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FINDING THE WAY

Sometimes the return is welcome, sometimes not. It's February
2025, somewhere over the Sea of Japan. Luminous cubes of
skyscrapers blaze a trail across the sky, certainly, out of pride, like
the medieval towers of Bologna. Three-tiered concrete highways
span the mosaic city, crushing all in their path. She had just two
months to devote to the journey, the time between the end and
beginning of her classes. A previous trip was pretext for the
journey. She considered it as the prologue to a series of works.
But more than that, it provided an opening that she was looking
for and encouraged her to find a way of thinking of her practice
as more open-ended and flexible, or what one calls “reparative”
Interruptions for teaching, meetings, and the rest of life meant
that a project often takes years to finish and can stall out along the
way. Inspired by the process-based approaches who often draw
on Buddhism and other spiritual tradition, the segments with
their careful transitions differ from her usual, more continuous
form of production.

The flight is via Tokyo, as is the case with most international
flights to other destinations in Japan. But there was still another
long journey, this time by train, awaiting her. Half asleep, half
awake. The past does not stop going away and the present does
not stop arriving. Isn’t time a construction of language, especially
European language, which leads us astray and takes us away from
the logic of processes? She navigates in an infinite series of time.
This network of times, which approaches one another, forks,
breaks off, or is unaware of one another for centuries, embraces
all possibilities of time.
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TURNING

Sometimes memories can make one realize that one has been
pulled to another place and another time. It’s January 2023. A
cold crystal-clear winter day. What brought her to the city is her
life-long desire to reach into the past, in search of a lost building—
beyond her own experience and memories, guided by questions
and desires, hopes, and troubles. She turned toward the building
quite by chance. Her research, however, took detours, turns, and
moved this way and that. She knew, however, when you follow
the traces of a building, you can end up anywhere. Sometimes it
turns away and you get led astray.

Perhaps her preference for turnings is because she doesn’t have
a disciplinary line to follow—she was brought-up between
disciplines and she has never quite felt comfortable in the homes
they provide. She has a research position for interdisciplinary
practices at a university. However, she would prefer to call it “non-
disciplined”. Her goal is a push for another narrative or adjacency,
or at least to complicate the collective rush to embrace all things
“interdisciplinary”. Sometimes she wonders if it is less kind of
a radical border crossing than something closer to a colonizing
gesture, in which the specific interests of the humanities are
assimilated into the larger programs and methods of the social
and hard sciences. She knows from experience that if you want to
pursue interdisciplinarity, it is not enough to take a topic, and then
call the disciplines together—none of which are actually ready to
be subordinated. Doesn'’t interdisciplinarity consist of creating a
new subject or space that belongs to no one? Furthermore, what
is the place of art practices within university research—and what
is the place of such research within art practices? She admits that
the debate about Artistic Research has lost her, when it became
clear that it tended to be more about creating a bureaucratic
discipline than attempting to figure out something for the
arts. Sure, she wishes to have the same economic and practical
possibilities that scientific research already has at its disposal,
yet she wants to avoid serving those in power. Shouldn’t art as
a knowledge practice disrupt and open-up the routines of the
academic business as usual? A commitment to experimentation
and process over outcome; a dismissal of medium specificity and
a dismantling of the distinction between art and non-art; or, in
other words, between art and life? She asks herself the question:
what is it that has led her away from the present, to another place
and another time? How is that she has arrived there?
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STARTING POINTS

