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About Brain: For when all that was
read was… so as not to be unknown
by judith barry

Memory, history, and how many relations between these two terms might be made visible is
a recurring theme in Judith Barry’s wide-ranging research-based art practice. Beginning with
language-based performance works in the late 1970s and continuing through installations,
exhibition designs, and graphic interventions, Barry has explored these issues in a variety of
contexts. She transformed the “Carnegie International” exhibition into a “memory theater,”
created a miniature book that drew parallels between genre painting and 19th century pseudo
sciences, and developed an interactive computer game that guesses how visitors to a digital
museum might produce new forms of art experiences. These works are discussed in her recent
catalog (Judith Barry: Body Without Limits, Domus Artium DA2, Salamanca, Spain 2009).
Commissioned by dOCUMENTA (13) to create a miniature Guidebook for “Brain”, Barry
discusses her approach to this project.
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“It contains a number of artworks, objects, photographs, and documents, brought together as a programmatic and oneiric space, in lieu of a concept. They are held provisionally together in this “Brain”
of dOCUMENTA (13) to indicate not a history, not an archive, but a set of elements that mark contradictory conditions and committed positions of being in and with the world—pitting ethics, desire,
fear, love, hope, anger, outrage, and sadness against the conditions of hope, retreat, siege, and stage.”1

1. Carolyn Christov-Bakargiev,
from an email exchange with
Edoardo Bonaspetti at Mousse
about “Brain,” April 3, 2012.

When Carolyn Christov-Bakargiev told me about the concept for “Brain”—the statement above
is what she related to my Mousse editor—it immediately trigged an intense visual image. It was
as though I had been dropped into an infinite space where all the elements she was describing in
“Brain” were suspended in an array. When I moved through the space of the array, it seemed
endless and went on forever, and yet all of the objects seemed to be in extreme close-up. And I
seemed to be in a place where time, too, was suspended, yet visible, in the space around each object. When I came close to one of the objects, I would suddenly be pulled into its orbit as its many
histories came at me from a variety of different trajectories, each made visible as it unfolded.
I was immediately intrigued, as it reminded of a childhood fantasy of being inside time—as
though there were an inside and an outside to time itself. This desire is, of course, a fantasy
about omnipotence and ultimately is replaced by time as we know it. That said, it is also a fantasy
about the potential for another kind of space, inside time, a speculative space with antecedents in
quantum mechanics and physics. A place where all things can be together all at once within the
imagination. Inside a moment where time is suspended, as if frozen, and the histories surrounding each object are still there.

2. The Guidebook attempts to
spatialize these concepts.
Looking at the history of
how images and writing
have been contained within
a form led me to seals as
emblems, scrolls and codexes
at the transition when the
codex replaces the scroll, and
illuminated manuscripts. This
research further underscored
that the visual architecture
of the Guidebook must be
nonhierarchical, with no
beginning and no end, and
that this structure would also
need to be productive of an
endless space in order to hold
all the elements in “Brain”
in some form of suspension.
The Guidebook also needed
its own internal support
system, as it would not be
able to rely on the linearity
of the conventional book
form to produce a structure
of cohesion. Ultimately, the
structure of the Guidebook
was derived from “modular
origami” with the aid of
David Mitchell, an origami
master, Ken Sailor and Project
Projects, who also produced
the graphic design; a form
that indeed allows for many of
the elements in the Guidebook
to be suspended as well as
providing an interior space.
Functionally, the Guidebook is
designed to be interactive.
It is printed as a flat, twodimensional object that must
be assembled in order to be
read. It can be read as it is
folded, with much of the text
disappearing into the structure
of the folds, reminding me
(and hopefully the reader) that
while we may write so as to
forget—in other words so we
can empty our minds—books
exist so we don’t have to
remember.

3. Bruno Latour, “Where Is
res extensa? An Anthropology
of the Object,” lecture at the
Offene Objekte conference,
Berlin, 2010.

