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Resumen: En 1974, John Hejduk condenso dos décadas de exploracion
arquitectonica en una serie de croquis conocidos como "cronologias’,
distribuidos en nueve hojas que organizan cronolégicamente sus obras mas
influyentes. Estos dibujos delinean tres periodos criticos representados por
las Texas Houses (1954-1962), Diamond Projects (1962-1967), y Wall Houses
(1968-1974), cada uno documentado en exposiciones y publicaciones clave
como "John Hejduk Houses" (IAUS, 1980), “Three Projects” (Cooper Union,
1969) y "Fabrication" (Cooper Union, 1974). Este corpus de trabajo, arraigado
en su ensenanza en Texas, Yale y Cooper Union, articula una aproximacion
taxondmica a la arquitectura, destacando la formulacién de un vocabulario
formal abstracto. Estos proyectos, mayoritariamente no construidos, no solo
reflejan un aprendizaje arquitectdnico basado en elementos fundamentales y
su organizacion sistematica, sino que también sirvieron de preambulo a sus
emblematicos ejercicios didacticos: "The Nine-Square Grid Problem’, "The Cube
Problem"y "The Juan Gris Problem". Esta integracion de la teoria y la didactica
destaca la cohesidn entre la practica especulativa de Hejduk y su innovadora
pedagogia, enfatizando como sus investigaciones formales influenciaron
profundamente en la ensenanza arquitectonica contempordnea.

Palabras Clave: Prictica especulativa; Nine-Square Grid; Texas Houses; Diamond
Projects; Wall Houses.

“Hejduk no ensenaba lo que ‘sabia’, sino mas bien lo que estaba en proceso de
descubrir él mismo”!

La obra del arquitecto estadounidense John Hejduk ha tenido un
profundo impacto en la critica y pedagogia arquitecténica y artistica desde
mediados del siglo XX. Tanto en su rol de educador y critico como a través
de sus numerosos proyectos teoricos, Hejduk ha marcado la ensenanza
arquitectdnica de las ultimas décadas y su influencia continia en muchas
instituciones de educacién superior. Estas aun aplican y adaptan los ejercicios
y principios didacticos que introdujo en la Cooper Union.2 Hejduk promovid
una vision de la arquitectura basada en valores abstractos, influenciada
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Abstract: In 1974, John Hejduk condensed two decades of architectural
exploration into a series of sketches known as "Chronologies,” spread
across nine sheets that organize his most influential works. These
drawings outline three critical periods represented by the Texas Houses
(1954-1962), Diamond Projects (1962-1967), and Wall Houses (1968-

1974), each documented in key exhibitions and publications such as "John
Hejduk Houses" (IAUS, 1980), "Three Projects" (Cooper Union, 1969) and
"Fabrication" (Cooper Union, 1974). This body of work, rooted in his teaching
at Texas, Yale, and Cooper Union, expresses a taxonomic approach to
architecture, highlighting the formulation of an abstract formal vocabulary.
These projects, mostly unbuilt, not only reflect an architectural learning
based on fundamental elements and their systematic organization, but also
served as a preamble to his emblematic didactic exercises: "The Nine-
Square Grid Problem,” "The Cube Problem”and "The Juan Gris Problem.”
This integration of theory and didactics highlights the cohesion between
Hejduk's speculative practice and his innovative pedagogy, emphasizing
how his formal research profoundly influenced contemporary
architectural teaching.

Keywords: Speculative practise; Nine-Square Grid; Texas House; Diamond
Project; Wall Houses.

“Hejduk did not teach what he ‘knew, but rather what he was in the
process of discovering himself."

The work of American architect John Hejduk has had a profound
impact on architectural and artistic criticism and pedagogy since the
mid-20th century. Both in his role as educator and critic and through
his numerous theoretical projects, Hejduk has marked architectural
teaching in recent decades and his impact continues in many higher
education institutions. They still apply and adapt the teaching exercises
and principles that he introduced at Cooper Union.? Hejduk promoted a
vision of architecture based on abstract values, influenced by the formalist
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por la tradicién formalista de figuras como Colin Rowe y Robert Slutzky.

Sus ideas no solo se difundieron a través de textos y reflexiones teéricas,
también se consolidaron en la practica profesional con los “Five Architects”?
Desde 1954 hasta 1974, tras graduarse en Harvard, desarrollé cerca de
cincuenta proyectos tedricos. Estos proyectos, principalmente en contextos
domeésticos, se agruparon en diversas series. Entre ellas, destacan las Texas
Houses, Diamond Projects y Wall Houses. Estos trabajos se compilaron en

la monografia The Mask of Medusa: Works 1947-1983,* aunque previamente
habian dado lugar a publicaciones independientes.® También se resumieron
en nueve croquis denominados “Cronologias”? conservados en su archivo
personal.” En estos dibujos a mano alzada destacan tres series: “9 square
series”, "Diamond series” y "Wall series”, que representan una investigacion
continua sobre los principios fundamentales de la disciplina arquitectonica.

Entre los nueve documentos existen dos grupos. El primer grupo
comprende dos documentos en formato apaisado, elaborados con tinta
multicolor, que representan de memoria la planta de los principales proyectos
hasta la fecha. Estos dibujos, realizados a mano alzada y sin escala, reflejan
un orden cronoldgico aproximado, aunque contienen imprecisiones. El
primer documento apaisado, incluido posteriormente en The Mask of Medusa,
agrupa la mayor cantidad de proyectos y utiliza una numeracién destacada
para indicar el orden cronolégico de los proyectos, del 1 al 21, asi como una
numeracién menos resaltada que sigue el orden interno de algunas series,
como la “Wall serie”. Un segundo documento complementa al primero
incluyendo proyectos omitidos inicialmente, identificando las Wall Houses con
croquis en amarillo y reelaboraciones en rojo como “Pink House" o "Braque”,
que corresponden a las versiones publicadas en Fabrications (FIG. 01y 02).

Por otro lado, los siete documentos restantes, presentados en blanco y
negro y orientados verticalmente, ofrecen una catalogacion mas detallada.
Cada ficha, estructurada en cuatro columnas, detalla el nombre del proyecto,
el tipo de dibujo conservado (diédrico, axonométrico o perspectivas), si ha
sido publicado®y las fechas correspondientes. Las fichas abarcan todos
los proyectos resaltados en los documentos apaisados. En definitiva, esta
coleccion no solo documenta los proyectos, sino que también impulsa la
revision de esta etapa como una investigacion continua y sélida sobre los
elementos basicos de la forma y el espacio, lo cual contribuye tanto a la teoria
del proyecto como a la didactica y practica docente.
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tradition of figures such as Colin Rowe and Robert Slutzky. His ideas were

not only disseminated through texts and theoretical reflections, but they

were also consolidated in professional practice with the “Five Architects.”®
From 1954 to 1974, after graduating from Harvard, he developed nearly

fifty theoretical projects. These projects, mainly in domestic contexts, were
grouped into various series. Among them, the Texas Houses, Diamond Projects
and Wall Houses stand out. These works were compiled in the monograph The
Mask of Medusa: Works 1947-1983,* although they had previously given rise

to independent publications.® They were also summarized in nine sketches
called “Chronologies," preserved in his personal archive.” Three series stand
out in these freehand drawings: “9 square series,” “Diamond series” and

“Wall series,” which represent a continuous research into the fundamental
principles of the architectural discipline.

Among the nine documents there are two groups. The first includes two
documents in landscape format, prepared with multicolour ink, representing
from memory the layout of the main projects to date. These freehand
drawings, without scale, reflect an approximate chronological order, although
they contain inaccuracies. The first landscape document, later included in The
Mask of Medusa, groups the largest number of projects and uses prominent
numbering to indicate the chronological order of the projects, from 1 to 21,
as well as less highlighted numbering that follows the internal order of some
series, such as the "Wall series”. A second document complements the first by
including projects initially omitted, identifying the Wall Houses with sketches
in yellow and reworking in red such as “Pink House" or “Braque,” which
correspond to the versions published in Fabrications (FIG. 01 & 02).

On the other hand, the remaining seven documents, presented in black
and white and oriented vertically, offer a more detailed cataloguing. Each
file, structured in four columns, details the name of the project, the type
of drawing preserved (dihedral, axonometric or perspectives), whether it
has been published® and the corresponding dates. The tabs cover all the
projects highlighted in the landscape documents. In short, this collection
not only documents the projects, but also promotes the review of this stage
as a continuous and solid research into the basic elements of form and
space, which contributes to both the theory of the project and didactics and
teaching practice.



NOTAS SOBRE EL CONTEXTO BIBLIOGRAFICO

En los ultimos anos, el legado de John Hejduk y su influencia al frente de la
Cooper Union han sido objeto de un creciente interés, evidenciado en una

serie de estudios y publicaciones que analizan tanto su obra profesional

como pedagdgica. Destacan particularmente las contribuciones de antiguos
estudiantes y profesores de la Cooper Union de las décadas de 1970 y 1980,
como Peggy Deamer, Diane Lewis, Guido Zuliani y Wim van der Bergh.? Entre
los textos recientes, destaca el capitulo de libro de Bradley Horn, “Signs and
Wonders: John Hejduk and the Re-Enchantment of Architecture at The Cooper
Union", en Histories of Architecture Education in the United States, publicado

por Routledge en 2024, a cargo de Peter L. Laurence.'® En lengua castellana y
fruto de investigaciones académicas, destacan los trabajos de Lisseth Mireya
Estrella Cobo “John Hejduk y la pedagogia de proyectos arquitectdnicos:
Cooper Union 1694-2000" en 2021, que pone el acento en su dimension
docente y retine los principales estudios hasta el momento; y la tesina "John Q.
Hejduk: el universo del cubo” de Luis Sebastian Aranguren Lizcano, publicada
recientemente, y centrada en su trabajo profesional entre 1954y 1974."" A todo
ello se suman las exposiciones y debates en la Cooper Union y el archivo digital
abierto de la institucion, iniciado en 2019 y consultable en linea.

