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This is a study of the work ofJohn Hejduk

... bis poetry. architecture and philosophical

retleetion. The aim of the study is to open

up a discourse on sorne ofHejduk's projects.

in which he speculated about philosophical

themes such as identity, time and geometry,

questioning the possibilities and limits of

architecture. A discussion ofthesc projects

is panicularly relevant for our contemporary

world, regarding our questions of the limits

of language and geometry, ideas and

evidences for architecture in a society of

generalized communication.

Une étude sur le travail de John Hejduk - sa

poésie, son architecture et ses réflexions

philosophiques. Le but c'est l'ouvenure

d'am discours sur quelques projets importants

de Hejduk, dont il aborde le thèmes d'identité,

le temps et la géométrie. A travers ces

réflexions, Hejduk touche les problèmes

fundamentales de l'architecture, les

possibilités pour une architecture

contemporaine et les limites d'une pratique

avoué a la poiesis architeetural.
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John Hejduk is known as a catalyst for buüt and imaginary architecture. He has

undoubtly been one ofthe most distinguished architeets ofthe twentieth century.

[n this thesis, written al a dawn ofa new century, [ would like to discuss sorne

ofhis most imponant projeets and reflections on architecture. These cao he

described as an attempt to open up unknown possibilities for architectural

creation: a pivotai involvement in adjusting the foundations for architectural

thinking. The structure ofthis thesis is bom frOID the assumption that to reflect

on the work of John Hejduk~ someone who says that he is "breathing all the

voices of the past", is no task for scientific analysis. Hence~ this thesis has~ as

a project~ been undertaken without the use of such conventional objeetifying

methods.

ln the following pages, various texlS and drawings appear sidc by side. This

is an assembly of fragments from Hejduk's texts and drawings~ togetber with

my text. The assemblage is proposed as an opening for a playful interaction

between words, thougbts and meanings. The intention is to invite the reader

to participate in a project in which a few of Hejduk's works are spoken about

as [ ~eive and perceive them.' Furtbermore, the intention is to convey through

a discourse on Hejduk's works, an opening to a discourse on architectural

thought in general.

The introduction of Ibis thesis is in two parts. The tirst part descrihes the way

Hejduk's works are approached • the full sc:ope and the intentions of the thesis.

The second compares the work of John Hejduk to a few general assumptions

about the process ofarchiteçtura) creation. The main part ofthe thesis is divided

ioto six sedÎons. In section one~ [ will brietly point out the major charactcristics

ofHejduk's searching approach, with reference to bis desaiption ofarchitec:tural

creation as a gift and social act. Tbese descriptions inform our way of

understanding Hejduk's work in a social context. In the following sections,

parts two to~ Hejduk's work., will he submitted to various discussions, which

play on ideas ofhuman beings having various dimensions. The initial inspiration

forthis use ofthe ward "dimension" is Hejduk's articulation ofdifferem qualitative

characteristics of human beings. [n section IWO, 1 take the discussion of

dimensionality into the realm of Hejduk's ideas ofobjectification and identity,

l ?r. 'm tilt.: '"IL...:L I( ,h"lIl.! h.: r"lo'm ln mtn..llh'IL HI m\ ':'l'':n..:n-:I: .·f i k,Ju....... \\,.rK. : .lm ~r""lIl~.i thn>h"lJ

,Ir ,Ill <:'r~rl.:n.:': ~h;j[ .h,..:.. :h)[ .l1I,·\\ 1L.,dt" ", r-c .:,'mpk!<.:l\ Jc...:r;h:J \\llflln th.: .,;ar.;~.·nc'" .q·l"~,',,, .'r

pr. 1d.ull.lt:"11 \h .I:m!, ''''re.:t''.lt<: ..1[->,'U[ p"'~lhi.: \'.1\'" olt" :.",J...l!1~.l' tlun:; ... illlCfI:-.llll'; ln :lu, ";.lnnr.:.:ll"n

i' f'.lul Rl':<l<:lIr - d.ü... '.raB.,n "[1 1,fL:a~ "f ,..:,: ~b ;1 '.\. 'r\... .mJ .1 !'n 'lc.:t "'-'\:. (, Ir <:'\.unrk. [u, fol[,'''r''''fllt;ml

Th,:o,. : '1<.1'111"" (!t/à th.- "illrpù" ", \1.. .-111111g. ' ï"nh \.\ ..nli ~.Îlr;sIJ.tn r llI\Cr-ll\ f'r..: ... , .,; 1"-'"
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with special reference to the story ofZenohia. a recuning cbaraeter in Hejduk's

work. In section three. 1 eJaborate funher on this story in comparison with

Hejduk's Collapse ofTime. a project whose intention is to discuss ideas of

Time in architecture. Ideas of temporaJity are developed further in sections

four and five. In these. 1 focus on the particular intention ofHejduk's Collapse

ofTirne. to engage in the mysteries ofhuman relationships. In this regard 1

attempt to show a correlation between sorne ideas of the artist Piet Mondrian

and Hejduk's thoughts on the potenbal of architecture to reconcile contrary

opposition. Funber, in section five. 1highligbt Hejduk's particuJar concem witb

the human ability to fix the moving and move the tix~ issues oflife and death.

In the sixtb and last section, 1conclude the discussion about the strenght and

potentiaJ of Hejduk's poetic projeets.

," --. .. ~ •... . ... ...

•



• Il is always a joy to see a work of an architect who through unexpected
ttansformations tums architectural thinking towards new significations. John
Hejduk's work is an example ofthis~ challenging us to move our explorations
ofarchitecture beyond the known horizon of common architectural practice.
Along with bis challenging wor~ Hejduk's pointed questions, brought to the
foreground of the architectural discussion around him, have been one of bis
chiefcontributions. 2

•
./

•

Indeed., one of Hejduk's main interests has
been to connect the questions ofarchitectw'e
to ideas ofthe limits ofhuman life and the
limits ofa living culture. Few other architects
have aniculated 50 explicidy such questions
concerning the Iimits and edges of
architecture.