4. Edmund Husserl, Cartesian

Meditations: An Introduction to
Phenomenology, trans. Dorion

Cairns (London: Martinus
Hijhoff, 1977): 83. “The
universal depriving of
acceptance, this ‘inhibiting’
or ‘putting out of play’ of
all positions taken toward
the already-given Objective
world and, in the first place,
all existential positions
(those concerning being,
illusion, possible being, being
likely, probable, etc.),—or,
as it is also called, this
‘phenomenological epoché’
and ‘parenthesizing’ of the
Objective world—therefore
does not leave us confronting
nothing. On the contrary we
gain possession of something
by it; and what we (or, to
speak more precisely, what
I, the one who is meditating)
acquire by it is my pure living,
with all the pure subjective
processes making this up, and
everything in them, purely as
meant in them: the universe
of ‘phenonema’ in the...
phenomenological sense.”

5. Bruno Latour, We Have
Never Been Modern (Cambridge:

Harvard University Press,
1993). Toward the end of this
book, Latour discusses how
we must rework our thinking
to conceive of a “Parliament
of Things” wherein
natural phenomena, social
phenomena, and the discourse
about them are not seen as
separate, to be studied by
specialists, but as hybrids
made and scrutinized by the
public interaction of people,
things, and concepts.

I tried to keep the intensity of this experience in mind as I developed the Guidebook for “Brain.”2
Albert Einstein’s famous quip that “Time exists so everything doesn’t happen all at once” is a
reminder that all artifacts embody their different and competing histories. Yet these differences
are often neutralized within a shared space, particularly within an exhibition. Hence, rather than
presenting the Guidebook contiguously in the linear form of a book, where one word follows
another, one page after another, all leading inevitably to The End, might it be possible to try to
create a situation in which this Guidebook became a way for allowing these elements, in both their
differences and their similarities, to be apprehended in some kind of dynamic balance.
What would happen if all time-embodied elements and their histories were suddenly available to
us in all of their variety? And what if we could hold each of them discretely in our mind?
Bruno Latour remarks that “matter is as it is thought by the mind” and hence is constantly
changing in significance, and, therefore, “The way we know (about objects) has been confused
with the thing we know (about objects)” is important here. 3 While Latour does not comment on
whether it is possible to ever completely unlearn the things we know about an object, his statement is suggestive of three issues at stake for “Brain.”
One is that after nearly 100 years of structuralist analysis beginning with Vladimir Propp, there
are many ways of parsing a taxonomy of objects that might seem autonomous to the object (empirical), and yet simultaneously locate the object within its historical moment at the nexus of a
construction of fictions. This is a condition that obtains throughout all the operations performed
on history, including Jacques Derrida’s notion of deconstruction as already contained within
whatever is under investigation, perhaps most pertinently for our purposes as explored in his
Mal d’archive, whose French title more accurately conveys its meaning than the English translation, Archive Fever. These taxonomies, partial/incomplete/fictional are the traces that survive
as the clues to be sifted into understanding. This incompleteness is not based on the empirical
history of the object or its visual attributes. Rather, it is based on how the object is seen as representing its competing, specific histories at a moment in time as it strives toward homogeneity.
The second issue at stake for “Brain” is that every object (and its histories) also partakes of other
simultaneous histories the instant that it (the object) comes into contact with a viewer, for the
viewer irrevocably alters his or her understanding of the object at the moment of this encounter.
That is the problem that Latour recognizes above. Even if there is an object without a viewer,
there is the question regarding whether there can be any understanding about the object without
some recognition on the part of a viewer that the object, while existing as a “thing-in-itself ”
(Kant), also comes into being at the moment the viewer encounters it, as in the “ego cogito” in
Edmund Husserl’s Cartesian Meditations and the beginning of transcendental phenomenology.4
But each time an object encounters a viewer who brings to that object a different understanding
about that object based on their understanding of the world, this new understanding of the object
potentially adds to the understood authenticity of the object and ultimately to its aura, as this
encounter with the object/artwork/document continues to circulate. Such that, following on
from Latour, there is a complex “ecology of the object” in which every object becomes a hybrid
made anew by these interactions.5
The third issue for “Brain” relates to Walter Benjamin’s comment that the authenticity of an
object is the essence of all that is transmissible, from its beginning as an object to the history it
has experienced, and which becomes known. This is what is at stake for Latour, I think, in the
statement above, when he asks, “What is the difference between the way we know about an
object and what we know about an object?” His approach places these two different orders of
understanding in relation to each other. This question is central to the Guidebook.
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of World War II, and his
paintings from 1949
onward.
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Eva Braun’s perfume bottle
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A double drawing on paper
of a Vietcong woman picking
up her hat by Vu Giang Hung
(1930–2011), an artist during the
American Vietnam War who often
portrayed the daily life of the
Vietcong.

