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M A N U A L

Welcome to Scores of Matters.

This is an attempt to create a dynamic article for  
The Dynamic Archive about the archive within  
The Dynamic Archive: the Scores of Matters archive. 

The following pages contain fragmented text on  
one side and photographs from the Scores of Matters  
archive in the other.

Your task is to assemble the text. Cut out the pictures; 
the writing is on the back. Use these puzzle pieces to 
construct a readable text.

Destruction and fragmentation are the first steps 
towards creating new connections.

Grab a pair of scissors. Start cutting.

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than twenty years 
ago. W

hat happens w
hen w

e 
encounter 

them
 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people we used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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Ev
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
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od
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es
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s. 
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 I depend on them to make myself visible. Now, who h
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hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
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ll 
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a b
uck

et or
 did

 it b
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buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
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quick, 
associative 

and 
m
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ensional. Is it 
possible to preserve the 
flow

ing 
m
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ent 
of 

thoughts?  
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instead of know
ledge? O
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ithin the relation? ¶ Em
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
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ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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the fictional bo
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 bet
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hundred everyday objects, which have a
ppe
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or
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 by
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect
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n,
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ith
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e a
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st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
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om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c
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ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
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d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si
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n the 
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r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a
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tor

yte
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th
em
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lv
es
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t w
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 is 
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mp
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ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet
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hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
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 w

or
ks
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 th
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erf
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m
an
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er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
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ge, 
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mpre
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le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than twenty years 
ago. W

hat happens w
hen w

e 
encounter 

them
 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people we used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
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elation 

instead of know
ledge? O
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does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o
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ts a
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em
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. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect
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n,
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st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
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ev
er
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ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 
a 

m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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n 
w
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w
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ut 

the
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ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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e selection is subjective and contai ns m
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
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buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
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ut 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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y c
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ne
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n 
w
e m

ak
e. 

W
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 mom

ent, conserve the m
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ory, but 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 
much

 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si
t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
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nn
ect
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pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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the m
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ent is not the w

hole story. 
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e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than twenty years 
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hat happens w
hen w

e 
encounter 
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today? 

There 
are 

different 
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em

ories, 
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are 
associations, but we are 
not the people w

e used 
to 
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W
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have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
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hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
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rs 
th
em

se
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es
. A

t w
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ch
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int
 is 
it i
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oss
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 to id

entify 
the sto

ryt
ell
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? W

he
re 

does 
the fictional bo

rd
er
 bet
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hundred everyday objects, which have a
ppe

are
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ev
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m
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ce
 ar

tis
t E
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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n 
w
e m
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 
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ts 

su
rro

unding you? I could not even share th
is 
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ought with you without collabo
rati

ng
 w
ith

 v
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us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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e selection is subjective and contai ns m
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
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om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace
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ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex
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twork of connections spread, a
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ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c
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ne
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n 
w
e m

ak
e. 
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ent, conserve the m
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ory, but 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
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hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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e w
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ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
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ho you are, witho
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ts 
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unding you? I could not even share th
is 
th

ought with you without collabo
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 v
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 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or
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io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
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an
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se
e and tal

k and smell and 
per
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio
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of
 it
. S

co
re
s o

f M
at
ter
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le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 
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ne
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w
e m
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ory, but 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than twenty years 
ago. W

hat happens w
hen w

e 
encounter 

them
 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people we used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c
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ct
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n 
w
e m

ak
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ent, conserve the m
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ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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the fictional bo
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hundred everyday objects, which have a
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ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect
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n,
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ith
 th
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c
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 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
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vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o
n the 

floo
r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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s. 
Ev

er
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, a
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 yo
u 
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ul
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en

d 
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un
ex
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 p
la
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M
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in
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th
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nv
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It 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro
unding you? I could not even share th

is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si
t o

n the 
floo
r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
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hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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em
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the fictional bo
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e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect
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 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
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ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
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an
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se
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k and smell and 
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 
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. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o
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ts a
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tor

yte
lle
rs 
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em
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 is 
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 to id

entify 
the sto

ryt
ell
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? W
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re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
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r s

ev
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or
ks
 by
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m
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t E