Este renovado interés de las primeras décadas del siglo XXI continua las
principales reflexiones y tesis que cuatro trabajos de la década de 1980y 1990
ya fijaron. Se trata de los textos de Rafael Moneo: “The Work of John Hejduk
or the Passion to Teach”; Helio Pinén: “La forma de la forma”; Lynn McNeur:
“The nine square grid”; y Joan Ockman: "Architecture as passion play”. Moneo
y Ockman esbozaron una mirada general sobre la trayectoria de Hejduk hasta
el momento, en la cual se establecen lazos entre la obra profesional y su
pedagogia, sin centrar la mirada en esta sinergia. McNeur centroé el interés
en el emblematico ejercicio que dio titulo al articulo. Sin embargo, fue Pifdn,
el mas distanciado tanto geografica como culturalmente de la esfera de
influencia directa de Hejduk, quien logré ofrecer una interconexién mas directa
entre la practica pedagdgica y profesional del arquitecto. Esa teoria fue y es
valiosa precisamente porque ofrece una perspectiva externa y objetiva, libre
de las influencias inmediatas y posibles prejuicios. Y es precisamente esta
linea argumentativa sobre la que el presente texto pretende incidir, tratando
no solo de incorporar la literatura existente, sino de fijar la practica profesional
especulativa como un claro precedente de los ejercicios que poco tiempo
después plantearia a sus estudiantes.

NOTAS SOBRE EL CONTEXTO DOCENTE DE LA EPOCA
En Estados Unidos, durante las décadas de 1960y 1970, instituciones como la
Cooper Union y la Cornell University, lideradas por John Hejduk™ y Colin Rowe,
profundizaron en la autonomia del lenguaje arquitecténico formal. Hejduk en
Cooper Union enfatizé la formalidad y autonomia arquitecténica, mientras que
Rowe en Cornell abogaba por revisar las bases histéricas y formales de la
arquitectura moderna.'* Este enfoque contrastaba con el de Charles Moore en
Yale, donde se integraba la arquitectura en la cultura popular usando técnicas
sociolégicas, con colaboraciones de figuras como Robert Venturiy Denise
Scott Brown, enfocandose en aspectos externos de la arquitectura, como la
linglifstica, la sociologia, la filosofia o el psicoanalisis. Simultdneamente, en
la Universidad de Essex, Joseph Rykwert y Dalibor Vesely impulsaban un
enfoque filosofico y reflexivo sobre la interrelacion entre disefo arquitecténico
y teoria cultural. Por otro lado, en escuelas como Princeton, Columbia o el
Illinois Institute of Technology (IIT), la ensefanza se alineaba mas con el
pragmatismo y el funcionalismo, poniendo énfasis en la relevancia social,
cultural y politica de la arquitectura, resaltando la importancia de adaptarse
a los desafios y necesidades contemporaneos, marcando una era de cambios
que aun influyen en las practicas educativas actuales.”™

Asi pues, en un contexto global donde las escuelas de arquitectura
exploraban asuntos como el activismo politico, las nuevas tecnologias, el anélisis

EN BLANCO - N° 37 - 2024 - ANGELO CANDALEPAS AND ASSOCIATES

NOTES ON THE BIBLIOGRAPHICAL CONTENT

In recent years, John Hejduk's legacy and his impact at the head of the Cooper
Union have been the subject of growing interest. This has been evidenced in

a series of studies and publications that analyse both his professional and
pedagogical work. Particularly noteworthy are the contributions of former
Cooper Union students and professors from the 1970s and 1980s, such as
Peggy Deamer, Diane Lewis, Guido Zuliani, and Wim van der Bergh.? Recent
texts include Bradley Horn's book chapter, “Signs and Wonders: John Hejduk
and the Re-Enchantment of Architecture at The Cooper Union,” in Histories

of Architecture Education in the United States, published by Routledge in

2024 by Peter L. Laurence.' In Spain, in 2021, and the result of academic
research, the works of Lisseth Mireya Estrella Cobo “John Hejduk and the
pedagogy of architectural projects: Cooper Union 1694-2000" stand out,

which places emphasis on his teaching dimension and brings together the
main studies up to the moment. The recently published dissertation “John Q.
Hejduk: el universo del cubo” by Luis Sebastian Aranguren Lizcano focuses

on his professional work between 1954 and 1974."" Added to all this are the
exhibitions and debates at the Cooper Union and the archive open digital of the
institution, started in 2019 and can be accessed online."?

This renewed interest in the first decades of the 21st century continues
the main reflections and theses that four works from the 1980s and 1990s
already established. These are the texts of Rafael Moneo: “The Work of John
Hejduk or the Passion to Teach;" Helio Pinén: “La forma de la forma;” Lynn
McNeur: “The nine square grid;” and Joan Ockman: “Architecture as passion
play.” Moneo and Ockman outlined a general look at Hejduk's career so
far, in which links are established between his professional work and his
pedagogy, without focusing on this synergy. McNeur focused interest on the
emblematic exercise that gave the article its title. However, it was Pinén, the
most distanced both geographically and culturally from Hejduk’s direct sphere
of influence, who managed to offer a more direct interconnection between
the architect’s pedagogical and professional practice. That theory was and
is valuable precisely because it offers an external and objective perspective,
free of immediate influences and possible prejudices. Indeed, it is this line
of argument that this text aims to influence, trying not only to incorporate
existing literature, but to establish speculative professional practice as a clear
precedent for the exercises that he would outline to his students shortly after.

NOTES ON THE EDUCATIONAL CONTEXT OF THE TIME
In the United States, during the 1960s and 1970s, institutions such as
Cooper Union and Cornell University, led by John Hejduk' and Colin
Rowe, delved deeper into the autonomy of formal architectural language.
Hejduk at Cooper Union emphasized formality and architectural autonomy,
while Rowe at Cornell promoted the revision of the historical and formal
foundations of modern architecture.' This approach contrasted with that
of Charles Moore at Yale, where architecture was integrated into popular
culture using sociological techniques, with collaborations from figures such
as Robert Venturi and Denise Scott Brown, focusing on external aspects of
architecture, such as linguistics, sociology, philosophy or psychoanalysis.
Simultaneously, at the University of Essex, Joseph Rykwert and Dalibor Vesely
promoted a philosophical and reflective approach to the interrelation between
architectural design and cultural theory. On the other hand, in schools such
as Princeton, Columbia or the Illinois Institute of Technology (IIT), teaching
was more aligned with pragmatism and functionalism, placing emphasis on
the social, cultural and political relevance of architecture, highlighting the
importance of adapting to contemporary challenges and needs, marking an
era of changes that still influence current educational practices.'

Therefore, in a global context where architecture schools were exploring
issues such as political activism, new technologies, urban analysis or ecology,
the Cooper Union, under the management of John Hejduk, decided on a
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urbano o la ecologia, la Cooper Union, bajo la direccién de John Hejduk, opto
por un enfoque mas introspectivo y autorreflexivo, destacando la arquitectura
como un lenguaje auténomo y una forma de arte.® Este enfoque diferenciado se
centraba en las bases del disefo arquitectdnico, estimulando una reevaluacion
profunda de las légicas internas del lenguaje arquitectonico y una revision
meticulosa de los componentes fundamentales y las relaciones espaciales

en la arquitectura. Hejduk animaba a sus estudiantes a desarrollar una voz
arquitecténica personal y Unica, fomentando la exploracion y descubrimiento
de un lenguaje arquitectdnico propio. Esta metodologia desafiaba las normas
y expectativas convencionales, evitando adherirse a un Unico estilo o dogma
arquitecténico. Por lo tanto, la Cooper Union se consolidé como un referente en
innovacion pedagdgica y académica, marcando un contraste radical con otras
instituciones de la época y contribuyendo significativamente a la evolucion del
pensamiento y practica arquitectdnica contemporaneos.'’

DE LAS TEXAS HOUSES (1954-1962) AL “THE NINE-SQUARE GRID PROBLEM”
(1964-1978)

Las Texas Houses'® constituyen un conjunto de proyectos experimentales

de viviendas unifamiliares concebidos durante su etapa como profesor en
Yale y Cornell, pero especialmente en la Universidad de Texas (Austin) y su
rol activo en el grupo denominado: “Texas Rangers”.'? En ellos se exploran
las posibilidades formales y espaciales de una reticula compuesta por nueve
cuadrados, en clara relacion con las investigaciones y las ejercitaciones que
en aquel momento se comenzaban a plantear a los estudiantes principiantes,
y que pocos anos después darian lugar al famoso y difundido ejercicio “The
Nine-Square Grid Problem” (9SGp),?° dirigido al estudiantado de primer afo
de los programas de Arquitectura y Arte de la Cooper Union.?' Cada una de
las casas, numeradas del 1 al 7, ofrece una solucién alternativa dentro de
una estructura abstracta y racional que se repite y que permite plantear los
problemas de forma y espacio de manera abstracta y autorreferencial. De la
misma manera, el planteamiento docente posterior del 9SGp proporcionaba
un marco simple pero flexible para la exploracion de la forma y el espacio,

a través de la interaccion de los elementos basicos de la geometriay la
arquitectura dentro de una estructura modular (FIG. 03 y 04).

more introspective and self-reflective approach, focusing on architecture

as an autonomous language and an art form." This contrasting approach
highlighted the foundations of architectural design, stimulating a profound
re-evaluation of the internal logics of architectural language and a

meticulous review of the fundamental components and spatial relationships
in architecture. Hejduk encouraged his students to develop a personal and
unigue architectural voice, encouraging the exploration and discovery of their
own architectural language. This methodology defied conventional norms and
expectations, not always adhering to a particular architectural style or dogma.
Therefore, the Cooper Union established itself as a benchmark in pedagogical
and academic innovation, earmarking a radical contrast with other institutions
of the time and contributing significantly to the evolution of contemporary
architectural thought and practice."”