A selection of bathroom articles
once belonging to Hitler’s apartment that Miller took away with
her when she visited the apartment as an embedded photo
journalist, among them a towel
with the initials A. H., a perfume
flacon, and Eva Braun’s powder
compact.

Lee Miller
Gretel’s bedroom, si
Braun, Wassenburge
Munich, 1945

Man Ray
Objet indestructible
1923-1965 (Collectio
91/100)
Wooden metronome
graph, and paper cli
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A palette knife used by Etel
Adnan from 1970 to 2011 to
paint the paintings in the
documenta-Halle.
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Man Ray
Portrait of Lee Miller
from which he cut out the eye
for his Object of Destruction
ca. 1930

Lee Miller
Eva Braun’s perfume bottle
1945

A selection of bathroom articles
once belonging to Hitler’s apartment that Miller took away with
her when she visited the apartment as an embedded photo
journalist, among them a towel
with the initials A. H., a perfume
flacon, and Eva Braun’s powder
compact.

“A double drawing on paper of a Vietcong
woman picking up her hat by Vu Giang Hung
(1930–2011), an artist during the American
Vietnam War who often portrayed the daily life of
the Vietcong. During the American Vietnam War
who often portrayed the daily life of the Vietcong.”

Isidrez sisters, Juana Marta
Untitled
2011
Ceramics
40 x 26 x 35 cm

An early drawing by Gustav
Metzger, made in the early 1950s,
previous to his Manifesto of Autodestructive Art of 1959, which was
damaged through humidity and
folding while it was stored in a
suitcase until 2010.

A set of two ceramics by the
Paraguayan potters Julia Isidrez
and Juana Martha Rodas, and one
by the Catalan ceramist Antoni
Cumella (1913–1985), whose work
transformed the language of
modernity in Spain.
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A notebook by Vyacheslav
Akhunov, from his 200 notebooks
with 3,000 images, which he drew
and wrote between 1974 and 2000
in Tashkent, Uzbekistan.

A photograph made by Vandy
Rattana while traveling to the
ten Cambodian provinces most
severely damaged during the
American Vietnam war. Today,
these craters are known in the
Khmer language as the “bomb
ponds.”

Vandy Rattana
Takeo
2009
Fotografie / Photograph
51 x 58.5 cm

Lee Miller
cover for UK Vogue
July 1945

Three of the original
vases that Giorgio Morandi painted during the
time of World War II,
and his paintings from
1949 onward. The time
of World War II.
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Man Ray
Objet indestructible
1923-1965 (Collection 65, Ed.
91/100)
Wooden metronome, photograph, and paper clip

Tamara Henderson
Sloshed Ballot & Anonymous
Loan
2011
16-mm film transferred to
video, color, sound
3:55 min

Horacio Larrain-Barros
Fog catcher installed at the
mountain crest El Tofo, Atacama Region, Chile
1992

Sam Durant
Calcium Carbonate (ideas spring
from deeds and not the other
way around)
2011
15 x 61 x 31 cm

Lee Miller
bath
1946
photograpgy

Carrara Marble carved at Telara
Studio d’Arte by Adriano Gerbi
and Mauro Tonazzini, Sara
Atzeni (assistant), and production manager Maria Teresa
Telara

Konrad Zuse
Function model
ca. 1985
Plexiglas and aluminium
9 x 12 x 2.4 cm
A function model by
Konrad Zuse for Zuse 1,
1/5, 1936–37, gifted to
Friedrich Genser.

