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evoke notions of what can be done within time, with time 
as material. Rhythms off-beat, dissimilar recurrences 
and reversed chronologies fracture the ordinary illusion 
of sequence, the usual representation of time, conjuring 
up passageways, tunnels and recesses that lead toward 
alternative understandings of how time transpires. For 
imagine being here now, an experimental venture into 
bifurcating time – predicating an exhibition upon the 
intricacies of navigating something more “now” than 
others and more “then” than usual – appropriates the 
methodology of a time capsule. What is relevant to this 
text is therefore sequestered within the site of the Bien-
nial, and essentially an exhibition for which artists have 
created artworks known only to them, specifically for a 
cache not to be unearthed until fifty years from when it 
is buried. Occasionally employed artistically, although 
typically by general and scientific communities, time 
capsules have had a dual purpose of reflecting their own 
cultural era whilst encouraging the contemplation of 
imaginable futures. Fifty years is however quite a brief 
period in time-capsule-time and accordingly the relevant 
capsule is less of a conduit leading toward a farfetched 
future as rather a lingering presence within a periodi-
cally reoccurring event, encouraging inquiries into time, 
contemporaneity, future and art, to be established and 
reestablished continuously over the years within one 
generation. Naturally, the capsules current relation-
ship to the visible could be regarded as uneventful and 
perhaps even tedious, but one must consider, as Daniel 
Birnbaum remarks in Chronology, “Where nothing hap-
pens, temporality makes itself felt, viscerally”; from 
which Birnbaum arrives at the daunting conclusion that 
“Time hurts”.1 To perhaps never see what the participat-

To-morrow, and to-morrow, 
and to-morrow,

Told by an idiot, signifying nothing
Theodor Ringborg

To-morrow, and to-morrow, and to-morrow, 
Creeps in this petty pace from day to day, 
To the last syllable of recorded time, 
And all our yesterdays have lighted fools 
The way to dusty death. Out, out, brief candle!
Life’s but a walking shadow, a poor player, 
That struts and frets his hour upon the stage, 
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury, 
Signifying nothing. 
Macbeth 

certain curiosities manifest an oblique alliance with 
time. They cloud the usual horology and demonstrate 
temporal heterogeneity, capturing circumstances and 
moments in which time is articulated that furthermore 
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ing artists have created or be required to wait 50 years 
might be discomforting, but it may also create a place 
that instead of offering transient visual encouragement, 
passing in time like so much else, forms an exhibition 
that we do not as routinely begin to exit immediately 
as we enter, but instead inevitably move through and 
towards, continuously imagining what the artists have 
created, anticipating the disinterment date and renego-
tiating our bearings in time. Within a Biennial predi-
cated on time and presence one must, at least partly, 
transgress the distinctive quality of most exhibitions, 
the display of things here and now, and instead look toward 
an exhibition there and then, even if as a result some of us 
will never see the works of art. 

The inherent characteristics of this particular part of the 
Biennial – its covert nature and temporal expanse – com-
plicate the customary model of introducing an exhibition. 
Presenting this part of the exhibition is ultimately con-
tingent on the matter it primarily portrays, that of time, 
and in anticipation of its passing, refuge is sought in 
selected anomalies that take the place of more specula-
tive ventures. Illustrating subjects pertinent to the time 
capsule, I will divulge curiosities and events, arranged 
according to connections that exist between them, which 
manifest incongruous relationships to the passage of 
time, ranging from predictions of the future, to fashion, 
multiple simultaneous nows, and time travel. Recogniz-
ing a correspondence between the time capsule and the 
accounts enumerated hereunder depends on their ability 
to demonstrate fruitful analogies indicative of time being 
navigational. Time within motion pictures, and likewise 
within narrative literature, which these curiosities 

generally are, is invariably artificial time within its 
context, concomitant to what we consider real time. Our 
clocks, for instance, will inescapably tick away at the 
usual rate and our circadian rhythms naturally persist 
as we observe Macbeth’s ruinous struggle against his 
supreme enemy, time, for some twenty years, according 
to the chronicles on which the play is based.2 Time and 
the intricacies of memory and imagination become to a 
greater extent detectable when connections, dislocations, 
and displacements – from the most profound sources to 
the most trifling accidents – show us alternative routes 
in which time, if you will, becomes a bit more timey. 