•

•

Hejduk's aim has been to creste a spirit ofthought, where the architect's task
is to create works that are connected to what for him are deeper levels of life.
He has described the intentions of an arcbitect in tenns of life-provoking
questions, in such a way, that the architcets works are thought- provoking, sense-
provoking, and ultimately liCe- provoking.·

In our practice as architects, we are, most often~ faced with evidences of a
fixed world. whether it is in terms ofa world mapped ioto ~y,z, or a definition
of a building program in a given size presented in a given scale: the city
measured. We often seern to need a belief in ultimate evidences to base our
projects on. The moving world - the human world wc ail know - seems to
need a flxed idea of measurability - 50 that we can draw buildings and build

,·;.tr:t..:uiarh \mr- 'rt:lnt l, 'r ~b: ',\"fi- ,,( ht~ ,ll:d...~!, :l{ !ltt.' '..:h,,"i,.f .\rdll(,:t.:t:u.: "[ ['he 1_, '''!'<:~ i ·ru,·r. ;n :-<..:\\
'r', 'rk "cc (,'r cX.Jmrl...: "",In (Io,;io.man. ·.\rdlltc!-:I:rL" 4" i'.l"'lI'n 1'1..\ !t':' ·'J."i'c:IiLl. :J "J') ! ,.,,- t'r 1-"

"ho.: ft 'Ir.h ,lul .. '~,'nnL".,;tll'lj i'C:["\L"L"~ .! !..:I..iuio.. 'p..:J.!So.l';\ :tnd 1110." 'l:;nliï':~l1t \\, .rk l ,1 t4knlcJ .k"'I;;_!1L"r' !Jko.:

[Jar.lt:Ï Lll'l...... "mJ .1IlJ r 1/ Ddlt:r S..:o.:, .d~" {ln..:h l·ran.;t.:I~.. \lht.::-1" [\!ro.:/-I j"mo.:/. ~:Jrn "'hio...1rl-:h, ..:J, ,

~ f"hn i ic:Jub. . . 1....Cillr~·~llJrC\ JJI r/1\<" :\c\\ Y.'r!o. Ru/pit. ; '.i'I)' r l:i

.; ! ..hn! !.:dlll1.. f,erim \:,::.11/, .l-{l'l1l:rJam :\_\ll·lt~c\o.:r' ~~o.:t11LTl.U1J., .\r..:luto.:":lL:n,: in:-tl:utC.": :'''I~ '. p, !)\
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drawings. And working in such a way, we are also, more often than no~ faced

with an idea of a measurable body compared to a measurable fonction .

This way of working is for Most architects unquestionable. And this is where

our intcrest in John Hejduk's work starts. We tind him asking major question~

which challenge even the most "basic" assumptions about life. death., love and

rime. From theo~ John Hejduk recognized the temporal cl1an:K:ter ofanything

hwnan. and the human character ofanything architectural.'

With the mathematization ofnature (and cities) there follows for a calculating

architeet. an absolute dependency on this nature. a physical thing existing in

itself. The mathematization of nature beeomes an absolute. and perceived

qualities are, more often than not. looked upon as inaccessible and "subjectiven
-

of a secondary value. The disclosure of the world and the identification of

persons happens through measurements and caleulations: sitting here faeing a

wall. a wall is a wall. a measurablc thing in three dimensions - ~y.z. The

calculating arehiteets find themselves faeing an absolute and "true heing":

thought as an X: the rule and the 0 point ofa construction ofvarious perceptual

processes. What is truc is what is true X: a measurablc thing.

For the ancient, on the other hand, the idea of a wall, was a miraeulous one.

A wall was never just a neuttal object. Like objects in general.. the wall had a

latent meaning: the meaning of the boundaries oflife. When looking at the

work of Hejduk· a modem architect - dealing with walls and the boundaries

oflife. we move away trom the establishcd ccrtainty ofx,y,z to an encounter

whicb is different, resembling, now and then. an echo ofthe world vicw of the

ancient people. which wc also are, aren't we?

.l rL."du...:tl"Tl \\rH~h .... J .......l~i·i"t,..:d ~\ [hr..: .. '·Th.:...:rL" .;t .1 t~~hnld,l~I~~i~ ".\,·ril..! r\:n,:.I'·t ,,)n~'-.:'.~ rr"p4 1"\,,""'" th~lt

·:f;,;~lh~~ h.l.., i~1~1J..: '.~'1bi~~:'l \r.:hlt~ctHr.: 1ha.: ~C'\t\~d d(~ÎlI: ~ll:rn.ln 1--.'ld'•.1"'" ~hL..-' ,Ill!h~!ith': P!.ll..:~.hltl ... i:..:t .u:J

\!":l;li!-'.hl.L.'l:n-,r·nl',~nl[\Pn:~~_l·"i.ti ~n[hl~;';:-"J·. ::1\ {_';u ·:'rl"p.:. :!I,:,:,'mr1e.:xw. "d\\.:.:n[l:.uT~t!\·n

.mJ "r..:I1Il<..... !lIral mal!l::; ..... he.: d.UnI'::- th:t: Ht:1Jll~_ , n;lIT;1l!\.,: 'JI'l'lna-:h;, 'TI..... ' .... ,!: .• th.: .:.·n':l.."rl ' •• (

rc:..:h!1<ll ••:;!,-.tl '.\"riJ '.\hd..: ,llil .k'llLrl~ '.\!th [m.:..:onJill\ln" (.,r J.r..:tull.."t:lllr:ti ma;"::1":' r",lJ\ ,hat 1lt:l.h:i... •

.It'!"n'a..:h, l.· ;d~.L' .• r 'rr"=:r:I111 - .1lld-t'uI1":~:.·n " "fetb ur (.'r J. r-.~-;;hiÏlt·. lll'turnm~ :.!.:a-, .,! th..: r..:dm'·;'·';l-:.!l

prltl":":!. t"~\:lr.": :.lI..";h .,t" r".:l1..: ..:.,n,trll..:t\"rb Ch: J.r~lit:-; \h"ll~h. \lIth.l 'r'C":::l! r..:f....:lIl..:.: 1,' i k,Jllio. ,

\b.,p:.:, .1n.1 1n.1 .,:.·mpan..."n \\llh th;,; rh1:""'f'b "( 1Lmna ,\r.:thll. Ih;Jt rh..:r-: 1'.1 !lmlllni["·,..:J :" lhl'

""·ri-.. :, • .:r,:.llt:' -..1. ['uH:.: 'Îa.:<.:'



• It is the original, pre.reflective human experience which is evoked by Hejduk's

voice. within his text. when he says, mat there is a more important feature to

air, than the faet that it keeps us alive.

"/1 l, hl'l '"l'l' Hllc'" 1 hrl'ufh Ihl' IJir lil 1 /lI'I'jlrlt ,III r/rl' '1i1/1lt1, rrom dll rhl' \'U', l" ,jllll' rltl'

hl'~i""i,,~ /I/IUI/,', 11/ Iltl' I"it (." l!Jllf 11111" l'/Ill c'd 1!Jllu:.:lu i"rll rI", "il'. I!JIII j" liI/ r/rl'I!J/lu:..,'/tr,

1"11//,"':"" /1'''''' Ihl' '''"/ IlIr",,:;1t r/r,' 1/111 (' II/fll rlll' I"r ~\ l,Ill, 1 hl'('(/rl, i". \olllld, rltllr / l ,,,'''/II

/tl'II,. - ,iI""r \/II/llf/, li/lin:; r!Jl' Ilj,.. "0

•

Every breath serves Hejduk in creating his work.