Photographs of a fog-catcher
project in the Atacama Desert in
South America by Horacio Larrain
Barros.

Lee Miller and David E.
Sherman stayed in Hitler’s
Munich apartment after a
trip to Dachau.

(2011)—the title is referring
to the sculpture’s chemical
material description as
well as to a quote from Il
testamento politico (Political
Testament) by Carlo
Pisacane (1819–1857), an

ci
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E. Scherman, in which Miller
poses (with raised arm) in
Hitler’s bathtub on April 30,
1945, the day she visited
Dachau and the day Hitler
and Eva Braun committed
suicide.

early Italian socialist thinker
who introduced anarchism
to Italy. The sculpture points
to the way marble is quarried
today to produce powder
as a base for paint, and not
primarily to make sculptures
or marble
slabs.
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produced as an edition by
Rosenthal in 1936 with the
title Die Ausschauende. The
sculpture stood in Adolf
Hitler’s Munich apartment
and appears in a photograph
of Lee Miller, taken by David
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A sculpture by Sam Durant
made from a block of
Carrera marble that looks
like a bag of marble powder,
Calcium Carbonate (ideas
spring from deeds and
not the other way around)

A photograph from the series,
Rovesciare i propri occhi, 1970
showing his eyes with mirror
contact lenses

A porcelain figurine of a
woman with raised arm in
the realist-nationalist neoclassical style of Germany
and Italy in the 1930s and
early 1940s, designed
by Rudolf Kaesbach and

e

Lee Miller
cover for UK Vogue
July 1945

The video Sloshed Ballot &
Anonymous Loan (2011), on
the life of objects, by Tamara
Henderson.
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Giuseppe Penone
Rovesciare i propri occhi
1970
mirror contact lenses, action by
the artist
6 slides projection (slide n. 6)
photo © Archivio Penone

A selection of the various editions of Man Ray’s Object to be
Destroyed / Object of Destruction
/ Indestructible Object, made
after the lost/destroyed original
of 1923, between 1932 and 1971.
The artwork is a readymade, a
metronome on whose arm he
clipped the cutout eye of his lover
Lee Miller.

so

Rudolf Kaesbach
Die Ausschauende
1936
Rosenthal Edition No. 1603
Porcelain, matt white enamel,
signed socle
Height: 25.5 cm

Photographs for Vogue magazine
from Lee Millers visits in Dachau
and in Hitler’s apartment in 1945.
On the bed are numerous publicity photographs of Hitler.

“The artwork is a readymade, a metronome
on whose arm he clipped the cutout eye of his lover
Lee Miller.”
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Lee Miller
Gretel’s bedroom, sister of Eva
Braun, Wassenburger Strasse 12
Munich, 1945

as

A selection of artifacts (made
from metal, ivory, glass, and terracotta) from the National Museum
in Beirut that had melted together
in shell fire during the civil war
between 1975 and 1990, when
the museum was on the front line
of various factions in downtown
Beirut.

indestructible

B. Lee Miller and
David E. Sherman
Lee Miller in Hitler’s bathtub
16 Prinzregentenplatz,
Munich, 1945

Letters and documents by
Francesco Matarrese, an artist
who withdrew from art-making
in 1978.

ci

A double drawing on paper
of a Vietcong woman picking
up her hat by Vu Giang Hung
(1930–2011), an artist during the
American Vietnam War who often
portrayed the daily life of the
Vietcong.

Francesco Matarrese
Telegram of Refusal of Abstract
Labour in Art
1978

so

Lee Miller
Self portrait of Lee Miller
Paris, ca. 1930
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The sculpture Czech Radio
(1969) by Tamás St.Turba:
a brick, suggesting the
relationship between media
and activism.

Three of the original
vases that Giorgio Morandi
painted during the time
of World War II, and his
paintings from 1949
onward.

Vu Giang Huong
Untitled
1967
Watercolor on paper
27 x 39.5 cm

A small landscape painting by
Mohammad Yousef Asefi, who in
the late 1990s and early 2000s
pretended to restore figurative
paintings by covering the figures
of animals and humans in the
National Gallery of Kabul with
watercolor and was able to save
about eighty paintings from
destruction.