Within the literary “chronotope” – a multiplex term that 
M.M. Bakhtin applied to the intrinsic connectedness of 
temporal and spatial relationships expressed in literature 
– spatial and temporal indicators are fused into one care-
fully thought-out, concrete whole.3 Time thickens and be-
comes visible; likewise, space becomes charged with and 
responsive to movements in time. The principal course for 
materializing unified time and space is the chronotope, 
which emerges as a hub for concrete representation, and 
of which the prime example of divergence is Leo Tolstoy’s 
Anna Karenina.4 Seemingly, the peculiar temporal condi-
tion of the novel was first noticed by Timofey Pavlovich 
Pnin, who remarked that “there is a significant difference 
between Lyovin’s spiritual time and Vronski’s physical 
one”.5 Pnin, himself a protagonist in Vladimir Nabokov’s 
novel by the same name, goes on to recount that: 

In mid-book, Lyovin and Kitty lag behind Vronski and Anna by 
a whole year. When, on a Sunday evening in May 1876, Anna 
throws herself under that freight train, she has existed more than 
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four years since the beginning of the novel, but in the case of the 
Lyovins during the same period, 1872-1876, hardly three years 
have elapsed.6 

A temporal node relates for instance to a horse race. 
The time of the race is just before July 15, but im-
mediately following its description, the plot shifts to 
Soden and Prince Shcherbatsky’s return from a trip, in 
June. Moreover, at the end of part III, Levin leaves for 
Europe the first week of October, but at the beginning 
of part IV, Vronsky’s story is picked up midwinter. This 
pattern of temporal discrepancy proceeds throughout 
the entire novel, as surely Vladimir E. Alexandrov 
would agree, and why Tolstoy created these temporal 
slips, these disjunctions, is an inescapable question 
to which no cogent answer exists.7 However, subse-
quent to writing the novel, Tolstoy remarked while 
commenting on other matters that “the cement that 
binds a work of art into a single whole, and therefore 
produces the illusion of reflecting life, is not the unity 
of characters or situations, but the unity of the au-
thor’s original moral attitude towards his subject.”8 The 
diverse temporal circumstances of the individuals in 
Anna Karenina might therefore be said to reflect reality 
more accurately than if they existed within the same 
temporal junction. Nonetheless, it is clear that time 
is the most distinct and unusual indication that these 
characters live in isolated worlds. Time simply (though 
not plainly), flows different for the couples, and Pnin 
goes on to reflect that the temporal condition in Anna 
Karenina “is the best example of relativity in literature 
that is known to me”. Simultaneously as he partakes in 
a tale concerned with his own life in America as a Rus-

sian immigrant, that also serves as an early Naboko-
vian reflection on time, memory and the complexity of 
narration.9 

The time-travel themed film Back to the Future II begins 
with the concluding scene from the similarly oriented 
Back to the Future I.10 The protagonist, Marty McFly, 
opens a garage door on October 26, 1985, admires his 
new car that has materialized out of the alterations 
his adventures in time caused, turns around, sees his 
girlfriend, and exclaims, “Jennifer!” They hug, kiss, 
until seemingly out of nowhere, Doc, the humorous 
sidekick returning from the future, arrives in turmoil 
to take them both “Back to the future!” Introducing the 
sequel with the end of the precursory film is a natural 
directorial choice, but fastidious viewers will notice that 
the scenes are different. That which preludes the second 
movie is instead an imperfect remake of the one that 
which ends the first. No matter how slight the variance 
– the tone of voice, position of the truck, timing in dia-
logue, or the fact that another actress is playing Jenni-
fer – the scenes come to manifest diversity rather than 
uniformity: they resemble instead of duplicate; they are 
the same, yet different. Neither Marty, Doc nor Jennifer 
seem perturbed as doppelgangers, but the observer, 
recalling what once was, is forced to comparatively navi-
gate against the scenes. The concluding experience from 
the first Back to the Future movie has inexplicably shifted 
in the second, and the lingering presence of the original 
in confrontation with the ongoing facsimile indicates 
two simultaneously existing ‘nows’, but also alludes to a 
‘now’ distinctly alien to a ‘then’. 
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[ FIG.I, II ]
                                             