va
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
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ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
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om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta
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t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
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an
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se
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k and smell and 
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ut
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em
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, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
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ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 
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hat is behind the veil? 
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e are not trying to hide 

anything; it is just that w
e 

decided to expose som
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things 
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hile 

others 
rem

ain 
hidden, 
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though 
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know
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everything you cannot see 
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visible. ¶ W

e sit on the 
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lying all around us. ¶ 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho
to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
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n 
w
e m

ak
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an
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gr
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ent, conserve the m
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
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ho you are, witho
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the
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bj
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ts 

su
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unding you? I could not even share th
is 
th

ought with you without collabo
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ith

 v
ar
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 ob
jects.

 I depend on them to make myself visible. Now, who h
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he 
po
w
er
? A

 wh
o or

 a w
hat?
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o
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rs 
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em
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 is 
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 to id

entify 
the sto

ryt
ell
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? W
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does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i
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r s
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or
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 by

 th
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t E

va
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 
of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an
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se
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k and smell and 
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ut
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em
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rds
, match the

m with the pictures in our minds and the pho

to
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phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
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hive
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ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
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rs 
th
em

se
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es
. A

t w
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ch
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int
 is 
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oss

ible
 to id

entify 
the sto

ryt
ell
er
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re 

does 
the fictional bo
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hundred everyday objects, which have a
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Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
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ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o
n the 

floo
r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c
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ct
io
n 
w
e m

ak
e. 

W
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ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro
unding you? I could not even share th

is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?
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ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
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sti

ll 
ju
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a b
uck

et or
 did
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buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
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 mom

ent, conserve the m
em

ory, but 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
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an
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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are 

different 
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associations, but we are 
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e used 
to 

be. 
W

e 
have 

changed, 
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have the stories of 
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n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 

Scores of Matters is an archive of the spaces in betw
een. It is an attem

pt at s
taying inside tho

se 
in-

be
tw

een spaces r ather th
a n

 tr
yi
ng

 to
 fi
ll 
th
em

. 
To

 o
cc

up
y 

a 
sp

ac
e 

in
 

w
hi

ch
 

w
e 

ca
n 

m
ov

e 
an

d 
ex

pl
or

e 
an

d 
re
m
ai
n 
in
 b
et
w
ee
n 
…

 
¶¶

¶ 
Sc
or
es
 o
f M

at
te
rs
 

cr
ea
te
s 
w
ay

s 
th
ro
ug

h 
ra
th
er
 t
ha

n 
iso

la
tin

g 
gr

ou
ps

. 
Sc

or
es
 

of
 

M
at
te
rs
 o
pe

ns
 p
ar
tia

l 
pe

rs
pe

ct
iv
es
, c

om
m
on

 
an

d 
un

co
m

m
on

 
co

nn
ec
 tio

ns
, a

nd
 m

ul
ti-

la
ye

re
d 

as
so

ci
at
io
ns

. 
¶ 

Th
e a

rc
hi
ve

 in
vi
te
s y

ou
 to

 
w
an

de
r 
th
ro
ug

h 
it.
 T

he
re
 

ar
e n

o 
fix

ed
 o
r s

el
f-e

vi
de

nt
 

pa
th

s. 
Ev

er
y 

jo
ur

ne
y 

is 
di
ffe

re
nt
, a
nd

 yo
u 
co

ul
d 
en

d 
up

 i
n 

un
ex

pe
ct
ed

 p
la
ce

s. 
M
ov

in
g 
th
ro
ug

h 
th
e 
ar
ch

iv
e 

is 
lik

e 
a 

co
nv

er
sa
tio

n 
or

 a
 

ch
at
: a
t s
om

e p
oi
nt
 yo

u 
m
ig
ht
 

w
on

de
r 
ho

w
 y
ou

 g
ot
 t
he

re
. 

A
ll 
yo

u 
ne

ed
 to

 n
av

ig
at
e 
th
e 

ar
ch

iv
e i
s c

ur
io
sit

y. 
It 
m
ig
ht
 

constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
er
y c

on
ne

ct
io
n 
w
e m

ak
e. 