Didn’t she read somewhere that perhaps nowhere in Japan was
the fascination with Western architecture more pronounced
than in this city, the provincial capital in the remote island
province? Its 1923. In the wake of a series of tragic fires—one
sparked by the devastating Great Kanto Earthquake, the other
ignited during a student chemical experiment—new standards
in building design are swiftly taking hold. A prominent example
emerges as the newly constructed facility adopts cutting-edge,
earthquake-resistant and fireproof materials, setting a new
benchmark for architectural resilience. Observers note the
building’s remarkable design, pointing to a blend of various
architectural styles, influenced by both traditional and modern,
Eastern and Western elements: Its symmetry and the use of
towers are reminiscent of neoclassical architecture, which

emphasizes balance and proportion. The observation tower and
semi-cylindrical towers may also draw from Art Deco, known
for its bold geometric shapes and decorative details. The use of
brown scratch tiles and the overall simplicity of the building’s
lines suggest a modernist approach, focusing on functionality and
minimalism, harmonizing with traditional Japanese aesthetics,
such as the careful attention to detail and the integration of the
building with its surroundings.

Didn't they complacently project this image between East
and West, erecting them as poles of human experience, the
great symbolic marriage? Two cultures supposed to have
risen on opposite slopes, meeting at the summit. But in what
language—by means of what notional and syntactical toll—will
this coupling take place? Within the Western categories that
have now been globalized and reduced to, what a philosopher
once called, Globish? She knows that the distinction between
East and West is far from neutral; it is not that they exist as
independent spatial attributes, in contrast to right and left.
Hence is it possible to search for a constructive approach that
can operate without recourse to utopias or myths rooted in the
Enlightenment? Didn't Western artists discover the value of a
tradition that was then mute for the Japanese, who continued
to move closer to the language of rationalism? The West used
their repertoire as reference of an ideal model for renewal. In
Japan, Western forms were introduced as a part of a vast political
project of modernization. Yet through this rapid and targeted
appropriation, wasn’t the country able to prevent itself from being
colonized and disinherited by the West? Some say, however, that
this came at a profound cost. An inner conflict and experience
of loss—an unresolved tension eventually manifesting in
repurposing tradition into a political task: the vision of a unified
Asia, liberated from Western colonialism, under the banner of
the “Greater East Asia Co-Prosperity Sphere”.
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TOWARD AN IMAGINARY BOUNDARY

Because our memory is short, we collect countless mnemonic
devices. Museums, however, have tended to fix their collections
in time and space. Though things have been pushed in new
directions by new generations, responding to the global
transformations of contemporary life. Hence, it has become
standard practice to invite independent agents (typically those
referred to as “artists”) to engage with existing collections in
radical or novel ways. The hope is to reanimate the holdings
according to contemporary agendas or alternate histories and
epistemologies, all while refurbishing the attraction of aging
institutions and soliciting new audiences.

It's February 2025. Early in the morning. Since she is staying on
a remote island in the bay, she took a boat, a bus, a train, and
another train. She got off at the wrong stop. However, there was
still plenty of time and she even arrived at the meeting point in
front of the museum ahead of time. The leaves of the palm trees
lining the square wiggled slightly in the wind. The silence was
interrupted by caws of crows and the thundering of airplanes
that passed directly over the building at a very low altitude. The
smell of kerosene was in the air. She felt wobbly and exhausted.
Her limbs had a flu-like soreness and she was plagued with
dizziness. Traveling across time zones and overwhelmed by the
recent increase in responsibilities resulted in failing defenses
and the inability to cope with stress. Within strangeness she
found herself without a language. It was here, in this geography
without language, this negative space, that she could start to
think. Escaping linear time, she considered the site, and building
itself, as documents. A “ruin-in-reverse,” as an artist once called
it, evoking a crossed future and past that includes all the new
construction that would eventually be built.

Isn’t it a commonplace assumption that modernity goes along
with processes of dematerialization, temporalization, and
historization? The site of the building has long been regarded
as a key location. From the late ancient to the Kamakura
period, when defensive fortifications were built against Mongol
invasions, up to early modern times. Furthermore, for about a
century, it served as the heart of the once Imperial University,

from its founding in 1911 until its relocation, which has led to
debates about the building’s best use. Consequential, a museum
was established to preserve the legacy of the university and its
contributions to various scientific fields and unify its extensive
collections. Was it the desire to enclose all times? Create a space
of all times, as if this space itself could stand outside time?

