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An hour's ride on a rustic but good old train. The crisp and
clear blue sky that had bade us farewell from Venice in the
early morning had changed into a silvery-grey by the time
we arrived at the place we had long waited to visit; Vicenza.
It wasn't the perfect weather for visiting the fine buildings of
Palladio, but it did contribute to the speed of which we
quickly wandered around the city to take in the Basilica
Palladiana, the Palazzo Chiericarte and the Theatro Olympico
which contains the truly exciting stage designed by Palladio.
The day was drawing to a close as we arrived at the long
approach to the Villa Capra in the suburbs. The Rotunda
stood out calmly and silently within its vacuum of sterilized
ether created by the driving rain. It appeared to be a
horrifying crystallization which emicted light from within.
But, no. It is better to say that it stood there flucruating
against its extremely distinct and axiomatical features as if it
was a constant entity as well as being unprepared for the
people it scared. The difficult-to-believe dwelling
constructed immoderately in an almost outrageous
architectural form produces a mental image thart is close to
speech but deties being made into coherent sentences. It has
taken advantage of its characteristic ability to cast itself into
a finely split apparition of violence. There is a dangerous
system laid back to back to its mathematical principle that is
clear in broad daylight; the mechanics of poetry that operate
secretly along the surplus divisibility. However, deep thought
makes it clear that the fear contained in the paradox of the
Kingdom Rotunda can easily illuminate with exorbitant light
the surrounding area and bathe it with a fragrance emitted
by the fear which belongs to the poem. It is difficult to resist
to the tempration to act ruthlessly and name this poem as a
true feature of the architecture. The thing that most
caprured my imagination thac drizzly afternoon in Italy was
the fact that the machine appeared to be filled with a
relentless inertia of which some kind of production would
eventually produce the actual act of production that nothing
but the machine known as the Rotunda could provide under
the limits of paradoxical productivity.

The reason why I have indulged myself in retrospection over
Palladio’s Rotunda at the beginning of this volume is owing
to the fact I feel the same type of mysterious production
upon viewing the latest works of Kondo. Every genius is a
genius from the beginning. Kondo is no exception. His work
has had no relation from the beginning to the literary world
of his master, Kuramata, which abounded with wit and
dignity. As far as I can see, his work started off with clear
magic and simulated the epistemological mechanism of space
beautifully but suddenly began to take on the appearence of
a self oppressing machine based on the series work of’
renoma mousieur (1985). The machine intently wrapped itself
around self-tormentation in search of the steady world which
soared beyond the internal breakdown. Regardless of this, the
system filled with loud laughter in a vacant and half-defiant
attitude. At one stage I analyzed his work during his
“Reversed architect”* period and understood the change to
be an indication of the ironic paradox that was seeking to
switch from interior design to architecture. At around this
time Kondo coined for himself the phrase “Interior Architect”
and I remember chuckling to myself over that simple
coinage. However, as if to return the laughter of the simple-
minded criticize, Kondo began to send out a series of fully
capable machines one after another. This was all around the
time of HIROKO BIS (1987). We all fell for the crick.
Kondo’s strategy was far more subtle. Let us rake a closer

look at one of his better examples, the crafty design of the
POLYGON PICTURES (1987), one of his most important
works. It is a loft converted into an office. Every unfair
distribution of the power has been carefully avoided in the
integrated, filled-in space provided by two double-layered
heights, and the matrix space has been coldly and finely
divided to make it appear to be the replicate nerve system. In
other words, maybe I should say that a system designed to
avoid accidents has been installed. All of the elements do
nothing but work tightly together on erasing the powerful
movement while taking the allocations that have almost
nothing to do with the correct visual orders, gravity and
hierarchy. It can be said that this automotive machine does
not save power within, but is bound by unexpected tensions.
It is yer another system that has been skillfully converted to
the battlefield by the master strategist, Kondo; the man who
has already systemized the so-called element of inertia into the
system itself. No longer can it be described as either interior
or architecture. It is the arrival of space used as a simple
strategy. The progress of the battle situation urges the
recognition of the mechanics to create the homeostasis
movement. The movement that the machine is serving as
space is precisely like poetry (in fact I am tempted to name
the machine the Rotunda). However, it is better that I avoid
making the foolish mistake of defining productivity against
the measurement of its productive ability. The dream that
genuinely ralented people have been dreaming since ancient
times is to invent a machine that carries out immortal
movements: i.e., a machine that advances and identifies itself,
or a machine of inflexibility within the self-reference of
movement has the same meaning as production. So it is no
longer simple “Reversed architecture”. Kondo has achieved a
freedom of space which cannot be desturbed by phase-
shifting freedom nor by the human scale of reversing it once
again. Kondo has managed to stand on an inconceivably
even place by setting forth a paradoxical paradox. How
ractful can one ger ? Therefore, Kondo’s Rotunda can be
used as fresh architecture or even in the city.