FROM THE TEXAS HOUSES (1954-1962) TO “THE NINE-SQUARE GRID PROBLEM”
(1964-1978)
The Texas Houses'® are a set of experimental single-family housing projects
conceived during Hejduk’s time as a professor at Yale and Cornell, but
especially at the University of Texas (Austin) and his active role in the group
called: "Texas Rangers.""? In it, the formal and spatial possibilities of a grid
composed of nine squares are explored, in clear relation to the investigations
and exercises that at that time were presented to beginners, and which a few
years later would give rise to the famous and widespread exercise “The Nine-
Square Grid Problem” (9SGp),?° aimed at first-year students of the Architecture
and Art programs at Cooper Union.?' Each of the houses, numbered from
1 to 7, offers an alternative solution within an abstract and rational structure
that repeats itself and allows the problems of form and space to be raised in
an abstract and self-referential manner. In the same way, the later teaching
approach of the 9SGp provided a simple but flexible framework for the
exploration of form and space, through the interaction of the basic elements of
geometry and architecture within a modular structure (FIG. 03 & 04).

These approaches were rooted in an American cultural context in which
there was an endeavour to develop architecture in a way that was “free
from contamination,” both in terms of place and function and technique. 22 137
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Estos planteamientos estaban arraigados en un contexto cultural
estadounidense en el cual se buscaba que la arquitectura se desarrollara
de manera “libre de contaminacién”, tanto en términos de lugar como de
funcion y técnica.?? En otras palabras, se concebia la arquitectura como una
disciplina auténoma, poseedora de sus propias normas, elementos y logica
interna. Se recuperaba asi el camino de introspeccién y esencialismo de las
vanguardias artisticas de principios del siglo XX y del formalismo ruso, que
liderd el escritor y critico Viktor Shklovski. Del mismo modo que los pintores
habian conseguido prescindir de la figuracion y de la copia de la realidad, que
habia dictado la historia de las artes plasticas hasta entonces, los arquitectos
podian liberarse de las obligaciones dictadas por la funcién, el lugar o la
técnica, y regirse exclusivamente por principios formales. Como se sabe, ese
contexto se produjo bajo el influjo de los textos y la pedagogia de personajes
como Rudolf Arnheim (1904-2007), Colin Rowe (1920-1999), Bernhard Hoesli
(1923-1984), o0 Robert Slutzky (1929-2005), influenciados previamente por los
historiadores Emil Kaufmann (1891-1953) o Rudolf Wittkower (1901-1971),
y su enfoque formalista y relativo a la autonomia de la arquitectura.?* Como
ya ha sido ampliamente difundido, el contacto de Hejduk con Rowe, Slutzky y
Hoesli en sus primeros anos como profesor en Texas fueron fundamentales
para su obra profesional y académica posterior.2* Una labor que, pese
distanciarse de la figuracion historicista, entroncaria con los procedimientos
de la composicién académica y su entendimiento del proyecto desde los
elementos o partes, que son para la arquitectura, en palabras de Durand: “lo
que las palabras son al discurso y las notas a la musica, y sin el conocimiento
perfecto de las cuales seria imposible ir mas lejos"?

Los textos de Rowe titulados “Neo-'clasicismo’ y arquitectura moderna
1y 2" aunque se publicaron en el primer nimero de la revista Oppositions
en 1973, fueron redactados entre 1956 y 1957, durante el desarrollo de las
Texas Houses y el periodo en que Hejduk estaba activo en Austin. Por lo tanto,
pueden considerarse auténticos manifiestos tedricos de la neovanguardia
que Hejduk iniciaba en ese momento y que se consolidd en 1972 con la
mencionada exposicion “Five architects” en el Museo de Arte Moderno
(MoMA). En sus escritos, Rowe abogaba por alejarse del juicio subjetivo
y las contingencias histéricas, como el racionalismo técnico y funcional
que predominaba en la Modernidad, buscando en cambio una expresion
arquitectdnica mas atemporal y universal. Propugnaba una reinterpretacion
de los principios de Mies van der Rohe en la arquitectura estadounidense de la
época, resaltando la busqueda de una estética clasica y atemporal, a la que se
referia como “neopalladiana”, como respuesta a la evolucién de la arquitectura
moderna.? Este enfoque implicaba cierto neoplatonismo en la forma, donde la
arquitectura se guiaba por criterios independientes de la funcion y la técnica,
como Hejduk desarrollaria durante su primera etapa profesional y docente.

La primera de las casas, la House 1 (1954-1955), presenta una planta
cruciforme palafitica construida sobre la trama de nueve cuadrados, que
marca la posicion de estructura y cerramientos —relacién que variard a lo
largo de esta serie y también en las siguientes—. Hejduk integrd un programa
domeéstico asimétrico en una cuadricula homogénea, poniendo de manifiesto
las tensiones y limitaciones del sistema. A medida que la serie avanza,
la House 3 (1954-1960) marca una ruptura significativa al abandonar la
estructura bdsica de nueve cuadrados. En su lugar, introduce una reticula
mas flexible, con submddulos, mostrando una mayor atencion a la relacion
entre formay programa. Este cambio indica la evolucion del pensamiento
de Hejduk hacia una aproximacion mds dindmica y adaptable, en la que
también se introducen otros elementos de relacion entre interior y exterior
como verandas y porches, como ya habia hecho en la House 2 (1954-58). La
House 5 (1960-1962) destaca por expresar la reticula como un sistema visual,
rindiendo homenaje a la influencia de Mies van der Rohe. Aqui, la presencia
de la reticula se convierte en un elemento central, influenciando la disposicion
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In other words, architecture was conceived as an autonomous discipline,
possessing its own rules, elements and internal logic. As a result, the path

of introspection and essentialism of the artistic vanguards of the early 20th
century and of Russian formalism, led by the writer and critic Viktor Shklovski,
was recovered. In the same way that painters had managed to dispense with
the representation and copying of reality, which had dictated the history of
plastic arts until then, architects could free themselves from the obligations
dictated by function, place or technique, and be governed exclusively by formal
principles. It is a well-known that fact this context was produced under the
influence of the texts and pedagogy of characters such as Rudolf Arnheim
(1904-2007), Colin Rowe (1920-1999), Bernhard Hoesli (1923-1984), or Robert
Slutzky (1929- 2005), previously influenced by the historians Emil Kaufmann
(1891-1953) or Rudolf Wittkower (1901-1971), and their formalist approach
and relative to the autonomy of architecture.?® As has already been widely
reported, Hejduk’s contact with Rowe, Slutzky and Hoesli in his early years as
a professor in Texas were fundamental to his later professional and academic
work.2* A work that, despite distancing itself from historicist figuration, would
meet the procedures of academic composition and its understanding of the
project from the elements or parts, which are for architecture, in the words

of Durand: "what the words are to the discourse and the musical notes, and
without the perfect knowledge of which it would be impossible to go further."?

Rowe's essays entitled “Neo-'classicism’ and modern architecture | and II,"
although they were published in the first issue of the magazine Oppositions
in 1973, were written between 1956 and 1957, during the development of the
Texas Houses and the period when Hejduk was active in Austin. Therefore,
they can be considered authentic theoretical manifestos of the neo-avant-
garde that Hejduk initiated at that time and that was consolidated in 1972 with
the aforementioned “Five architects” exhibition at the Museo de Arte Moderno
(MoMA). In his writings, Rowe advocated moving away from subjective
judgment and historical contingencies, such as the technical and functional
rationalism that predominated in Modernity, seeking instead a more timeless
and universal architectural expression. He advocated a reinterpretation of
the principles of Mies van der Rohe in the American architecture of the time,
highlighting the search for a classic and timeless aesthetic, which he referred
to as “Neo-palladian,” as a response to the evolution of modern architecture.?
This approach implied a certain Neo-platonism in form, where architecture
was guided by criteria independent of function and technique, as Hejduk
would develop during his first professional and teaching stage.

The first of the houses, House 1 (1954-1955), has a cruciform stilt plan
built on a plot of nine squares, which marks the position of the structure and
enclosures —a relationship that will vary throughout this series and also in
subsequent ones—. Hejduk integrated an asymmetric domestic program into
a homogeneous grid, revealing the tensions and limitations of the system.

As the series progresses, House 3 (1954-1960) marks a significant break by
abandoning the basic structure of nine squares. Instead, it introduces a more
flexible grid, with submodules, showing greater attention to the relationship
between form and program. This change clearly demonstrates the evolution
of Hejduk's thinking towards a more dynamic and adaptable approach, in
which other elements of the relationship between interior and exterior such as
verandas and porches are also introduced, as he had already done in House

2 (1954-58). House 5 (1960-1962) stands out for expressing the grid as a
visual system, paying homage to the influence of Mies van der Rohe. Here, the
presence of the grid becomes a central element, influencing the visual and
spatial arrangement of the architecture. Hejduk plays with the idea of the grid
as an aesthetic and structural device.

