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AESTHETIC FICTION
Dismantling the Light of Frank Lloyd Wright
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A SPACE FOR COMMUNICATION

The construction of a physical space is certainly the site of a ‘battle.” However, that such a battle is not
totalizing, that it leaves borders, remains, residues, is also an indisputable fact. She always preferred a version
of socio-political imaginary specifically about the built environment, particulatly sites that were destroyed

or severely altered. Buildings change over time, deteriorate, and die. In the process of decay—and in it

alone—the events of history shrivel up and become absorbed in the setting. Nothing disappears completely,
however, she knows that what subsists can’t be defined solely in terms of traces, memories, or relics. Hence,

a vast field of investigation is opened up.

The social clearing house, let’s call it a hotel, was a highly charged site for addressing the politics of
intercultural exchange between Japan and the West. She read that it was the third successor in function, if
not in form, to a lineage of hotels that would become controversial symbols of the country’s vast project of
modernization and, as some critics say, the government pandering to the West. It was designed to function
as a space for official communication and provide foreign visitors with a sense of familiarity—a shelter or

‘home away from home,” in an otherwise foreign land.

It has been said that the architect had borrowed elements from the syntax and construction methods of the
Eastern tradition. However, he only used them as symbols, ideograms inserted into a very personal
context—for anyone unacquainted with the cultural development informing his romanticism, their
expressionism must have been almost incomprehensible. Didn’t someone once call it the perfect blending
of both East and West, since it was actually neither of the East, nor of the West? Sometimes she wonders,
if it was the result of a covert operation carried out under the rubric of ‘modernism,” with even its agents
and its managers caught unaware.
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FRAMES OF REFERENCE

It’s January 1, 2023. After a day (or night long) journey by plane, she arrives in the city eatly in the morning
to begin a three-month residency. Her proposal to the program had been titled “The Body and the Archive
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(Imperial Hotel).” She wrote that the project “will explore the complexities of cultural translation,
intercultural exchange, and cultural appropriation, as well as issues of commodification” and that she wanted
to treat the demolished hotel “as a tool to think about the concept of foreignness, cultural identity, and
heritage”, especially “the role of technology and rationality as a Western-influenced paradigm of progress in
modernity.” She is an artist and no scholar (who would have already considered the topic in the most
theoretically exacting and historically important ways), but it felt like a consequent next step and part of
larger current questions. Isn’t the West once again going through an intellectual crisis, and hasn’t there been
(whenever that happened) a marked increase in interest in Japan? A way to demonstrate another way of

seeing things?

When the program accepted her proposal, she was forced to reread it and consider it as a piece of work that
might actually have to be executed. Her plan was to follow traces from the site and its representations, to
the archive and beyond; Research diverse languages and techniques that are distant from each other and
explore what such distance expresses; Rethink what multiple frames of reference there might be, what other
paths might constitute new versions of the future, and the direction each might take. In short, an experiment
with time where the historical past is an actively engaged part of the present. To her, it was an emancipatory
political project that required a third space in which to interact without hierarchy, a space that doesn’t yet
exist. Hence, she seeks to discover and make connections between past and present events, characters, and
objects that join together—probing what appears to be a »o7d and trying to make the absence that seems to
dwell in that void speak: a researcher, an architect, a hotel on Hibiya Park, an earthquake, a war, a site-
specific performance in room 340, the hosting of the Summer Olympics, demolition, re-building. Repeat.
She is interested in anything she doesn’t know about. However, she needs something to lean on. Any
material, physical or mental contact, whatever has possibilities for lessons. The body serves both as point
of departure and as destination. Didn’t he make an explicit connection between architecture and body
comportment? Cleatly for him, bodies do not simply occupy spaces. He believed that space had the power
to inform and inscribe the bodies that inhabit it. But what and whose body, precisely, are we talking about?
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AESTHETIC FICTION

Hasn’t there often been a mutually mirroring relationship between the West and Japan, in which both were
able to confirm their own identities? Yet mirrors, of course, do not produce faithful recreations. They alter
them, most obviously, by reversing their images. It’s January 9, 1917. He arrives in the city after a 13-day
crossing by ship. He took an automobile along with him. The purpose of his visit is to begin preparations
for construction: to examine the site, arrange for acquisition and manufacture of materials, and hire
draftsmen to work on the drawings. He envisions the role of the hotel to assist modernization and help the
country make the transition from wood to masonry, and from her knees to her feet. He says that it is his
instinct not to insult them. He finds the ancient Japanese dwelling to be a perfect example of standardization.
He thinks their aesthetic traditions are among the noblest in the world. The West has much to learn from
the East—and Japan is the gateway to that great East of which he had been dreaming of since he had seen
his first Japanese print. What he appreciates in Japanese art is the elimination of the insignificant, the process
of simplification, a process he had already embarked on his own work. However, he is sure that his work is
original, not only in fact, but in spiritual fiber, and that no practices have influenced him in the least—not
even the Japanese. All are to him but splendid confirmation. She sometimes wonders if he considered the
fact that Western and Eastern art cannot be measured by the same yardstick. The spaces he conceived of
might be called ‘organic’. In the immediacy of the links between groups, between members of groups, and



between ‘society’ and nature, occupied space gives direct expression—°on the ground’ so to speak—to the
relationships upon which social organization is founded. Abstraction, however, has very little place in these
relationships. Hence it seems of no surprise to her that the architect’s encounter with Japan turned out to
be more fruitful for his architecture than for Japan itself.
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THE PRESENT IS PROLOGUE

It’s March 18, 2023. She envisions a small square room attached to a traditional house with moveable screens
that enclose a private space. Size and shape are determined by mats, each three-by-six feet. She knows,
however, that despite its material concreteness, architectural space always alludes elsewhere; studios and
exhibition spaces are no exception. Hence, she arrives at the discursive realm of a setting, where the past,
present, and future exist simultaneously, and research and artistic production might disperse and recombine
in unimaginable ways. A sort of library, or archive, or laboratory in-process, one that is not an instructional
institution; A space that simply offers new possibilities for exchange, artistic experimentation, study, and
play. If we want to know what this will have meant, we will only know in the times to come. Perhaps. Not
tomorrow, but later on, or perhaps never. Doesn’t the exhibition, a record of learning, after all follow
experience? It comes into existence after the path has been traveled, much like the introduction of a book,
which, as we have claimed only can be drafted after one has finished the work. She knows that there have
been many works by foreign artists and writers from a variety of fields on a Japan that Japanese people don’t
know. Some of these might make sense, others might not. Didn’t someone once say if you desire to see a
Japanese effect, you shouldn’t behave like a tourist and go to Tokyo?
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Based on writings by / 24U 5D AT L HFEIRIZED - Manfredo Tafuri, Norman Klein, Henri Lefebvre, Michael Guggenheim, Walter
Benjamin, Kevin Nute, Dallas Finn, Taro Nettleton, Ken Oshima, Reinhold Martin, Allan Sekula, Hari Kunzru, Pamela M. Lee, Kengo Kuma,
Kathryn Smith, Okwui Enwezor, Timothy Barker, Henri Bergson, Olaf Berg, Elizabeth Grosz, Genpei Akasegawa, Mark Godfrey, John
Chamberlain, Frank Lloyd Wright, Charles Olson, Edward S. Morse, Michel Foucault, Asger Jorn, Peter Galison and Caroline A. Jones, Jacques
Derrida, Giuliana Bruno, Oscar Wilde.

Translated from English by Lisa Tanimura



