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1944 Praha
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1962—1969 Fakulta stavebni CUUT, Praha

1970—1972 Skola architektury AVU, Praha,
prof. FrantiSek Cubr

akademicka praxe
1993 profesor

1990—1997 vedouci Ateliéru Architektury I, USUP Praha
2001—2002, 2006—2007 vedouci Architektonického
ateliéru, TU Liberec

praxe
1969—1979 SIAL

1979—19S6 studio SHAPE — partner
1986—1996 D. A. Studio — zakladatel
2001—2005 H. R. A. Hoffman Rajnis Architekti
— zakladatel / Feditel
2005—2013 E-MRAK — partner
2012—dosud Hut architektury Martin Rajnis
— zakladatel / Feditel

Miliardy let Ziji organizmy
v symbiéze. Musime dosahnout toho,

aby se nase stauvby a pfirodni systémy

staly symbionty. Aby se navzajem
pozitivné ovliviiovaly. Nejde o to,
Ze se popnou rostlinami. Ale Ze si
zacnou navzajem pomahat,
spolupusobit, vyhovovat.

Inteligentni kiiZe patfi

k této symbiodze. USechny
organismy maji inteligentni
kazi. Je to viceurstuy

obal, ktery se neustale
proménuje, reaguje na
ménici se okoli. Pokud nase
domy maji byt prirozené,
musi si 2 toho vzit vzor

a vytvofit si podobny obal,
ktery reaguje na zmény
uvnitf i venku.

teze
1

Diverzita je udrzeni pFijemné
podobnosti a rozdilnosti. Pokud kazda
véc neni originalem, néco nam chybi.
Opakem diverzity je monokultura.

2

Entropie popisuje miru
organizace a chaosu.
Sprauvna mira entropie
je rozdil mezi rostlym
méstem a uméle
navrhovanym méstem.
To rostlé je nam blizsi.
Podoba se lesu, podoba
se prirodé, ktera ma
miru entropie spravné
nastavenou. Jakmile se
chaos zcela vytrati, véc
prestaneme chapat jako
pFirozenou a je nam cizi.

- s

To nejazasnéjsi v prirodé se déje

na rozhrani. Tfeba lesa a louky, louky
a rybnika. Totéz by mélo byt v nasich
domech i méstech. Hluboké rozhrani

mezi vnéjskem a vnitirkem. Pokud to
rozhrani nevyuzijeme, délame chybu.

Plan, ktery nepocita
s tim, Ze uz v okamziku

suého uskutecnéni je
nedokonaly a potFebuje
se ménit, je Spatny.
PotFfebujeme délat véci
pFizplsobivé, stavét
stauby tak, aby se daly
jednoduse proménovat.

7

Svoboda je rodnou sestrou nahodilosti,

~

bratfickem odvahy. Bez svobody stavéni
ve smyslu volného uZivani, modifikovani
a neucty k topornym pravidlim nemize
vzniknout dobra architektura. Omezovani
svobody vzdy vede k poskozeni systému.
Turdé planovaci systémy umrtuuji nase

stavby.

PFirodni materialy jsou nam blizké —
dfFevo, kamen, sklo, voda, zemé, hlina.
Jsou nam blizsi nez materialy vice
Zzpracovavané. Starnou pfirozené,
jako Elovék, jako pfFiroda, a pFirozena

architektura je na nich postavena.

Neexistuje ekologicky diim, ktery

by mél v nepofadku ekonomii.

VU hloubce jakéhokoliv chovani pfirody
je hluboky ekonomicky zajem. Kazda
rostlina, organismus, vSechno Fesi co
nejaspornéji, nejstridméji. Co plygtva
zdroji na dosaZzeni cile, je Spatné.
Drahy ekologicky diim je protimluv

— bud'je drahy, nebo ekologicky.

10

USechny Zijici organismy se spravné
orientuji v proudu energie, ktera k nam
pFichazi ze Slunce. Nachazeji si v tomto
proudu suvé bezpetné misto. Jakmile se
my a nase stavby prestaneme v tomto
proudu spravné orientovat, vyhledavat
a nasavat energii, jsme ochuzeni.

11

Cim méné se stauba zakousne do
pFirody, ¢im je ohledupInéjsi a €¢im
Iépe si vymysli i sulij zanik, tim je
prirozenéjsi. Zatim se chovame spise
jako tsunami, sopky, zemétFeseni

a jina bozi dopusténi. Nebylo by
lepsi se chovat jako louka nebo les,
ktery umi pFijit a po case zas odejit?
PFirozena stavba je bezadrzbova,
nenasilna struktura, kterou ¢lovék
nékolika nenapadnymi pokyny
instruuje, aby mu slouzila.

