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ABSTRACT 

Paradoxes are contradictory phenomena that appear illogical. They juxtapose 

opposing forces together into a whole equation. The key to understanding how the polar 

extremes relate lies in the hidden linkage that binds them. One such paradox is creativity 

arising out of conflict. These seemingly incompatible frames of reference come together 

to create a strange situation common in nature. Psychologists have found that the 

contradiction even exists in some creative processes. 

The city of Prague provides a glimpse into this alien logic. Prague is a very 

complex and enigmatic city. She is a janus city, standing at the crossroads of Europe. 

She is a monster, the embodiment of paradoxes. The city mimics the paradoxical model 

of opposites bound together to form a complete equation. Not only is Prague a prime 

example of a paradox, she also exhibits creativity from conflict. Like this particular 

contradiction, Prague is unusual and difficult to comprehend. To unlock the key to 

Prague, the paradox of conflict and creativity must be answered. 

One strategy for understanding this dilemma resides in the city's architecture, 

both used and perceived. This field of knowledge encompasses all the other disciplines. 

Prague's architecture is both an enduring cultural and historical artifact which has been 

carefully preserved throughout the ages. The people of Prague have produced some 

extremely innovative works indigenous of her character. Among the best examples of 

this creativity are Gothic and Cubist styles of architecture. They testify to the peculiar 

nature of Prague and the paradox of conflict and creativity. 
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CHAPTER I 

INTRODUCTION 

Contradictions and paradoxes are seemingly illogical situations which appear in 

every aspect of life. Despite their commonality, they are difficult to comprehend. 

Obviously, some form of logic must exist, but how does one discover the secret to unlock 

the contradiction or paradox into revelation and comprehension? Some paradoxes are 

easier to understand than others. One such paradox that is difficult to grasp is the self-

contradiction of creativity arising from conflict. How can something with negative 

attributes produce something that is positive? There are other related questions: How do 

these polar extremes relate? And, what is the key to understanding this contradiction? 

A good illustration of the paradox regarding conflict-induced creativity resides in 

the city of Prague. Prague is the embodiment of contradiction, possessing a peculiar 

spirit that fascinates people from all over the world. She is a monster, alluring, almost 

hypnotic in aspect drawing people into her embrace. Her beauty does not exist on the 

surface alone, it penetrates into the lowest recesses of the earth. She contains a deep 

mystery with a strong attraction. Egon Erwin Kisch remarks, "Prague is a spell, 

something that holds you and always draws you back to her. One can't forget her."^ 

Prague emits an enduring, potent fragrance leaving a deep impression on all who 

experience her. Yet, she is difficult to comprehend. Why is she different from other 

cities? The answer to this question hes in the paradox, creativity from conflict. 

' Joseph Wechsberg, Prague: The Mystical City, (New York: The Macmillan 
Company, 1971), 5. 
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This particular contradiction manifests itself variously in literature, science, 

music, and art. However, architecture reveals a more appropriate glimpse into Prague's 

unusual character because it broadly encompasses all other disciplines. Fortunately, her 

structures have been preserved throughout her long history, virtually untouched, for 

others to enjoy. Prague treats it as though it is her offspring as seen in her embrace of it. 

One has only to visit the Riders' Staircase or the House at the Black Madonna to realize 

this. They stand as a testament to her history, nature, culture, beauty, and mystery. Each 

new style that has graced the borders of Bohemia has blossomed into an innovative 

creation stunning others from the outside world. Prague is a peculiar monster, but it is 

this pecuUarity that is so beautifiil. 



CHAPTER II 

CONTRADICTIONS AND PARADOXES 

Contradictions and Paradoxes 

Contradictions and paradoxes are ambiguous, illogical statements or situations 

that occur in numerous aspects of everyday life and language. At first, these peculiar 

phenomena appear incomprehensible while holding mysterious and ingenious levels of 

understanding. Yet, their secrets can be unlocked. We must first examine definitions of 

contradiction and paradox. 

Contradiction 

A "contradiction" is: (1) an "act or an instance of contradicting, (2a) a 

proposition, statement or phrase that asserts or implies both the truth and falsity of 

something, (2b) a statement or phrase whose parts contradict each other, (3a) a logical 

incongruity," or (3b) "a situation in which inherent factors, actions, or propositions are 

inconsistent or contrary to one another." 

Paradox 

A "paradox" is: (1) "a tenet contrary to received opinion, (2a) a statement that is 

seemingly contradictory or opposed to common sense and yet is perhaps true, (2b) a self-

contradictory statement that at first seems true, (2c) an argument that apparently derives 

Merriam Webster's Collegiate Dictionary, 10* ed., s.v. "Contradiction. 



self-contradictory conclusions by valid deduction from acceptable premises," or (3) 

"something or someone with seemingly contradictory qualities or phases." 

These two terms are very similar. However, this discussion focuses mainly on paradoxes. 

Paradoxes consist of opposing extremes existing simultaneously. These 

conflicting forces are equally important. Each plays a significant role in the phenomenal 

logic of the whole. Henry Moore, the British sculptor, believes that "to know one thing, 

you must know the opposite.. .just as much, [or] else you don't know that one thing. So 

that, quite ofl;en, one does the opposite as an expression of the positive."'* Paradoxes 

generate a balance to create a seemingly unreasonable harmony. 

As a whole, a paradox is contradictory in nature. It proposes an idea contrary to a 

previously held belief that is more widely accepted. This begs the question; Which one is 

true, the previous belief or the paradox? Both are true. Albert Rothenberg, in Creativity 

and Madness, explains: "Always surprising is the discovery that the opposite of a 

previously held idea, concept, or belief is operative or true. Even more surprising is this: 

not only is the opposite true, but both the opposite and the previously held idea are 

operative or true."^ 

A paradox merely poses a new concept; it does not refiite or discount the old one. 

An example of this notion is found in the Chinese concept of Yin and Yang (Fig. 1). Yin 

^ Webster's Dictionary, s.v. "Paradox." 

"* Albert Rothenberg, M.D., Creativity and Madness: New Findings and Old 
Stereotypes, (Baltimore: The Johns Hopkins University Press, 1990), 19. 