There is something serced for, always developing.

evolving. Hejduk's aets and thoughts coincide with

this worlel. where. as he says, "our hearts are with

the architectural histories of the past when our eyes

comprehend the architectural realities ofthe present''7

Hejduk's emphasis makes the air that keeps us alive

carry the peculiar quality of inspiration. where he is

breathing the sound of ail the voices from the past,

intenwincd wim cultures ancient and new, laamching a work ofinvention strictly

conneeted to historical ttadition. This approach could he characterized by what

Edmund Husserl caJled "poetic invention ofhistory."1 With such invention

historical tradition enters the work through motivation and as a "spiritual

sediment". This is what 1sec as happening in Hejduk's work as weU. A read)·.

made cultural produet: wall~ geometry, stories as weil as sounds ofvoices in

o•

•

•
- .THOn ftc.:1t111k. \l41.\/... 1)' i/.. ·.Ù"'-4.L. ~~".\ Y"r~ ({I.'l"iL :,,~~, ~-.. 0"

'< l·.1znunJ Ï hL"~rL rIrt' ( 'rlfO/\ iJ! jo"ur Jr'r~Di "<-Jt.'''LL·' !:Jh' rr~l)L""lll.l!d~~!I!tlii'htO'JOIIl""'Jr~irj",,~ t·, l, .l..Il,r"n. [Il

•
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hun:.m l'<:l;:~ ! h':ï~'dl': m·. ..:l1tl.,ll ,.( :1I,C.'r". ,..:r, ,' .. t'.. r [iu...."r! hm1....:11 t,· Imdcr,u:lll brJI....:~( .1l1J ill'
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•
the air. receive a transformation through inventive creation in bis hands, where

contact with the past turns the work into a project oftransbistorical articulation

and invention~ panly taken over. partly created.

(n Hejduk's creatio~ the eyes are Dot left alone, observing. nor is the geometrical

imagination ooly a mind game. The creation is an overall bodily ac~ directing

the search and ttansfonning it into work. ft is Hejduk's breathing body which

encowlters the past and presen~ finding a matter for creation.

•

• 1

el
1

This idea ofcreation as a bodily conespondence

through air makes a single person's search a

pan ofsomething biger, revealing the work's

social dimension. Hejduk talks about a

··geometric cry"lO and about geometries as

"bloodfelt-geometries." Il This characterization

infonns my undcrstanding ofHejduk's Work. 12

(t is the human body~ with ail ils senses and

its capacity to create work. that makcs the

architectural search enter the social realm.

•

, .!di::) ih:t,Juh, \Lhl-.: .• [ '.kdt.,.1 1'-1

iothn ~ tl.::duk 'llI.n.hn~'"l l ,~\\ ',:,r'lr~ \r"n~h.:cj!J Ph:.... ! ',q~, î: ~,'
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It is this breathing body which is the vessel of creation and the source of

transformation. tram where we look and toucb upon the world.

ln Hejduk's publication of Tbree Projects lJ
, the realization of the work is

described ti il happens through transformation and eD1bodiment where mind

and band are one. 14 For Hejduk, in his studies and searching drawings. ·~e

evolution of form depends on the intellect, not as a tool. but as a passionate

living element. "15

•

The work he creales is poetic, not aimed

at technique in itself, but lowards

expanding a vocabulary for architecture. 11

This is one of Hejduk's rccurring claims.

Hejduk's geometries are '6bloodfelt

geometries" and socially relevant. As

opposed to the categories ofidealistic and

realistic thinking, his work seems to

Ouetuate betweeo other criteria. wi1hin bis

own poetic approach and with some

empathy with the thinking ofe..lier times.

Like the mingling of bis tboughts with

the past. "'sHent sounds" in the air, the

unity of hand and thought in Hejduk's

geometrical creation mingles with earlier

geometrical thinking.

Hejduk sees a relationship betwecn the

ideas and work ofarchiteets and painters. Like Hcjdukts geomettics, the won:

of the paioter crosses the culnnl tradition on paths beyond historical analyses,

through recreatioo and creaIi~ and cornes iota existenœ as a "bloodfclt" projed.

Maurice Merleau-Ponty, building on Husserl's thesis, uses the ward "'Stiftung"ll

•

•
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•

- establishment or foundarion - to describe the accomplisbment of the painter.

Stiftung designates the siDguJarity ofeach present which passes and its unlimited

Cecundity, a fecundity which inherits all the produets ofculture which continue

to have value after theu appearance. 19 Stiftung can a1so mean a gitl and the

word Stifter. one who gives.:!O Husserl's concept receives this directio~ where

the idea of Stiftung connects to an idea of the human ability to give such

··meaning-sttuetures" as geometIy. a new IiCe.:U This is as also what Merleau

Ponty recognizes as happening to a paioter. Without being able to say what

cornes &om him and what cornes ftam thiDgs, what the new work adds to old

on~ what he bas taken trom others and what is his own., the work ofthe painter

"gives to the past not a survivaL.but a new liCe. which is the noble form of

memory.''"22 The ides ofa gift is also central to Hejduk's conœption ofarchitecture.

He recalls how as a young boy he created a "piece ofart" which he handed over

to bis mother as a gitl to point out the imponance of creation of architecture

as a social 8Ct.!l (fwe acœpt bis point ofview, we will recognize tbat handing

over an architectural creation as a gift is a gesture made for the sake of others.

tryiog to touch upon the liCe ofothers. This gesture exemplifies an imponant

potcotial for architectural creation: a pltential for sharing individual expericoces

and creating a work which contributes to the moving sociallife.

•
1

."~

•
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• Compared with a preestablished ttuth of measure, John Hejduk's work is

forbidden fruit. We find stories, materials and geometrica1 themes appearing

side by side. His projeet "'The Architect's Wheel''!· is an example ofbis interest

in these ditrerent aspects. Ifwe look al Hejduk's drawing ofthe wbeel, we find

beneath :t a teX!. We sec four columns wim wards. The lines of the columns

are numbered nom one to eigbt. In the first column we read: plan, secti~

detail, perspective. isometric, axonometric and tlat projection: various types

ofdrawings uscd in modem architecture. The words ofthe second colunm list

•

•

•

... ,... e-.. ~- '- - -...... - ... .-...- ... ..... -....... ...... ... ---- a.. - ........
"- ,... ...-.- ....-........ .... .... -

•

elements of buildings, such as foundation•

wall Ed roof. The tbird colunm Iists maaerials:

conc:rete. wood. stone. gJass, and 50 œ. Tbese

three tint colunms include thcmcs common

to most ardliteets. wbile in the fourtb colunm

Hejduk adds a list of some of his favorite

autbors of modem üterature: Gide. Proust,

Flaubert, Hawthorne, Hardy, Robbe-Grillet,

Blanchot and Mano. If we look at these

drawings together with the teX!, the whecl

might be intcrpreted as disçlosing diiTerent

elements necdcd for Hejduk as a creative

architcct. From tbis point ofvicw. wc face

a curious assembly. Tbere is something

wbolesome about il: a coexistence. The

systems of literature and geometty; the

charaders offiction, the geomctrical thcmcs

and instruments of the architect, materials

and elements of buildings: ail tbis is

reconciled within Hejduk's wheel. This

projeçt caUs for tbought. Engagement in the

whecl bas no bcginning or end. Where do

we stan?