I have spoken here about two separate machines by accident.
One was created from the dreams of Palladio, and the other
is still in progress under the title of the experimental work of
Kondo. Possibly it is difficult to find a formative likeness in
the designs and modus operant, bur then again I would like
to say that the commonness in the beauty of both systems is
striking; a beauty that has enough capacity to crumble itself.
To put it another way, a beauty exposed to constant danger
by a literary productive capacity. Once again I am at a loss
to put this beauty into adequate words, so I will call it poetry
for a second time. Having been allowed to declare Palladio’s
poetry as an indication of architecture, I would now like to
declare that poetry of Kondo is the indication of nothing but
space. In the same way that Palladio developed the alchemy
for poetic medicine at the same time as planning the
education of the architectural crystals by catalyzing the long-
established ethic of mathematics, Kondo has managed to
create the automotive poetry machine having been driven by
the ambition to redefine interiors once again. It one dwells
on it, it is possible to say that true genius is cthe result of
people blessed with the talent to create grand results which
completely differ from their own will. I understand that
Kondo has yet to visit Vicenza. It is rather my private wish
that he never does. It is not always true that the antidote for
poison comes from the poison itself.

* “The Other Side of Architecture — The Theories of Yasuo Kondo™ Kenchikuchishiki, October "85
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| Clear statement of the method
This book has been composed in such a way as to
clarify the process of construction methods used in
my work as technically as possible. The constructive
form itself is in fact an expression of my own will in
relation to the “lackness of methodology™ or the
“absence of interpretation” which appears to be
especially important amongst the various problems

of modern interior design, and could also serve as
an effective means to present a way of recognizing
interior design.

Composition of recognition

Why does it have to be “methodology” or
“interpretation” ? This is because the fixations of

bad habits being tolerated under the titles
“indefinition” and “vagueness” of interior designs in
combinarion with a tacit or unconscious
understanding have been pointed out as chief
factors contributing to the decline in the impact or
its phenominum of interior design in the recent
years. In addition to such hotbeds of indiscretion, it
is also considered that the following are also chief
factors which are deeply related to the cause of the
socalled side-effects which all go to stunt the
growth of interior design.
Aspect for reaction
The primary factors for the side effects are; @ The
image of interior design being spread across to the
general public, mainly by the media, at such an
increasing tempo that the vacuuming force of
| demand for the image has put the designers into a
condition of decompression. 2 Nevertheless, a
considerable amount of business has been generated,
| providing the designers with an invasion of

| consumer constructions which have cropped up
during this period, paving ways to a state of
entering the business of software to a full extent. 3
The various consciences of the designers who readily
accept these opportunities are completely flooded
with the conceptions of “insentive dreams” which in
| fact lead to misunderstandings and hallucinations
which originate from “indefinition” and “vagueness”
and destroys their ability for clear recognition and
strategies for @ and @.
Transformation of sensitivity
Through the 1960's and 70’s when interior designers
began to work on avant-garde concepts commercial
space for trading areas which produced plenty of
new images, the concept of “space — sensitivity —
design” was vigorously functioning as a combination

of new ideas. “Sensitivity”” was able to remain
seated on its radical throne at the head of design
expression. The ideas for the designs were full of
originality, and expression with a strong sense of
flexibility towards the circumstances added a strong
impact to the times. Such words as “methodology”
and “interpretation” might only have been used by
amatuers as excuses.

Trap of the times

However, as each genre from the so—called environmental
art was used to establish its trendy connection with interior ‘

‘ design, the growth of the later was stalled to such an

extent thart it lost its status. Alchough interior design coulc

have summoned up “sensitivity” and “methodology” during
its heyday, it was other fields that came up with
remarkable expansion in these areas. Interior design was
relegated to “an internal skin for consumers™ instead of “a
sensitive container for the five senses”. This appears to hav
been a trap set by the times in order to dominate interior
design and produce hallucinations that the viewer was a
sensitive human being by groundless misunderstandings.
The end result would be a powerless but sensitive illusion
within a non-talented person.

Construction of the norm

Considering these conditions, the first step on my
long journey for “constructing the norm™ has been
taken. My first work, as a non-talented man, was to
affirm the fact that the act of design cannot always
be created from nothing. And, of course, one

cannot always expect a “revelation”. Next, practice
“deciphering” the design based on ones own
individual affirmation of sensibility and logic. For
example, such design work as quotations, collage,
copies and restraction must be deciphered as a
transcendation for the dual structure of sensibility

and logic, not as expressions of image. For
connection to the elements for the actual structure

of the design, it is necessary to extract the elements
which are as natural as possible. And then, when

the discipline for construcrion is added, one has to

be aware of the combination of sensibility and logic.