^ Ibid., 25. 



and Yang exist in everything.^ Yin symbolizes night, femininity, passiveness, quiet, 

substance, negativity, vsdnter, cold, earth, moon, soft, water, absorption, receptiveness, 

and the wdthdrawn. Yang symbolizes day, masculinity, sun, heaven, fire, noise, power 

and forcefiilness, expansiveness, motion, summer, and fimction.^ Yin and Yang are polar 

opposites that complement each other. Each extreme must be present for the other to 

exist, as illustrated in the value of winning. How is one able to know the joy of vsdnning 

if one has not experienced the pain of losing? The balance between Yin and Yang is a 

natural paradox. 

Even though paradoxes seem illogical, they are quite natural. They transcend 

logic. Take, for example, the following illustration (Fig. 2). Is it a picture of an urn or 

two facial profiles? Which shade is the object, and which is the background? Arthur 

Koestler states in The Act of Creation that this paradox does not perplex most physicists: 

"That the most brilliant scientists of this century should be capable of accepting this 

paradox is a rather striking indication of the susceptibility of the human mind for 

reversals of logic, and the unification of opposites."^ Just because contradictory thinking 

exists outside the commonly accepted boundaries of logic, it does not mean that it is 

^ "Yin and Yang" in "Main Concepts of Taoism," Internet address at 
http://vyww.geocities.eom/Athens/Delphi/2883/maLti.html#yin. 

^ George T. Levsdth, "The Conceptual Basis of Traditional Chinese Medicine" in 
Acupuncture-It's Place in Western Medical Science, (Thorsons Publishing Group), 
Internet address at 
http://www.healthy.net/library/books/acupuncture/ACUPUN8HTM#The Therapeutic 
Application of Yin and Yang; "Yin Yang," Internet address at 
http://sunflower.singnet.com.sg/~cecil/yinyang.htm: ibid. 

ft _ _ 

Lewith, "The Conceptual Basis of Traditional Chinese Medicine." 

^ Arthur Koestler, The Act of Creation. (London: Arkana, 1989), 198-199. 

5 

http://vyww.geocities.eom/Athens/Delphi/2883/maLti.html%23yin
http://www.healthy.net/library/books/acupuncture/ACUPUN8HTM%23The
http://sunflower.singnet.com.sg/~cecil/yinyang.htm


illogical. It resides in a logic all its own. Governed by different sets of rules and 

variables, paradoxes require a separate mode of comprehension. 

Linkages 

A paradox is extremely bewildering. The polar extremes or opposing systems 

somehow relate to each other, but the nature of that relationship is often unclear. The key 

to understanding a paradox lies in its linkage. The interconnection acts as a bridge 

spanning from one polarity to the other (Fig. 3). It is also a threshold of sorts, a gate 

marking the end of one system and the beginning of another. Arthur Koestler describes 

the "link" as "the focal concept, word, or situation which is bisociated vsdth both mental 

planes."'^ He goes on to say, "The new synthesis in the mind of the thinker may emerge 

suddenly, triggered by a single 'link'; or gradually, by an accumulation of linkages. On 

the map of history the 'links' are the discoveries of individuals."" 

Linkages are hidden. According to Koestler, they must be "discovered." In 

order to discover a linkage between opposing forces, one must first find how one relates 

to the system one is trying to comprehend. Somewhere between that relation and the 

system lies the linkage. It is the invisible waiting to be made visible. Marco Frascari's 

'° Ibid., 64. 

''Ibid., 230. 

'2 Ibid. 



term for this phenomenon is "marginalia." The treasure to behold lies not in the text of 

the written material but in its margins, the invisible waiting to be revealed. 

In his discussion of marginalia, Frascari describes "monster" as an "artifact" that 

is either "beyond or between categories."''' "Monsters are on the margins of written texts 

but they are also the marginalia of visual texts."'^ They are the objects that lie hidden in 

the margins of numerous forms of text including architecture. According to Frascari, a 

monster is "always located in the joint between architectural elements."'^ 

He argues that the edges of walls, the capitals, and all possible architectural 

elements, such as keystones, are examples of these monstrous instances, "fimdamental 

signs of space."'^ In the side arches of the Pisani Palace in Venice, are Janus headed 

keystones, one facing forwards and the other to the rear. These monsters mark the joint 

1 ft 

representing the past and the fixture (Fig. 4). 

The role of the monster in the margin is to "transcend the text, first, by making the 

relationship between the part and the whole an enigma, and second, by placing events 

yvdthin our vision that are capable of putting our thought out of place, of determining a 

'̂  Marco Frascari, Monsters of Architecture: Anthropomorphism in Architectural 
Theory, (Lanham, MD: Rowman & Littlefield Publishers, Inc., 1991), 77. 

'^ Ibid., 34. 

'̂  Ibid., 17. 

'^ Ibid., 18. 

'̂  Ibid., 16. 

'̂  Ibid., 18. 



buried but real possibility of meaning."'̂  "Monsters stand at the margin of consciousness 

between the known and the unknovm, the perceived and the unperceived, calling into 

question the adequacy of our ways of organizing rationally the world into determinable 

parts and details." They are the linkages that tie together opposing forces. Their role is 

to help solve the puzzle of the paradox. They alter one's method of comprehension to 

make the incomprehensible clear. Monsters are the invisible waiting to be made visible. 

'̂  Ibid., 16. 

2̂  Ibid., 34. 



Figure 1. Yin Yang Symbol 

Source: "Yin Yang," Internet address at 
http://sunflower.singnet.com.sg/~cecil/yinyang.htm. 

Figure 2. Urn Diagram 

Source: Arthur Koestler. The Act of Creation, (London: Arkana, 1989), 198. 

http://sunflower.singnet.com.sg/~cecil/yinyang.htm
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Figure 3. Linkages Diagram 

Figure 4. Janus Keystone 

Source: Marco Frascari, Monsters of Architecture: Anthropomorphism in Architectural 
Theory, (Lanham, MD: Rovmian & Littlefield Publishers, Inc., 1991), 21. 
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CHAPTER III 

THE PARADOX OF CONFLICT AND CREATIVITY 

Conflict and Creativity 

Numerous paradoxes are present in the realms of art, science, language, and 

philosophy. As previously mentioned, one such contradiction is the relationship between 

conflict and creativity. These opposites fiise to form a new and beautifiil whole. This 

paper revolves around the notion which proposes that creativity arises from conflict. 

Often, external and internal tensions in various aspects of life combine to influence 

writers, architects, scientists, and artists to produce highly innovative, original work. 