In the two cases that close the series, Houses 6 (1960-1962) and 7 (1962-
1963), Hejduk abandoned the horizontal arrangement of the nine squares and
adopted a grid of 27 cubes as a reference. This change represented a new
exploration of the relationship between form and activity, approaching the
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visual y espacial de la arquitectura. Hejduk juega con la idea de la reticula
como un dispositivo estético y estructural.

En los dos casos que cierran la serie, las Houses 6 (1960-1962) y 7 (1962-
1963), Hejduk abandond la disposicién horizontal de los nueve cuadrados y
adopto una malla de 27 cubos como referencia. Este cambio representd una
nueva exploracion de las relaciones entre forma y actividad, aproximandose
a las investigaciones que desarrollaria en las series Diamond y Cube,
inmediatamente posteriores. La investigacion se trasladé del plano al sélido
y al vacio, esto es, el espacio tridimensional. Ademas, introdujo el tema la
crujia muraria no solo como elemento sustentante sino también plastico,
en consonancia con algunos proyectos que desarrollé en paralelo durante
esos anos, como las Row Houses o el Aparment House, asi como proyectos
también de indole doméstica como Economy 1, Ithaca o Studio, todos ellos
concebidos entre 1954 y 1963.

DE LOS DIAMOND PROJECTS (1962-1967) AL “THE CUBE PROBLEM” (1966-1971)
En la década de 1920, uno de los argumentos fundamentales que finalmente
condujo a la separacion de los miembros del movimiento neoplasticista De
Stijl, Theo Van Doesburg y Piet Mondrian, fue la decision de Van Doesburg de
inclinar 45 grados las relaciones internas de angulos rectos dentro del lienzo.
La respuesta de Mondrian fue inclinar los limites del lienzo, sin alterar la
ortogonalidad de las geometrias internas.?’ La tension entre los limites de los
cuadros y las figuras interiores es lo que despertd el interés de Hejduk, que
decidié explorar los alcances arquitecténicos de dichas tensiones geométricas.
Asi pues, esta serie en particular explora las implicaciones arquitectdnicas

del giro de 45 grados de los elementos que definen el espacio, en este caso, la
figura del cuadrado que tan presente ha estado en las investigaciones iniciales
de las Texas Houses.? La serie esta compuesta por tres proyectos: Diamond
House A, Diamond House By Diamond Museum C.? (FIG. 05)

En los casos Ay B se parte de un programa doméstico genérico que,
como en las Texas Houses, no es mas que el acicate para una investigacion
formal. En el primero de los casos, el cuadrado inicial se divide en 16 partes
(4x4), que son la base para una cuadricula que organiza la disposicién del
programay la posicién de los elementos constructivos que garantizan la
coherencia técnica: pilares y muros. Los pilares, de secciéon redonda,

research that would develop in the Diamond and Cube series, immediately
following. The investigation moved from the plane to the solid and the vacuum,
that is, the three-dimensional space. In addition, he introduced the theme of
the masonry not only as a supporting element but also a plastic one, in line
with some projects that developed in parallel during those years, such as the
Row Houses or the Apartment House, as well as domestic projects such as
Economy 1, Ithaca or Studio, all conceived between 1954 and 1963.

FROM THE DIAMOND PROJECTS (1962-1967) TO “THE CUBE PROBLEM” (1966~
1971)

In the 1920s, one of the fundamental arguments that finally led to the
separation of the members of the neo-plasticism movement De Stijl, Theo
Van Doesburg and Piet Mondrian, was Van Doesburg’s decision to tilt the
internal relationships of right angles within 45 degrees of the canvas
Mondrian’s answer was to incline the limits of the canvas, without altering
the orthogonality of the internal geometry.?” The tension between the borders
of the paintings and the interior figures is what sparked the interest of
Hejduk, who decided to explore the architectural scope of these geometric
tensions. So, this series in particular explores the architectural implications
of the 45-degree turn of the elements that define the space, in this case, the
figure of the square that was so present in the initial investigations of the
Texas Houses.?® The series is composed of three projects: Diamond House A,
Diamond House B and Diamond Museum C.% (FIG. 05)

Cases A and B start from a generic domestic program which, as in the
Texas Houses, is nothing more than the incitement for a formal investigation.
In the first case, the initial square is divided into 16 parts (4x4), which are the
basis for a grid that organizes the layout of the program and the position of
the construction elements that guarantee technical coherence: pillars and
walls. The pillars, with a round section, are located at the intersections of the
grid, according to a classic layout of a free plan derived from the Corbusier
“domind” tradition. The walls, whose sole purpose is to subdivide the space
—as simple partitions— are not located on the axes of the grid, but are always
offset, as was already explored in Texas House 5. On the other hand, case B
moves to a basic starting grid of 20 squares (5x5). Unlike the first case, the
grid fixes the position of a parallel grid of walls, of different thickness, which
has the dual mission of subdividing the space and guaranteeing its structural
stability. In this case, it meets the experiments of the Texas Houses 6 and
7,in which the base grid finally fixes a cubic space strongly divided into
discontinuous rooms, in which the autonomous figure of the framework of
pillars disappears partially or totally.

In the Diamond C museum, the previous topics are explored in depth,
but with an enlarged scale, using an 8x8 base grid that is subdivided into
modules of three in a longitudinal direction. In its final version, the project
is limited to a plan and an isometry, with a complete absence of place, as
in cases A and B. Hejduk, insistently highlighted the contrast between the
orthogonal geometries rotated among themselves and the presence abundant
of curvilinear walls, which he referred to as “biomorphic” forms. These
forms clearly express a sculptural intention. Likewise, the initial grid serves
as a support for the position of the pillars, as in Diamond A. The walls and
curvilinear forms always adopt a displaced position, sometimes coinciding
with some of the submodules. As for the formalization of the limits, as in
the previous cases, the rotated position of the square envelope tends to blur
them, despite the presence of brise-soleils or “sun breakers” arranged every
two submodules. Unlike the materialization of the edges in the Texas Houses,
strengthened by the orthogonal position of the grid and by the presence of
pillars, walls and carpentry, in the Diamond series an ambiguous interior-
exterior relationship is created. The internal order tends toward expansion and
the drawings express the possibility of unlimited growth of the grid, despite
the effective construction of facades.

JOHN HEJDUK: 1954-1974. ON THE DIDACTIC DIMENSION OF HIS ARCHITECTURAL WORKS. DANIEL GARCIA-ESCUDERO, BERTA BARDI-MILA
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se sitlan en las intersecciones de la cuadricula, segun una disposicion
cldsica de planta libre derivaba de la tradicion “domind” corbuseriana. Los
muros, que solo tienen como mision subdividir el espacio —como simples
tabiques—, no se sitan en los ejes de la cuadricula, sino que siempre son
desplazados, como ya se exploraba en la Texas House 5. Por su parte, en el
caso B se pasa a una cuadricula basica de partida de 20 cuadrados (5x5).

A diferencia del primero de los casos, la cuadricula fija la posicion de un
entramado paralelo de muros, de diferente grosor, que tiene la doble misién
de subdividir el espacio y garantizar su estabilidad estructural. En este caso,
se entronca con las experimentaciones de las Texas Houses 6y 7, en las
cuales la cuadricula de base fija finalmente un espacio cubico fuertemente
dividido en estancias discontinuas, en las cuales la figura auténoma del
entramado de pilares desaparece parcial o totalmente.

En el museo Diamond C, se profundiza en los temas anteriores, pero con
una escala ampliada, utilizando una cuadricula base de 8x8 que se subdivide
en modulos de tres en sentido longitudinal. En su version final, el proyecto
se limita a una planta y una isometria, con una completa ausencia de lugar,
como en los casos Ay B. Hejduk, de manera insistente, destacé el contraste
entre las geometrias ortogonales rotadas entre si y la presencia abundante
de muros curvilineos, a los cuales se refiri6 como formas “biomérficas”. Estas
formas expresan claramente una voluntad escultérica. Asimismo, la cuadricula
inicial sirve de apoyo para la posicién de los pilares, como en la Diamond A.
Los muros y las formas curvilineas siempre adoptan una posicion desplazada,
en ocasiones coincidente con alguno de los submédulos. En cuanto a la
formalizacion de los limites, como en los casos anteriores, la posicion girada de
la envolvente cuadrada tiende a desdibujarlos, a pesar de la presencia de brise-
soleils, dispuestos cada dos submddulos. A diferencia de la materializacion
de los bordes en las Texas Houses, afianzados por la posicién ortogonal de
la cuadricula y por la presencia de pilares, muros y carpinterias, en la serie
Diamond se crea una relacion ambigua interior-exterior. El orden interno tiende
a la expansion y los dibujos expresan la posibilidad de crecimiento ilimitado de
la cuadricula, a pesar de la construccion efectiva de unas fachadas.

La manipulacién geométrica de cuadrados rotados 45 grados anticipaba
los desafios presentados posteriormente en el ejercicio “The Cube Problem”.