Incidentally, whilst this text was being written, the 
People’s Republic of China issued a ban on television 
dramas that feature time travel. A statement from 
the State Administration for Radio, Film & Television 
stated that TV dramas involving characters traveling 
back in time “lack positive thoughts and meaning”, and 
continued to say that some of these shows “casually 
make up myths, have monstrous and weird plots, use 
absurd tactics and even promote feudalism superstition, 
fatalism and reincarnation.”11 All movies, however, 
employ an elaborate manipulation of time. Time is form 
and content, though first and foremost, it is material. In 
film one can experience a perfected animation of artifi-
cial time passing according to whatever rhythm the film 
is supposed to progress at. In the film The Time Machine 
(1960), presumably no longer available in China, time’s 
forward progression is demonstrated by a discipline 
in which Giorgio Agamben considers that a “special 
experience of time” exists.12 In fashion, one day your in 
and the next day your out, as perhaps Agamben and 
Heidi Klum would concur; times simply change, and the 
two instances – fashion changing, and the progression 
of time in film – eloquently merge in The Time Machine 
with a stop-motion effect so spectacular it was awarded 
an Oscar 1961.13 The machine’s inventor, George, sits 
for the first time in his recently invented contraption 
opposite a window. The machine’s dial reads December 
31, 1899, and as he pushes the lever forward, watch-
ing time pass at an accelerated speed, he spots to 
his amusement in a dress shop across the street the 

refashioning of clothes on a mannequin. “I could see the 
changing world in a series of glimpses,” George narrates 
to us, before noticing a future dress and remarking, 
“God heavens, is that a dress?” In his narrator voice 
he comments, “I wondered just how far women would 
permit this to go,” which compels him to advance even 
faster and further in time, observing the mannequin 
rapidly being dressed and re-dressed in a manifestation 
of fashion-phases going by and time passing. In What 
Is An Apparatus?, Agamben writes that “Fashion can 
be defined as the introduction into time of a peculiar 
discontinuity that divides it according to its relevance or 
irrelevance, its being-in-fashion or no-longer-being-in-
fashion”.14 The dresses that we see through the window 
from our time machine do not reflect calculable time 
passing, but rather exhibit time unmeasurable by any 
type of chronometer. When are they in, and how much 
time passes between dernier cri and démodé? Agamben 
poses the question: 

Is this “now” [of fashion] perhaps the moment in which the 
fashion designer conceives of the general concept, the nuance that 
will define the new style of the clothes? Or is it the moment when 
the fashion designer conveys the concept to his assistants, and 
then to the tailor who will sew the prototype? Or, rather, is it the 
moment of the fashion show, when the clothes are worn by the 
only people who are always and only in fashion, the mannequins, 
or models; those who nonetheless, precisely for this reason, are 
never truly in fashion?15

Time is nevertheless apparent in fashion; we speak of 
time when something is in and out, that is to say rel-
evant in this instance or not, or when certain styles are 
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recycled. However, when travelling into the future with 
only fashion as a gauge, we remain unaware of how 
much time has gone by. As Agamben remarks, the state-
ment ‘I am in this instant in fashion’ is contradictory, 
“because the moment in which the subject pronounces 
it, he is already out of fashion”; and he goes on to state, 
“The time of fashion, therefore, constitutively antici-
pates itself and consequently is also always too late.”16 