This peculiar phenomenon has driven some to speculate on the complex and enigmatic 

nature of this paradox. 

The conflict and creativity paradox brings together tension and invention. It 

describes the production of a positive, progressive act from a hostile or violent situation, 

extremes dynamic in nature. Tension is a chaotic dynamic force, while creativity is an 

ordered, calculated dynamic force. The former is natural; the creator cannot exert control 

over it. Its power is inherent. The latter force is man made. The creator facilitates and 

forms the energy according to his wishes. He also constitutes the degree of the force. 

The interaction between these opposing systems is dynamic and produces a tension that is 

alive, but it also contributes to a coherent, balanced whole. This paradox forms an 

enigmatic phenomenon filled with life. Duality is the heart of the nature of paradoxes. 

11 



Resolving the paradox, creativity from conflict, can be considered the "core of the 

creative act." Rothenberg proposes that true creative inspiration results from 

unconscious anxieties within the creator. By grappling with the effort to understand the 

genuine meaning of an inspiration or idea, the creator resolves the conflict by gaining 

insight, and, perhaps, generating a product which may be an extraordinary work of art. 

The works of Franz Kaflca and Ludwig van Beethoven are mentioned later in support of 

this notion. 

Despite its complexity, the paradox, creativity from conflict, is a common 

phenomenon. It manifests itself in numerous forms in the liberal arts and life in general. 

To aid the study fiuther, each component of the paradox must first be analyzed. This 

examination begins wdth the hostile initiator. 

Conflict 

A narrative's plot is not complete without an antagonist. Conflict is the dynamic, 

tensile force, which sets the pendulum in motion between the polarities of this particular 

paradox. It is also the spark that ignites creativity, the tiny grain of sand acting as the 

chafing element that brings about the creation of the pearl. Koestler proclaims that 

conflict consists of "two self-contained frames of reference, two sets of values, two 

universes of discourse" colliding.^^ 

^' Jock Abra, The Motives for Creative Work: An Inquiry with Speculations 
about Sports and Religion, (Cresskill, NJ: Hampton Press, Inc., 1997), 213. 

^̂  Rothenberg, Creativity and Madness, 42-47. 

^̂  Koestler, The Act of Creation. 351. 
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Tension comes in numerous forms. Opposition arises in any combination, among 

nations, religions, ideas, groups of people, individuals, value systems, physical forces, 

natural forces, supernatural forces, and so on.̂ '* 

The conflict between opposing forces can be external, internal, or even a 

combination of both. Contrasts v^thin a work of art, architecture, or scientific problem 

are internal conflicts. Opposition has no boundaries. Even the human mind is not 

immune. Many individuals have battles within themselves. This form of internal tension 

is self-turmoil. According to Koestler, conflict has many faces, but the themes remain 

the same. 

There are no new themes in literature, as there are no new human instincts; 
but every age provides new variations and sublimations, new settings and a 
different set of rules for fighting the old battles all over again. To quote G. 
W. Brandt: 'There is basically only a limited number of plots; they can be 
seen, in different guises, recurring dovm the ages. The reason is in life 
itself Human relationships, whilst infinitely varied in detail, 

0 c 

reveal—stripped down to fimdamentals—a number of repetitive patterns. 

Because the forms are innumerable, this author selects a few pertinent illustrations of 

conflict which bring forth creativity. 

In the literary world, William Shakespeare's Romeo and Juliet portrays the 

involvement of two young lovers from rival families (Figs. 5-6). The dashing Romeo and 

the fair Juliet fall madly in love upon first glance and struggle to remain together despite 

the hostility that consumes both families. At the play's end Fate denies their love; each 

chooses to die rather than live v^thout the other. The conflict that Romeo and Juliet face 

is external to them; the battle is between their families. The result is forbidden love 

^^ Koestler, The Act of Creation, 350. 

2̂  Ibid., 351-352. 
13 



culminating in death. In this great play, Shakespeare expresses the beauty of boundless 

love arising from tragedy."̂ ^ 

Another literary example is found in Franz Kaflca's "Before the Law."^^ In this 

short story a man goes before the gates of the Law, but the doorkeeper does not allow 

him to enter. The man asks the doorkeeper if he v ^ be allowed in later. The doorkeeper 

says that entrance is a possibility, but not at that time. The man sits down and waits. The 

doorkeeper tells him that he can try to force his way in, but an even more powerfiil 

doorkeeper waits beyond the gates. The man continues to wait. Hours become days, and 

days become years. The man frequently bothers the doorkeeper v^th trivial questions, 

and each time when the man asks to be let in, the doorkeeper refiises. The man resorts to 

bribery. The doorkeeper takes each of his items remarking, "I am only taking it to keep 

you from thinking you have omitted anything." When old, the man finally asks a 

question that he has never inquired of the doorkeeper. "Everyone strives to reach the 

Law,.. .so how does it happen that for all these many years no one but myself has ever 

begged for admittance?"^^ The doorkeeper answers him. "No one else could ever be 

admitted here, since this gate was made only for you. I am now going to shut it." 

OA 

William Shakespeare, Romeo and Juliet. 

See the complete parable, "Before the Law," in Appendix A. 

^̂  Franz Kafka, "Before the Law," The Metamorphosis, In the Penal Colony, and 
Other Stories, (New York: Schocken Books Inc., 1948), 148-149. 

2̂  Ibid., 149. 

^^Ibid., 149-150. 
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Kaflca has created an extraordinary, ambiguous story of conflict, a parable fiill of 

tension. One interpretation of "Before the Law" proposes that the conflict contained 

therein has a duality. It initially appears to come from the authoritarianism of the 

doorkeeper. Yet, at the end of the tale, the opposing force that the man has confronted aU 

these years is his own inhibitions. He has given the doorkeeper power over himself The 

duality occurs in where the power over the man resides, in the doorkeeper or in himself 

This paradox produces a wonderfiil narrative that contains insight and revelation that 

confront us all, not to mention deeper philosophical undertones which we seek to 

understand. 

Another interpretation of this tale focuses on the paradoxical character of the 

doorkeeper. The doorkeeper is a representative of the Law, which contains a "radiance 

O 1 

that streams inextinguishably from the gateway." He is a man of questionable 

character. He diverts responsibility away from himself to other gatekeepers, and he 

accepts bribes giving excuses for doing so. This interpretation brings the doorkeeper's 

integrity into question, but doubting him also brings doubt upon the radiant Law which 

selected him for his position. The Law gives the appearance of flawlessness, but if it 

chooses a doorkeeper of questionable character, then this implies an imperfect being. 

