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Silent Explosions of Soft Machines

Kuniichi Uno  Scholar of French literature, Critical writer

Cities, architecture and crystals, and the imagining of these in and of themselves as a boy’s body, are
Paramodel’s motifs. Realizing this, | could not help but be reminded of Arthur Rimbaud. While still in his
teens, Rimbaud crafted works of poetry that were completely without precedent, such as Le bateau ivre
(The Drunken Boat) and Une saison en enfer (A Season in Hell), and then disappeared from France without
warning, only to become a trader in the area of present-day Yemen and Ethiopia, and die in his thirties. In
the few pieces he left to the world, there is, within the soul of an abnormally precocious youth, a cool-
headed, cynical intelligence that has collided with a naive and untamed sensitivity. Though Rimbaud’s
early works are peppered with harsh images of vomit and tumors and feces and urine, in lfluminations, his
most enigmatic collection of prose poems, one finds glimpses of another world.

Several of the prose poems in this collection deal with “cities” as their central theme, each presenting
a kind of patchwork of actual urban scenes and poetic fantasies. “Chalets of crystal and wood move on
invisible rails and pulleys. Old craters ringed with colossi and copper palm trees roar melodiously in the
fires. Amorous feasts knell over the canals suspended behind the chalets.” And these urban scenes
overlap with mythical realms: *“...the flat daylight produced by this sky, immutably gray, the buildings’
imperial éclat...” and then, “That dome is an artistic steel armature about fifteen thousand feet in diameter.”
These images of architecture are superimposed with the Acropolis in Greece, along with various references
to London and Paris.

Rimbaud went to London in 1872, and stayed through the following year. The enormous iron-and-
glass Crystal Palace, which had been built for the Great Exhibition held in London in 1851 and then
dismantled, had been re-erected in another location, and he was able to go and see it. There is little doubt
that the architectural and urban spectacles Rimbaud witnessed during his stay there were reflected in his
poetry. And this young poet, with his repeated references to a “new body” in his prose poems, was
creating a layering of that new body with new architecture and cities. | am always thinking about this
layering — What has been lying concealed there?

At the end of A Season in Hell, he writes, “what splendid cities we shall enter,” and then leaves us
with, “and | shall be free to possess truth in one body and one soul.” To obtain a new body, one must enter
the new city, and the architecture as well. Paramodel’s exhibited works have reawakened in me those
naive times | spent together with the poems of Rimbaud, and for that | must express my gratitude.

In a volume of Paramodel’s collected works, | came across a piece entitled /f Only We Could Make a
Soft Machine (Déka, Yawaraka na Kikai o Tsukuremasu yo ni). It may be that this “soft machine” is a most
apt term for the tone that permeates the work of Paramodel.

Architecture is hard, and the flesh is soft by comparison. However, the reverse can be true as well.
Whether one undergoes plastic surgery, practices bodybuilding or goes on diets, the body is not something
that can be changed significantly; with architecture, on the other hand, it is possible to create the most
outlandish things. Burroughs, in the novel The Soft Machine, draws from his own experiences with drugs
to depict a body that metamorphoses at will from moment to moment. By changing its structure, it
becomes possible for the human body to perform the functions of excretion, breathing and eating by

means of a single orifice. Paramodel’s soft machine, though much milder and more discreet than the
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dangerous delusions of the beatniks, is a machine that has actually been realized. For their work shown at
Tokyo Station Gallery, networks of Plarail toy train tracks spill over to the walls and ceiling of the space,
winding up in spirals, expanding outward and conveying a sense of things exploding; on closer inspection,
the piece recalls a silent amusement park in miniature, and one finds humor in the disjointed tone, even as
one senses its robustly critical sensibility.

| was deeply impressed to find in Paramodel’s latest work the motif of the “City Crown”, the
architectural idea developed by Bruno Taut (who in Japan is given far too much credit for having
“discovered” the Katsura Imperial Villa). If a single displayed work can act as a critique that grasps and
presents the core of an overlooked idea, then by all means, such attempts should be recognized. The
relationship between criticism (theory) and artwork should be a more flexible one, and the methods used by
Paramodel have a lot to offer in this regard as well.

Taut, who after a stay in the Soviet Union fled to Japan in order to escape Nazi Germany, was an
architect of socialist utopian convictions who envisioned erecting an architecture of glass high in the Alps,
the sort of person who could write, “If it is now really socialism that yearns for the light but still rests buried
under the surface, is it possible to create something that is hidden?” In Taut’s vision of a utopian city, there
had to be a “crown” that was liberated from the functions of the city. “It is a crystal house constructed of
glass. [Glass is chosen as] the building material, because — due to its gleaming, transparent, reflective
character — it is more than ordinary matter,” he effervesces, and further, “This crystal house contains
nothing but dazzling space.” While envisioning this city as an organically-linked open space that would be
based around an opera house, a theater, a large community center and a small meeting hall, Taut also
proposed to erect this “crystal” structure as its heart. Over and above its existence as a spiritual symbol of
what he called “socialism”, it had to be an architecture that appealed directly to the spirit of community.