“Three of the original
vases that Giorgio Morandi painted.”
Man Ray
Lee Miller portrait of her
ca. 1930

Etel Adnan
A palette knife
1970– 2011

A river stone and a copy of
it made in Carrera marble by
Giuseppe Penone titled Essere
Fiume (1998).

bottles were first painted
over in oil paint and then,
once painted, were models
for Morandi’s depiction of
bottles in his canvases.

Wael Shawky
MISSING !

Man Ray
Portrait of Lee Miller
ca. 1930

indestructible
chlorite or steatite, with
heads of white limestone, at
times with lapis lazuli inlays.

Vcheslava Akhunov
The fallen meteor
1979
Bleistift auf Papier / Pencil on
paper
14.5 x 20 cm

Tamás St Turba
IPUT (International Parallel
Union of Telecommunications
– Trustee in bankruptcy: Tamás
St.Turba):
Czechoslovak Radio 1968
1969–2011
Brick, sulfur
Dimensions variable

the monthly cleaning of the
fountain below street level, in
the spring of 2011, as well as a
drawing by Hoheisel.

Three of the original vases
that Giorgio Morandi painted
during the time of World
War II, and his paintings
from 1949 onward. These

millennium B.C. in Central
Asia, today Turkmenistan,
Uzbekistan, and northern
Afghanistan. They are composite figures of soft green

Sketches by Horst Hoheisel for
his counter-monument to the
destroyed fountain in Kassel
(Aschrott-Brunnen monument,
1908) as an inverted negative
form, and remnants from

The so called Bactrian
Princesses: seated figurines,
mostly female, stemming
from a civilization of the
late third and early second

Gustav Metzger
Untitled
1945–1959
Chalk pastels on paper
46 x 51 cm

Man Ray
Portrait of Lee Miller
ca. 1930

Guiseppe Penone
Essere fiume 6
1998
River stone, quarry stone of
white Carrara marble
each 36 x 50 x 63 cm

ndestructible
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Giuseppe Penone
Rovesciare i propri occhi
1970
mirror contact lenses,
action by the artist
6 slides projection
(slide n. 6)
photo © Archivio Penone

Courtesy the artist,
Rosamund Felsen Gallery,
Los Angeles and
Galerie Karin Sachs, Munich

Horst Hoheisel
Idea sketches for the Aschrott
Fountain
Rathausplatz, Kassel
1986

Giorgio Morandi
Oil lamp from Giorgio
Morandi’s studio

These highly staged and poignant images of Lee Miller’s life throughout Brain,
like her relationship to surrealism, Man Ray, fashion, and war photography, form
a unique approach to the trauma WW 2 sparked. They underscore how the themes
of collapse, recovery, destruction and reconstruction exist simultaneously within
culture during times of collapse and recovery.

Mohammad Yusuf Asefi
Dare Shamali
2011
Oil on canvas
38 x 62 x 2.5 cm

Judith Barry
For when all that was read
was so as not to be unknown
2012
Codex, polyhedron book
Mixed media
Dimensions variable

— Judith Barry

indestructible

Bactrian Princess
Untitled
(Princess Sitting on the Side)
ca. 2500–1500 B.C.
Chlorite and calcite
10.7 x 12.5 x 7 cm

Man Ray
Portrait of Lee Miller
from which he cut out the eye
for his Object of Destruction
ca. 1930

For when all
that was read
was... so as not to
be unknown

Judith text TK Ipsandipsam,
comni corem. Sequi od qui vid
quodis etusapi endita dolor simi,
cus dolupti atessimusda nonsequi
doles aritatque nulla dem. Epeles
imagniet exceatest ut od esciliciet
im solescia quist, sant as dolestium aut aut faccae. Pudisti blatiis
aliasperum que molorro quam t
erat vent ut quaeprepero imus atur?
Acea coreped estrum illici blabore
nitaturerum quat. Epeles imagniet
exceatest ut od esciliciet im solescia
quist.
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Judith Hopf
Missing
missing
missing

tible objects, stolen objects, hidden
or disguised objects, objects on retreat, objects in refuge, traumatized
objects. The Brain of dOCUMENTA
(13) is a paradox, a space of many
secrets, a space of violence, and a
space of potential healing.