12

Stavéni je to nejpodstatnéjsi na
architekture. Pokud stauvba neni

v poradku, je architektura Gplné
mimo. PFirozena architektura musi
byt suazana s dobrym stavitelstuim.

rozhovor

JT (Jana Ticha): Martine, vystava v DOXu predstavuje
dvanact let prace, dvanact let navrhovani a stavéni
architektury v souladu s pfFirodou v nejsirsim slova
smyslu. Rikas tomu ,Pfirozena architektura®”. Uznika
postupné od té doby, co jsi se v roce 2001 vratil z cest
po suété a v Roxy jsi mél prednasku, kde jsi poprvé
zformuloval to, na co jsi na téch cestach prisel. Mluvil jsi
o tom, jak té Stue soucasna zapadni architektura, jak jsi
potkal spoustu zajimavych véci u tzv. primitivnich lidi

a zacal jsi horovat pro to, aby architektura zménila smér,
ustoupila trochu ze suych civilizaénich vpdobytki a zacala
byt pfirozena. Kdyz se dnes po téch 13 letech podivas
zpatky, jak to vidis? Co z toho, o €em jsi tehdy mluvil,
se naplnilo?

MR (Martin Rajnis): To rozhodnuti, Ze odjedu na cesty

a zkusim se na svlj ,tfeti Zivot" trochu vic zorientovat

ve suété, néco se naucit, bylo naprosto spravné. A to,

co jsem tehdy v Roxy nazval profesionalni sebevrazdou,
se obratilo v hojivy a posilujici elixir. Moje rozhofceni
nad soudobou zapadni, vgchodni i stfedni architekturou
bylo silné. Ta cast rozhofceni, ktera pramenila z mého
kazdodenniho styku s velkymi investory, se samozifejmé
od té doby rozplynula. Ale rozhodné se nerozplynulo
presvédceni, Zze architektura je v krizi. Dokonce se ta
krize prohloubila. Architektura prestala délat to hlavni,
co ma délat.

JT: Co ma architektura délat?

MR: Architektura ma byt vSemocnou pfitelkyni,
vSemocnou, objimajici zdkladnou lidského Zivota.
Architektura ma byt vlidna, obyvatelna, harmonicka,
srozumitelnad, ¢itelnd, blizko lidem. Ma podporovat

lidi v dobrém Zivoté&, plném veselosti, dobrych vztahd.
Architektura je hnizdo naSeho Zivota. A v okamziku, kdy
Jjsme se na architekturu zacali koukat jako na technicistni
systém, jako na fungujici stroj, zacali jsme lidi pojimat
Jjako opakujici se soucasti jakéhosi gigantického soukoli.
Cim dal tim vic jsem pFesvé&d&eny, ze to byl totalni omyl,
prasvih. Moderni doba ujela architektufe pod nohama.
Architektura je krasng, mily, vlidng lenochod. Chodi
pomalu, protoZe na to, aby se néjaky dim skutecné ve
spolecnosti ujal, potfebuje byt podobny aspof po deset
generaci. Aby se poznalo, jak se tam rodi a umir3, jak se
tam c¢lovék zamilovava a odmilovava, jak tam ma turdy
i krasny zZivot, jak vypada v mlze, v zimé, jak se
vyrovnava s krajinou, se spolecnosti. A tohle vSechno
nejde udélat rychle, je to véc, ktera vyzaduje dlouhou
soucinnost generaci.

JT: Ale kde najit tu rounovahu, abychom se pfitom
nemuseli vzdavat modernich vydobytki, které nam
usnadiiuji Zivot?

MR: Jedina cesta je navrat ke kofendim a hledani. Mame
neuvéfitelné stésti zit v obrovském, stale probihajicim
experimentu, ktery déla priroda. Déla ho 4 miliardy let
a v kazdém okamziku s biliony bunék, informaci, struktur.
Mame kolem sebe nepfeberny arzenal GZzasnych véci.
Jednu z nejlepSich nosime v hlavé. Téch 130g lidského
mozku, které mysli a zbytek do 1,30kg, ktery

to podporuje, je asi to nejazasnéjsi, co se v pfirodé
zatim vyskytlo. To nam umoZiuje pochopit fadu véci.

Ja si myslim, Ze je blaznovstvi fikat, Ze se néceho
budeme vzdavat. Nebudeme se vzdavat véci, které nam
slouZzi, ale zarovern je nenechame, aby se z nich staly
panovacné véci, které nas néjakym zplsobem utiskuji,
deformuji, zesmutniuji. Jsme pfece homo sapiens. Jak
Jjsme premohli ty kromanonce? Nasi laskou k uméni

a nasi schopnosti komunikace. Architektura nefunguje,
architektura je magicka struktura, ve které se da zit.
Soucasna architektura je opustény lenochod, kterému
ujely nozicky, doba mu utekla, zmizela nékde v prachu
a on nevi, co ma délat.

JT: Myslis, Ze cesta z téhle krize, z téhle pasti, do které
se chudak lenochod dostal, vede navratem ke kofeniim,
jak jsi pFed chvilkou Fikal? Nevede spis cestou dopiedu,
kde lenochod najde néco nového, co jesté nezna?