However, the Law is "beyond human judgment;" therefore, it cannot be questioned.^^ 

Thus, the paradox lies in the seemingly doubtfiil character of the doorkeeper who cannot 

^' Ibid., 149. 

^̂  Heinz Politzer, Franz Kaflca: Parable and Paradox, (Ithaca, NY: Cornell 
University Press, 1962), 177-182. 

^̂  A priest in Franz Kafka's The Trial proclaims this to the main character, Joseph 
K. He is also the one to speak the parable, "Before the Law," in The Trial, Ibid., 181. 
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be doubted. In this explanation, the conflict resides in the basic nature of a paradox, the 

struggle between polarities. The "paradoxical parable" is a common trait in Kaflca's 

work, and his ability to create a "multivalent" piece is what makes the work so 

extraordinary.^'' 

Creativity arising from conflict also appears in the realm of music. Many 

beautifiil works contain tension within the line of musical score which must be resolved. 

One such force is known as dissonance. Dissonance, in music, is "a mingling of 

discordant sounds" or "a clashing or unresolved musical interval or chord."^^ Dissonance 

occurs, in works of many composers, including Wolfgang Amadeus Mozart, Ludyvig van 

Beethoven, Leos Janacek, and Arnold Schoenberg. 

The first two composers from the classical music tradition, Mozart (Fig. 7) and 

Beethoven, sort discord in their work. They married "hostile" notes, chords, and phrases 

which are creatively resolved to end in a harmonized whole. They used dissonance as an 

element to produce an emotional quality that can suggest despair or sorrow. Mozart often 

placed mild dissonance at appoggiaturas and suspensions. Examples occur in the 

Symphony in C Major, K. 338, the Adagio in B Minor, K. 540, and the String Quintet in 

D Major, K. 593, but notable dissonance appears in Mozart's Quartet in C Major, 

^^ Franz R. Kempf, Everyone's Darling: Kaflca and the Critics of His Short 
Fiction, (Columbia, SC: Camden House, Inc., 1994), 56, 72. 

Webster's Dictionary, s.v. "Dissonance." 

^̂  Arthur Hutchings, Mozart: The Man. The Musician, (New York: Schirmer 
Books, 1976), 65; See Appendix B for a definition of "appoggiaturas." 

"Ibid., 36, 82, 108-109. 
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K.465, later dubbed the "Dissonance." This unusual work contains colorfiil textures and 

a wdde range of emotions. The slow introduction lends the piece its nickname. 

[It] derives from the audaciously chromatic, intense Adagio introduction 
that so baffled Mozart's more orthodox contemporaries. The Allegro, in 
contrast, is untroubled, though tension mounts inexorably when the all-
important first subject's opening motif in minor tonality in the central 
section of the sonata-form argument. ̂ ^ 

At first publication, many suspected that it contained mistakes. Nevertheless, the musical 

tactician created an inward logic with the placement of every note.^^ 

Beethoven also used dissonance successfiilly in the Piano Sonata in E Flat Major, 

opus 81a. This highly emotional piece displays Beethoven's struggle vdth the departure, 

absence, and reunion of his long-time friend. Archduke Rudolph, who, along vsdth the 

entire royal family, had to flee Vienna while Napoleon's armies bombarded it."*̂  The 

sonata spiritually expresses the basic human experience of loss.'*' Another remarkable 

appearance of discord in Beethoven's work materializes in the Symphony No. 9 in D 

Minor, opus 125. The dissonance occurs at the beginning of the final movement 

preparing the way for the powerfiil symbolic intrusion of the "Horror Fanfare."'*^ 

^̂  Joan Chissel, "Schuman: Piano Quintet, Mozart: String Quartet K.465." Liner 
notes in Schuman Piano Quintet Op. 44 Mozart String Quartet Kv. 465, CDC747439 2, 
5-6. 

^̂  Ibid., 106. 

'̂ ^ Thomas K. Scherman and Louis Biancolli, eds.. The Beethoven Companion. 
(Garden City, NY: Doubleday & Company, Inc., 1972), 761-762. 

'*' Eytan Agmon, "Beethoven's Op. 81a and the Psychology of Loss," vol. 2.4, 
Music Theory Online: The Online Journal of the Society for Music Theory. Internet 
address at http://www.smt.ucsb.edU/mto/issues/mto.96.2.4/mto.96.2.4.agmon.html. 

"^^ "Symphony No. 9 in D minor (opus 125)," Internet address at 
http://lonestar.texas.net/~mseifert/beet.html. 
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It is a D minor chord with the F in the bass and a piercing B-flat on top, 
but the orchestration heavily favors the A and B-flat and subdues the D 
(which is only articulated by one French horn), so the result is a noise 
which, especially in the context of the mild close of the Adagio [third 
movement], is always a thoroughly unpleasant experience. The role of the 
timpani in these first bars is interesting: Their opening A sounds unstable 
and adds to the dissonance, but their quick shift to D seems to signal the 
rest of the orchestra to merge closer to this tonic note. Continuing once 
again the "forging" idea, this dissonance frantically scurries around 
looking for resolution before being curtly collapsed into an open D-A 
chord.'*^ 

This blunt discord and "Horror Fanfare" reminds the listener that after the slow Adagio, 

the music is "stiU restless and unsatisfied."^"^ 

More recent examples of the use of dissonance can be heard in the works of 

Janacek and Schoenberg. Janacek incorporates dissonance in the fourth movement of his 

String Quartet No. 2, "Intimate Letters." This piece was inspired by his unrequited 

relationship yvith the beautifiil but married Kamila Stosslova wdth whom he exchanged 

over 600 letters. He created a beautifiil musical texture by having the entire quartet play 

sul ponticello (on the bridge) creating a striking discord towards the end of the 

movement, before closing the movement on a D-flat major chord with an E flat to create 

even more dissonance."*^ 

^^ Ibid; See Appendix B for a definition of "timpani." 

^^ Scherman and Biancolli, eds., The Beethoven Companion, 926. 