[ FIG.III, IV ]

The best outline for what would become Slaughterhouse 
Five was, according to its author Kurt Vonnegut, drawn 
on the back of a wallpaper roll with his daughter’s 
crayons. “I used my daughter’s crayons, a different color 
for each main character,” Vonnegut explains. “One end 
of the wallpaper was the beginning of the story, and 
the other end was the end, and then there was all the 
middle part, which was the middle. And the blue line 
met the red line and then the yellow line, and then the 
yellow line stopped because the character represented 
by the yellow line was dead.”17 Vonnegut drew a plot 
employing time as matter; and time, fictional as well 
as real, is a frequent subject of portraiture. The excel-
lent and inspiring book Cartographies of Time: A History 
of the Timeline, to which this essay owes a great deal, 
is largely based on the question: how does one draw 
time?18 Techniques of chronological notation intrinsi-
cally adhere to the idea of the line. Lines are persistent 
companions of time, and it would seem that no line can 
be drawn without it pointing a certain way. Address-
ing visual chronology means considering the line and 
understanding its “ubiquity, flexibility and force”, and 

chronologers have attempted to map time for centuries 
as records of history, of predictions, and occasionally as 
both.19 Most noteworthy amongst them is the branching 
time map Uchronie (l’utopie dans l’histoire): Esquisse his-
torique apocryphe du développement de la civilisation européenne 
tel qu’il n’a pas été, tel qu’il aurait pu être (Uchronia [utopia in 
time]: An outline of the development of European civilization, 
not as it was, but as it could have been). Made in 1876 by 
Charles Renouvier, the map depicts the actual course 
of history, but also alternative threads that might have 
occurred had other choices or actions been taken. The 
uppercase letters in this graphic illustration of times 
represent actual events, whilst lowercase letters repre-
sent that which never took place, but could have.20  

[ FIG.V ]

Billy Pilgrim, the anti-hero in WWII veteran Kurt 
Vonnegut’s Slaughterhouse Five, has come unstuck in 
time and zigzags back and forth in time and place. One 
second Billy is in a 1944 Dresden slaughterhouse held 
captive by enemy forces, the next in Ilium, Ohio, stuck 
in a loveless marriage. Moreover, Billy occasionally 
flashes off to the planet Tramalfagore, there held cap-
tive by aliens. Billy Pilgrim’s tale is not told in linear 
fashion; rather, it is a disjointed narrative echoing the 
fragmentation of war and the effects on those involved, 
depending less on progressional narrative suspense 
than upon grasping the horrors of each moment. The 
images, the events, exist within one another, or as Billy 
explains, “it is just an illusion we have here on Earth 
that one moment follows another one,” which is some-
thing he learnt from the aliens.21 Vonnegut’s description 
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of Billy’s condition is however presented with certain 
ambiguity toward whether what Billy recounts are facts 
from experience or symptoms of mental disease: “He has 
walked through a door in 1955 and come out another 
in 1941. He has gone back through that door to find 
himself in 1963. He has seen his birth and death many 
times, he says, and pays random visits to all the events 
in between.”22 Billy “says” he travels in time and space, 
and a consequent interpretation of his alleged journeys, 
also explored within the book, is that Billy’s flashes are 
functions of madness, a mental break resulting from the 
traumas of war. His brain, as Susanne Vees-Gulani has 
suggested, distorts memory and imagination, creating 
the sensation of itinerantly travelling in time to escape 
the horrors he finds himself in. It is a state commonly 
referred to as post-traumatic stress disorder, a condition 
of persistent mental and emotional stress occurring as a 
result of injury or severe psychological shock, typically 
involving constant vivid recall of experiences.23 

