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with the medium. In that formal rhyme between mass-production and the body, one 
might intuit an infinite standardization of both commodities and beings, or ways in 
which difference is leveled even within the expansiveness of the LGBTQI commu-
nity. Yet against this omnipresent repetition, there is a concurrent sense of bodies 
that, or who, in their very material presence suggest something beyond sameness.

In Everywoman (fig. 3), two women sit behind a newspaper that obscures 
their figures even as its very title claims to represent them. Yet more than another 
visual representation of the inadequacy of a signifier to represent a person, a gender, 
or a community, we note how this object is tended to and transformed by its readers. 
It is no coincidence that the newspaper rests, intimately, against fingers and breasts. 
In many cases, to touch is a transgressive act in an archive: the handling of fragile 
documents often occurs through the mediation of gloves (fig. 4). Even when unme-
diated touch is permitted, contact can feel taboo. We know that the residue of too 
many fingers erodes the surface of materials and hastens their demise. This worry 
about touch highlights the corrupting force of physical use, rather than the ways in 
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which handling and assemblage are at the heart of the archive’s construction. Unlike 
the gloves that limit the haptic experience of the archived object, that circumscribe 
and isolate the researcher, these images focus on the ways in which physical pres-
ence and communion are primary. In contrast to the researcher’s solitary use, the 
archive’s origins and maintenance depend upon collective work. It is this collabora-
tion that resonates in the juxtaposition of bodies, a union that looks backward to the 
formation of the archive and forward to further action, the ways that old and new 
imaginings for queer voices, lives, and bodies might coalesce in the future. Indeed, 
the photograph emphasizes both obfuscation and intense engagement — after all, 
these figures are reading. We can even imagine them searching for themselves in 
an archived past.

And so the archive is something that we “do,” and our visits matter. To 
state that the archive is performed, or even that its authority is performative, is by 
now a given. Beyond this, we suggest a kind of counterarchive that the “official” 
archive produces.6 In the installation of Latent Images, a pair of personal photo-
graphic albums and protective gloves occupied the center of the gallery. Viewers are 
primed to think of this type of display as excavatory, the unearthing of a personal 
past or the exemplar of a communal politics of the moment. But we envision instead 
accumulation, the strata of gestures that have built up around the original object:  
(1) the photographic act of “capturing” a moment, (2) the act of personal collection, 

Figure 4. Installation view, 2012. Photograph by David Evans Frantz and  

courtesy ONE Archives Gallery and Museum
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(3) the act of public release, (4) the act of unshelving, and (5) the act of touching and 
viewing. Rather than limit the archive to inevitable loss — dead people and finished 
histories — the most queer aspect of this queer archive might be its expanding set 
of reactivations.

DeVun has suggested such expansiveness in the structure of the show. Rather 
than limit herself to the resources at hand, DeVun’s employment of personal and 
extraneous materials suggests that a part of life, and of queer life, has already been 
excluded from the archive. The installation thus draws attention to archival borders 
and, more precisely, the foreclosures that its selections entail. Indeed, what comes 
into particular focus is a cruel paradox within the archive: that the mass-produced, 
commercially available, and printed artifacts of gay and lesbian life, its very visual 
representation, might act normatively — for lives, no doubt, resist these common sig-
nifiers. Yet, rather than mourn failure, these photographs hint at another possibility. 
The signifiers of queer life might be layered with use; wear might appear on their 
surfaces, and they might yield other objects and potentialities. In DeVun’s work, sur-
faces build up and proliferate. This suggests a reversal of archival activity, and even 
our experience of time. Rather than a site of digging, the retrieval of lost historical 
voices from below, the archive functions as a site where the ellipses and limits of 
the past might become accretive and communal sites for the present.7 The chain of 
collaborators starts with the archive; it continues with DeVun’s solicitation of photo-

Figure 5. Installation view, 2012. Photograph by David Evans Frantz and  

courtesy ONE Archives Gallery and Museum
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graphic materials and models; its curation and installation transform it once more; 
and it propels this essay, given to readers and as-of-yet unknown ends. Through this 
active engagement with the archive, we feel that queer lives not only have mattered 
but continue to do so. 

The title of DeVun’s show, Latent Images, is provocative in its mobilization 
of latency outside its familiar psychoanalytic and photographic definitions. Rather 
than a single meaning behind manifest content, or a crystalline imprint on film, we 
imagine layered crosscurrents of meaning that persist within archival materials, the 
interactive and dynamic archival space, and the collection’s name itself — the ONE 
National Gay and Lesbian Archives. In that strange elision of the singular (“ONE”) 
and the plural (“Archives”), one can imagine that from a single space of gathered 
material, the archive can start to split, multiply, and perhaps even misbehave.
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