^^ Nancy Monsman, "1996 Festival Program Notes, Volume I," Internet address at 
http://www.azstamet.com/~bfoster/96notesl.htm. 
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Schoenberg, also known as "the composer who tried to rip up music," produced 

highly atonal and fragmented pieces equivalent to abstract art."*̂  His work often sounds 

awkward and "at war vsdth itself "̂ ^ Schoenberg compared his work to "svsdmming in 

AQ 

boiling water." In his treatise Harmonielehre (Theory of Harmony), Schoenberg 

defines "consonances as the closer, simpler relations to the fimdamental tone, 

dissonances as those that are more remote, more complicated."^^ He removes the 

distinction between the two as opposites.^^ Egon Wellesz fiirther elaborates on 

Schoenberg's definition. 
The consonances turn out to be the first over-tones; the nearer they are to 
the ground-note the more productive they are. The more remote the over
tones, the less they can be made to fit in with a combination of sounds, and 
the more they need resolution.^' 

52 Schoenberg also began to believe that certain laws and conditions governed dissonance 

He felt that dissonance should be resolved by descending, ascending, or sustaining 

complementary chords to dissonant chords. This law is evident in Pierrot Lunaire. The 

^^ Greg Sandow, "When the Solid Dissolves," Wall Street Journal, 17 September 
1988, Internet address at http://vsww.gregsandow.com/schoen.htm. 

'' Ibid. 

'' Ibid. 

'̂ ^ Arnold Schoenberg, Theory of Harmony, trans. Roy E. Carter (Berkeley, CA: 
University of California Press, 1978), 21. 

^̂  Ibid., 409; Egon Wellesz, Arnold Schoenberg: The Formative Years, (London: 
GaUiardLtd., 1971), 53. 

^' Wellesz, Amold Schoenberg: The Formative Years, 53. 

Schoenberg, Theory of Harmony, 70. 

"Ibid., 138,316,386. 
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melody for the speaking voice is not to be sung. Schoenberg put forth means to 

accompHsh this. One method is emphasizing the contrast between the spoken and sung 

notes. The sung note maintains the pitch. The spoken note begins at this pitch but later 

strays from it by descending or ascending immediately after.̂ '' The abundance of violent 

forces vsdthin his work creates an avant-garde in music.̂ ^ Both Janacek and Schoenberg 

are modem composers who made use of the dynamic tension generated from dissonance 

to create extraordinary musical masterpieces. 

Dissonance is not the only hostile force vsdthin a musical composition. Many 

works contain the intensities of the composer's inner struggles. Beethoven's Ninth 

Symphony is a case in point. The first form of tension occurs in the theme of the piece. 

Highly emotional,^^ it depicts universal brotherhood, inspired from a poem by Johann 

Christoph Friedrich Schiller.̂ ^ The Ninth depicts fiilfiUment through struggle, a notion 

C O 

closely aligned vsdth Beethoven's belief in "arrival at joy through suffering." 

The second form of conflict resides in the Ninth's structure. The tension arises at 

the very beginning. The first movement is ambiguous and gives a feeling of 

incompleteness. The progression through this movement strives for a resolution of this 

incompleteness in melody and harmony to bring about clarity. The listener knows that 

^̂  WeUesz, Amold Schoenberg: The Formative Years, 53. 

" Greg Sandow, "When the Solid Dissolves." 

^̂  George R. Marek, Beethoven: Biography of a Genius, (New York: Thomas Y. 
Crowell Company, 1969), 545. 

^̂  "Symphony N. 9 in D minor (opus 125)." 

^̂  Beethoven: Biography of a Genius, 561-562. 
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the music is leading to a momentous event but to exactly where is unknovs^.^^ The first 

movement then becomes a stmggle of arriving at order through chaos^^ or an aesthetic of 

the beautifiil, whereby the artwork acts as a medium of reconciliation. The subsequent 

movements propel the narrative along in a logical fashion, using the score to express the 

emotions of conflict. The stmctural tension in the second movement occurs between the 

major and minor notes, each battling back and forth for dominance. At this point, 

attempts at resolution become more apparent. The third movement is more transcendent 

than anything else. At the end of this movement, the music fades into silence, to be 

followed by the dissonance of the fourth movement, paradoxically breaking the peace. 

This tactic contradicts the nature of the final movement of "peacefiil harmony" and, 

ultimately, joy, not to mention the "brook-like murmurings" at the end of the third 

movement.^'' The "chorale" movement continues the battle "in the quest for universal 

brotherhood."^^ Beethoven expresses this tension by contrasting the masculine, 

"militaristic" voices against the feminine, "idyllic" voices.̂ ^ Then, as the Hstener 

^̂  Scherman and Biancolli, eds.. The Beethoven Companion, 924-925. 

°̂ "Symphony N. 9 in D minor (opus 125)." 

61 Ibid. 

^̂  Martin Cooper, Beethoven: The Last Decade, 1817-1827, (London: Oxford 
University Press, 1970), 302-304. 

^̂  "Symphony N. 9 in D minor (opus 125)." 

^̂  Cooper, Beethoven: The Last Decade. 1817-1827, 326. 

^̂  "Symphony N. 9 in D minor (opus 125)." 

^̂  Ibid. 
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becomes dravsoi into feelings of overwhelming passion and emotion, Beethoven ends the 

Ninth vsdth the chaos established in the first movement.̂ ^ Thus, Beethoven uses conflict 

throughout this masterpiece, in narrative and stmcture, to create one of the most beautifiil 

works in history. 

The mere presence of conflict is not what makes this work great but the resolution 

of that conflict. In the process of reconciliation, the listener becomes absorbed in the 

strong emotions of the music. 

The challenge of a work like Beethoven's Ninth conforms to the aesthetic 
analysis by Hans-Georg Gadamer, for whom "not only the cognition of 
meaning is involved...something else is awakened, whereby we recognize 
ourselves." Gadamer proposes that only when the listener "fills out" the 
work of art, going beyond its immediate sensuous appearance in the 
direction of its implied meanings, does the work really come into 
existence. "Only then does all conflict disappear between intention and 
being, and every difference vanish between that which the artist vsdshes to 
say and what the interpreter makes of it. They have become one.. .This is 
the reason why works of art bring about a tme self-encounter in all those 
who come to grip vsdth them...." 

This is an important statement which fiirther enlightens the paradox of creativity out of 

conflict. It suggests that complete experience with the artwork brings forth a tme 

understanding of it. Its beauty is not fiilly recognized unless the listener becomes a part 

of the reconciliation of its conflict. 