La serie Diamond no solo indagaba en las tensiones espaciales que estos giros
pueden provocar, sino que también analizaba su impacto en la organizacién

del espacio arquitectonico, lo cual es esencial para comprender el desarrollo
pedagdgico subsiguiente de Hejduk. Dichas exploraciones se instrumentalizaron
en “The Cube Problem”, un desafio para los estudiantes de Arquitectura de
quinto curso que los instaba a reevaluar la relacion entre formay funcién
dentro de un cubo tridimensional de 30 pies —9 metros— de lado, literalmente,
“una forma en busca de una funcion”3 Este enfoque no solo prolongaba la
indagacion sobre la interaccion entre forma y espacio iniciada en proyectos
previos, sino que también alentaba al estudiantado a considerar como un objeto
puede determinar un espacio funcional, invirtiendo asi el proceso de disefio
convencional en el que la forma se subordina a la funcion.?' De este modo, “The
Cube Problem” emergié como una progresion natural de las investigaciones
formales y espaciales de la serie Diamond, demostrando cémo la manipulacion
de formas geométricas puede influir directamente en la conceptualizacion del
espacio arquitectonico. Estas iniciativas reflejan el interés persistente de Hejduk
por cuestionar las convenciones arquitectonicas y fomentar que la forma
misma impulse la creacion de un programa arquitecténico.

A diferencia del "The Nine-Square Grid Problem”, que se orientaba hacia
el analisis del plano, “The Cube Problem” se enfocaba en la exploracion
del volumen, permitiendo un examen detallado del sélido y del vacio.®
Esta dialéctica dimensional, ya evidente en la cuestion de representacion
arquitectdnica abordada por la serie Diamond, se sustentaba en un cambio
en la descripcion del espacio. En esta serie, Hejduk recurrié a proyecciones
isomeétricas que desplazan el énfasis desde la percepcion estética
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The geometric manipulation of squares rotated 45 degrees anticipated
the challenges presented later in the exercise “The Cube Problem.” The
Diamond series not only investigated the spatial tensions that these turns
can cause, but also analyzed their impact on the organization of architectural
space, which is essential to understand Hejduk’'s subsequent pedagogical
development. These explorations were exploited in “The Cube Problem,” a
challenge for fifth-year Architecture students that urged them to reevaluate
the relationship between form and function within a three-dimensional cube
of 30 feet —9 meters— on a side, literally, “a form in search of a function.”®
This approach not only extended the inquiry into the interaction between
form and space initiated in previous projects, but also encouraged students to
consider how an object can determine a functional space, thus inverting the
conventional design process in which form is subordinated to the function.®' In
this way, “The Cube Problem” emerged as a natural progression of the formal
and spatial investigations of the Diamond series, demonstrating how the
manipulation of geometric shapes can directly influence the conceptualization
of architectural space. These initiatives reflect Hejduk's persistent interest in
guestioning architectural conventions and encouraging form itself to drive the
creation of an architectural program.

Unlike “The Nine-Square Grid Problem,” which was oriented towards
the analysis of the plane, “The Cube Problem” focused on the exploration
of the volume, allowing a detailed examination of the solid and the void.®
This dimensional dialectic, already evident in the question of architectural
representation addressed by the Diamond series, was based on a change
in the description of space. In this series, Hejduk resorted to isometric
projections that shift the emphasis from three-dimensional aesthetic
perception to two-dimensionality and an objective description of architectural
space. The isometric projections used, which also contributed to defining
the graphic and ideological identity of the Wall Houses, are based on parallel
and obligue projections, combining elements of both the military and the
cavalry perspective. In these projections, the planes both in plan and elevation
are kept to real scale, and the xz and xy axes are perpendicular, resulting
in unitary reduction coefficients. Despite their flat nature, these projections
suggest a three-dimensional depth. However, their main disadvantage is
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tridimensional hacia la bidimensionalidad y una descripcién objetiva del
espacio arquitecténico. Las proyecciones isométricas utilizadas, que también
contribuyeron a definir la identidad gréfica e ideoldgica de las Wall Houses, se
basan en proyecciones paralelas y oblicuas, combinando elementos tanto de
la perspectiva militar como de la caballera. En estas proyecciones, los planos
tanto en planta como en alzado se mantienen a escala real, y los ejes xz y
Xy son perpendiculares, resultando en coeficientes de reduccién unitarios.
A pesar de su naturaleza plana, estas proyecciones sugieren una profundidad
tridimensional. No obstante, su principal desventaja es que pueden resultar
abstractas, lo que a veces complica la comprensién inmediata de los dibujos.®®
Finalmente, como el propio Hejduk indicé en la introduccién del catalogo
que recogio estos proyectos,® dificilmente se podrian explicar sin el contacto
personal y el impulso tedrico de Robert Slutzky. En 1956, Slutzky y Rowe
escribieron el influente texto: “Transparencia: literal y fenomenal’, en el
que contraponian la idea comun de transparencia arquitecténica ligada a la
substancia del material, frente a una transparencia “fenoménica”, inherente a la
organizacion de la forma. Como sugirieron los autores, el cubismo analitico de
Juan Gris ilustra la percepcion simultanea de distintas situaciones espaciales
mas alla de la transparencia literal que se utiliza en la arquitectura. Para
ejemplificarlo analizaban la casa en Garches, de Le Corbusier, y el edificio de la
Bauhaus, de Gropius. Segun los autores, Le Corbusier valora el vidrio en toda
su cualidad de superficie plana, haciendo entrar en tension por su contigiidad
con muros ciegos; Gropius, por su parte, despega la superficie vidriada del
resto de la obra, evitando cualquier relacion entre unay otra que no sea la que
ofrece la vision a través de una cortina de cristal. De ese modo, la frontalidad, la
supresion de la profundidad, la reticula como elemento que orienta la vision o el
desarrollo periférico, son rasgos del cubismo analitico y, a la vez, categorias de
una arquitectura que asume los criterios visuales que, a lo largo de la segunda
década de este siglo, revolucionarian la percepcion del mundo fisico.®®

DE LAS WALL HOUSES (1964-1974) AL “THE JUAN GRIS PROBLEM” (1967-1971)
Las Wall Houses culminan el proceso de reflexion que inspird el planteamiento
didactico de la Cooper Union y las investigaciones sobre espacio y forma de
las series anteriores, con las que ademas no se puede establecer una frontera
clara.® En los dibujos y esbozos que se conservan de su archivo personal,
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that they can be abstract, which sometimes complicates the immediate
understanding of the drawings.®

Finally, as Hejduk himself indicated in the introduction to the catalogue
that gathered these projects,® they could hardly be explained without the
personal contact and theoretical motivation of Robert Slutzky. In 1956, Slutzky
and Rowe wrote the influential text: “Transparency: literal and phenomenal,”
in which they opposed the common idea of architectural transparency linked
to the substance of the material, against a “phenomenal” transparency,
inherent in the organization of the shape. As the authors suggested, the
analytical cubism of Juan Gris illustrates the simultaneous perception
of different spatial situations beyond the literal transparency used in
architecture. To exemplify it, they analysed the house in Garches, by Le
Corbusier, and the Bauhaus building, by Gropius. According to the authors,
Le Corbusier values glass in all its flat surface quality, causing it to enter into
tension due to its contiguity with blind walls; Gropius, for his part, peels off the
glazed surface of the rest of the work, avoiding any kind of relationship with
each other, other than the one offered by the vision through a crystal curtain.
In this way, the frontality, the suppression of depth, the grid as an element that
guides the vision or the peripheral development, are features of analytical
cubism and, at the same time, categories of an architecture that assumes the
visual criteria that, at the throughout the second decade of this century, they
would revolutionize the perception of the physical world.®

FROM THE WALL HOUSES (1964-1974) TO “THE JUAN GRIS PROBLEM” (1967-
1971)

The Wall Houses result in the process of reflection that inspired the didactic
approach of the Cooper Union and the research on space and form in the
previous series, with which it is also not possible to establish a clear border.®
In the drawings and sketches that are preserved from Hejduk's personal
archive, the mutual allusions are constant during the 1960s, in which the
three main series that are being analysed overlap. So, as has happened so
far, this last lot of houses, barely developed as preliminary designs,®’ affect
the aspects already mentioned: the use of elementary geometric shapes, and
their systematization through grids, axes and spatial modules that guide their
disposition and mutual relationship; and all this through basic construction
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las alusiones mutuas son constantes durante la década de 1960, en la cual
se superponen las tres series principales que se estan analizando. Asi pues,
como ha ocurrido hasta el momento, este ultimo paquete de casas, apenas
desarrollados como anteproyectos,®” inciden en los aspectos ya sefalados:

la utilizacién de formas geométricas elementales, y su sistematizacion a
través de reticulas, ejes y modulos espaciales que pautan su disposicion

y relacién mutua; y todo ello a través de sistemas constructivos basicos a
partir de pérticos o crujias de muros, que o bien se someten a las mallas
espaciales o bien se establecen como contrapunto. Asimismo, y como indican
los nombres propios de algunas de las casas, la investigacion geométrica
intrinseca a estos proyectos condujo a Hejduk a la subdivision de las formas
elementales en fragmentos (mitades y cuartos), dando lugar a los proyectos:
1/2 House (One-half House), 1/4 House, 1/3 House and 3/4 House (House
10), desarrollados entre 1967 y 1970.%8 En todas ellas el programa doméstico
genérico y convencional se organiza asignando a cada geometria una funcion.®’
En paralelo a esta subserie también desarrollé la Gunn House y la Extension
House, justo después de los dos precedentes mas claros: la Grandfather Wall
House y la Space Shuttle House, planteadas entre 1964 y 1967.4° (FIG. 06-09)