MR: Cesta zpatky neni pro mé cestou k historické
architekture, ja se k nicemu takovému nechci vracet.
Takové navraty tu byly a nicemu nepomohly. Ja chapu
cestu zpatky jako cestu ke kvalité, porozuméni, prociténi
véci. Ano, nezijeme v pruobytném spolecenstvi, Zijeme
ve spolecnosti. Nevyrabime véci, které potifebujeme

k nasi kazdodennosti, nechavame si je vyrabét, kupujeme
je. Pfitom nejdleZitéjsi je ta architektura, kterou
vnimame denné: obytny pokoj, loZnice, terasa, Skolka,
¢kola, hospoda. Hospoda je dilezita, zvlast v Cechach.
VUSechny tyhle véci dostaly v poslednich 180 letech na
frak. Jako architekti jsme ve strasné zvlastni situaci.
Sami jsme si zplsobili to, Ze jsme se odsunuli na okraj
spolecnosti. Udélali jsme tolik chyb a tolik nesmysld,

Z2e nam lidé ned(uvéruji. Pokud si nechceme plactivé
stézovat, tak je rozumné se pokouset o hledani cest

a prikladd, jak to délat jinak. My se o to snaZime. Casto
je to jen prunich par krdckd, to nejsou hotové koncepty,
nic slozitého. Jde jen o to, vyzkouset si, jestli to jde za
malo penéz, jestli musi byt vSechno drahé a hogo fogo.
A my tyhle zkousky délame.

JT: TakZe experiment?

Jaké misto ma experiment v architekture?

MR: Naprosto zasadni. Ja nefikam, Ze je to jen experiment.
Je to hledani cesty. Experiment je soustfedény na
prokazovani urcité hypotézy. My se snazime pomoci
experimentu dostat nékam dal. Délame rlznorodé
baraky. A zaroven se snazime prinést nékteré véci, které
se ¢asto nedélaji, ale mohou byt pfijemné a zajimavé.
Napfiklad transbordér. Hybrid mezi lanovkou a mostem,
ktery ma pevnou konstrukci hodné vysoko, a tak ho
povoden nesmete. A zaroven je hravy. To je jedna

z mnoha ukazek, kudy se chceme ubirat. Nebo dfevény
majak Jary da Cimrmana, ktery vyrlsta z betonovo-
kamenné zdi. To, co ¢lovék vidi bézné na Sahare, kde
baraky jsou presné z téch kamend, které lezi vedle,

a jsou pfimym pokra€ovanim krajiny. Kdyz krajina
prorlistd domem, vyvola v €lovéku pfijemny pocit,

Ze to je logické, Ze to je nasnadé, to nejjednodussi,

co se dalo na tom misté udélat.

JT: Architektura se cela stoleti proti pFirodé vymezovala,
aZ pak v moderni dobé se to pieklopilo. Dnes uz nemame
potFebu se viidi pfirodé tak vymezovat, ale naopak

ji vyhledavame. Kdyz si chceme odpocinout, tak ji
vyhledavame, protoze ji prosté potfebujeme.

MR: Ano, my jsme potomci lidi — ted mluvim o milionech
let dozadu — ktefi byli v pfirodé spokojeni. Ti, ktefFi

v pfirodé nebyli spokojeni, nelibila se jim zelena, nelibilo
se jim modré nebe, mraky, pruhované Zirafy a podobné
véci a propadali smutku, ti méli min déti nez ti druzi,
ktergm se to libilo. My jsme potomky téch, kterfm se

v pfirodé libilo. Biofilie se tomu Fik3a, laska k Zivotu.

My z té prirody bereme materialy, ale také — a to

hlauné — urcité postupy, urcité konfigurace, které se

v ni vyskytuji. A ty se nam ¢im dal vic prolinaji do
architektury. Zatimco v roce 2001 to vypadalo podezrele,
v soucasné dobé jsou tisice architektd a dal3ich tvlrcich
lidi, ktefi se k pFirodé vraceji, vraceji se k pfirodnim
materialim, k pfirodnim strukturam. Myslim, ze
nenapadné, ale celosvétové vznika néco, co neni styl,

to neni estetika, to je velmi rlznorody proud véci, je

to jako delta feky. PGvodné Siroky proud se rozdéluje

na spoustu ostriuvkdl, praminkd, které se oddéluji,
propojuji a tecou dal, tecou pomaleji. A to je mozna
metoda, kterd umoznuje architekture se znovu vratit do
pratelského vztahu s lidmi. PFatelska architektura. Véci
jako obyvatelnost, srozumitelnost, harmonie jsou ¢im dal
vic v pozadi toho, co se v architektufe déje. Kazda doba
v sobé nese pozlstatky toho starého, ale zaroveii se v ni
rodi nové véci. A to je obsah této vystavy. Tahle vystava
je o vic nez deseti letech prace nevelké skupiny lidi, ktefi
se snazi vymyslet, prozit, vyvzdorovat jinou architekturu,
snazi se vratit do té bajecné sluzby lidem. Samoziejmé,
ceka nas jesté dlouha cesta. To, co délame, je jakysi
naznak toho, jak by se dalo uvazovat o predehie. Ma