I have used an accumulation of simple works which
retains the thought that is apt to be affected by the
sensibility as objectively and fundamentaly as

possible. Additionally, an accumulation of simple
works become an objective measurement for oneself;
a neurtral critic is suddenly available within oneself.
Series of the interpretation

And here is the culmination of my long-winded
explanation. In one sense it was extremely static and
uninteresting work, but it appears as if | have been
carried through it by my self-discipline emploring

me to build something for myself and then get it
across to others. It may therefore be more precise to
call this time-consuming monologue my own

personal “How To Write A Notebook” journal than

it is to call it a collection of works. My only hope is
that it will be useful not only to myself as a basic
textbook for interior design, but also to young
would-be-designers who cannot afford to rely too
much on “heavenly revelations”. There is no doubt
that a brush and shine of the sensibility is important,
but it seems to be more a question of either having

it or not. However, the far more important things to
be considered are interpretation, methodology of the
design, and, furthermore, the development of a

basic ground ability and construction. I will even go
as far as to say that the negligence of these will
prove fatal for future design trends. The era of
demanding fantasy from a contraversial design
reduced to vagueness is long past. And, speaking for
myself, it is time for me to start constructing my

own “methodology” in order to repeat the series of
interpretation.

1n




| HEEE
f%%JWF@%%%Jﬁ%ﬁﬁﬁwi?%kﬁ%ﬁﬁ
B —R SR - BE LEREEXRET LIER
RHEFHAEERDY » FERE < HEEA LR ﬁﬁg
Ry [HIE | MERREIRE ARRGETRY [ - HZ
TERER FEE SR —m iﬁmﬁpﬁ%m%m
Mg o B EEFER R MR HR S B — Y E
K HEZARTE » WE 2R ERZE RIS EE N F
ﬂ%?@%ﬂ@%%%$%obm FTHYRREERR T 537
RS L BE A HURR AT » 3B B ALE BT UG TN o Tl
%WL%“%%E*QW%%ZM%&DE 5 T HEAR
d\d N Z2 R T EN B FA AR o B R RS O ER > S Rk
EEE I ? ARERBAERN —EMEC® - 1
%%ﬁ¥“@ﬂm% R MR [RILIEE] - &5
IR AT H RS TR » 23 7 TESERVHE R » = NaRETHY
[ M7 | SRR SR I —BOR R AR AR A& m L

SRS AR [P ROEE | 25508/ o
fERZEL

(DIERER IS

ORI SHIERE

QIEFEZE B AR

5 ?@E’J’F%
AR T R 7T TH] A A Y B SR AR S B S A LA
F"%Tﬁihﬁdﬁ%ﬂﬁ”ﬁ%&mkﬂﬂ Hﬁll‘l%ﬁﬁ\/JE ] 1o

R

RHEIRENL | RO T W RBHRIRRE T HIF et
F-J THEBHIRIOLE o \ZWFEI 7R BACRRGET T AT

; R aAE#NE Fﬂ“}‘ﬂ il 7E WS T RE bﬁﬁiﬂi"%& L |

HED R RERFTEANHKTBE R - H e
‘%%@f%%/%§$WkEJwimmfﬂﬂ“H1

| LERERATRE [ EAvRGHE] thik

SRRy [ Ey
%ﬁjiwhﬂvagﬁT%f,L+ﬁHUﬂrﬂAﬂH&c

| fFEER

mm'yfwu ﬂ’]fﬁ%o [T 5

OEF RIEE H HA% 58 B B8 0BREs i Sk E
C%Qﬂﬂ%kﬁwﬁu§FWZ%anH¥ﬁ%ﬁ&ﬁﬁﬂﬁﬁu ‘
@ % [ s I T SR RE A 75 172 » i o B 2 TR — SE R 3 o
Hﬁg e QAT A A 6 A ) SR
®@FHHIERE LA EO—@DREEREHITE o

TEH R
LA F’Wﬁ'ﬁ@ Wi SETRY [HEREPE ] B—E L]

Nk
S

LR A b 0 R AR » (R Bl [
file | TTREPTFERAY S BLES
Cm%ﬁiufﬂif?&%ﬁﬁfﬁs EFE | BRCQETHE
1B HUREET L A SR E EQRE » 3R ERML |
W%&mﬁﬁﬁ%fﬁﬁﬁ RS R LA R |

‘7?mf%J/@EN{ﬁﬁmﬁkﬁi(kﬁ\i¢ﬁﬂFﬁ%J

(EZERYALIE » 15 L0 A] iR O T B 28 — G o

| fERER

| OS5 R AT AY

|
\

@l HEE T+ —FERAEE » FERE TREAREFRK