Even so, what is the meaning of this “crystal” architecture obsession, which extends from the Crystal
Palace described in Rimbaud’s poetry, to the “crown” of the utopian city envisioned by Taut? Though Taut
was trying to bring into existence something sublime, it was not the solemn majesty of a cathedral’s
stained glass that he was after. What he was seeking is neither transparent nor opaque; it is a quality of
translucence. The light it diffuses is neither real nor illusory. Confronted with something we cannot
discern, we step outside our space-time limitations. This kind of imaginative power seen in the Crystal
Palace is diffusely reflected in the Paramodellia.

An enormous drawing has been transferred onto dark blue sheets of construction-site protective
material, and scattered throughout are careening, penetrated representations of the universe, cities,
architecture and the body. A cube is formed out of four sheets, with a hollow space left inside. Our faculty
of sight is drawn into a Soft Machine that passes from the universe all the way through to the body.
“Where are our bodies?” This work is a form of earnest Play that strives to open the body and discover
unseen linkages with the diverse Machines of the world.

Paramodel’s other experiment, with the use of space, brings to mind a procedure of trying to bring
back the structures and machines that make up this world to a distance that one’s own body will be

actually able to feel them. Here too, within the architecture of Maison Hermeés, which is itself a crystal
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palace, there continues another form of Play, one of dismantling and reconstructing, like that of a soft
structure still in the process of formation; a Play of embracing architecture, whose completion is as a hard
and fixed structure, and attempting to return it to the state of a soft machine.

Between these two, who together are Paramodel, there seems to be a constant and concurrent
engagement in procedures of building, linking and expanding alongside procedures of dismantling, cutting
and concentrating. They are a kind of duo, with their intertwining of both schizoid deliberations and
paranoid actions, whether in parallel or nested (one inside the other) — the former envisioning works in an
open manner and generous in the use of words, even with regard to theory and criticism, and the latter
engaged in a repetitive piling-up and silent measuring of the units and elements that are the criteria of their
procedures. It is only natural for me to make associations with that duo from the field of philosophy,
Deleuze and Guattari. “Since each of us was several, there was already quite a crowd. Here we have
made use of everything that came within range, what was closest as well as farthest away... ...We have
been aided, inspired, multiplied.” (A Thousand Plateaus (Mille plateaux))

There is a tendency among artists today that the greater they become, the more they seek weightiness
and monumentality in their work. Beuys, and Stella and Kiefer too, whether by simply encroaching on
spaces, or by presenting ruins or similar structures, have each made plain his overwhelming will to exist in
this world by dint of scale and weight. With Paramodel, who have chosen as their materials such items as
wooden ema votive tablets, Plarail train tracks, construction-site protective sheeting and aluminum pipe,
there is almost always a “lightness of tone” that | would say is essentially Japanese in character. And there
is a kind of necessariness to the amusement-park, toy-land atmosphere in their work. Bruno Taut too was
critical of the “monument disease” in Western architecture. While there are various attempts in art that
stake themselves solely on the existence of the matter, and | have certainly never lost respect for such
efforts, there is no denying the need for an art-as-thought-experiment that is carried out beyond words, on
a non-material level.

The crystal palace is a translucently sparkling hollow space. There is nothing inside it because it is a
place from which all authority, function and class are barred, a place that validates each and every person’s
existence within the community. Taut’s “socialism” must have been envisioned as a way of thinking that
differed completely from what is currently known as a social system or politics, as something that “fired up
the masses”. While bearing some resemblance to a mandala, Paramodel’s universe-world-body
representations depicted on a dark blue sky have no connection with any religion or teaching, but seem to

be suggesting a communality of the future.

Sources:

- Arthur Rimbaud, Une saison en enfer (A Season in Helf), Simon Elmer and Eliot Albers, trs.

- Bruno Taut, Die Stadtkrone (The City Crown), Ulrike Altenmiller and Matthew Mindrup, trs., Journal of Architectural Education, pp.
121-134, ACSA, 2009.

- Gilles Deleuze and Félix Guattari, Mille plateaux (A Thousand Plateaus), Brian Massumi, tr., Minneapolis: University of Minnesota
Press, 1987.
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Construction Scheme of Gigantic Boy in Crystals [Head - right view]
pencil on tracing paper
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Construction Scheme of Gigantic Boy in Crystals [Head - back view]
pencil on tracing paper
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paramodel

A unit of Yasuhiko Hayashi (Graduated from Planning design department, Faculty of fine arts in Kyoto city university of arts) and
Yusuke Nakano (Completed Master course of Japanese painting in Kyoto city university of arts) started in 2001.