to svoje zacatecnické problémy, ale obcas se téch par
not pfedehry spoji a vytvofi novou melodii. Vzniknou
véci, které propojuji nepropojitelné, malijské Dogony se
zenem, placani blata se stavénim z klackd, véci, které
maji slozitou matematiku, s vécmi, které jsou aplné
primitivni. A zaroven za tim probiha Siroka diskuze

o planovani a neplanovani. Ja jsem vici plandm
podeziravy a pfitom je porad kreslim, fikdm si, jak mdzu
byt tak podeziravy k nécemu, co je mlj denni chleba.
Ale dlouhy Zivot mé naucil vzdycky kousnout do ruky,
ktera mé zivi.

JT: Anebo jsi podeziravy pravé proto, Ze jsi v Zivoté
nakreslil pland tolik? Ze vis, co je v tom za askali?

MR: Urcité. Vim, jak plan zaSlape do zemé nékteré véci,
které pfFinasi zZivot, ty kfivé cary, které v pocitaci neudélas.

JT: A co kdyz se stavi takova véc, jako sloni hibet tady

v DOXu na terase? Jak vypada plan na takovouhle stavbu?
MR: Plan neplan. David Kubik fekl, udélame sloni hibet,
nakreslil skicu sloniho hibetu, ja jsem nakreslil skicu

slonfho hibetu a oba vime dobfe, Ze mezi tim, co si ted'
skicujeme, a tim co bude stat na terase, je velky rozdil.
Pro¢? Z kf¥ivych klackll nejde udélat pfesnou topologii.
Misto planu, ktery je vazany na urcitou topologii, je tohle
spis navod. Vime, jaké mame mit klacky a spojky, vime
zhruba hustotu spojl a dokdazeme si v hlavé zformovat
zaoblenost slonich zad, a protoze Kubik je sochar a ja
anarchista, tak nas mékkost véci a neurcitost nasi cesty
nemate. Snad to dobfe dopadne. A pfesné tohle se mi
libi na Dogonech a na lidoukach. Ze to je rounovaha mezi
jistou mirou umérenosti, rytmu, Gcelnosti a zaroven je
tam jista mira nepofadku, ndhodnosti, chaosu. Chaos
pro nas déla véci snesitelné. Kdyz se potkame s tficeti
identickymi lidmi, tak rozhodné nebudeme mit pFfijemny
pocit. Viz Matrix, tam je presné vyjadfieno to, co zplsobi
moderni doba, Mr Brown je jingmi slovy pochodujici
panelak. Je jich sto, jsou vSichni stejni, to je strojové, to
neni nas suét. Nas svét je rlznorodost. Pfirounal bych to
k situaci, kdy nam odpadnou v komunikaci nonverbalni
informace, gesta, tvuareni se, mlaskani, tén hlasu,

tak nas opusti SO procent vgznamu. Stejné tak, kdyz
udélame aplné hladkou, cistou, aseptickou architekturu,
dojde k podobnému efektu. To se v pfirodé a v lidové
architektufre nestava.

JT: A ted' mi Fekni, jak se branis tomu, aby se ti to
nestavalo v architekture, ktera musi byt precizni

a naplanovana. Vy piece jen nestavite jenom sloni
hibety, stavite GpIné seri6zni domy, které maji stavebni
povoleni a lidé v nich Ziji a pracuji. Jaky je vztah mezi
domy, které musi byt velmi precizné naplanované,

a slonimi hibety?

MR: Ja se snazim délat vSechno proto, aby nase vnimani
toho, co je legdlni stavéni, zahrnovalo i sloni hibety.
ProtoZe fada predpisl a priori hubi nékteré bezvadné

a potfebné vlastnosti. Ja bych fekl, Ze mezi témi vécmi
neni rozdil. ProtoZe — a ted' to nejdlleZit&jsi, co chci Fict
— seminko stromu v sobé nese informaci o tom stromé.
Jakoby plan toho stromu. Ale plan je Spatny termin, je

to spis navod na to, jak ma strom Zit, jak ma probihat
fotosyntéza, neni to doslovuny plan. Seminko v sobé
nema plan, Ze strom bude mit 8721 listd, ty budou

od sebe na vzdalenost 21 mm, jeden list ma 67 zoubkl

a z toho takové mnoZzstui vétsich, stfrednich a malgch. Nic
takového neexistuje. Strom ma navod na to, jaké ma mit
listy, ale kazdy list je unikat, stejné tak, jako naSe prsty
nebo usi nebo odi. ProtoZe je délany podle navodu, ne
podle planu. V tom je ten rozdil. Ndvod spoc¢iva v tom, Ze
nékdo vi, jak se to dél, a zaroveii se to mirné prizplsobi
situaci. Je v ném misto pro jistou miru iracionality. Téch
piistupl a cest je nezmé&rné mnozstvi. Neda se fict, Ze