hibition that condenses and centers
the thought lines of dOCUMENTA
(13). At the same time, the objects
it contains repeat the small scale
of contemporary consumer culture
and technology, of devices like
tablets and smartphones, which
are concerned with miniaturization.
This exhibition speaks about the
uniqueness of our relationship with
objects and our fascination with
them. It explores the individual and
troubled histories of these objects,
and their shifting connotations.
The materials of these objects are
earthly: from solid carved stone to
ceramics (permanent yet breakable). There are eccentric, precarious, and fragile objects, ancient
and contemporary objects, innocent objects and objects that have
lost something; destroyed objects,
damaged objects and indestruc-

as

This Brain of dOCUMENTA (13) is a
space separated by a glass wall.
THE MIDDLE OF THE MIDDLE OF
THE MIDDLE OF (2012) by Lawrence
Weiner, positioned on the glass,
points to the provisional positioning
of any orientation.
It is an associative space of
research where the many threads
inside and outside Kassel are held
together precariously. It follows
the choreography of a dance; a
synecdoche—a simultaneous understanding in which each object
stands as a pars pro toto for a larger
entity of meaning. It is a space that
draws us in and out of the symbolic
realm, in and out of the spaces of
sculpture or representation and
those of reality or life.
It is a miniature puzzle of an ex-
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All images, unless otherwise specified –
For when all that was read was so as not
to be unknown, 2012. Courtesy: the artist,
Rosamund Felsen Gallery, Los Angeles and
Galerie Karin Sachs, Munich

Pages 58-59 – For when all that was read
was so as not to be unknown, PDF version,
2012. Courtesy: the artist, Rosamund
Felsen Gallery, Los Angeles and Galerie
Karin Sachs, Munich
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6. Albert Einstein, Relativity: The
Special and General Theory (Holt:

New York, 1920). According
to Einstein’s theory of special
relativity, the slowing of time is
extreme near a black hole. From
the viewpoint of an observer
outside the black hole, time
stops. For example, an object
falling into the hole would
appear frozen in time at the
edge of the hole. According
to Einstein’s theory, time and
space in a sense trade places
inside the hole. Inside, the flow
of time draws falling objects
into its center. No force can
stop this fall. Einstein’s theory
of gravity seems to predict that
time itself is destroyed at the
center of the hole and possibly
comes to an abrupt end.

7. Christov-Bakargiev, Carolyn,
My Dear Friend, letter dated

October 25, 2010. Questions
of personal and collective
emancipation through art
emerged in the process
of making dOCUMENTA
(13) by thinking through
a number of composite
ontologies that generate
paradoxical conditions of
contemporary life and artistic
production. These include:
participation and withdrawal
as simultaneous modes of
existence today; embodiment
and disembodiment, and
their mutual dependency;
rootedness and homelessness,
as a dual condition of
subjecthood; proximity and
distance, and their relativity;
collapse and recovery,
occurring simultaneously as
well as in succession; the flood
of uncontrolled information
and the contemporaneous
obsession with control and
organization; translation
and untranslatability, and
their negotiation; inclusion
and exclusion, and their
connectedness; access and
inaccessibility, and their
coexistence; the obsolescence
of a Eurocentric notion of
art and the paradoxical
emergence of practices
related to that same notion
in the world at large today;
human life and other forms
of life facing multi-species
entangled histories; advanced
science/technology and
its alliance with ancient
traditions; tangible and
intangible heritage and their
interconnectedness with
contemporary culture; the
specificity of being an artist
and the nonspecificity of
artistic practice.