The intricacies of navigating the world in time and 
place are subject to the uncertainties of memory and 
imagination, polymath Ibn Khaldün remarks in The 
Muqaddimah.24 The multitude of channels through which 
we perceive the world, our senses, all ultimately lead 
to the brain, a considerably enigmatic component our 
bodies possess, of which a primary activity is imagina-
tion. Each individual derives imaginary pictures from 
the pictures perceived by the senses and turns them 
over to the power of memory, which in turn retains 
them until needed for speculation and deduction. Fur-
thermore, Khaldün concludes, this process is an action 
of the body, and all actions of the body take place in 

time. Billy Pilgrim eventually returns to America, but 
his life continues to be framed by time travel and war, 
what he experienced in Dresden and what transpired 
whilst Vonnegut wrote the book: Vietnam. Vonnegut 
recounts an ominous picture of the social tension in 
1960s America and toward the end of the novel, in a 
brief autobiographical paragraph, he writes: “Robert 
Kennedy, whose summer home is eight miles from the 
home I live in all year round, was shot two nights ago. 
He died last night. So it goes. Martin Luther King was 
shot a month ago. He died, too. So it goes. And every day 
my Government gives me a count of corpses created by 
military science in Vietnam. So it goes.”25

 
In 1963, Bob Dylan saw that times they were “a-changin” 
on account of finding himself in the midst of political 
transmutation. Dylan, however vague, somewhat 
portent sang that “the present now will later be past” 
within the context of the civil rights movement, and 
coincidentally saw President John F. Kennedy shot 
less than a month after the song was recorded. Times 
altered radically, or as Dylan critic Michael Gray sug-
gested: the song was outdated by the very changes it 
predicted and was politically obsolete almost as soon 
as it was written.26 Dylan’s song was distinctly contem-
porary between October 1963 and November 22, after 
which it was no longer anticipatory or in, but rather 
outmoded by the events surrounding it.

The John Cage composition ORGAN2/ASLSP (As Slow As 
Possible) is currently playing in Saint Burchardi Church, 
Halberstadt, Germany, and will continue to play until 
the year 2640. When composing the second version of 
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the piece adapted from piano to organ, Cage chose to 
exclude any definition of how slow is slow, thus leaving 
the tempo of the score largely undetermined.27 The 
organizers of the now ongoing concert in the Saint Bur-
chardi Church gave Cage’s vague direction significant 
emphasis, and consequently the duration of the piece 
is 639 years, the longest running piece of music ever 
composed. The concert began on September 5, 2001, 
the first sound came on February 5, 2003, and July 5, 
2004 saw the first change of note. Extended beyond 
the expected lifespan of a human, there is neither a 
beginning nor an end in terms we are used to. The end 
is ultimately imaginary for those alive at the beginning, 
and the beginning will in turn be imaginary for those 
relevant towards its end. The playing of Cage’s piece 
is not a whole, not a single thing which one person can 
call part of their time. Rather, it is a continuous stretch 
in which only the variations of notes in single instances 
matter for the individual. Transcending a graspable 
quantity of time, it is only in the brief instances when 
a distinct transition is experienced that time noticeably 
presses forward towards the year 2640. 

At the age of 17, in 1965, Ray Kurzweil built a com-
puter that wrote music. His father, a composer, and 
mother, a visual artist, were certainly influential, as 
Kurzweil went on to invent a keyboard synthesizer, 
the flatbed scanner, a reading machine for the blind, 
and a website featuring computer programs meant to 
assist the creative art process. According to Kurzweil 
– now a millionaire several times over and hailed by 
Bill Gates, amongst others, as “the best in the world 
at predicting the future” – in less than the time of the 