W
e w

an
t t
o 
gr
as
p 

the
 mom

ent, conserve the m
em

ory, but 

Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
e c

an
 n
ev
er
 sh

ow
 yo

u 
th
e a

ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si

t o

n the 
floo

r. 
Th

ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w

e r
ea
d 
an

d 
se
e and tal

k and smell and 
per

ce
ive

, n
ew
 co

nn
ect

ion
s ap

pea
r an

d we
 wan

t to
 gra

sp 
th
em

, p
ut
 th

em
 in
 wo

rds
, match the

m with the pictures in our minds and the pho

to
gra

phs 

comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as

 m
eta

ph
or
ic
al
 w
ei
gh

t. 
‘W

eig
ht’

 do
es no

t only co
nnote m

ass,
 it 

co
nn

ote
s meaningfulness. Weight only exists because of gravity. W

eight determines how we fall. Object

s 

Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 

w e l l -

real
it y

 b
ut 
a v

er
sio

n 
of
 it
. S

co
re
s o

f M
at
ter

s i
s a

 sm
all

 pa
rt o

f th
e hu

ge, 
inco

mpre
he

ns
ib
le 

fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 
a 

m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 

Scores of Matters is an archive of the spaces in betw
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
rc
hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 

ev
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w
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W
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ent, conserve the m
em
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
s. 

Can you tell m
e w

ho you are, witho
ut 

the
 o
bj
ec
ts 

su
rro

unding you? I could not even share th
is 
th

ought with you without collabo
rati

ng
 w
ith

 v
ar
io
us

 ob
jects.

 I depend on them to make myself visible. Now, who h
as t

he 
po
w
er
? A

 wh
o or

 a w
hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
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or
ks
 by
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erf
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m
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t E

va
 M
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er-

Kel
ler. Th

e selection is subjective and contai ns m
ainly ordinary objects. Th e intention is to let the work initiate the collect

io
n,
 w

ith
 th

e a
rti
st 

sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
ju
st 

a b
uck

et or
 did

 it b
ec
om

e t
he 

buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit

al sp
ace

 w
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ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex

 ne
twork of connections spread, a

nd 
we

 ca
n 
in
vi
te
 yo

u t
o fin

d your own pathw
ays through it. ¶ Perspective is key. ¶ We hide as 
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 

d o c u m e n t e d . 

a 
m
em

ory 
is 

not the m
om

ent and 
the m

om
ent is not the w

hole story. 
W
e are constantly changing. Som

e of 
the objects in the archive appeared 
in pieces m

ore than tw
enty years 

ago. W
hat happens w

hen w
e 

encounter 
them

 
today? 

There 
are 

different 
m
em

ories, 
there 

are 
associations, but we are 
not the people w

e used 
to 

be. 
W

e 
have 

changed, 
our 

narrative 
has 

developed and so 
have the stories of 
the objects and 
interm

ediate 
sp

a
c
e
s. 

n o

t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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constantly risking failure, 
risking 

exposure. 
But 

w
hat is behind the veil? 

W
e are not trying to hide 

anything; it is just that w
e 

decided to expose som
e 

things 
w
hile 

others 
rem

ain 
hidden, 

even 
though 

w
e 

know
 
that 

everything you cannot see 
is also an integral and 
crucial part of w

hat is 
visible. ¶ W

e sit on the 
floor. There are objects 
lying all around us. ¶ 
From

 teabag w
e m

ove to 
tam

pon; from
 tam

pon w
e 

jum
p 

to 
cotton, 

and 
cotton looks like little 
clouds. 

Relations 
are 

quick, 
associative 

and 
m
ulti-dim

ensional. Is it 
possible to preserve the 
flow

ing 
m
ovem

ent 
of 

thoughts?  
R
elation 

instead of know
ledge? O

r 
does the know

ledge lie 
w
ithin the relation? ¶ Em

phasising relation instead of knowledge, the whole meaning 

in our a
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hive

. ¶ Th
ere 

is a constant struggle w
ith the ephem

erality of every thought w
e have and 
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Then, the object is not an object but a thing and a docum
ent and a thought and an idea and a relation and a … what? We are still processing. Is the object a produced thing? ¶

 Everyday objects determine our being by making things possible. Therefore, humans produce objects as much as the object 
pr
od

uc
es
 u
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jects.