She imagines the building marching on toward an imaginary
boundary, passing through the looking glass. It's no longer the
same building. Before, wasn’t it part of a universal, abstract,
indifferent memory, where all buildings are equal? Now it’s been
picked out, preferred over others. She explores its architecture
from the outside. However, it is not the literal analysis of its facade
or exterior. It reflects her position as an interested outsider—one
who doesn't work within the discipline, but outside of it, and
who is concerned about its inside from the point of view of the
outside. To her, its collection is not a thing, not a recipient, not
a building, nor a box, nor a filing system. In fact, she is hardly
interested in the collection as a container of knowledge—and
that means at least, not for its conventional concept. She seems
to be looking for something else, with its entry into the invisible
underworld of the collection.
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SEEING THROUGH THINGS

It’s 1932. The rain has passed, leaving the forest soaked—damp
earth, moss, the faint tang of camphor. He wants to collect and
compile all of them. Not an easy task. One can visit the main
islands, but how to walk nearly 2000 islands, one by one? And
the specimen had to be collected in the right way. One misstep
and the data is worthless.

He probably didn’t think of himself as a colonial agent. He
probably thought of wood grain, petal symmetry, and altitudinal
shifts in species composition. However, his tireless pursuit of
botanical specimens was not conducted in a vacuum. Didn't the
fieldwork unfold within the charged atmosphere of the country’s
colonial ambitions, when science played a dual role: as a tool of
discovery and as an instrument of control—his research feeding
more than scientific journals. Didn't it also feed bureaucrats,
shipbuilders, and military strategists? She knows, however,
that the ideas and practices surrounding imperial forestry are
complex and do not fit into a simple scheme of exploitation and
modernization. Yet she couldnt refrain from thinking: What
if these specimens in the vast collection are traces of a tamed
landscape deeply embedded with imperial ambitions?
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INTERSPACE

Imagine that you are in a foreign country. Since you are going
to be in this place for some time, you are trying to learn the
language. At the point of commencing to learn the new language,
just before having started to understand anything, you begin
forgetting your own. Try to make the absence that seems to dwell
in that void speak.

Because there is no third-party or mediating language
(globalized English, or Globish, certainly does not fit the bill), all
conversations with the respective scholars were made possible
thanks to the skillful translations from a student, who related to
their long, and thoughtful answers. Everything she learned was in
dialogue and enabled through the translator’s resources. Didn’t a
philosopher once say dialogue can occur only in the language of
both the one and the other? Each language, each line of thought,
each position allowing itself to spill over—in the interspace
opened by translation. Yet didn’t he also add that dialogue, in
truth, has itself been stained with suspicion? Didn’t the West
engage in dialogue with other cultures because of its lost power?
Back in the day, riding high, it would impose its universalism on
other cultures: colonizing them with its triumphant rationality.
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THE MUSEUM AS LABORATORY

The museum is a laboratory, the laboratory is a university, the
university sits adjacent to the city. She enters the collection as a
probe, into its corridors and canals, into its infrastructures and
operating systems. The building’s inside is dark and cold. A strong
tang of camphor fills the air. An infinite variety of containers,
tamed, named and displayed, streamlining their meanings
through coordinates, graphs, and tables. The celebration of
materiality, entrenched in a cavern of communication that exudes
the musty smell of old objects, organized (and disorganized)
piles of specimen, mountains of files and towers of artefacts.
Doesn’t designating an object as a specimen consolidate the grip
that the administrative powers are holding over the material
world? She asks herself if she is directed to look at what is already
known. In other words, doesn’t she view an unfamiliar object
through particular modes of understanding that preexist her
encounter with it? And how did Western European concepts of
order, reason, and truth come to be historically and culturally
constituted?