aforementioned time capsule, that is to say, in 25 – 40 
years, humans will have transcended biology.28 This 
point, dubbed the “Singularity”, is “a future period in 
which technological change will be so rapid and its 
impact so profound that every aspect of human life will 
be irreversibly transformed”.29 Technology’s exponential 
progression has engendered the prognostication that 
future technology will be immensely more powerful, 
yet the size of about a blood cell, with the potential of 
creating a human body in which illnesses are cured by 
uploading or downloading particular programs. Most 
significant to the “Singularity” is that humans will 
transcend biology and merge with nanotechnology and 
robotics. Humans might live forever, learning would 
be as easy as downloading a movie, and intelligence 
may increase thousand-fold. Kurzweil made a name 
for himself as a forecaster of the future by foreseeing, 
amongst other, the fall of the Soviet Union, that one day 
a computer would beat a human in chess, the rise of the 
Internet, and the success of the Human Genome Project, 
and claims that the technology for his next prophecy 
is well underway. Critics of the “Singularity” theory 
intimate however that whilst what Kurzweil proclaims 
is in fact true and in some instances unavoidable, he 
is off on his timing. Immortality, for instance, they say 
will one day be a reality by means of nanotechnology, 
but not within the time frame Kurzweil proposes. Kevin 
Kelly, cofounder of Wired Magazine, suggests in his criti-
cism that those who conjure up visions of immortality 
through this type of technology may have a great long-
ing to experience it before they themselves pass away, 
enough so that they nudge the time when it will occur to 
one within their lifespan.30
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In the unfinished work known as the History of the 
Future, 17th-century Portuguese Jesuit priest António 
Vieira assured the completion of man’s principal desire, 
knowledge of the future. Vieira remarked that “There is 
nothing one can promise human nature which is more 
suitable to its greatest appetite, or superior to its whole 
knowledge, than news of future times and events.”31 In 
the introduction, Vieira argues that it should be consid-
ered a historical work and that he is, in fact, a type of 
historian. The deciphering of prophecies must, according 
to Vieira, obey “historical laws”, and whilst prognosticat-
ing he takes these laws into account; for this reason, it 
is a work of history and not of prophecy, as he explains: 

The prophets did not call their prophecies history, because they did 
not contain the style or the laws of history: they do not distinguish 
times, they do not assign places, they do not individualize the 
people, nor do they follow the order of the instances and events, 
and even when they saw and said all of that, it was entangled 
in metaphors, disguised in figures, obscured with enigmas, and 
accounted or chanted in sentences proper to the prophetic style and 
spirit, more suitable to their majesty and admiration than to their 
knowledge and understanding [...] and since we shall designate 
times and years, indicate provinces and cities, and name nations 
as well as persons (whenever it pertains to the matter), for this 
reason, with no ambition or detriment of either word, we call this 
narrative a history, and History of the Future.32 

No more than two of the seven intended books were 
completed, something perhaps predictable, but Vieira 
does not claim to be a prophet; rather, he is an inter-
preter of prophecies and therefore does not “see” the 
future but deciphers it. The decoding of what Vieira 

called the “Fifth Empire of the World” is his first mes-
sage. This new empire is essentially the temporal and 
spatial expansion of Portugal, however, without going 
into the meandering reasons for this prediction, much 
better delineated in Time and Alterity in Vieira’s History of 
the Future by César Braga Pinto, an intriguing point is 
made. In order for the predictions to be received as rep-
resentations of history, Vieira carefully identifies and 
simultaneously differentiates history from that which 
is generally known as prophecy. There is a fundamental 
distinction between the way each temporality, the 
time of the prediction and the time of the historical, is 
expressed. What distinguishes prophecy from history is 
not merely the difference in content and temporal deter-
mination; instead, Vieira suggests arbitrating prophecy 
with epistemology, and the “style” which he employs, 
historiography, reflects a particular way of conceiving 
and representing the course of time.33 Vieira’s alleged 
knowledge of the relevant facts does not, however, 
make his history more certain. In histories based 
on interpretations of prophecies, what is considered 
relevant depends to a great extent on the historian’s 
particular interpretation. Isaac de La Peyrère’s history 
of the future, for instance, interprets some of the same 
prophecies to mean that the King of France will rule in 
the Messianic Age. Simon Willimhaus on the other hand 
attributes this role to the Swedish king Charles Gustav, 
and Arise Evans to the English king Charles Stuart. 
In histories of the future, the interpretation of facts is 
dependent on interpretation, which naturally can be 
quite diverse and inconsistent.34 