A estos elementos basicos cabe anadir, como ha sefalado el propio
arquitecto, la presencia destacada del muro como un elemento material
y simbélico que caracteriza esta ultima serie de proyectos: “el muro es la
condicion mas presente posible. La vida tiene que ver con muros; estamos
continuamente entrando y saliendo, yendo atras y adelante, a través de ellos;
un muro es lo mas presente, lo mas delgado, aquello que estamos siempre
traspasando, y esta es la razén por la que ahora yo lo veo como la principal
condicion de superficie”*" El muro dicta la percepcidn conceptual pero
también fisica de estas casas, reafirmando la frontalidad como una categoria
esencial del espacio arquitectonico. Como ha sugerido Kenneth Frampton:

“A lo largo de su trabajo ha sido tan incapaz de emular la espacialidad
multidireccional de De Stijl o el movimiento Suprematista, como de abandonar
el énfasis humanista en la frontalidad, en el cual la fachada ilusoria o frons
scaenae es comun a todo el mundo”*? Precisamente la serie culmina con tres
ejemplos candnicos de dicha frontalidad: la Wall House 1 (1968-1972), la Wall
House 2 o Bye House (1972-1974) y la Wall House 3 (1974).4%

De esta manera, el muro desempena un papel crucial en todas estas
casas, actuando como un elemento organizador. Se utiliza de dos maneras
principales: como un eje horizontal que conecta diferentes areas, resaltando
su distancia fisica, como se observa en la House 10; o en sentido vertical,
actuando como una barrera que separa los ambitos de acceso y recorrido de
los de estar, como se evidencia en la Wall House 1.4 En otras ocasiones, las
propuestas tienden a hibridar ambas situaciones, como en la Wall House 2,
donde se simultanean ambas funciones fisicas, temporales y conceptuales de
los muros. El muro se “hincha” y contiene el recorrido elevado de acceso a la
vivienda, tras dejar atras un pequeno estudio; y al mismo tiempo se encuentra
la presencia perpendicular del muro que separa esa zona de transito hacia
el interior de las zonas propiamente domésticas y estaticas de la vivienda.
Esta disposicidn de planos arquitecténicos consagra la intencién de aislar
el programa en espacios auténomos, en los que el muro se considera un
elemento simbélico, ademds de estructural. Esto crea una dindmica de
tension y representa el paso del tiempo, que se experimentaria al recorrer
longitudinalmente los muros o al atravesarlos. El uso del movimiento como
parametro para estructurar el espacio serfa la referencia corbusierana
constante en la que se apoyarian gran parte de los proyectos de esta serie.

Paralelamente a las Wall Houses, Hejduk también concibié proyectos
domésticos mds compactos, pertenecientes a la subserie Cube Houses,
los cuales se derivan igualmente de la utilizacién de formas geométricas
elementales. Entre estos proyectos se encuentran la Red-Yelow House, la
Todre House, la Elemental (Barbar) House y la Bernstein House. En todas
ellas, las formas cubicas envolventes se complementan con una marcada
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systems based on porticos or wall cracks, which either submit to the spatial
grids or are established as a counterpoint. Likewise, and as indicated by the
proper numbers of some of the houses, the geometric research intrinsic to
these projects led Hejduk to the subdivision of the elementary forms into
fragments (halves and quarters), giving rise to the projects: 1/2 House (One-
half House), 1/4 House, 1/3 House and 3/4 House (House 10), developed
between 1967 and 1970.%8 In all of them the generic and conventional
domestic program is organized by assigning each geometry a function.®” In
parallel to this subseries, he also developed the Gunn House and the Extension
House, just after the two clearest precedents: the Grandfather Wall House and
the Space Shuttle House, built between 1964 and 1967.%° (FIG. 06-09)

To these basic elements can be added, as the architect himself pointed
out, the prominent presence of the wall as a material and symbolic element
that characterizes this latest series of projects: “the wall is the most present
condition possible. Life has everything to do with walls; we are continuously
entering and leaving, going back and forth, through them; a wall is the most
present, the thinnest, that which we are always crossing, and this is the
reason why | now see it as the main surface condition.”*' The wall dictates the
conceptual but also physical perception of these houses, reaffirming frontality
as an essential category of architectural space. As Kenneth Frampton has
suggested: “Throughout his work he has been so incapable of emulating
the multidirectional spatiality of De Stijl or the Suprematist movement, as of
abandoning the humanist emphasis on frontality, in which the illusory fagade or
frons scenae (front of scene) is common to all the world."*? Precisely, the series
is completed with three canonical examples of this frontality: Wall House 1
(1968-1972), Wall House 2 or Bye House (1972-1974) and Wall House 3 (1974).%

Consequently, the wall plays a crucial role in all these houses, acting as
an organizing element. It is used in two main ways: as a horizontal axis that
connects different areas, highlighting its physical distance, as seen in House
10; or in a vertical direction, acting as a barrier that separates the areas of
access and travel from those of being, as seen in Wall House 1.4 On other
occasions, the proposals tend to be a hybrid of both situations, as in Wall
House 2, where both physical, temporal and conceptual functions of the walls
are simultaneous. The wall “swells” and contains the elevated access road
to the house, after leaving behind a small studio; and at the same time there
is the perpendicular presence of the wall that separates that transit area
towards the interior of the properly domestic and static areas of the house.
This arrangement of architectural plans enshrines the intention to isolate the
program in autonomous spaces, in which the wall is considered a symbolic
element, as well as a structural one. This creates a dynamic of tension and
represents the passage of time, which would be experienced when walking
lengthwise through the walls or crossing them. The use of movement as a
parameter to structure the space would be the constant Corbusian reference
in which most of the projects in this series would be based.

Parallel to the Wall Houses, Hejduk also conceived more compact domestic
projects, belonging to the subseries Cube Houses, which are also derived
from the use of elementary geometric shapes. Among these projects are the
Red-Yellow House, the Todre House, the Elemental (Barbar) House and the
Bernstein House. In all of them, the enveloping cubic forms are complemented
with a marked application of primary colours, following the aesthetics
proposed by the Bauhaus with the characteristic use of red, blue and yellow in
relation to the triangle, circle and square.

Although this subset of projects is less extensive and developed compared
to the three that are the central object of the research, it seems to explore
some of the formal principles present in “The Cube Problem.” Despite focusing
on the domestic sphere, both the Texas Houses 6 and 7 and the Diamond
Projects, together with the Cube Houses, stand out in the spatial organisation
of a cube. Instead of following the systematic guideline of “The Nine-Square
Grid Problem,” these proposals replace this plot with the archetypal figure of



aplicacion de colores primarios, siguiendo la estética propuesta por la
Bauhaus con el uso caracteristico de rojo, azul y amarillo en relacion al
tridngulo, circulo y cuadrado.

Aunque esta subserie de proyectos es menos extensa y desarrollada en
comparacion con las tres que son objeto central de la investigacién, parece
explorar algunos de los principios formales presentes en “The Cube Problem”.
A pesar de centrarse en el dmbito doméstico, tanto las Texas Houses 6y
7 como los Diamond Projects, junto con las Cube Houses, destacan en la
organizacion espacial de un cubo. En lugar de seguir la pauta sistematica del
“The Nine-Square Grid Problem”, estas propuestas sustituyen dicha trama
por la figura arquetipica del cubo como condicién implicita en un proceso
de descomposicion espacial. La limitacion inherente del cubo y la posible
estructuracion de la reticula espacial actian como reglas fundamentales
que guian las relaciones formales en el proyecto. Mientras que el cubo
establece restricciones especificas, la reticula espacial proporciona un marco
organizativo. En este sentido, en lugar de simplemente adaptar un espacio
genérico a un programa predeterminado, el objetivo de estos proyectos y
del ejercicio en si parece ser la formalizacion de las relaciones implicitas en
cualquier programa. En otras palabras, se trata de dar forma y estructura
a las interacciones y conexiones inherentes a los diferentes espacios del
programa, utilizando las limitaciones y la organizacion espacial como
herramientas creativas para expresar conceptualmente esas relaciones.*

Por otro lado, en las Wall Houses y sus proyectos precursores, la influencia
del orden de la pintura cubista es claramente palpable, utilizandose como
un soporte para explorar la fragmentacion y recomposicién del espacio
arquitectdnico.* La abstraccion y descomposicion espacial empleadas
en esta serie no solo proporcionaron una base visual y tedrica a las Wall
Houses —y previamente en la serie Diamond, como ya se ha comentado—,
sino que también se convirtieron en elementos centrales del “The Juan
Gris Problem”. Este ejercicio pedagdgico, dirigido a estudiantes de quinto
ano de Arquitectura, buscaba explorar coémo la espacialidad bidimensional
caracteristica de la pintura cubista podia reinterpretarse y aplicarse en la
arquitectura, desafiando la vision antropocéntrica tradicional y ampliando la
comprension del estudiantado sobre la arquitectura mas alla de los limites
funcionales y técnicos. Inspirados en el lema: “haz un edificio con la intencién
de Juan Gris"*” el estudiantado era invitado a reconsiderar la relacion entre
forma y funcién dentro de un marco arquitecténico, lo que provoco diversas
reacciones, tanto a favor como en contra, dentro del cuerpo estudiantil y
docente. Este problema no solo fue un desafio debido a sus implicaciones
tedricas, sino también por la complejidad de su planteamiento, que resultaba
en composiciones volumétricas complejas de articular. En este sentido, el
tratamiento de los planos y la interaccion de los volumenes de los trabajos
del estudiantado®® reflejan no solo la influencia del cubismo sino paralelismos
evidentes con las composiciones plasticas de las Wall Houses.*’