8. Marcel Duchamp’s original
bottle rack was perhaps the
first readymade. The original
was thrown out by his sister,
Suzanne, some time before
it could be exhibited. (See:
Cabanne, Pierre, Dialogues with
Marcel Duchamp, New York, Da
Capo Press, 1987). The artistic
operations in Dada, Futurism,
and Surrealism also combined
disparate objects into new
forms to produce hybrid
meanings.
9. Hayden White is one of the
first generation of historians
to make use of literary theory
to question the artificial,
fictive, and anti-realist nature
of historical narratives. While
he is best known for Metahistory
(Baltimore: John Hopkins,
1973) and The Content of Form
(Baltimore: John Hopkins,
1990), he has increasingly
applied his analytical skills
across disciplinary boundaries,
for instance to archaeology.

Would the simultaneity of this experience of the elements in “Brain” as suspended in time, this
encounter with these objects, now held discretely in our minds, be incomprehensible because it
is tainted with what we already know about them, as Latour suggests? Would this also be impossible to comprehend, as some physicists argue, because time is unknowable and our commonsensical way of understanding the passage of time is only through our memories of our recent pasts?
Hence, the argument that perhaps time does not really exist.6
Or, might this precipitate another way of coming to terms with these objects and their histories?
Could we forestall thinking about this moment as one moment, and instead experience it as
many simultaneous moments that are available to us all at once, where we might pick and choose
among them, because perhaps inside time, there is only space?
Can you be inside time rather than just in time? If you are inside time, is time still passing? If time
doesn’t exist at the most fundamental level of reality, then what is time? And if Newton’s, Einstein’s, and quantum physics’ laws all work equally well if time runs forward or backward, then
why is time a seemingly one-way, forward process? Time becomes defined by what our clocks
measure, but the clocks don’t keep time; nothing does. And do we ever see time? Or do we just
observe physical variables as a function of other physical variables and use time to represent
these variables as relationships?
Is this some kind of ontological black hole where time indeed doesn’t stop, but in fact goes
backward and from which no matter can return—a condition speculated as part of the current
understanding of how matter functions within black holes? And isn’t this one of the conditions
that seemingly sets our epoch apart from the others that have come before?
Of course there are many other ways to think about these objects/artworks/documents in
“Brain” than as suspended in time. And about the relationships objects might have with their
empirical, memorial, and premodern histories. Here is where the question of historical methodology might be one path among many through this material. Carolyn Christov-Bakargiev has
discussed the operational methodology of dOCUMENTA (13) as a series of what might be considered paradoxical conundrums, which in turn might be seen to encapsulate certain properties.7
These statements seem to underpin the selection of elements included in “Brain.” Paradoxes are
by definition notoriously slippery constructs to give form to or even to define, and yet arguably
the methodology of the paradox has been in use as an artistic operation since the introduction of
the readymade in the early 20th century.8
What is “Brain” if not a readymade of a different order? Rather than reprising this in art historical terms, I want to mention a few nodes of contemporary thought that might suggest alternative
paths through this material, and through the operational space of the Guidebook.
- HAydEN WHITE’s work on assemblage as an archaeology of the readymade solely as a
material object, rather than a discursive one, which is then productive of ways to a make “a new
thing by putting together congeries of older ones.”9
- ANA BEzIC’s notion that assemblage in archaeology must be considered as the result of assembling people and things as objects and processes traced through continual interactions as

10. Ana Bezic is a professor
of philosophy at University of
Rijeka in Croatia.
11. See Michel de Certeau,
Heterologies (Minneapolis:
University of Minnesota Press,
1986).
12. See Carlo Ginzburg, Threads
and Traces (Berkeley: University
of California Press, 2012).

13. See Kaja Silverman, Flesh of
My Flesh (Palo Alto, California:
Stanford University Press,
2009).

unique events in time, rather then being defined as in stasis, as classifications of inert artifacts.10
- MICHEL dE CERTEAU’s concept of “heterologies” as a method for exploring the collision
of human/spatial operations as ruptures within prevailing institutional constraints.11
- CARLO GINzBURG’s use of anomalies, rather than norms, for his investigations of what he
terms “microhistory” alongside the value he assigns to the role of clues and speculative logic,
most recently in relation to contemporary politics.12
- KAjA SILvERMAN’s discussion of analogy and her exploration of how this might be productive of a different understanding of representation whereby similarity is not seen as sameness,
and difference does not automatically translate into opposition.13
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