^̂  Ibid. 

*̂ William Kinderman, Beethoven, (Berkeley, CA: University California Press, 
1995), 8-9. 
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Conflict and creativity is present in art as well. In his painting, Interieur (Le 

Viol), Edgar Degas depicts tension between the man and woman (Fig. 8).̂ ^ He expresses 

this through the placement, position, and size of the figures. The woman has her back 

tumed toward the man painted seemingly larger and out of scale who stands on the 

opposite side of the room vsdth his back unnaturally pressed to the door. The distance 

between them denotes tension as well as the lack of eye contact. Each figure seemingly 

shows an attempt to ignore the presence of the other. Lighting also depicts tension 

between them. Light shines on the back of the female figure which appears to be falling 

or collapsing, her left shoulder bared, while the male figure looms in the darkness, his 

facial expression ambiguous in the light from the low-level table lamp. The light 

accentuates the woman's body language, turning away from the man expressing her 

feelings. The two figures appear to be having an argument. The woman is in her 

nightclothes, while the man has just removed his coat, hat, and scarf and laid it over the 

foot rail of the bed. Is the woman upset about him coming home late? Is she fiightened 

of him because he has just stmck her? Or, could the woman be the man's mistress? Is he 

about to leave after their romantic rendezvous, and she is upset? The story is ambiguous, 

but the conflict is clear. The conflict in this work occurs in the subject matter. 

In Vincent van Gogh's, The Night Cafe, the tension in the work takes place in the 

method used to create the expression of terrible human characteristics (Fig. 9). Van 

^̂  Richard G. Tansey and Fred S. Kleiner, Gardner's Art through the Ages II: 
Renaissance and Modem Art, 10^ ed., vol.2 (Orlando, FL: Harcourt Brace Company, 
1996), 986. 
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Gogh contrasts red and green to display "an oppressive atmosphere of evil."^^ The artist 

describes the effect he is conveying by distorting color. 

I have tried to express the terrible passions of humanity by means of red 
and green. The room is blood red and dark yellow with a green billiard 
table in the middle; there are four citron-yellow lamps with a glow of 
orange and green. Everywhere there is a clash and contrast of the most 
disparate reds and greens in the figures of little sleeping hooligans, in the 
empty, dreary room, in violet and blue. The blood-red and the yellow-
green of the billiard table, for instance, contrast with the soft, tender Louis 
XV green of the counter, on which there is a pink nosegay. The white coat 
of the landlord, awake in a comer of that fiimace, turns citron-yellow, or 
pale luminous green. ̂ ^ 

The tilted perspective suggests that the room is spinning invoking nausea. ̂ ^ This adds to 

the drunken atmosphere the artist is portraying. 

Pablo Picasso's Guernica expresses the horror and violence of the air raid on 

Guernica by the Germans in 1937 (Fig. 10). He paints violent distorted forms, a dying 

horse and a woman screaming in agony holding her dead child, to deliver his feelings of 

dislike and disgust of the atrocity. The conflict is present in the subject matter and the 

method to project the strong hostility of the barbarous event in Guernica, making it even 

more potent. 

In sculpture, Man Ray depicts the conflict of paradox in Gift (Fig. 11). He 

displays the "malicious humor" of counteracting the proper fimction of the iron by 

70 Ibid., 999. 

'̂ Vincent van Gogh is quoted from a letter he vsrote to Theo; Van Gogh: A Self-
portrait, Letters Revealing His Life as a Painter, selected by W. H. Auden (New York: 
Dutton, 1963), 320; quoted in Ibid. 

^̂  Ibid. 

^Mbid., 1089. 
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applying tacks to its flat surface.̂ "* The object is no longer an implement for ironing 

wrinkles out of sheets but a scary, medieval torture device which can inflict pain. Artists 

use conflict in various ways to generate the desired effects in their artwork. Thus, they 

have created beauty from pain. 

As well as being positioned in the realm of the creative arts, the creativity from 

conflict paradox is manifested in survival. Some reptiles, for example, have the ability to 

regenerate a part of itself If a lizard loses its tail, it grows another. The act of creation is 

similar to biological regeneration in that, like genetic potentials, normally restrained 

creative potentials become free by de-differentiating deconstmction (or damaged tissues 

in biological terms). 

During paradigm shifts in history, civilization disregards old ideas for new ones. 

Characteristically, radical, creative thinkers must destroy old traditions and beliefs to 

obtain their goals.^^ Therefore, creativity calls for "the restmcturing of mental 

organization" spurred forth by new discovery.^^ This act of creation is "revolutionary or 

destructive'' in a sense that the old must die to make way for the new. 

Creation from destmction occurs in the process of human maturity as well. 

During one's lifetime, one may attain several mental levels at different stages of maturity. 

^Mbid., 1073. 

^̂  Koestler, The Act of Creation, 659. 

^̂  John A. Glover, Royce R. Ronning, and Cecil R. Reynolds, eds.. Handbook of 
Creativity, (New York: Plenum Press, 1989), 205; Ibid., 68-69. 

'''^ Koestler, The Act of Creation, 659. 

'' Ibid. 
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The most prevalent jumps in maturity occur twenty years or so after adolescence when 

one leaves the security of home to spread one's vsdngs to discover the world. These new 

experiences shape character. Changes continue to spring up through all phases of life. 

Often in the process of maturity, mental anguish arises from life's unexpected 

experiences. Koestler describes this as "the Night Joumey," or "the Death-and-Rebirth 

70 

motif" Through a cmshing experience, one may realize the superficiality of one's life. 

Daily routines seem trivial, fiitile, and frivolous. This realization can be shocking, even 

catastrophic for some. Koestler elaborates, "[One] embarks on the Night Joumey, is 

suddenly transferred to the Tragic Plane—from which [one] emerges purified, enriched 

by new insight, regenerated on a higher level of integration." Such a person enters the 

Night Joumey traumatized but leaves it wiser and rebom to a higher level of synthesis. 
0 1 

Here, creativity comes from regression and crisis. It is recovery from retreat. 

Koestler says, "The 'creative stress' of the artist or scientist corresponds to the 

'general alarm reaction' of the traumatized animal." Similarly, Rothenberg also 

supports this idea. "The stmggles with the inescapable personal conflicts of life, both 

conscious and unconscious, vsdth the goal of achieving relief and psychological freedom, 

are dynamic forces incorporated into great works of art." As the artist creates, he 

stmggles to cope with or resolve his traumatic experiences. Beethoven is a case in point 

^̂  Ibid., 358. 