She knows that institutions involve orientation devices that keep
things in place. The effect of such placement could be described
as a form of comfort. Isn’t to be orientated also to feel a certain
comfort? One might only notice comfort as an effect when we
lose it—when we become uncomfortable. Glancing over the
dried samples of wood arranged in the display case, it became
unclear, even to her, just what it was that had brought her to
this place. She is part of a generation that is more focused on
academic questions and institutional change—an artistic practice
that unambiguously takes a stand in not illustrating a theme
but instead developing its own theses, methods, and formats,
establishing a discourse that radically questions the space of
art and the regime of representation linked to it. Yet hasn’t she
ceded into the territory of the laboratory approach to the art and
humanities, one that is increasingly geared to the interests of the
STEM disciplines?

On a practical conclusion, she is abandoning all efforts at
pedagogical action and moving toward experimental activity.
However, she also knows that these types of experimentations
are not as new as they might seem. Didn't a group of French
Surrealists begin to mobilize playful yet incisive methods to
question the European field of anthropology and its colonialist
systems of classification? In an effort to gain fresh insights into
the workings of entrenched historical presumptions, she wants
to transcend historical and academic boundaries, providing a
space to reassess interpretations of individual objects in relation
to their contexts and narratives. A geography, conceived in the
shape of a journey that extends from the physical spaces of
the museum, with its holdings, to the city and beyond, up to
the virtual realm and the imaginary. In this process, however,
the imaginary is understood not as a contrast to reality, but
as something that emerges between the signs—from object to
object and in the interstices of repetition and commentary
that becomes part of our lived physical and virtual world. This,
however, is not an easy process.
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A PEEK INTO THE LABORATORY
Is the material archive acting by itself, of its own accord, or

doesn’t it also show traces of the people who created it, and of
those who use it? It's February 1935, on a rainy afternoon. A



reporter is visiting the Faculty of Agriculture. As an outsider,
unfamiliar with the subject, he wanders the halls with little sense
of what, or whom, he might find. Hence, he rather rudely asks
a professor of forestry for help. The professor tells him about a
mysterious tree in the South Seas, called the Takonoki. It is about
five to seven, or even eight meters high, and bears fruit the size
of a human head. The research he conducted has revealed that
there are a great many species of this tree. Originally it was found
only in the Eastern Hemisphere, spreading from Africa through
Madagascar, India, and Malai, to New Guinea, Solomon, New
Caledonia, and northern Australia. Topographically, Micronesia
appears to be the birthplace, which makes it all the more
intriguing to him. The tree is not a useless plant, he explains, and
the inhabitants of the Pacific rely on it. The long leaves are cut
into small pieces and used to make clothes, rugs, and fans, which
make it indispensable to them. When the fruit is used for food,
the fine internal fibers are removed, to make something similar
to yokan. It is extremely tasty, he says. He wants to classify the
plants and present them soon to the academic world. However, a
different approach to categorization is needed, one that is based
on the specimen’s medicinal and ecological use. The Age of the
Theatre, with its magical, atemporal, haphazard juxtapositions
of objects had long ended, and the gridded, hierarchical Age of
the Catalogue had already begun. Did he want to understand
what happens to objects and our understandings of them, when
they are absorbed into new organizational system? The reporter,
most likely, left with more than he expected. Little did he know,
though, that the mystery of the tree was already making its way
beyond the tropics: Through scientific investigation and creative
experimentation, it would travel from the herbarium, into
stories, and even into a 3D fabrication lab.
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PERIPHERY AND CENTER (OR PEOPLE LOVE FORESTS)