 I depend on them to make myself visible. Now, who h
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he 
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w
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? A
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o or
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hat?

 ¶ T
he o

bjec
ts a

re s
tor

yte
lle
rs 
th
em

se
lv
es
. A

t w
hi
ch
 po

int
 is 
it i

mp
oss

ible
 to id

entify 
the sto

ryt
ell
er
? W

he
re 

does 
the fictional bo

rd
er
 bet

ween 

hundred everyday objects, which have a
ppe

are
d i

n 
on

e o
r s

ev
er
al
 w

or
ks
 by

 th
e p

erf
or
m
an
ce
 ar

tis
t E

va
 M

ey
er-

Kel
ler. Th

e selection is subjective and contai ns m
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sele
cting the most everyday objects. By ‘the most everyday objects’,

 we—
the a

rtists
, the colle

ctors, the collaborating archivists—
mean those objects that seem most ordinary to us. The objects we use every day are tools we depend upon. Objects that function almost as prostheses for us to manage our daily routines. Objects that 

have become nearly invisible by being so present in our own spaces. 
¶ The objects therefore carry association not just with Eva’s artistic 
works but also with the everyday life of many human beings. Scores 
of Matters, however, is not a physical archive. While the objects are 
physically present in Eva’s work and in our lives, the archive contains 
digital pictures of them. These are only shadows or traces, which we have 

learned to interpret as the real things. The photographs do not depict the 

network of online data which extends 
from digital into physical space and 
vice-versa. It is a crumpled network. ¶ 
In the Scores of Matters archive, we 
collect. We share. We match. We find. We 
forget. We do this with dialogues, 
quotes and stories. We explore and 
we move. We do not fix, we 
propose. When a photograph and 
text are related, something 
immediately occurs between 
them. The objects in some 
pictures are no longer recognisable. 
If you take a photograph of a bottle 
from below, you get a round shape. This 
dark circle could be anything: a glass, a bucket, a 
torch. The salt reminds us of the universe, but a 
grain of salt is not a star. Or is it? We search for the 
iconic form. Is there such a thing as an iconic 
object in reality? What does an iconic pen look 
like? Or an iconic saltshaker? When I want to 
take a photograph of a strawberry, not every 
strawberry works. Some just look more 
strawberry-like than others. Maybe it is not 
about what the strawberry looks like as 
much as it is what we think a strawberry 
looks like. The strawberry in my mind is 
not the strawberry in front of me and it is 
certainly not the strawberry I will take a 
photo of. But even if this seems elusive, you 
will know what I mean when you see it. And 
yet, I will never know if you are thinking of the 
same thing. A multitude of possibilities opens 
up between us. There will always be incongruity. 
But I trust you and I hope we now know 
what we’re talking about. And what is the relationship between the objects and the art pieces an

d perf
orm

an
ces

 they appeared in? Is this bucket different from the others because a strawberry once drowned in
 it? 

Is 
it 
sti

ll 
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a b
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et or
 did

 it b
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buc
ket? F

or me it is now
 the 

the objects, us (the archivists) 
and you disappear? ¶¶¶ Scores of 
Matters is the archive of Eva Meyer-Keller, 
who decided not to make this about herself but 
about the intermediate spaces she occupies. 
Instead of a static archive, a documentation, or a 
score perhaps, Scores of Matters is an artist’s 
invitation to collaborate—first with other artists, 
then with the visitors. The project offers a possibility 
for exchange, for encounter, for interrelating. It is a 
transformative process. The objects’ narratives travel 
from everyday use to performance piece to 
photograph to story, and our stories wander and 
transform with them. Through the objects, we 
encounter past selves, past stories 
and messages. We look from new 
angles, from other rooms, from another time, an

d s
till we are connected. Just like the photographs in Scores of Matters, we can only try to grasp traces. In the digit
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ctual object and its full story. But we can play with the possibilities and we can expand the structure in multidimensional space in ways we cannot in non-digital space. W
e can let the complex
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ays through it. ¶ Perspective is key. ¶ We hide as 

much
 as we reveal. ¶ We leave unt old as much as we tell. ¶ We si
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ere a
re things lying all around us. ¶ The majority of the work on Scores of Matters is a flow of communication and conceptual gathering around each object. We collect manuals, quotes and stories. We try to allow unexpected relations to happen. When w
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comprehending is not 
possible; it is a fiction we are 
living through and within. 