SOLO EXHIBITIONS

2012

2009

2008

2007

2005

“How to make a paramodel,” MORI YU GALLERY TOKYO, Tokyo

“The plastic model of paramodel is paramodel,” The Japan Foundation Center for Cultural Exchange in Vietnam,
Hanoi, Vietnam

“Parallelplan,” The art gallery Kanazawa College of Art, Ishikawa

“The world according to P,” MORI YU GALLERY KYOTO, Kyoto

“The World According to Paramodel,” Otani Memorial Art Museum, Nishinomiya City, Hyogo

“P Class Architect Studio,” MORI YU GALLERY KYOTO, Kyoto

“Paramodelic-graffiti at Naniwabashi Station,” Art Area B1, Osaka

“Romance of B,” MORI YU GALLERY TOKYO, Tokyo

“Paramodel Joint Factory,” Marugame Genichiro-Inokuma Museum of Contemporary Art, Kagawa
“Paramodel Exhibition,” The Museum of Art, Kochi

“Paramodelic Plant Construction,” MORI YU GALLERY KYOTO, Kyoto

“Paradise Model,” MORI YU GALLERY KYOTO, Kyoto

GROUP EXHIBITIONS

2012

2005

“Waiting for the First Train,” Tokyo Station Gallery, Tokyo

“Artistic Interactions: Avant-garde Kansai,” Otani Memorial Art Museum, Nishinomiya City, Hyogo
“Toyonaka parallel airline with paramodel,” Toyonaka City citizens gallery / art gallery hills one / Osaka international
airport gallery, Osaka

“Akatsuka Fujio Manga University Exhibition,” Kyoto International Manga Museum, Kyoto

“Ways of Worldmaking,” The National Museum of Art, Osaka

“Art Garden: Children’s Season at the Singapore Art Museum 2011,” Singapore Art Museum, Singapore
“POP? POP! POPQ),” The Museum of Modern Art, Wakayama

“VOCA 2011 -The Vision of Contemporary Art-,” The Ueno Royal Museum, Tokyo

“Endangered Cityscape: Rediscovering Locality in the global era,” Osaka City Museum of Modern Art (tentative name)
Shinsaibashi Temporary Exhibition Space, Osaka

“Good Time Public Art Festival,” National Taiwan Museum, Railway Division, Taipei, Taiwan

“2009 Asian Art Biennial: Viewpoints & Viewing Points,” National Taiwan Museum of Fine Arts, Taipei, Taiwan
“From Home to the Museum: Tanaka Tsuneko Collection,” The Museum of Modern Art, Wakayama

“Big in Japan,” Contemporary Art Centre, Vilnius, Lithuania

“Diorama of the City: Between Site & Space,” Artspace Visual Arts Centre, Sydney, Australia

“Living Together: Desire, Contradiction, Creation,” Kawasaki City Museum, Kanagawa

“Extended Senses: Present of Japanese/Korean Media Art,” NTT InterCommunication Center [ICC], Tokyo
“Akasaka Art Flower 08,” Former Akasaka Elementary School, Tokyo

“Diorama of the City: Between Site & Space,” Tokyo Wonder Site Shibuya, Tokyo

“Art as a Bridge,” Asahi Beer Oyamazaki Villa Museum of Art, Oyamazaki Assembly Hall, Kyoto

“Extended Senses: Present of Japanese/Korean Media Art,” Alternative Space Loop, Seoul, Korea
“SENJIRU - INFUSION,” Galerie Kashya Hildebrand, Zurich, Switzerland

“KITA!l Japanese Artists Meet Indonesia,” Selasar Sunaryo Art Space, Bandung, Indonesia

“Beautiful New World: Contemporary Visual Culture from Japan,” Long March Space, Beijing, China
“Dialogue with the City,” BankART Studio NYK, Yokohama / Kobe Art Village Center, Hyogo

“Itinéraire,” Aomori Contemporary Art Centre, Aomori

“Painting as Forest: Artist as Thinker,” Okazaki Mindscape Museum, Aichi

“Yoshihara Jiro Art Project 2008,” Osaka Contemporary Art Center, Osaka

“New Art Competition,” Hiroshima City Museum of Contemporary Art, Hiroshima

PUBLIC COLLECTIONS

The Museum of Modern Art Wakayama, Wakayama
Otani Memorial Art Museum, Nishinomiya City, Hyogo
Pigozzi Collection, Swiss
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