Hayden White begins his essay The Value of Narrativity in 
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the Representation of Reality by stating:

To raise the question of the nature of narrative is to invite reflec-
tion on the very nature of culture and possibly, even on the nature 
of humanity itself. So natural is the impulse to narrate, so in-
evitable is the form of narrative for any report of the way things 
really happened, that narrativity could appear problematical only 
in a culture in which it was absent.35

For White, it is a question of translating knowing into tell-
ing, “a problem of constructing human experience into a 
mode assimilable to structures of meaning that are gener-
ally human rather than culture-specific,” going on to state: 
“Historians do not have to report their truths about the real 
world in narrative form; they may choose other, non-nar-
rative, even anti-narrative, modes of representation, such 
as the meditation, the anatomy, or the epitome.”36 One of 
the first presentations coupling temporality and events is 
found in volume one of the Scriptores series in Monumenta 
Germaniae Historica, containing texts from the Annals of Saint 
Gall, which listed years and events that transpired in Gaul 
during the eighth, ninth, and tenth centuries.37 For exam-
ple, a segment between the years 709 and 722 tells us: 

709. Hard Winter. Duke Gottfried died. 
710. Hard year and deficient in crops. 
711. 
712. Flood everywhere. 
713. 
714. Pippin, Mayor of the Palace, died. 
715. 
716. 
717. 

718.  Charles devastated the Saxon with great 
destruction. 

719. 
720. Charles fought against the Saxons. 
721. Theudo drove the Saracens out of Aquitaine. 
722. Great crops. 

Succinctly noted and lacking what we would consider 
narrative, the annals report occurrences that one must 
assume were selected as the most important. A “flood 
everywhere” is quite significant and “great crops” is 
certainly memorable, and when nothing noteworthy has 
happened, why write anything down? But White argues 
that there is nothing insignificant about these coher-
ent chronologies. Rather, the diverse bits of historical 
information that are assembled, selected and organized 
in the form of dated lists for a particular period may 
tell us more about its visions of the past and future 
than any historical narrative. These particular annals 
are vivid accounts that portray a culture, according to 
White, “hovering on the brink of dissolution, a society 
of radical scarcity, a world of human groups threatened 
by death, devastation, flood and famine. All of the 
events are extreme, and the implicit criterion for their 
selection is their liminal nature”.38 The annals do not 
conclude, but simply end. The last entries are: 

1045. 1046. 1047. 1048. 1049. 1050. 1051. 1052. 
1053. 1054. 1055. 
1056.  The Emperor Henry died: and his son Henry 

succeeded to the rule. 
1057. 1058. 1060. 1061. 1062. 1063. 1064. 
1065. 1066. 1067. 1068. 1069. 1070. 1071. 1072.
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[ FIG.V ]

“I could see the changing world in a series of glimpses”

Uchronia (utopia in time)
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The Odds Are Against You
Ronald Jones

if you’re reading this, it means you are one of the 
lucky ones. As of today – fifty years ago on June 18, 
2011 – only one time capsule has ever been opened 
as originally planned; the majority have been lost, 
forgotten or stolen before their contents could be shared 
with the future. From where I sit in time, just passing 
through the first decade of the 21st century, odds are 
that in 2061 you will never get to read this or see the 
works of art placed inside the time capsule; time passes, 
people die, others forget. Our single success story goes 
like this. In 1876, on the occasion of the United States 
Centennial Exhibition, a Civil War widow, Mrs. Charles 
Diehm, had the idea that in 1976, people attending the 
country’s Bicentennial celebrations might like to see 
what their forbears valued a century earlier, and so a 
steel safe, more than five feet tall, was constructed and 
lined in purple velvet. Organizers filled it with books, 
photographs, autographs of famous citizens from the 
day; visitors to the display at the Centennial Exhibition 