En 1974, este periodo culmind con la publicacion de Fabrications, que
presentaba una docena de proyectos, la mayoria de los cuales hacian
referencia directa a las Wall Houses o constituian interpretaciones y
variaciones.®® El libro se sitla en un espacio intermedio entre el ideograma, la
proclama tedrica, la poesia visual y la ilustracion literaria. En las [dminas se
destacan maximas, alusiones y juegos de palabras que establecen un contexto
mitico para los dibujos. Hejduk juega con oposiciones trascendentales
(dia-noche, blanco-negro, cielo-tierra, opacidad-transparencia, etc.), a
menudo incorporando paraddjicas adiciones de categorias contrarias. La
iconografia limitada incluye referencias a pintores y cineastas. La asuncién
de la bidimensionalidad en estos bocetos se identifica con la valoracién
pintoresca del perfil y se apoya en la discontinuidad cromatica como criterio
de identificacion de las formas. Las figuras amorfas, realizadas con rotulador
sobre papel, incluyen representaciones de arboles, montanas y agua, junto
con las variaciones de las Wall Houses. Estos dibujos, fechados entre 1972 y

the cube as an implicit condition in a process of spatial decomposition. The
inherent limitation of the cube and the possible structuring of the spatial grid
act as fundamental rules that guide the formal relationships in the project.
While the cube establishes specific restrictions, the spatial grid provides an
organisational framework. In this sense, instead of simply adapting a generic
space to a predetermined program, the objective of these projects and of

the exercise itself seems to be the formalisation of the relationships implicit
in any program. In other words, it is about giving form and structure to the
interactions and connections inherent in the different spaces of the program,
using the limitations and spatial organization as creative tools to conceptually
express those relationships.®

On the other hand, in the Wall Houses and its precursor projects, the
influence of the order of Cubist painting is clearly visible, being used as
a support to explore the fragmentation and recomposing of architectural
space.*® The abstraction and spatial decomposition used in this series not only
provided a visual and theoretical basis for the Wall Houses —and previously
in the Diamond series, as already mentioned—, but also became central
elements of “The Juan Gris Problem.” This pedagogical exercise, aimed at
students in the fifth year of Architecture, sought to explore how the two-
dimensional spatiality characteristic of Cubist painting could be reinterpreted
and applied in architecture, challenging the traditional anthropocentric
view and expanding the students’ understanding of architecture beyond
the functional and technical limits. Inspired by the motto: “make a building
with the intention of Juan Gris,"” the students were invited to reconsider the
relationship between form and function within an architectural framework,
which provoked various reactions, both in favour and against, within the
student and teaching body. This problem was not only a challenge due to its
theoretical implications, but also because of the complexity of its approach,
which resulted in complex volumetric compositions to articulate. In this sense,
the treatment of the planes and the interaction of the volumes of the students’
works*® reflect not only the influence of cubism but also obvious parallels with
the plastic compositions of the Wall Houses.*

In 1974, this period culminated with the publication of Fabrications, which
presented a dozen projects, most of which made direct reference to the Wall
Houses or comprised of interpretations and variations.5® The book is situated
in an intermediate space between the ideogram, the theoretical proclamation,
visual poetry and literary illustration. Its pages highlight maxims, allusions
and word games that establish a mythical context for the drawings. Hejduk
plays with transcendental oppositions (day-night, white-black, sky-earth,
opacity-transparency, etc.), often incorporating paradoxical additions of
contrary categories. Limited iconography includes references to painters
and filmmakers. The assumption of two-dimensionality in these sketches is
identified with the picturesque assessment of the profile and is supported by
chromatic discontinuity as a criterion for identifying the forms. The amorphous
figures, made with marker on paper, include representations of trees,
mountains and water, along with variations of Wall Houses. These drawings,
dated between 1972 and 1974, offer a unique perspective that alludes to
architecture through the conventions of cubist painting in relation to reality.

TEACH BY EXAMPLE: “THEORETICAL PRACTICE”

In conclusion, John Hejduk, throughout his professional and educational
career, used his theoretical and speculative projects as a laboratory of
ideas, always using limitations and constraints as creative catalysts.
These preliminary experiments —which he himself called “theoretical
practice”"—5" developed before formalising his emblematic exercises at
Cooper Union, served as conceptual tests that were later integrated into
his teaching methodology. This interaction between theory and practice
shows that his teaching was not simply based on the transmission of
pre-established knowledge or fixed technical skills but was based on a
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1974, ofrecen una perspectiva Unica que alude a la arquitectura a través de
las convenciones de la pintura cubista en relacion con la realidad.

ENSENAR CON EL EJEMPLO: UNA “PRACTICA TEORICA”
En conclusién, John Hejduk, a lo largo de su trayectoria profesional y educativa,
utilizé sus proyectos teoricos y especulativos como un laboratorio de ideas,
siempre a partir de las limitaciones y constricciones como desencadenantes
creativos. Estos experimentos preliminares —que él mismo denominaba
“practica tedrica”—% desarrollados antes de formalizar sus emblematicos
ejercicios en la Cooper Union, sirvieron como pruebas conceptuales que
posteriormente fueron integradas en su metodologia docente. Esta interaccion
entre teoria y practica evidencia que su ensefanza no se apoyaba simplemente
en la transmision de conocimientos preestablecidos o habilidades técnicas
fijas, sino que se fundamentaba en un proceso continuo de descubrimiento y
exploracidn, tanto personal como para sus estudiantes.’? Los tres ejercicios de
su periodo inicial en la Cooper Union no solo fueron ejercitaciones académicas,
sino también extensiones de una prdctica profesional profundamente reflexiva
y especulativa,® que desafiaban las convenciones arquitectonicas de la época a
través de una “disciplina autoimpuesta”5

Esta metodologia educativa de Hejduk es particularmente relevante
porque combinaba la ensefanza con la practica arquitectdnica, utilizando
su propia obra como un modelo vivo para ilustrar la aplicacion practica de
teorias abstractas. Este enfoque no solo demuestra la inseparabilidad entre
hacer y ensenar en su carrera, sino que también refleja la importancia de
una vision transdisciplinar en su pedagogia, donde el cine, la literatura, la
pintura y la poesia eran fuentes continuas de inspiracion y medios para
explorar y expresar conceptos arquitecténicos. Esta fusion de teoriay
practica, enriquecida por influencias de diversas disciplinas, destaca cémo
las “cronologias” de sus proyectos no solo representan obras arquitectdnicas,
sino también componentes vitales de su enfoque pedagdgico. Este
enfoque distintivo de Hejduk desafid las convenciones arquitecténicas
mas tradicionales y refleja una tendencia mas amplia en la educacién
arquitectdnica que valora la especulacion tedrica y la experimentacion formal
como herramientas pedagdgicas esenciales. Asi, Hejduk no solo influencid
a generaciones de arquitectos durante su vida, sino que su legado continta
inspirando un enfoque educativo que trasciende los limites tradicionales de la
arquitectura hacia una exploracion continua y critica del espacio y la forma.
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continuous process of discovery and exploration, both personally and
for his students.5? The three exercises of his initial period at Cooper
Union were not only academic, but also extensions of a deeply reflective
and speculative professional practice,®® challenging the architectural
conventions of the time through a “self-imposed discipline.” %*

This educational methodology of Hejduk is particularly relevant
because he combined teaching with architectural practice, using his own
work as a living model to illustrate the practical application of abstract
theories. This approach not only demonstrates the inseparability between
making and teaching in his career, but also reflects the importance of a
transdisciplinary vision in his pedagogy, where cinema, literature, painting
and poetry were continuous sources of inspiration and means to explore
and express architectural concepts. This fusion of theory and practice,
enriched by influences from various disciplines, highlights how the
“chronologies” of his projects not only represent architectural works, but
also vital components of his pedagogical approach. His distinctive approach
challenged more traditional architectural conventions and reflects a broader
trend in architectural education that values theoretical speculation and
formal experimentation as essential pedagogical tools. Thus, Hejduk not
only influenced generations of architects during his lifetime, but his legacy
continues to inspire an educational approach that transcends the traditional
boundaries of architecture towards a continuous exploration and critique of
space and form.
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of De Architectura by Vitrubio (1st century BC) and, of course, in the texts of Leon

Battista Alberti in De re aedificatoria (1450) and in later treatises. However, this idea

was formalized in academic teaching through its systematic focus on books by Jean
Nicolas Louis Durand (Précis des lecons d'architecture données a ['Ecole polytechnique,
1825), Gottfried Semper (The four elements of architecture, 1851), Léonce Reynaud (Traité

d’architecture, 1867) and Julien Guadet (Eléments et théorie de l'architecture, 1904).
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Weiner and Martin, “The education of an architect,” 197.
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For an in depth analysis of the relation between the Diamond and Mondrian series, refer
to: He, “From Mondrian’s Diamonds to Hejduk’s Diamonds,” 23-34.

Jasper, “Working It Out,” 1-8.

Hejduk presents and comments on the three projects belonging to the Diamond series
in Three Projects of 1969, which would later be incorporated into the book Mask of
Medusa in 1985. The catalogue gathers Hejduk's work exhibited in the exhibition 1967
titled “The Diamond in Painting and Architecture”, with Robert Slutzky collaborating.
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Jasper, “Thinking Through the Architecture Studio,” 3.

w

In Hejduk's own words: “It is typical that the architect is given a program from which an
object will emerge; it makes it seem possible that the opposite might happen. This is,
given an object, maybe a program can arise.” Pérez Gémez, Education of an architect, 99.