• ::~ j<lh.'l IIt=LÏlltJ... . ....."tl11dm.'.!r. r ~"
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We may begin with Hawthorne's story ofZenobia26 - a recurring cbaracter in

Hejduk's wOl'k.21 As we wander iota it we are already there. We arrive in the

rniddle ofa story.

We sec a boat tloating on the river. Two men 00 the boat are taking an object

- a dead body - out of the river ioto the boat. We are watcbing the story's scene

ofhorror - the borror ofZenobia's deatb. For the two men in the boat the body

•

1 1

•

is a dead thing. A woman desirable

intellectually and bodily bas, now, for

these IWo men been reduced ta just that:

a dead thing. The dynamics ofZcnobia's

moving character through the story, a

story of desire, power, science, spirit

love and wonder, is evaporatiDg. Zenobia's

varialions and human dimensions, are Iost.

•

•

During the story, one of the men on the boat has spent a long rime trying to

understand Zenobia's character, boping to grasp her identity and solve her

mystery. Until her death. he bas always ben fascinaled and surprised by ber

cbanging appcanmce, whicb bas chaUenged hts desires for a fixed lDlderstanding.

But the analytic retledions and theoretical world views could oot categorize

Zenobia. However, wben sbe appears for tbem as a dead corpse 80atÎDg in front

ofthe boat ber identity can he established.

We have appI'oacbed the edgc oflifc and deatb. identity and abjects. For Hejduk,

this reduction ofbuman life is a "Big Horror". To objectif)' Zenobia as a dead

fixed "tbing" is tragic and unforgivable. Ta sec a man or a woman does not

Mean that we already know them. To see Zenobia is ditTercnt from seeing a

material thing. A tbing can he eategorized and wc can leavc them as su~ as

things ofa œnain kind. And it seems they nevef look bal::k - or do tbcy? A man,

a buman heing, however, is an individual "self", and each man is a ditTerent one.
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Hejduk's questions regarding the edges and limits ofarchitecture maye me to

ponder the relationship between these questions and bis concem with the

ditTerences between human heings. They also raise anotber question: what is

involved in Hcjduk's cffort. Ibis challenge to archite.:ture. where the importance

oftife and human diffen:nces appear in the foreground? Bringing these questions

undoubcedly Calls shon ofanswering this once and for ail.

17. 'It::

..,

•,

Instead 1 move to a passage by Maurice

Merleau-Ponty. who says: "science ha given

up living in things." Hejduk's cfTon is

opposed to such a scientific view oftbings.

While science tends to measure things -a! even the hwnan body - to speçulate on its

structure and how it works. through

calculations and in tenus offaets and proo(

Hejduk's contemplations on things and

architecture gives us a different point of

vicw. He takes interest in the relationsbip
C:

between things and human being~ in issues

of life and its counterpart, death. He

demonsttates this when he contempl8les the phenomena of still-life paintings.

Hejduk teUs a stOl)' ofa bodily~ wbicb stans a train ofthougbt about the

relationship betwcen painting and architecIure. 1will mum laaer to bis diSQ1SSion.

Let me just say, al this point, thal the theme ofbis discussion is time. the fixity

oftimc. Iifi:'s~ wbere still-Iitè painting bas for Hejduk the power ofsbowing

a hWD8D being, still alive, wbile facing deatb. Before dwelling on issues ofstill...

üfe painting, 1would Iike to discuss a Iittle fiuther bis concem with the tempurality

ofhuman beings and its importance for architecture.
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Hejduk's attention is directed towards both literary charaeters and real people

and is followed by an intense reOection on aspects oftemporality. ft is the

possibility ofbringing the temporality ofbuman beïngs into play that interests

him. The conventionai concept of time~ according to Hej~ lacks the notion

that there is a ditference between people. Zenobia's stOl')' is an important example

and the main focus of his interest in this respect.30 Hejduk's opinion is that

Zenobia encapsulates a mode oftime different from that found in categories of

objective tbi.nkin~. The tragedy ofZenobia's story correlates witb the ttagedy

of architectural endeavors in general:

a tragedy ofone-sided thougbt, which

lacks a mode of thinldng that allows

room for the variety and difTerences

among people. Hejduk, dealing with

this lack~ plays on the differences

between male and female. He

characterizes Zenobia's '6timen as

"pliable time" and Chus canttary to what

he characterizes as the "rigid timen of

the male, claiming that architecture

should reconstitute the upliable rime"

ofthe female~ instead oftuming usubject

iuto object."32 Human life, for Hej~ should Dot he fixed in tenns of mere

objects~ even when facing death and the temporality ofhumans, Iike Zenobia's

temporality, is what architecture hlcks.

The stOl)' ofZenobia and Ibe horror ofber objeâificaliOll, is discussed by Hejduk

in the projec:t entitled 61be Collapse ofTime."))

The project is made up of tbroc clements: a clock-tower~ a structure namcd

uSecurity" and a booth. AlI threc structures are on wh~lsand movable. Two

of these have bcen built: the clack-structure in Bedford Square in London, by

the Architectural Association, S<:bool ofArchitecture, in 1986~ and Security in

Christiania Square in Oslo. by The Oslo School ofArchitecture, in 1989. 80th
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stru~tures were monumental ~onstrucrionsofwood. standing on train wheels.

Sttiking as these structures were. tenifying or beautiful. they both caught the

attention ofthe citizens, creating discussions beyond the closed circles oftbeir

builders.