She read in a German publication from 1934 that Japanese
and Western authors once sought the character of the Japanese
the origin of Japanese
architecture in the Arcadian realms of the forest, a beauty
of which could only be felt by the Japanese and the Germans.
She knows next to nothing about traditional Japanese culture.
Perhaps like many foreign visitors, she perceived the country asa
pristine, forested landscape—a “green archipelago” She quickly
learned, however, that this verdant image is, in fact, the result
of centuries of human labor and environmental management.
What if she considers the country’s history of tradition, empire,
and transformation from the vantage point of forests? Follow
the wood as resource? How might her images of Japan be
challenged? With modernization in the late 19th century, didn’t
the country begin to exhaust its own forests? Inspired by Western
powers, turning then outward, establishing an empire across
Asia, extracting vast quantities of tropical hardwood to fuel its
growing industries and war machine? Isn't the story to tell also
one of exploitation and shifting global power? Could she treat
wood as a symbol of imperial reach? And what happened after,
with the devastation of World War II—cities burned, colonies
lost, and forests depleted? Did, in the rubble, timber take on
new meaning? Practical for rebuilding, yet still tied to memory
and tradition? Didn’t the country, shifting from conquest to
commerce, once again reach beyond its borders? This time
through trade? Yet, while preserving its own forests, didn't it
contribute to deforestation abroad, echoing the old patterns of
extraction?

national essence—kokutai—and
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RAID THE ICEBOX

Can the fortress of knowledge become a prison? Pushing the
body into the archive, pushing the archive into the body—a
mutual metamorphosis conjuring up, creating, secreting,
excreting, inflecting critical points where virtuals and actuals
exchange place. She begins to move away from the conventional
concept of knowledge that is as immaterial as it is unseen—like
a hidden text that sleeps on the leaves of a book that has not yet
been opened, in the cellar of a warehouse. There, in the depot,
doesn’t materiality not only carry knowledge, but is knowledge:
in the position of the piles, the stacking and layering of the
documents in the cellar rooms, their bizarre neighborhoods, the
light and air conditions of their storage? Furthermore, doesn’t
the collection itself produce knowledge through its encodings:
through its preceding procedures and processes, its techniques
and storage of this knowledge?

She was convinced that the material must be experienced in the
world, in order to produce the effects of knowledge. But what
if knowledge is not subsequently provided with a material? Is
a file on a computer, which can be changed at any time, “in the
world”? Do we need original materials as evidence of historical
authenticity? She always wondered why tacit knowledge was
never integrated into occidental historiography and remained
marginal to the European concept of culture. As the winners of
the battle between sensory and cognitive modes of apprehending
history declared, history should be understood rather than felt.
Yet with the current restructuring of the cultures of knowledge,
hasn't the body been rediscovered as a seat of memory? Yet how
can this be made productive?
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YUKA YUGETSU (PLAY WITH FLOWERS, PLAY WITH THE
MOON)

While she sleeps here, she is awake elsewhere. She feels that the
embodied knowledge of the material has a different temporality.
When a collection promises recollection, the arrested life of the
displayed collection finds its unity in memory and narrative. The
inanimate comes to life in the service of the awakened dead. In
the following narrative, knowledge is not only written or read. It
is situated—in timber beams, in forest rhythms, in the strange
alignments of time and place.

Imagine the humid forests of Southeast Asia during the late
Meiji period, a breast-banded jewel beetle larva burrowed
beneath the bark of a Takonoki tree. At that time, the country’s
imperial ambitions were drawing heavily on the region’s timber
resources. Logging intensified, and the larva, unnoticed within a
felled trunk, was carried across the sea to the port of Kagoshima,
encased in a shipment of wood. The Japanese summer sun shone
down on the port, but for the larva, time seemed to stretch and
freeze, as it slumbered deep. Years turned into decades. The
Taisho era came and went, the country modernized, and the
nation moved towards a state of total war. The larva, unseen and
forgotten, remained undisturbed, suspended in the temporal
logic of the material world. It would not stir again until half a
century later, when the timber from that very shipment was used
in the construction of a house on an island in the Hakata Bay.
Surrounded by the sea and mountains, offering a large array of
seasonal flowers, it was supposed to be a place where family and
friends gathered: for cherry blossom viewing in spring, fireworks
in summer, and baking sweet potatoes in the fireplace in winter.
However, the house had been waiting for its owner for a long
time, but due to illness, she never returned. Hence, the idea arose
to make it a place for artists and researchers, who quietly spend
time and bring life back.