Moneo, “L'opera di John Hejduk,” 75.

In the field of architectural representation, this type of projection is called the "Egyptian
perspective”. For an in-depth look at Hejduk's work, refer to: Navarro Redon, “An
unexpected perspective,” 206-217.
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Hejduk, Three Projects.
Pindn, Arquitectura de las neovanguardias.
Hejduk, Mask of Medusa, 59.

Although the graphic production of each project is diverse, both in the Wall Houses and
in the previous cases, some of the proposals are barely developed with a few dihedral
and axonometric projections —isometric from the Diamond Projects —. The presence

of elements of habitability, such as furniture and door and window carpentry, is scarce
or completely absent in many cases, demonstrating its purely instrumental character.
Also the notion of place is very abstract. Although in the Texas Houses a fictitious
environment was vaguely delimited, it is not a determining factor at this stage of his
career, with the sole exception of the Wall House Il (Bye house), which was conceived for
a concrete place, although finally it was built posthumously in a different enclave.
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These projects share one characteristic. Each fragment is inscribed, at the same time, in
a double frame of reference: that of the geometric unit from which it comes and that of
the entire house as an autonomous formal construction. However, despite starting from
a similar repertoire of fragmentary forms, the problem of order is posed in a different
way: although in cases like the One-half House one relies on proximity to maintain the
unitary character of the house, in others, such as House 10 or the Gunn House, this
mission falls on the longitudinal walls and the corridors on which it rests.

w
3

Far removed is the archetypal assignment of the form-function of the most orthodox
modernity. The organisation of the program follows purely pragmatic criteria that elude
any functional consideration of the space, since the geometries are repeated many
times with diverse uses.
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S

It should be noted that the exact dates of the projects are not clear. Although the major
periods of his first 20 years of activity are presented in a coherent manner in most of his
publications and drawings, including the chronologies from which this research begins,
the details of the specific dates of each case are not fixed in any of his publications or
drawings. Even in his personal archives, the dates are contradictory or directly propose
broad periods of realization, without specifying them.

41 Morton, “Second Wall House," 98.
42 Frampton, “John Hejduk and the Cult of Humanism,” 141. 145
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de la casa como construccién formal auténoma. Sin embargo, a pesar de que arrancan
de un repertorio similar de formas fragmentarias, el problema de orden se plantea de
manera diversa: si bien en casos como la One-half House se confia en la proximidad para
mantener el cardcter unitario de la casa, en otros, como la House 10 o la Gunn House,
dicha mision recae en los muros longitudinales y los recorridos en los que se apoya.

Lejos estd aqui la asignacion arquetipica de la forma-funcién de la modernidad mas
ortodoxa. La organizacion del programa obedece a criterios puramente pragmaticos que
eluden cualquier consideracion funcional del espacio, como demuestra el hecho que las
geometrias se repitan en muchas ocasiones con usos diversos.

IS
S

Cabe advertir que las fechas exactas de los proyectos no estén claras. Aunque los
grandes periodos de sus primeros 20 anos de actividad si se plantean de manera
coherente en la mayoria de sus publicaciones y dibujos, incluidas las cronologias de las
que arranca esta investigacion, el pormenor de las fechas concretas de cada caso no esta
fijado en ninguna de sus publicaciones. Incluso en su archivo personal las fechas son
contradictorias o directamente se plantean periodos amplios de realizacion, sin precisar.

#1 Morton, “Second Wall House,” 98.
Frampton, “John Hejduk and the Cult of Humanism,” 141.

Sobre la Unica casa de la serie construida, la Wall House 2, ver: Barbera Pastor,
“Variaciones sobre la Bye House de John Hejduk”.

“ Hejduk, Mask of Medusa, 59.
Pérez Gémez, Education of an architect, 163-189.

Hejduk menciona en las memorias de las Wall Houses a Pablo Picasso, Georges Braque,
Juan Gris o Fernand Léger como fuente de inspiracion, comparando su trabajo con su
otro gran referente, Le Corbusier. Consultar: Hejduk, The Mask of Medusa, 66.

Pérez Gémez, Education of an architect, 163.

Pérez Gémez, Education of an architect, 170-189.

Pindn, Arquitectura de las neovanguardias, 141.

Hejduk, Fabrications.

Ockman, “Architecture as Passion Play. John Hejduk,” 4-9.

Como ha sugerido Colin Rowe, el profesorado establecia limites y constricciones rigidas
y claras, mientras que los estudiantes, por su parte, tenian la responsabilidad de
desarrollar su propio entendimiento sobre la naturaleza de la arquitectura y ejercer una
reflexion critica a través de sus trabajos individuales. Rowe. Consultar: “Architectural
Education in the USA," 43.

El propio arquitecto afirmaba en una entrevista en 1991: “Estoy en contra de ese género
de ensenanza didactica en la que a uno le dicen exactamente lo que tiene que hacer
todo el tiempo. Estd bien para los méas jovenes, quizés el primer ano. Pero mas adelante,
al final del quinto ano, tienen ya veintitantos, y yo siempre digo que Darwin hizo su
primer viaje, que durd cinco anos, a los veintidds, el capitan del Beagle tenia veinticinco
(...) Mds bien trato de sacarlos de si mismos. En otras palabras, sacar lo que llevan en

su interior y, simplemente, tocar cierto punto clave que les ayude a desarrollar su idea”.
Consultar: Shapiro, “John Hejduk or the Architect who Drew Angels,” 59, 78.

% Hejduk, "Statement 1964." En John Hejduk: 7 houses, 116.
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FIG. 01. Primera ldmina con croquis de John Hejduk sobre la cronologia de su obra /
First page with a sketch by John Hejduk on the chronology of his work. [Chronology
of projects by John Hejduk: 1954-1974, Fondos / Fonds: John Hejduk fonds, 1947-
2000, predominant 1947-1996. Series: Professional Work, 1954-2000, predominant
1954-1996. Project: Time Sketches - Project Chronology, [1974-19797]. Ref.
DR1998:0084:001] Canadian Centre for Architecture, Archivos John Hejduk: https://
www.cca.qc.ca/en/search?digigroup=407824

FIG. 02. Segunda ldmina con croquis de John Hejduk sobre la cronologia de su

obra / Second page with a sketch by John Hejduk on the chronology of his work.
[Numbered sketches for projects by John Hejduk. Fondos / Fonds: John Hejduk
fonds, 1947-2000, predominant 1947-1996. Series: Professional Work, 1954-2000,
predominant 1954-1996. Project: Time Sketches - Project Chronology, [1974-19797].
Ref. DR1998:0084:002] CCA

FIG. 03. Serie Texas Houses (1954-1962). [List of projects by John Hejduk. Sheet 1:
1954-1962 (1st period): House #1, House #2, House #3 and House #4. Fondos / Fonds:
John Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work,
1954-2000, predominant 1954-1996. Project: Time Sketches - Project Chronology,
[1974-19797]. Ref. DR1998:0084:003] CCA

FIG. 04. Serie Texas Houses (1954-1962). [List of projects by John Hejduk. Sheet 2:
1954-1962 (1st period): House #5, House #6, House #7 and Project 7A. Fondos / Fonds:
John Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work,
1954-2000, predominant 1954-1996. Project: Time Sketches - Project Chronology,
[1974-19797]. Ref. DR1998:0084:004] CCA

FIG. 05. Serie Diamond Projects (1962-1967). [List of projects by John Hejduk. Sheet
3:1962-1967 (2nd period): House #8, House #9, House #10, Diamond in painting and
architecture exhibition. Fondos / Fonds: John Hejduk fonds, 1947-2000, predominant
1947-1996. Series: Professional Work, 1954-2000, predominant 1954-1996. Project:
Time Sketches - Project Chronology, [1974-19797?]. Ref. DR1998:0084:005] CCA

FIG. 06. Serie Wall Houses (1968-1974). [List of projects by John Hejduk. Sheet 4:
1962-1967 (2nd period): House #11, House #12, House #13. Fondos / Fonds: John
Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work, 1954-
2000, predominant 1954-1996. Project: Time Sketches - Project Chronology, [1974-
19797]. Ref. DR1998:0084:006] CCA

FIG. 07. Serie Wall Houses (1968-1974). [List of projects by John Hejduk. Sheet 5:
1968-1974 (3rd period): House #14, House #15, House #16. Fondos / Fonds: John
Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work, 1954-
2000, predominant 1954-1996. Project: Time Sketches - Project Chronology, [1974-
19797]. Ref. DR1998:0084:007] CCA

FIG. 08. Serie Wall Houses (1968-1974). [List of projects by John Hejduk. Sheet 6:
1968-1974 (3rd period): House #17, House #18, House #19, House #20. Fondos / Fonds:
John Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work,
1954-2000, predominant 1954-1996. Project: Time Sketches - Project Chronology,
[1974-19797]. Ref. DR1998:0084:008] CCA

FIG. 09. Serie Wall Houses (1968-1974). [List of projects by John Hejduk. Sheet 7:
1968-1974 (3rd period): House #21, sketches and cut outs. Fondos / Fonds: John
Hejduk fonds, 1947-2000, predominant 1947-1996. Series: Professional Work, 1954-
2000, predominant 1954-1996. Project: Time Sketches - Project Chronology, [1974-
197971. Ref. DR1998:0084:009] CCA
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