The building ofSeçurity in Cristiania

Square became a provocative lI10IlUJDeIlt

ofmemory. It reminded people ofthe

stories of its surroundings. of war and

suffering. However. the experience of

it also camed hope, demonstrated by

the architecture's ability to elicit

recognition in the social setting: or as

Astri Than described it: "building

Security gave us ail 811 experience in

the deliberate intervention ofthe public

space."l5 The public square in London

evoked a similar eiTeet with the building of the clock-tower. ft created a
resistance, by introduciDg ideas beyond conventional ideas ofa lime in the city,

against a totalitarian view of tîme. Hedjuk bas created other projects with a

similar clock structure. where the intention is the same. abat is, to disc:uss ideas

of "time.tt ln the project entided "The Berlin Masque.")6 Hejduk's intention

is to point out the opacity of the present, by creating a claçk-tower where a

squme witb a blaok~ bloc:ks out the nomber five • five o'clock, the number

six al six otclock and sa on for every hour ofthe clay. This opacity ofthe present.

where the fixcd measure of the present is blocked out, is alsa the therne for the

clock-tower in CoUapse ofTime. Thereth~ the towa' bas thirteen numbers,

where the number twelve is covered with a blank surface. a square. Instead

of the square moving, like in the Berlin Masque, the tower itself moves. Il

descends ftom vertical position to a position of 45 degrees and finally to a
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horizontal position. This happening is a clue to a larger architectural program.

Hejduk's story,J1 which belongs to Collapse of Time, unravels a specially

choreographed constellation for the three structures, somethÎDg which was

missing when the clock-tower stood aJone in London and Security stood aJone

in Oslo.

Reading Hejduk's story, we arrive at a seene where the three structures are

situated. A high wooden pole bas been ereeted on the site. Tbere is a woman

reading a poem in the booth. A man sits on a wooden chair. suspended ftom

the wooden pole, facing the clock-tower. He is facing the tower in a vertical

position. Over twenty four hours the c1ock-tower descends. The chair is also

lowered E the tower descends. While the clock-tower and the man are descending,

the woman reads the same poem continually ftom inside the booth. When the

clock-tower reaches the horizontal position. the woman stops reading the poem,

the man takes bis chair and attaches it to the booth. and lcaves with the WODl8ll.

Throughout the sœne the Security structure stands in relation to the clock-tower,

the booth and the pole. After the man and the woman leave, the people of the

town stan to move the mobile structures to the next destination. The structures

are moved from place to place, ten

places in aU, encling at the Piazza San

Marco in Venïce.

Hejduk's project gives us no cenain

solution to the question oftâme. Does

the end sœne, where the man leaves

with the woman. where the listenin&

lookirag and speaking are united,

demonstrate the possibility of

architecture to recoucHe opposite

aspects of the human condition?



•

•

•

Though Hejduk's story ofbis projea Collapse of Time i~ in fac~ fiction. it is

still relevant. It recalls the qualities ofmedicval architecture. whcrc various
architectural macbinery contributed in performances and rituals in the city.
More importan~ tbough. it is a rare example ofarchitecture, where the attempt
is to bring together the rhythm ofthe days in the city togetber with the temporally
pulsing bodies of individual citizens.J' The projcct demonstrates a potential, or

a hope, that architecture cao engage in a relationship between human beings
and thus become tndy a part oflife.

John Hejduk's statements on the

relevance of human temporality for
architecture cannot he sufficiently

emphasized. His project Collapse of
Time is, after ail, a serious attempt to

recover aspects ofhuman temporality

tbat we have Iost, an effort that focuses
on ideas of objective measure and
temporality in modem architecture.

To objectify sometbing, in modem

architecture as in modern science.
means to measure if. By means ofmetbodological processes, by counting and
other various !i':hematic approaches, liCe funetions and vital phenomena are. in

~measured.
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Building upen GaIileo's world view and other ne\\' tbcoriC!i during the seventeentb

century. modem science eame to he condueted and characterized by a capacity

to orpnize observed evidence into generallaws. Such generalizaliœs. strategies

ofobservation and the selection of evidence in the fonn of measurable facts.

bas aIso informed the development ofarchitectural tbinking. With the invention

ofthe carly versions ofdescriptive geometry in the carly seventeeth century. by

•

•

•

the arcbitect and engineer Girard DesaJpes. it hecame

possible to prediet and control the operations of a

craftsman in architectural consttuctions. Creation no

longer needed to he symbolic or mystical. Desargues'

intention was to malte the rules of constructions

transparent. that is. to bypass the traditions of

craftsmanship and aim at a rational control ofpractice.

With Desargues' inventi~ architedUra1 theory beame

for the first time a self-referential operating devîce. For

the tirst time one could draw how to eut a stone, and

then cut it without having to learn the skills of

craftsmansbip from a hand to hand experience.

Desargues' wisb was ta use bis expcricnce with the design ofmi.liœy constructions

to make architectural creation more rational and more easily controlled. Artists

and craftsmen contemporary with Desargues rejectcd this redue:tion of theory

to mere tccbnical method. Surprisingly enough. sem nom the standpoint of

modem man. il took more than a hundred years for Desargues' intentions and

inventions to he accepted. It was tirst thraugh the work ofGaspard Monge on

descriptive geometry. that Desargues' original intention. beçame commonly

received as a depanure towards the making ofconstructions. This development

c:ristallizcd in the nineteenth century. becoming a fulIy acœpted approach in the

creation and construction ofarchitecture. Desargues' reduetive view oftheory

togedler with bis rational approacb, made it possible to creste grounds for the

..



•
empirical tbinking found in the commœ practice ofmodem arçhitecture.·1 Such

thinking is stiU .. with ever more powerfui computers and mathematical models

.. what characterizes the departure point of architectural creation today.

JOOn Hejduk's poctic crealÎon is a critique ofthis general asSIIIDption.

ln Collapse ofTime, Hejduk conneets the project to the ··pliable

time" ofthe female, caIling for a~tution offemale time. When

calling for tbis reconstitution, bis notion ofwhat is lacking, time is

not Imown tbrough an empirical observation. As suc~ it is Dot a

statement of a specialist that can he intcrpreted in an empirical

manner. But its meaning is ofcourse not Iost, even thougb we might

not he sure how to express clearly wbat it bas to offer. The creation

and the story ofCoUapse of Time is, in itself, special. carrying a

peculiar quality.

•

•

ln the story ofCollapse ofTime, tbere is a mixture oftimes, male time, Canale

tïme. bUl also a mixture of rime that appears through the tuming from day to

night. togetber with a measure ofa clock: of 24 hours. The story confionts us

witb ditTerent modes oflemporality simuitaDeousIy. Time is like a parient about

to collapse. To cure il, no aspects ofit .. that belong 10 it as a wbole .. can he

elirninated Ta *ODstitute the variations ofhWJUm temporality into architecture.

pliable tinte - of the female .. can not he separated trom the counting tinte of

science. Gctting rid of the illness ofobjectifieation docs not necessmily Mean

getting rid ofobjectification itsel{ Rather, the question oftime brings about

a mode of reconstitution tbat joins tbings that, categorica1ly, are rec:ognizable

as opposites. Time takcs (Xl qualities ofthe living body•• desaibed by Merleau

Ponty, whcre lime is not an absolute series ofevents, tempo or even the tempo

ofcoociOUSlless .. it arises tram my relations to tbiDgs iii a system ofequivalenœ.4)

It is a system that embraces everything but is graspable only for those who are

there, as in the case of Collapse of Time, who are there as participants.
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To grasp or possess rime is out of the question here • as a tcrm ofthe absolute.