je néjaka a priori jedina a nejlepsi. Jsou cesty zarucené

a jsou cesty velmi riskantni, ale oboji jsou cesty. Takze
jsem se spolu s dalSimi vydal na cestu, jak laskypIného
lenochoda, opusténého v prachu cest, privinout, nakrmit
a nehnat ho pofad dopredu. Jen tomu lenochodovi dat
kolem cesty mnozZstui misti¢ek a fict: lenochode tady
mazZes jednou pohnout drapama a mas néco dobrého

v tlamé. Téch misticek je ¢im dal vic, lenochod si mize
dat, na co ma chut, bude krasné nasyceny, pfitulnyg

a pratelsky. Jen mé mrzi, Ze nemUZu Zit tfi sta nebo

CtyFi sta let a fikat, j6, 20. stoleti, to teda byl zahul,

21. nic mog, ale 22,, to uz je lepsil!

JT: Abych se vratila Gplné na zacatek, v Roxy jsi tenkrat
mluvil o tom, jak se dostat k vizi architektury roku 2030.
Pro€ sis vybral zrouvna tohle ¢islo?

MR: Podobnou metodou jako Orwell, kdyz v roce 1954
napsal rok 1984 a udélal vizi na jednu generaci. To je
jedna generace — 30 let. A pfislo mi takovy neSikouny
Fict 2031, tak jsem udélal lehkou zkratku, zkratil jsem
generaci na 29 let.

JT: A myslis, Ze uz béhem jedné generace mize byt

ta zména vidét?

MR: Zcela urcité. Ted jsme feknéme ve 40 procentech
jedné generace. Néco jsme udélali, zijeme s tim,
analyzujeme to. Cesta nevede pfimo, vede v zakrutech.
Nékteré véci se nam teprve, kdyz jsme je zrealizovali,
vyjevily — ne snad v technickych detailech, tam je to
samoziejmé — ale v tom smyslu, jak ta stauba ve svété
Zije. Jaké viny kolem sebe vytvofrila. Jak vklouzla do
povédomi lidi a jak na ni lidé reaguji. Vsechno tohle nas
posunulo, dosli jsme do dalSiho tabora, ale vrchol je jesté
hodné daleko. Netfeba si nasazovat kyslikovou masku.

Cerven 2014

doprovodny
program

VU ramci doprovodného programu k vgstavé
probéhnou prfednasky Martina RajniSe, panelova
diskuze, komentované prohlidky, filmové projekce
a dalsi akce.

Pro vice informaci sledujte www.dox.cz

Centrum soucasného uméni DOX

Poupétova 1, Praha 7, 170 00, C2
info@dox.cz, www.dox.cz

Pokladna tel. +420 295 568 123
Tram: Ortenovo namésti (12, 14, 24)
Metro C: Nadrazi HoleSovice

Prostory Centra DOX jsou bezbariérové.
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martin
rajnis

education
1962—1969 Faculty of Civil Engineering
(Czech Technical University in Prague)
1970—1972 School of Architecture, Academy of Fine Arts
in Prague, Prof. FrantiSek Cubr

academic career
1993 Professor
1990—1997 Head of Studio of Architecture I, Academy
of Arts, Architecture and Design in Prague
2001—2002, 2006—2007 Head of the Architecture Studio,
Technical University of Lliberec

work experience
1969—1979 SIAL

1979—19S6 SHAPE Studio — partner

1986—1996 D. A. Studio — founder/CEO

2001—2005 H.R.A. Hoffman Rajnis Architects
— founder / director

2005—2013 E-MRAK — partner

2012—now Martin Rajnis — Architecture Guild
— founder/director

For billions of years, organisms lived in
symbiosis. What we have to achieve is
that our buildings and natural systems
become symbiotic, that they mutually
positively influence each other. This is
not simply a question of letting them
be covered with vines. It is really about
both participants starting to help each
other, work together, adapt.

Intelligent skin belongs

to this symbiosis; all living
organisms have an intelligent
epidermis. This is their
multi-layered envelope that
continually changes and
reacts to the changes in their
environments. If our buildings
are to be natural, we have

to create for them a similar
envelope that reacts to
changes inside and out.

theses
1

Diversity of a system implies the
maintenance of welcome similarities
and differences among individualities.
Unless everything is an original,
something is missing. The opposite

of diversity is monoculture.

2

Entropy describes the level

of organization and chaos in

a system. A correct level of
entropy is found in a naturally
growing city, as opposed to
an artificially planned one.
The spontaneous city is closer
to us. It resembles a forest,

it resembles nature with its
own correctly set level of
entropy. As soon as chaos
entirely vanishes, we cease to
understand a thing as natural
and it appears foreign to us.