¶¶¶ Scores of Matters presents an 
obvious structure. We collected 

one hundred objects and took several 
photographs of them from different 

angles. We made up four categories as the main structure: rooms, weight, colour 
and form. Every object belongs to every category, but the content, the story of the object, 

changes in relation to it. ‘Rooms’ presents a virtual apartment. In it, everyday objects are placed in the rooms where 
you might find them in your own house. The hair dryer is in the bathroom, the book in the bedroom and the 

cellophane tape belongs in the office. Easy. ¶ ‘Weight’ is a messier category. Everything has a weight. By weight, we mean physical as we
ll as
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Staying with the trouble of the ephemeral is a struggle. The trouble is knowing that 

¶¶¶
the personal and the political
the subjective and the objective 

the direct and the indirect
the partial and the complete
the serious and the frivolous

the primary and the secondary
¶¶¶

 ¶¶¶ 
Between the objects and our everyday life

Between the objects and their history
Between our skin and the surface of the object

Between the objects themselves
Between the object and the text

Between the text and the context
Between the stories and the language

Between perception and knowledge
Between forgetting and finding

Between ambiguity and clarity
Between the object and the image

Between the viewer and viewed
Between the exposed and the hidden

Between the image and the imagination
 ¶¶¶ 

¶¶¶
We sit on the f loor. There are 
objects lying all around us.

We are still processing.

This is where we’re staying. In the 
spaces in between. Here we are. 

Interconnected, multi-layered and 
hopelessly, joyfully crumpled.  

We invite you to join us.  
We invite you to move and wander 

with us and without us.  
We are still processing.

¶¶¶

¶¶¶ 
Right here.
At this point we are already getting lost.
Let us take a step back.
We are still processing. We are still wondering.
We wander further away and closer again.
¶¶¶ 

bucket but for you it 
might not be. The archive 
preserves memory and 
experience but is it the 
memory  of  the 
performance pieces or of 
the objects?  The 
performing arts are 
ephemeral and impossible 
to preserve, but is artistic 
practice also impossible 
to preserve? Is it possible 
to preserve the flowing 
movement of thoughts?  ¶  
The archive is an archive 
of intermediate spaces. 
Mediating among the 
objects, the pictures, the 
stories and between us, 
the  col laborators . 
Whenever we produce 
anything—be it art, an 
object or even a 
thought—many more 
people are involved in its 
production than those 
credited. We talk. We 
e x p e r i e n c e .  We 
collaborate with the 
objects around us. We do 
experiments. But who 
designed the book I am 
reading? Who produced 
the paper? Who designed 
the letters? What impact 
does all of this have on 
the thoughts I have while 
I read it? And when I tell 
you about it, how does 
that change it? While we 
are working on Scores of 
Matters, we try to collect 
all those little bits and 
pieces.  We make 
connections and still we 
forget too much. We are 
s t i l l 
processing. 

We are 
still wondering what we 

are doing here. Scores of Matters is a 
document of our conversations, findings 

and questions. There is no inherent logic we 
have not already contradicted, not intentionally 

but naturally. The appreciation of an interconnected 
perception of reality leads to productive confusion. ¶ 