If rime is to survive as canying the potentialities of Hejduk's projcet, Iife has

to become ideas and ideas to retum to life in mode of a bodily participation.

John Hejduk otIers a discourse on temporality: a notion oftime that includes

an understanding ofthe tiniteness oflife with its joys and SOITOWS. When faced

with living in the city community, every individual's life hinges upon what he

says, and everybody is caught in the vortex according to their participation.

~'Collapse ofTime". like Hejduk's projeet "Architects wheel". gives us a rare

notion of architecture involved in rec:onciling conttary aspects of buman Iife:

male and female; facts and fiction and 50 on. In thesc projects. architecture

appears al the edge • an edge where people find themselves al crossing towards

other people, in encounters and aetïvities. where the pliable-time and rigid

timc become united. The intention ofthis architecture is to becomc the touchstone

which a1lows for a recognition ofother people and oneself within the shared

world. In the light ofthis, Hejduk's statement, "The Architect creates works

that are life giving to what appears to he al tirst inanimate materials,"44 addresses

the deepest mysteries ofhum8l1 relationships, offtiendsbip, faith, passions and

desire. Through an event of bodily participation, the project establishes a

curious playground. which carries a peculiarly double gift in its unity: an opening

for the temporality of the male and the female • two lives • together.
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Hejduk found in the work ofthe paintcr Piet Mondrian a source for inspiration.

Mondrian, says Hej~ "continually urgcd architects ofbis time to delvc into

the spatial ideas of bis paintings."C' Hejd~ delving ioto Mondrian's spatial

ideas. interested himself in the endeavors of the Cubists' paintings as weil.

For architects of the twenties. the Cubist

canvas provided considerable food for

thought. Hejduk recognizcd. especially in

the work ofLe Corbusier, the ability to deaI

widl Cubist ideas ofspatiality. The Carpenter

Center al Harvard. by Le Corbusier. was for

Hejduk. an example of "a prime renditioo

of the Cubist space. translated into

architedUre."C7 Though genuinely interested

in Le Corbusier's work. Hejduk still kept

Mondrian. as one ofbis primary sources of

inspiralion. He saw in bis wurk something

still unexplored. possibly adaptable ..

eventually .. to a new way oflooking al spaœ

and fonn.

Building on Mondrian's ideas. Hejduk

discusses in bis Diamond catalog an idea of

tension in the oppositions ofstraight lines.

verticals and horizontals.CI Originally. for Mondrian. the idea ofmaximisation
thraugh oppositions, contributed .. Mondrian assumcd .. to the coordination of

intemal and external experiences. Mondrian talked about the possibiüty of

transforming the rhYthm of Iife. It is a notion that refers to sometbing both

material and immaterial al the same time. ft is a rhythm of man to he created

.. by himself .. and appcars first as a man evolves to bis own state, described

~"' .'"Im 1tel.llIJ.-. lfi.J5k "nl<'.im.l. r ~s
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Mondrian. Tbis~ according to him. happens when there is a development of

man's iJmer forces - the rbydun ofhis innermost self-arc brought into equivalence

witb his physical rhythm. ft is in line with this idea that he discusses bis own

paintings of vertical and horizontal lines~ in terros of horizontal and vertical

oppositions. In opposition to naturaI rythm. and Datura! forms. it is the possibility

of these contrary straight lines to touch upon the reaI rytbm ofhuman beings,

tbat fascinales Mondrian. Futthennore, he desaibes bis own approacb to painting

as driven by the tendency to search for equivaJent oppositions.

•

•

•

This cOllcem baunts Hejduk as weil. For~ howevcr, it takes

a surprising turn. In the Diamond proje~ he articulates his

idea of the architect's plan as pcrpendicular to the observer's

&ontality. This makes the opposite positions between the arclùteet

and the imaginary observer equivalent. which. building on

Mondrian's ideas~ maximises the strength of the contrary

oppositions. Hejduk's axes are no longer ordinary axes, not really

comparable witb the axis ofx,y and z ofcœventional descriptive

geometry. As we tum aroun~ the line becomes a plane. The

plane beœmes imagined as a wall. a wall corresponding to the

bodily movement. It's the moment ofpassage. The oudine is

also a membrane, Hejduk's says, and as the relatioosbip between

our present and future, the relationship betwcen the arcbitect

and the observer. the moment ofpassage througb the wall is a

"moment of the hypotenuse"'O, of moving &om one condition

to another~ through an edge between two elements. The concept

.: of the ··hypotenuse" is like a cut between the equivalence. as------------
an opening and a movanCl1~ mOVÎDg IQ"OSS !Wo appaaelltly fixed

conditions. Hejduk's moment of the hypotenuse, when you become physica1ly

inside, is the moment ofthougbt appearin& mcmory, sceing and moving.,. It

rescmbles the experience ofreading a book; ail ofa suddcn you are in i~ on the

insidc~ and it bas become a pert ofyou. But tbere is a ditrerence, Hejduk reIIW'ks:

there is something special about the physical encountcr.

~.) .1"lm Hc]Juk..·. fù_~Îl.J-' l/eJuw. r ~/l
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Like the sun at noon~ then: is a going up and a

going down~ simultaneously; an~ like the

reflection on the sea, where the bright

background of the sky turns ioto the dark

background of the se~ Hejduk's work moves

among illusions. Crossing the Oat waJl~ the

paradoxic:a1 oppositions of the plane and the

body .e kept open. For Hej~ it is the plane

that provides the spatial experic::nœ; as wc cross
through a walt it is the crossing of the wall

that makes the spatial experience possible.

Despite obvious formai ditTerences between Hejduk's early and 181er wor~ the

geometrical shows a clear continuity; not only in terms ofgeometrical types~

such as ttiangles~ squares and circles. but also in terms ofthe above mentioned

gcometric:al relationship between the arcbitec:t and the observer. This cao he

sccn.. for example, in Hejduk's projeds entided "Berlin Masques" and "Victims.·~

ln tbese~ plan and elevation beçome Hejduk's chosen opposites; one belonging

ooly to the architeet. the pl~ the second shoWÎDg the facade, the fi'onta1ity of

the imaginedobserver. After the more direct play ofttansfonnatiœ ofgeomettica1

figures in bis early drawings, Hejduk's voiœ bccomes more poetic in his 181er

projects~ mo\'ing mto more eager play with language and imaginary charader

t08e1ber witb a geomelric articulatiœ. We sec him articulating bis wŒk tbrougb

the oppositions between "object" and "subject," between geomelriaal articulation

and a narrative description. From bis early wor~ where, within his projects~

we usually read about anonymous~ imaginary observers, Hejduk's conccm for

the observers develops a reference to a specifie person. While the observers in

Hejduk's carly works wcre seldom described, bis Ialer projects developed ideas

of memories, of the imasinuy observer's cvents and things. developing their

charaeter and the stories oftheir lives.