The greatest wonders of nature occur
at its interface points — such as the
interface of forest and meadow, or
meadow and pond. Similar interface
conditions should also occur in our
houses and cities: the deep interface
between exterior and interior. If we do
not make use of the interface, we are
making a mistake.

A plan that does not take into
account that even at the moment
of its realization it is imperfect

and requires change is a bad plan.
We need to make things adaptable,
to build buildings so that they can
be easily adapted.

7

Freedom is the twin sister of chance,
with courage as her brother. Without

the freedom to build — understood in

the sense of free usage, modification,
disrespect for heavy-handed rules — good
architecture can never arise. Limitation
of freedom always leads to damage

to the system. Strict planning systems
strangle our buildings and cities.

Natural materials are close to us —
wood, stone, glass, water, earth, clay.

And they are closer than materials that

have been more thoroughly processed.
They age naturally, like a person, like
nature, and natural architecture is
created from them.

There is no “ecological” house that does

not have its economics in order. At the
heart of any behavior of nature there
is an underlying economic interest.
Every plant, every organism solves
everything with the greatest thrift,

the greatest restraint. Whatever wastes

resources to achieve its end is wrong.
An expensive environmentally-friendly
house is a contradiction — either it is
expensive, or it is environmentally

friendly.

10

All living organisms orient themselves
towards the stream of energy that
comes to us from the sun. In this
stream they find a safe haven. We

are impoverished as soon as we and
our buildings cease to find correct
orientation in this stream, to seek for
and draw upon its energy.

11

The less that a building forces itself
upon nature, the more careful it is
and the better it conceives its own
disappearance, the more natural it
is. Now, we tend more to act like
tsunamis, volcanoes, earthquakes
and other ‘acts of God'. Would it not
be better to behave like a meadow
or a forest, which knows how to
appear and after a time to disappear?
A natural building is a non-violent
structure, requiring no maintenance,
which its human user instructs with
a few unassuming directions in how
to serve him or her.

12

Building is the very essence

of architecture. Natural architecture
must be tied to good building
craftsmanship. If the building is not

in order, the architecture is somewhere
else altogether.

interview

JT (Jana Ticha): Martin, your exhibit in DOX represents twelve
years of work, twelve years of designing and building
architecture in accordance with nature in the broadest

sense of the word. You call this “Natural Architecture”. It's
been appearing gradually ever since the time when you
returned from your travels around the world in 2001 and
had your lecture at Club Roxy where you first formulated
what you came across in your travelling. You spoke about
how contemporary Western architecture irritates you, how
you encountered so many interesting things among so-called
‘primitive’ peoples, and began to speak for architecture

that changes its course, pulls back a bit from its civilised
achievements and starts to be natural. If you look back
today, 13 years on, how do you see it? What's actually come
about of everything you spoke of then?

MR (Martin Rajni3): This decision to leave the path and

try in my “third life” to orient myself a bit more in the world,
to learn something, was absolutely correct. And what | called,
back there at the Roxy, a professional suicide turned into

a healing and strengthening elixir. My disappointment

with contemporary architecture, whether Western, Eastern
or Central, was strong. Part of this disappointment, which
arose out of my daily interactions with major investors,

of course has disappeared since then. But what definitely
hasn't vanished is my conviction that architecture is in crisis.
And even that this crisis has deepened. Architecture

no longer does the main thing it should.

JT: What should architecture do?

MR: Architecture should be an all-powerful friend, an all-
powerful, all-embracing basis for human life. Architecture
should be welcoming, inhabitable, harmonic, understandable,
legible, close to people. It should support people in a good
life, in full happiness, in good relationships. Architecture is
the nesting-place of our life. And in that moment when we
began to look at architecture as a technicist system, as

a functioning machine, we began to regard people as
repeating components of a kind of gigantic peripheral to it.
The more | think about it, the more I'm convinced that it was
a complete error, a real goof. The modern age has escaped
from under architecture’s feet. Architecture is a beautiful,
loving, welcoming tree-sloth. It moves slowly, because for
some kind of a building to be accepted truly into society,

it needs to be similar at least for ten generations. To see how
birth and death happen, how people fall in and out of love,
how life is hard and beautiful, how it looks in fog, in winter,
how it works with the landscape, with society. And all of this
is something that can't be done quickly, it is something that
requires the long-lasting cooperation of generations.

JT: But where do we find this balance so that we don't at the
same time have to give up those modern achievements that
make life easier?