The years passed and something began to happen. The warmth
of the house, combined with the surrounding flora, slowly
awakened the beetle larva from its deep slumber. One morning,
the larva, now fully grown into an exquisite beetle, emerged
from its wooden nest. It didn’t take long. The beetle‘s presence
was noticed by the current resident, an artist from overseas.
To her it became more than a creature: When the beetle finally
emerged, fully formed and radiant, it did not simply appear—
it revealed the latent memory of the material. It became an
accidental archive—a living record embedded in material. She
was convinced that the wood did not merely carry the larva as
a vessel; it preserved an entire ontological state that bore silent
witness to colonial extraction, global circulation, and eventual
reuse. Time does not move linearly. It layers, folds, and waits.



Isn’t the beetle’s life a reminder that material is never neutral? It
remembers. It holds. And sometimes, it awakens.
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THE SHIP OF THESEUS

Why did Western Enlightenment, Rationalism, Romanticism,
and notions of the authentic ruin prioritize the preservation of
material authenticity as an end in itself? She always wondered
about the object-centric model of conservation, where
interventions are minimized in order to freeze a structure in
time—privileging the historical moment of an object’s creation
over its extended life and use. Shouldn’t change be accepted as a
natural and necessary part of an object’s life?

She once read that that the primary aim of Japanese conservation
is retaining the original form, giving less consideration to
material authenticity—suggesting the analogy of The Ship of
Theseus, whose decayed planks were gradually replaced until
no original timber was left. While this interpretation of the
approach is also contested, the question remains if an object can
be considered the same even many centuries of repeated repairs,
possibly with all its material being replaced? Shouldn’t we—with
changing perspective on material culture—understand heritage
not as a static object or fixed set of materials, but as an ongoing,
lived practice? An embodied knowledge that is continually
enacted, negotiated, and reconstituted through specific cultural,
technical, and ethical practices over time?
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OBJECTS RELEASED FROM REST

The objects have arrived. And, having arrived, what then do
they do? Assembled with obsessive care and endless yet minimal
varijation. Silent and unmoving. Aren't artifacts, regardless of
whether they are pieces of high art or implements of everyday
life, first and foremost historical effects of institutionalizations
and classifications? She knows that the endeavor takes a place
alongside other works that have focused on the meaning of a
collection as both a formal space and an ideological construct.
Objects transferred from the storage areas into the gallery
spaces, to subvert traditional notions of connoisseurship and
aesthetic display. One antecedent of what has been referred to as
“institutional critique”. Yet haven’t things changed tremendously
since what appears in retrospect as the first or second wave?
Isn't the exhibition (a genuinely modern form, developed
as an experiential and visual system, capable of addressing
large audiences) an obsolete format of communication?
Shouldn't the objects be in the world, with their own different
temporality, experienced there, in order to produce the effects of



knowledge? Could they be cast as active narrators of their own
histories—affect-laden, garrulous, animated? Isn’t the exhibition
everywhere?

M SEESRNZE /25

EB/EBSHREIBLURE, T, BIBULEZENSETDE. Az T
20N, BHRFEDEFREE., IR THDRNSERD/ (U
I—>3>%6> THAII TSN, BRUTENSBFE, EMD
B THNEABODEETHN. AIMEWSEDE. TEEE
HIEACDIEEDELEDOFRE TIZRVDIEZSHh,. ZnHt. db
723 >R ERVSRINEBEN S LTS, thofE
mERUEAFTHDEND T ERFEL(EH D> TND. TR
R CENREREB I OCINEENSBREANEZDE/
EBEBREINEEE. BN THIEMRE ] SIFENSBD
DREIFID—DTHEHD. UM, IRDENET 77— DT —
T¥othy RO —JEREINIFAHNS, IKRITBIBNCED
DIEDTIFRVD, FS(LHARMWLBHERENWZ D, KRICET
JEARERE - HENSXFAEUTREUERERE. B
RENODIZ21 =5 -3 >FETHD. MHOMREED T
HICIE. B/ FCOHFBICEN. TNTNORFRIEZIFS.
TR THRERESNDIRETIIRLVDN, TNSZ. BESDESR
ZTEEBMICEEDFIE. £EIRVBEREBL. BET. £34&=L
UREDFEUTFVYRTA I TERWVWERDH. H5WDD
BACBRERFFEL TS,