• 5~ John H":IJuJ.... J/ask U(\/t!dlHLI. r "71. •
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Hejduk uses the word "outlining"" to

desaibe bis drawings. This makes me think

of his projects as already in touch with a

characrer's life, where bis liCe is oudined.

but still hidden.

Looking at the drawings in Hejduk's project

"Victims", we find many sttuChU'es, which

are intended to he bullt in Berlin. Each of

these bas a Dame and a number. There also

belongs, to many of these structures, a

.: description or stories: ofStamp~ Shoe

---------------- R~Crochet Lady, Fir~ Paper

Restorer and others. Looking al these, 1 am

facing a representation ofhuman life. Do

we dare to follow Hejduk's dancing of

thougbt? From one to the other, we can

only look bac:k and forth. The mixture of

opposites leaves the the tools ofarchitecture

on uncertain ground. Objective thought is

paraIyzed, disturbed. Tbrough a stOlY - the subject • and 8 drawing ofa stmcture

-the object • [ get some clues about a project hejooging to a PerSOD. Imagining

a perSOD~ [cau only DOW the person's objects as 1know my objects. Trying

to get to know another person with a living body. struçtured like mine· and

thus sympathizing with a human heing • and life • like the one l'm aetually

living, full ofdifferent storie~ 1 cao only get the clues. With the belp of the

architect, the !lep is already taken, by outlining the characters Iife.

•

•

•
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As a memory of appearing and disappearing qualities, the geometrical figures

are of the social world and appearing in i~ as we constantly give il a new life,

new characters to oudine. Il is never a naturaI phenomenon; il is always moving

between the spheres ofone life to anOlber. and. as such, Merleau-Ponty empbasi-œs,

uexisting in tbe space ofculture."56 When we sec a biangle. we see an idea by

means ofthe spaœ ofculture. Il arises from human han~ Iike Plato's geometrical

figure appearing in gold, sboWÏDg an appearance ofa quality oflife. The persan

is a1ways another persan, whose involvement in the world 1 might re<:ognize

through the penonts appearing qualifies, though never in final terms.

Like the hidden present oftime in Hejduk's

clock-towers, the life of the persan remains

never Mly grasped. Despite the fixity of

language and geometry, the persan remains

masked. 1never become that person, oever

sec these objedS precisely as the persan sees

ber objects; üke a speaker and a listener. like

a giver and a reœiver we remain as !wo sicles

ofa coin in a sbared world

Hejduk's approach: bis search for order,

tbrough ideas of narration and geometry,

challenges the modem tools ofthe arcbitecbn

profession, giving descriptive geomeuy, plan,

sections and elevations a rare personal and

poetic turn.

In the world of the ancient Greeks, ideas of a search for arder was a central

meme. In early Greek philosophy, in the writings ofPlato" the order ofthe wood

could become knawn ooly as Iife proceeded Order appeared like in the work

of a craftsman who molds in gold geometrical figures that appear, and then

disappeared as the material changed shape. The geometriccl thing was like

~(. \bUTl":c \1crk:lll-pnnl\ . 111 Pml,f~' u( f'llliiJ,fÛpln. r llot-l U
5"' J"hn ilC,1Juk. l'u'wm. r III
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something betwecn the monals and the divine and, Iike Socrares' üos," expressed

a looging for beauty. It was tbrough the longing oftheir bodies. ofpassion and

pleasure. that the living monals touched upon the order of the world. while

never grasping it completely.

Despite this ungraspability. the appearance oforder and its clarity • for a moment

- could he usefid for directing life towards beauty. To he able to meditate on

these orders of the world was. for Plato. "'as a heavenJy sent a1ly.·· in reducing

to order any disharmony within US.'9 Life was not to be postponed until the

order was found. The appearance of Order. ramer than heing looked at, as

sometbing graspable once and for ail was conneeted to an an ides ofappearing

quality, which showed itself as liCe proceeded. The original divine worlel. in

Plato's story, had at its base an idea of UDchanging fonn • "uncreated and

. .
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indesttuctible" - while the moving world

ofmonal human beings had something that

resembled it, but was "in constant motion."61

The fixed. divine world was onIy~e,

witbin thought and as something beyood the

world ofmonals. whüe within this moving

world, the forms that had come inta

existence. were perceptible through opinion

and with the help of the bodily senses.

The bodiIy rbytbms,~h and sight were

among the gifts to monal human beings tbat

made thinkiDg possible. Tbinkïng happencd

tbrough the mortal body. The story ofa man

modeling geometric figures in gold'2 was

PIsto's example to desaibe the appearance

ofwbat becomes and appears on both sicles,

in bodily tbinking and in the world.
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ldeas become real in touch with the body, appearing and disappeal ing, like pain.

What is recc:urring, Plato teUs us, wc should not caU things, but qualities.lfwe

want to speak of'·this thing" or "that thing" we sbould only speak ofit as that

in which titis process - ofappearing qualities - takes plaœ.6l

Similarly, Hejduk's proœss is not limited to '~s thing" or~ thing." Rather,

Hejduk looks for bis arder in fusion with the sphere ofHfe.

Hejduk's outlining drawings take hold of

something, show something, give room for

sometbing: something we can cali. in line

widl Plato's tbought. a memosy ofappearing

and disappearing qualities.

Like Plata, Hejduk sees that it is important

ta aclmowledge our monal condition in

relation ta ideas ofmovement and the fixity

ofmovement.

It is the fascination with the pbenomena of

still-life paintings that catalyses his

discussion: apples, pears, grapes. Hejduk is

looking at words. In English: Still life; in

ltalian: Nature morte. The paradoxical opposition oflife-deatb: "Still-life" and

'·Dead lI81Ure." have a sarange potential, a potential tbat thriIIs Hejduk. Ccmpared

ta Mondrian's idcas, wc see that the tenns "life" and "death" express equivalent

CODtrary oppositions. It is in playing witb these words that he wonders about

the human ability ta tix the moving and move the fixed. Hejduk imagincs a

plinter painting bowls, fruits, tablc clotbs and g1asses on a canVas'5. Hejduk's

assumptiOll is that a painter can, on the '·life-absorbing" flat canvas, onIy grasp

the singuIar - "1hc singuIar a moment oftîme.19f6 But tbis is a pecuIiar singularity.