MR: The only way is a return to the roots, and searching. We
have the incredible luck of living in an enormous, continually
running experiment, being done by nature. It's been going
on for four billion years, and in every moment with myriads
of cells, information, structures. All around us we have an
incomparable arsenal of incredible things. And one of the
best is what we carry in our heads. Those 130 grams of brain
matter that think, and the remaining 1.30 kg that support

it, may well be the most amazing thing ever to come up in
nature. This allows us to understand a great many things.

| personally think it's insane to think we will have to give
something up. We don't need to give up things that serve
us, yet at the same time we shouldn't let things become our
masters, and somehow repress, deform, sadden us. After

all, we are Homo sapiens. How did we win out over those
Cro-Magnons? Through our love for art, and our ability to
communicate. Architecture doesn't function, architecture

is a magical structure in which we can live. Contemporary
architecture is that tree-sloth all alone, whose legs have been
run over, time has escaped it, disappeared somewhere in the
dust, and now it doesn't know what to do next.

JT: Do you think that the way out of this crisis, out of this
trap that the poor sloth has got itself into, leads through
a return to roots, as you said just before? Doesn't it rather
lead forward, with the sloth finding something new,
something it doesn't yet know?

MR: For me, the way back is not a return to historical
architecture, | have no desire to return to anything of the
kind. These returns have already happened, and weren't
any help. | see the way back as a way towards quality,
understanding, sensing a thing. Yes, we don't live in

a primordial sociability, we live in a society. We don't make
the things we need for our daily lives ourselves, we have
someone else make them, we buy them. And yet the most
important thing is the architecture we experience

on a daily level: the living room, the bedroom, the terrace,
the kindergarten, the school, the pub. Yes, the pub is also
important, particularly in our country. All these things have
got the short end of the stick over the past 180 years. As
architects, we're in a really strange situation. We've been
responsible for our own exile to the fringes of society. We've
made so many mistakes, produced so much nonsense, that
people don't trust us. If we don't just want to whine and
complain, then it's reasonable to try looking for ways and
examples of how to do it differently. And we're trying to.
Often, it's only the first small steps, not completed concepts,
nothing complicated. It's only about trying to see if it works
for very little money, if everything has to be expensive and
high-flown. And we are making these tests now.

JT: So you mean it's an experiment?

What's the place of experiment in architecture?

MR: Absolutely essential. 'm not saying that it's only an
experiment. It's the search for a way. An experiment is
concentrated on demonstrating a specific hypothesis.

We are trying, through the experiment, to get somewhere
further on. We make different types of buildings, and at the
same time try to bring in certain things that aren't done that
often, but could be pleasant and intriguing. For example, the
“transboarder”. A hybrid between a cable-car and a bridge,
with a firm construction very high up, so that floods can't
wash it away. And at the same time, it's playful. This is one
of many examples of where we want to go. Or the wooden
“Jara da Cimrman” lighthouse, growing up out of a cement-
stone wall. It's like what you always see in the Sahara, where
the houses are made of the very same stones lying around,
and become a direct continuation of the landscape. When
the landscape emerges through the house, it gives us a nice
feeling that it's logical, it's easy, it's the simplest thing that
we could do on this spot.

JT: For entire centuries, architecture has defined itself in
opposition to nature, yet once in the modern era it's been
reversed. Now we no longer have a need to define ourselves
so much against nature, but instead we seek it out. When we
want to relax, we look for it, simply put we need it.

MR: Yes, we're the descendents of people — speaking about
several million years back — who were satisfied in nature.
Those who weren't satisfied with it, who didn't like the
green, who didn't like the blue sky, the clouds, the striped
giraffes and similar things and felt sad from them, they

had fewer children than the others who did like them. So
we're descended from those who liked nature. “Biophilia” is
what they call this, love for life. From this nature, we take
our materials but also — and more importantly — certain
approaches, certain configurations that occur in it. And these
are merging, ever more often, with architecture. While

in 2001 this sounded dubious, by now there are thousands

of architects and other creative professionals who are
returning to nature, returning to natural materials, natural
structures. I'd say it's happening very subtly, but all across
the world there’s emerging something that isn't a style,

isn't an aesthetic, but a highly varied stream of things,
something like the delta of a river. What was originally

a broad stream becomes divided into a great many islets,
currents, separating, connecting and flowing onwards,
flowing more slowly. And possibly this is the method

that will allow architecture to return again to a friendly
relationship with people. A friendly architecture. Things like
habitability, comprehensibility, harmony are more and more
in the background of what's going on within architecture.
Every era carries in itself remnants of the older one, yet at
the same time new things are born. And this is the content
of the present exhibition. The exhibition is over a decade’s
work of a small group of people who try to think, experience,
push forward a different architecture, try to return it to that
legendary service to people. Of course, we have a long way
ahead of us. What we're doing is only an indication of what
should be considered for the overture. It has its beginners’
problems, but occasionally these few notes of the overture
join together to form a new melody. Things appear that
connect the unconnectable, the Dogon of Mali with Zen,
pounded mud with stick-structures, things that have complex
mathematics with things that are absolutely primitive. And at
the same time there is this broad discussion about planning
and not-planning. I'm very sceptical towards plans, yet still I'm
always sketching, and | say to myself how can | be sceptical
towards something that's my daily bread? But long years of
life have taught me always to bite the hand that feeds me.