The space in between is a space of playful 
incompleteness. We hold multiple stories and potentials. 
There are stories we tell and stories we do not know 
about. Can we tell only what we already know? ¶ How can 
we tell unknown stories? We are not entitled to tell the 
whole story, only parts of it. We are not entitled to dominate 
the structure, but, still, we propose categories. We don’t want 
to be the ones with the power of knowledge, yet we curate the 
content. And is the question ‘who’ is telling the story or ‘what’ 
is telling the story? ¶ The object isn’t just an object, but it is 
in the process of becoming a thing when it is detached 

from its original use and context—when the object 
becomes a tool, a photograph, a word. A 

thing you look at. A thing you 
think about. Scores of 

Matters is made of 
things that are 
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fall at the 
speed determined by their 

weight. ‘Colour’ orders the objects by their 
appearance. Because the photographs only show the black 
and white shadows of the objects, you will have to trust us on 
this one. ‘Form’ left us with the most questions. From the single 
viewpoint of a camera, we cannot always grasp the entire shape 
of an object. The shape changes according to the perspective. 
We chose which shape we wanted to show and which we 
would leave out. Sometimes we chose a shape that 

makes the object ambiguous. A 
circle is a circle is a circle is a … what? It could be a bottle, a bucket or a cigarette. 

Similarities between objects are made and broken in relation to the angle they are viewed from. ¶ 
The pathways through the archive are not constructed by these invented attempts at an order. They are 

created by a second, more complex and opaque net of interrelations. You will never know where you end up if 
you start using them. The interrelations illustrate our productive confusion, our obsessive connection-making, which 

sometimes makes sense and sometimes does not. The connections are only partial realities. The whole system is a spreading 
network of potentially related thinking. It is an invitation to generate a constructive disorder. The categories we propose are 

absurd in themselves. But the attempt at order and categorisation also seems to be absurd. We try to order, and joyfully we 
fail to succeed. This is a messy and sometimes ridiculous archive. It is a system resistant to consistency that 

nevertheless has its very own logic. ¶ There is a crucial difference between arbitrary and 
associative connections. The connections we make are not arbitrary even though they 

are not transparent all the time. Some of them are obvious, but not all of them. ¶ We 
make connections, we tell partial, fragmented stories ¶¶¶ 
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n o
t always reveal what you expect to find. ¶ Scores of Matters is a collection of fragile histories and herstories, 

of territory, authorship and possession b e c om e s 
preposterous. The objects in our archive are products of daily use, 
trade and invention in a globalised world. We think about the objects in 
relation. How long has this object existed? In which territories is it actually used 
every day? In which is it not used? How do weather and landscape influence which kinds 
of tools we need? When it says ‘Made in China’ on the back, what does that mean? Where did the 
materials come from? Who designed it? Who decided to fabricate the object? When did the thought of 
fabrication become actual fabrication? Who invented the object? How many times was it invented by 
different people and who became known as the inventor? What does the physical being of the object 
tell us about the body who uses it? An object only exists in complex relation. It has multiple stories 
and multiple origins. An object has no home, nowhere to return. As an article of trade, it is a crucial 
part of capitalism, and who owns what tells us something about power relations. Everything has a 
price. Does the price tell us something about the object or only about the power of the trader? When 
we start to think about relation as knowledge, we can embrace complexity. Being in the world is a 
constant collaboration, a process of ‘becoming-with’ in multidimensional structures. ¶ How does our 
perception of the world change when we start to understand the world as interrelated, rather than fixed? 
How do we feel then? What is lost? Can we get lost in relation? We let the shared dialogue be the score for 
our process. We do not generate the archive, for it is generated by its connections, whose interlinking we 
cannot control. Every visitor to the archive will generate a new pathway by wandering through it. Nobody 
decides what comes next. It is about the associations that appear at a certain moment and whether we decide to 
stick with them or let them go. The archive hides as much as it reveals. We, the visitors, do not come closer to 
the centre because there is no centre. We are just looking at it from different angles. ¶ We are telling crumpled 
stories. Just as with crumpled objects, some parts are exposed whilst other parts are hidden. We do not expect a 
crumpled object to be a flat surface. There is no fixed form, no stable architecture, just layers upon layers which 
we invite you to play with. To crumple, fold and cut. Crumpled stories move into the space, with a shape as yet 
undefined but multi-dimensional. Crumple a story and it will never be crumpled the same way again. We 
crumple our stories and throw them to our collaborators. Crumpled stories are able to fly like this, if only 
for a short moment. ¶ The archive consists of approximately one 
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