!;~ Plat,). Tm"/l·lI.~. r Nl
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It is what Hejduk's calls a singular transformation.61 He talks about three

paintings by Braque as an example orhis discussion. In Braque's Studio No.III

(1949), Hejduk desaibes the bird on the canvas as the bird ftying <Xl the wallpaper

ofa room. The bird is caught in the waUpaper patterns. Hejduk then mentions

anothcr painting by Braque. whcrc Hejduk describes a bird on the canvas as the

same bird as mentioned above. He dcscribcs the bird as not knowing it' s

dcstiny, ofbeing caught in the waUpeper wall. wbere it appears as tlying through

the room. Hejduk th.m takes a third painting by Braque, wbicb was painted

almost ten years later than the other IWO, cntidcd "The Dead Bird" (Studio No.

Il, 1957). In tbis painting, the bird lies dead. borizontally on bis bKk • a Datura

morte, a stilllife. Braque's paintings are for Hejduk an example wh~e "the

paintcr attcmpts to capture death or al lcast a Oceting thought."61

He describes this as a pr()(:es~ as crossing towards the stillness of life. Sucb

an approach to painting is not a point like a stroke but a strokc or a crossing

whicb takes tilDe. The bodiIy physicality is emphasized. Hejduk describes th.:

"/111/,', \1I"f,' '/1/1"1/,, III,/f/," Il,/1\ lIf/iiI/"'\""''', /' /f,', ,'\\,/1"1 /111" ,h,' ,r"\\/II (.,. ..

idea of the crossing bird as o·the movement of a

released tbougbt whicb disappears quickly, bue fORVcr

remains in the void of memory..."'70 lt is a bird of

spirit that cuts through the membrane, cuts through

the outlining condition. The paintcr and the bird are

œught in a tempcnl cœdition in sueb a W:Jy that 1bere

is no escape. The tlecting thought is the painter's own

thougbt. with which he entangles, in its appearing

in the wood. Contrary to dùs. Hejduk asks ifit migbt

he possible for arc:hitceture to tom things the other way around: stan with a

stilled life, Natura mone, transfonning painting into architecture, "'building it

into a still-lite".'1

,,7 Il ~i",tllJ he lh./(:J_ thill HcIJU~ u.~c"" ,,(ten the !cr.n" t\\ ..·Jlln...n. I,I:IaI and Ihret:.Jlmcn~lllrw!. _I~ the"'" •

,Ife u.'cJ 1<. ttoe 'li'IC';U\o,: !huu~hl 'II" J .......:nrtl' ... ~l.."\ml ... [f'o 1'1 J..."..:nh the JJlï":f;),IlCC bct\\..:cn i'-Illltmg. ,mL!

,lrdlltecturc rhl'; arP'=ar- lu !TI'" a:<.l!l ;Li ...1UUrlllll1lhilt the \\IlrIJ 1'" Ihn:c-Jlmcn"'llln:J1. '.\ilI.:h 'tn!.. ...... m..: as

.1 hccm;;. rflll'!ern<lIIC :.Il1J :n .:unr1lct \\!th hb panl..:U(Olr .:..nccm (,'f th... hlunan temporal .:nnL!lth11l h'r m\

,I\\n IJ"C '" thc tl."Tm-Jnncn.'IIIn· 'cc !ntr,,<ÎudIlln part "ne; j"hr. fklduk. lrâJlh",·Cllr<'.Y 1fT !.()~·t·.

t,.'4 J.IW i ICIJuk. . Irdllh'crllrt'~ 11/ r..H't:. l' 1~

i,', 1~·tJ. r !~

'1) J,.r.n HCIL!llk.t/(L~k o(\!èdU5<l, r 'i.t

-1 J.,hn Ilc;.fuJ.. . . !rdUh'Ltltn.::J ur 1.0....'. p 15



•
Hejduk's transformatioo ofoppositions as an approacb to architectural creation

bas by the above questioning moved far beyond the more formai aspect of

Mondrian's paintinss~ encountering various contrary aspects of our cultural
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world Hejduk's oppositiœs are Iike liCe and
~ within and about cacb other. "1 would
like ta make tender architecture. n Hejduk

said. "tender meaning Slrong."7) Bringing

oppositions tosether with a wish to make

stt'onger ardtitecture shows Hejduk's c:onœrn
widl an idea ofwùty, ofopposites becoming

a whole~ to have geometty and narrative.

liCe and~ in mutual interaction: to have

an ··architectural intercourse"'· on every

level: to bave "architectures in love."

•
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There is an unbridgeable difference between the world of the ancient Greeks 

of carly philosophy - and our modem era. Today though, as for the ancient

Greeks, the questions ofour limits, the questions of meaning and truth. ideas

and evidence, are still witb us...

Through Hejduk's work we recognize mis, as wc sweep across these huge

questions. where the edges and ümits of architecture vibrate. Therc are many

pitfalls and no final answers. Wc face life caught in ideas and idcas caugbt in

life. The order in the voice and the bands of the poet and the architect appears

out ofthe mixture ofbis life; nuninglife mto work.

Rilke once comparcd the situation of the poet with a story about a boat." He

describes 50mc oarsmen, and amoDg them an old man crouched at the end of

the boat. They were crossing against the stream. At the same rime as they

reached fonvarcl, they gave voice to a kind of counting, Ubut 50 exacting was

meirw~ that their voiœs ftequendy failcd man.tt and often thcy had to suffer

a kind ofgap before findiDg an untoucbed source of strength to put ioto play

asain. With bis bands and fcet in contact with the movement the old man

suddenly sang; "at irregular intervals, and by no means a1ways when the

exhaustion among the rowcrs increased; on the conamy, bis song cxcUl'l'ed more

than once when aU the rowers wcre vigorous or even exuberan~ but even tbis

was the right thing; even then it was appropriale."16 For Rilke, it secmed thal

it was purely the movement of the old oarsman's feeling when it met the open

distance, that inOuenced bis voice. From one moment to anoth«, the boat

overcame the opposition~ the fonvard thrust and the force ofthe river. Any

surplus, any thing that wu "not susceptible ofbcing overcome," the old man,

who was not only occupïed with the immediacy, maintained "the contact with

fartbest distance, linking us with it until we felt its power of attraction. tt 11

Hejduk's position, as a poet and architect, C8D he understood in Rilke's story of

the old oarsman. For Hejduk, like Rilke's oarsman., the poetic task takes hold

of the artist, makcs him connect to the situation and allows him 10 sound, to

makc work that shakes people; il touches us, and brings the existence of life

palpably neal'.
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