'' Ibid. 

'̂ Ibid., 360. 

^̂  Koestler, The Act of Creation, 463. 

Rothenberg, Creativity and Madness, 148. 
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(Fig. 12). His psychological difficulties began vsdth the relationship he had with his harsh 

father, who often exploited the boy's talents for monetary gains and prestige. '̂* This was 

followed later in life vsdth his difficult relationship vsdth his nephew, Karl, which proved 

to be disappointing and destmctive.^^ His loss of hearing allied vsdth the stormy 

relationships vsdth his family probably resulted in Beethoven's lack of, and often hostile, 

social traits which created a source of tension on numerous occasions. ̂ ^ His conflict vsdth 

Napoleon and the war vsdth Austria also contributed to his dissatisfaction vsdth hfe. 

Napoleon's antics greatly affected all life in Vienna, including his own. 

Of paramount importance was Beethoven's outstanding battle vsdth deafiiess and 

the remarkable role it had on his work. How does one create an art form intended to be 

heard, though the composer himself cannot hear his creations? This amazing disability 

has perplexed Beethoven scholars throughout history. Beethoven had more than his fair 

share of conflicts during his life, yet it spurred remarkable creativity. 

Franz Kaflca serves as another case study of the stmggling creator (Fig. 13). As 

vsdth Beethoven, one of his notable contests occurs in his relationship vsdth his father, a 

hard-working, domineering man who exerted his tough work ethics and values upon his 

QQ 

sensitive son. His father's strong family values also played a role in Kaflca's conflict 

^̂  Ibid., 40. 

^̂  Ibid., 375. 

^̂  Ibid. 

^^Ibid., 190-216,375-376. 

^̂  Karel Martinek, PhDr., DrSc, Franz Kafka and Prague, (Prague: Freytag & 
Bemdt, 1998), 2. 
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concerning marriage. While Kaflca felt that marriage and family led to a fiilfilled life, he 

did not want to become the man his father was.̂ ^ Marriage would also end bachelorhood, 

a major source of inspiration for his vsriting.̂ ^ Kaflca's stmggles continued vsdth the 

bureaucracies of the work place. Working for his uncle, an Italian insurance company, 

and the Workers' Personal-Accident Insurance Company, he realized his superiors' 

indisposition to care for an individual's "fimdamental needs" and their inhuman, 

insensitive mechanisms. This battle also appears as a common theme in his literature.^' 

Another source of tension in his daily life appears in his search for identity. 

Before World War I, Kaflca became submerged in Czech nationalistic fervor grovsdng in 

the Bohemian province of the Hapsburg Empire. As a result he began to comprehend 

Czech culture which fiirther drew his attention to Hasidic Jewish tradition. ̂ ^ He was a 

Jew and a Czech citizen in a German speaking land. Bohemia was a place where all 

these groups coexisted in a constant state of tension. In Kaflca, all three were present in 

one man. 

His final battle was with tuberculosis, which took his life on June 3, 1924.̂ ^ 

When he first contracted the disease, it seemed like an escape from his troubled life.̂ '* 

Jan Hancil, Kaflca and Prague, Marta Zelezna, ed., (Prague: Franz Kaflca 
Publishers, 1998), 10. 

^̂  Politzer, Franz Kafl<:a: Parable and Paradox, 46-50. 

^' Martinek, Franz Kaflca and Prague, 4. 

^̂  Ibid., 4-7. 

^̂  Hancil, Kaflca and Prague, 12; Ibid., 7. 
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"Sometimes it seems to me that my brain and lungs came to an agreement without my 

knowledge. 'Things can't go on this way,' said my brain, and after five years the lungs 

said they were ready to help."^^ Kaflca knew that tuberculosis would kill him, and death 

was near. However, towards the end, this once suicidal man began to fight for his life. 

He had, ironically, for the first and last time in his life found tme happiness vsdth Dora 

Diamant who cared for him until his death. He and Dora tried everything to prolong his 

life despite specialists' efforts to convince Dora to stop expensive treatments. Any 

treatment which appeared to improve his condition gave the vsriter hope, but his doctors 

agreed that he only had a few months to live. Kaflca's infected larynx made swallovsdng 

difficult; so, the vsriter began to slowly starve. In these last weeks, he vsrote his final 

short work, "The Hunger Artist" which reflected his current stmggle.^^ His illness and 

many of Kaflca's other stmggles appear as common themes in his highly complex and 

creative work.̂ ^ Among his most notable works are The Castle, The Trial, "The 

Metamorphosis," "In the Penal Colony," and "The Country Doctor." 

^"^ Thomas Dormandy, The White Death: A History of Tuberculosis, (New York: 
New York University Press, 2000), 313-314. 

^̂  Ibid., 314. 

^Mbid., 314-320. 

^̂  Hancil, Kaflca and Prague, 10; Politzer, Franz Kaflca: Parable and Paradox, 46-
47; "Franz Kaflca," (Danbury, CT: GroHer Incorporated, 1993), Intemet address at 
http://vs^ww.levity.com/corduroy/kaflca.htm. 
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Creativity 

The definition of "creativity" is more subjective than that of "conflict." Besides 

QQ 

being "the ability to create," creativity has a range of meanings. Rothenberg says, 

"Creativity is.. .the production of something that is both new and tmly valuable."^^ 

Anthony Antoniades proposes a definition from the conglomeration of his work and the 

works of Alfred North Whitehead and Ignacio Gotz. 
Creativity is the process by which the imagination exists in the world. As 
process, creativity is indeed the ultimate; it is the universal or universals 
characterizing ultimate matter and fact. In a sense, creativity is 
synonymous vsdth Aristotle's prime matter, except that creativity is neither 
passive nor receptive. But creativity may be seen as the absolute active 
ground of all that comes to be, being in itself indescribable. Creativity... is 
that ultimate notion of the highest generality at the base of actuality. 
Creativity can be ever-present to include all the activities of man, be they 
scientific, artistic, or cultural. All the elements of culture—language, 
myth, art, science, history, religion—contribute to its purest and 
wholesome evolution. ̂ ^̂  

Donald W. MacKinnon also believes that creativity is a process, one with several 

stages, but he uses it as more of an umbrella term to encompass all of the various 

processes that occur in the phenomenon.^^' He states that tme creation must meet certain 

criteria. His first criterion is novelty and originality. The second calls for an adaptation 

^̂  Webster's Dictionary, s.v. "creativity." 