JT: Or are you sceptical precisely because you've sketched
so many plans over your life? Because you know what the
problems are?

MR: Definitely. | know how a plan can crush into the ground
so many things that life brings, those crooked lines that you
can't get on a computer.

JT: And what if you build something like this elephant spine
here on the terrace of DOX? What does the plan look like for
such a structure?

MR: Planned and unplanned. David Kubik said let's make

an elephant spine, he drew a sketch of an elephant spine,

| drew a sketch of an elephant spine, and we both know

well that between what we sketch and what will be standing
on the terrace there is a huge difference. Why? With bent
sticks it's not possible to make a precise topology. In place of
a plan, which is bound to a specific topology, this is more of

a guideline. We know what sticks and connectors we should
have, we know roughly the density of the connections and
can formulate in our heads the curve of an elephant’s back,
and since Kubik is a sculptor and I'm an anarchist, then the
softness of the object and the uncertainty of our path won't
confuse us. Perhaps it will work out. And precisely this is what
I like in the Dogon tribe, or even Bohemian folk architecture.
There's a balance between a certain level of proportion,
rhythm, purposefulness and at the same time a certain level
of disorder, chance, chaos. Chaos makes things bearable for
us. If we were to meet with thirty identical people, then
definitely we wouldn’t have a good feeling. Just look at

The Matrix, there they express it perfectly what the modern
age has done, in other words Mr Brown is just a walking
prefab tower-block. Hundreds of them, all the same, this is for
machines, it's not our world. Our world is variety. I'd compare
it to a situation when in communication we lose all non-
verbal information, gestures, facial expressions, lip-smackings,
voice tonalities, here we've lost 80O percent of the meaning.
Just the same, when we create a completely smooth, clean,
aseptic architecture, the same effect emerges. This never
happens in nature, nor in folk architecture.

JT: So could you tell me now how you prevent this from
happening in architecture, which has to be precise and
planned. Your team, after all, doesn’t only build elephant
spines, but also completely normal houses that have official
building permits, buildings where people live and work. What
is the relationship between the buildings that have to be
planned with great precision and elephant spines?

MR: | try to do everything possible so that our sense

of what is a legal building could include as well the elephant
spines. Because a great many regulations a priori destroy
several wonderful and necessary qualities. | would say that
between these things there's no difference. Because — and
this is the most important thing | wish to say — the seed of

a tree contains in itself the information about that tree.

A kind of plan for the tree. Yet “plan” is a bad term, it's really
a guideline of how the tree should live, how photosynthesis
should take place, it's not a literal plan. The seed doesn't carry
within itself a plan saying that the tree will have 8721 leaves,
these will be separated by a difference of 21 mm, each leaf
will have 67 points and of this a certain number of larger

or smaller ones. Nothing of the kind exists. The tree has

a guideline of how it should grow leaves, but each leaf

is unique, just as much as our own fingers or ears or eyes.
This is because it's done from a guideline, not from

a plan. This is where the difference lies. A guideline means
that someone knows how to do it, yet at the same time
slightly adapts it to the situation. There's a place in it for

a certain level of irrationality. And these approaches and
paths are there in immeasurable quantity. It can't be said
that any one is a priori the only one and the best. There are
guaranteed paths and very risky paths, but both are paths.
So we, and others, have set out on the path of how we can
take this kindly tree-sloth, all alone in the dust of the roads,
bandage it up, feed it, and not keep forcing it always onward.
Just to give this sloth a number of small bowls along the
paths and say: hey sloth, here you can get your claws stuck
in and find something tasty to eat. There are more and

more of these bowls, the sloth can eat what it wants, will be
satisfied, cosy, friendly. | only regret that | can't live three

or four hundred years and say, well that 20* century was
awful, the 21t not much better, but the 22", now this

is an improvement!

JT: To return all the way to the beginning: in the Roxy

you spoke about how to get to a vision of architecture

in 2030. Why did you select precisely this year?

MR: A similar method to Orwell's, when in 1954 he wrote
down the year 1984 and created his vision one generation
ahead. This is a single generation — 30 years. And it seemed
awkward to say 2031, so | made a small abbreviation,
shortening the generation to 29 years.

JT: And do you think that within one generation

this change can be seen?

MR: Absolutely certainly. Now we are, let's say, in 40 percent
a single generation. We've done some things, we live with
them, analyse them. The path isn't straight, it twists and
turns. Some things only now, once we've realised them, have
developed — perhaps not in the technical details, of course

— but in the sense of how the building lives in the world.

Of what waves it's created around itself. How it's slipped into
people’s subconscious and how people react to it. All of this
has pushed us on, sent us to the next camp, but the peak is
still far distant. It's not yet time to put on the oxygen masks.

June 2014

public
programmes

The exhibition’'s attendant programme will feature
lectures by Martin Rajnis, a panel discussion,
guided tours, film projections, and other events.
For more information, see www.dox.cz
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