EMPIRE AND ENVIRONMENT

As peripheral parts of the museum’s collection, the selected
objects reflected her resistance to the scholarly injunction to
analyze and connect, in order to make a coherent whole. How can
she begin to understand their complexities after they have been
resting in storage for decades? Who, why, and how had they been
collected? How were they described, classified, and categorized?
What are the objects’ own histories and associations? What other
potential meanings or stories do they contain?

Intrigued by the complicated history that weaves together design,
ecology with colonialism and global trade, she calls into question
the relationship between environmentalism and imperialism.
When and where did it begin? She apparently finds the answer in
a book from a scholar, who points to the introduction of a new
forest management system by colonial officials in British India
in the 19th century: more precisely, a British general and former
forest inspector who reconciled governance and economic
profitability, with ecological needs. This system, so she learns,
becamea global template, spreading to Commonwealth territories
and leading to the idea of environmentalism internationally. For
all she knows, the research on the connection between empire
and environment has flourished worldwide over the past quarter
of a century. Most writings, however, have focused on the history
of Western imperialism; few have anything significant to say
about the Japanese. Haven't there been more recent attempts to
shed in-depth light on the natural and cultural history of forests
with its wider debates about imperialism, environmentalism,
and modernity? She remembered that a writer once said that
photographic reproduction, montage, and the book are the
decisive filters through which one sees the world. Hence, she
turns to the library.

She arrives at an empty space. It looks like a shell. She is
unpacking her library. She loves unpacking. The books are not
yet on the shelves, not yet touched by the mild boredom of order.
You cannot march up and down their ranks to pass them in
review before a friendly audience. Instead, she asks you to join
her in the disorder that has been wrenched open, to join her
among the piles.
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Based on writings by Susanne Leeb, Koji Nakashima, Sara Ahmed, Félix
Guattari, Teju Cole, Ann Cvetkovich, Fumiko Hayashi, Frangois Jullien, Jorge
Luis Borges, Reinhart Koselleck, Pamela M. Lee, Roland Barthes, Peter Osborne,
Hito Steyerl, Marion von Osten, Asger Jorn, John Beck and Ryan Bishop,
Ariella Azoulay, Manfredo Tafuri, Vera Wolff, Alyssa Grossman, Alain Resnais,
Gerald Raunig, Anna-Sophie Springer, Siri Hustvedt, Joan Didion, Kathy Acker,
Michael Guggenheim, Robert Smithson, The Kyushu University Museum
Website, Elizabeth Grosz, André Lepecki, Michel Foucault, Knut Ebeling,
Walter Benjamin, Eilean Hooper-Greenhill, Eva Wittocx, Ango Sakaguchi,
Kyudai Shimbun 02/12/1935, Heather MacNeil, Andy Warhol, Georges Bataille,
Elizabeth Freeman, Inge Baxmann, Hitomi Hasegawa, Susan Stewart, Giuliana
Bruno, Alejandro Martinez de Arbulo, Howard Halle, Fred Wilson, Martin Beck,
Jeffrey Jerome Cohen, Gregory Barton, Tessa Morris-Suzuki, André Malraux, as
well as conversations with Mishima Misako, Munetoshi Maruyama, Ryuji Arai,
and a hallucinating machine.
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Translated from English by Takuro Mizuta Lippit.

Thanks to Ariane Beyn, Genki Fujita, Mishima Misako, Takuro Mizuta Lippit
and Madoka Yuki.





