial findings

The initial two- year phase of the research (2023-25) has identified barriers to multi- institutional
collaboration, primarily related to distinct cataloguing systems, archival standards, collections
policies and priorities, digital conservation capacity, local and national usage, copyright agreements,
and best practices. We are still in the middle of the research, with our last meeting in Dublin occurring
in April 2025, and the population and launch of the platform are expected at the end of 2025. Our
initial findings at this point include the following:

» The once clear conceptual and methodological threads connecting the decade- long artworks
have vanished, leading to materials from the same project ending up in two collections.

» As the archivist and curator of the archive in the 2010 s, Haining made several editions
from existing archival material when preparing the archive for transfer to collections, which
presented challenges for record- keeping, material conservation efforts, and understanding
which artefact is an original or a copy. Having these copies is also problematic in the case of
the Attic Archive, which mainly consists of reproducible documents and documentation.

» The unique and complex concept of an archive conceived as a life work produced through
four different authorial identities poses challenges for communication and translation when
the archive is geographically dispersed across various collections.

« Institutions’ differing digital capacities influence which aspects of the archive become visible
and accessible to researchers and wider audiences.

» The archive was built on a practice fundamentally critical of institutional discourses and
structures, presented in formats that transgress orthodox taxonomies. This raises questions
about whether institutional conservation of the archive might undermine the critical and
radical nature of the practice.

* Institutional archives do not necessarily provide the long- term security in perpetuity that
an artist might envision. Changes in personnel, archival policies, and direction, along with
challenges in interpreting, implementing, and enforcing contracts and agreements,
can impact the long- term sustainability and accessibility of the work.

Conclusion/ While our first workshop in 2021 was about ‘resisting recuperation, the

Conclusiones current stage’ of the research where we are trying to solve the impossible
problem of creating a noninstitutional infrastructure as an interface between
institutional collections is about archiving and hopefully preserving and
protecting the autonomy of the attic archive. We have experienced the full range
of technological points of failure so far, which we are now resolving through
relocating the platform to the servus.at server. We can continue with the
ambition of drawing together existing archival catalogues and hosting an online
exhibition of key works from the archive. As mentioned, we'd also like to scope
the potential of our network of care becoming a Decentralised Autonomous
Organisation (DAO), speculating on the relationship between the DATA sheet and
the blockchain as ledgers where the artist’s future intentions could be recorded
as smart contracts possibly. Far from uncritically embracing technological
determinism, our network established through the research explores a range
of hybrid online/offline approaches and strategies to enhance access and use
of the Attic Archive, generating new work and insights in response to the vital
questions of contemporary relevance to archival and curatorial practice in a
post-digital age. This platform should be a space to share and generate work,
correspondence, and ephemera related to the archive, actively participating in
the ongoing regeneration of the archive with the artist, ourselves, and others yet
to come. The project, Curating the Digital Attic Archive: A Case Study for Open-



Source Approaches to Artists’ Archives, could, therefore, still potentially impact how institutional
archives collaborate to develop open-source infrastructure supporting autonomous and non-
standard artists’ legacies or confirm the impossibility of working across institutional and proprietary
boundaries — maybe we have been taken in by the dream/myth of the frictionless and universally
accessible internet and now have to develop hybrid approaches to ensure the success of the project
and so will call it from this point on the post-digital attic archive to reflect this fact.
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