^̂  Rothenberg, Creativity and Madness, 5. 

'̂ ^ Anthony Antoniades, Poetics of Architecture: Theory of Design, (New York: 
VanNostrandReinhold, 1992), 13-14. 

'^' Donald W. MacKinnon, In Search of Human Effectiveness: Identifsdng and 
Developing Creativity, (Buffalo, NY: Creative Education Foundation, Inc. in association 
with Great Neck, NY: Creative Synergetic Associates, Ltd., 1978), 46-48. 
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to reality. The third requirement is the ability to be produced, in which the creative 

product is "sustained, evaluated, elaborated, developed, and communicated to others."^^^ 

The next two criteria are much more difficult to meet, especially the final one as it 

addresses a paradigm shift, a very rare occurrence. The fourth requirement demands that 

the final product be "aesthetically pleasing." '̂ ^ He states, "The solution must be both 

tme and beautifiil." The last criterion, which is not usually met, calls for the creative 

product to "create new conditions of human existence, transcending and transforming the 

generally accepted experience of man by introducing new principles that defy tradition 

and change radically man's view of the world."'^^ 

Antoniades states "creativity cannot be adequately defined because all the aspects 

of creativity are in fact more special than it is itself "'̂ ^ Thus, these examples indicate 

that the definitions of "creativity" are extremely open-ended and reflect numerous 

interpretations. MacKinnon's definition is more stmctured, clear and definite in its 

principles which produces a coherent and acceptable measuring stick for identifying 

creativity and is the definition selected as being the most appropriate for this discussion. 

'°2 Ibid., 50. 

*̂^ Ibid., 50-51. 

' 'Mbid.,51. 

''' Ibid. 

'̂ ^ Antoniades, Poetics of Architecture: Theory of Design, 14. 
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Creative Processes 

Both, Antoniades and MacKiimon perceive creativity as a process. According to 

the latter scholar, creativity begins when one recognizes a problem, not immediately 

apparent, to be solved. The creative genius lies in this constantly questioning attitude 

which brings about creative solutions. Numerous psychologists have examined the 

bevsdldering characteristics of creativity. Two, in particular, have analyzed the 

contradictory nature of the creative process. Here, creativity is the faculty to bind 

together or correlate elements previously held as contradictory. Rothenberg and 

Koestler each put forth a theory that describes a creative process consisting of 

juxtaposing polar extremes or dissimilar systems. 

The Janusian Process 

Rothenberg named his theory after Janus, the Roman god of doors, gates, 

beginnings, and endings. Janus symbolizes the thresholds between primitiveness and 

civilization, war and peace, the city and the country, and the maturity of the young. His 

image usually has a head vsdth two faces,'^^ though there are sometimes four or six, all 

gazing in opposite directions.''^ His customary image contains a young face and an old 

'^^MacKinnon, In Search of Human Effectiveness: Identifsdng and Developing 
Creativity, 47. 

'̂ ^ Glover, Handbook of Creativity, 203. 

'̂ ^ "Janus," Intemet address at 
http://vs^vsw.pantheon.org/mythica/articles/j/janus.html. 

no Rothenberg, Creativity and Madness, 15. 

32 

http://vs%5evsw.pantheon.org/mythica/articles/j/janus.html


face;''' later portrayals have both faces bearded."^ The Romans depicted his character in 

the temple constructed in his honor in Rome. It was oriented on an east-west axis with a 

•door at each end. During war, the doors were left open so that the deity could 

intervene if necessary. During peace in the Roman Empire, the temple doors were 

closed.""* Janus is the embodiment of contradictions. 

Rothenberg uses the Roman myth as a metaphor to describe his understanding of 

the creative process based on contradictions. 

In the janusian process, multiple opposites or antitheses are conceived 
simultaneously, either as existing side by side or as equally operative, 
valid, or tme. In an apparent defiance of logic or of physical possibility, 
the creative person consciously formulates the simultaneous operation of 
antithetical elements or factors and develops those formulations into 
integrated entities and creations. It is...a leap that transcends ordinary 
logic. What emerges is no mere combination or blending of elements: the 
conception contains not only different entities, but also opposing and 
antagonistic elements that are experienced and understood as coexistent. 

It has a self-contradictory stmcture."^ In his theory no synthesis occurs. The polar 

extremes combine but retain a sense of opposition. The process contains paradoxical 

elements that Jock Abra terms as "both linked and apart.""^ The tension created by the 

' " Edith Hamilton, Mythology: Timeless Tales of Gods and Heroes, (New York: 
New American Library, Inc., 1940), 45. 

"^ "Janus." 

"^ Hamilton, Mythology, 45. 

"'̂  "Janus." 

"^ Rothenberg, Creativity and Madness, 15. 

"^Ibid. 

"^ Abra, The Motives for Creative Work, 214. 
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opposites adds to the impact of the theory. Rothenberg's "Janusian thinking" posits 

that resolving paradoxes is the "core of the creative act.""^ This process of binding 

together seemingly contradictory views is essential to Rothenberg's paradoxical theory of 

creativity. 

One of Rothenberg's examples comes fi-om the playvsright, Arthur Miller, who 

discussed an idea for a fiiture play vsdth him. Miller contemplated juxtaposing Germany's 

modem beauty vsdth Adolf Hitler's destmctiveness. Another literary example is present 

in Richard Wilbur's, Running. In his poem the author connects rest and movement in the 

form of a marathon race. The janusian process is also present in the development of 

John Hersey's novel Too Far to Walk. He indicates that love and hatred are the same 

thing in a phrase which founds the entire constmction of the book. A final illustration is 

Robert Penn Warren's idea for the stmcture of a poem. During his morning exercises he 

was inspired to use the last word of a poetic line at the beginning of the next, thus, 

generating "a juxtaposition that sets one word to opposite fimctions, both ending and 

beginning a poetic thought."'^^ These examples bring together opposing elements to be 

examined simultaneously in the development of creative literary works. 

For centuries societies connected genius vsdth madness. Writers such as Ludwig 

Tieck, Dr. Peter Davies, and Dr. Gary Gelber allude to this quality in Mozart and 

"«Ibid. 

"^ Ibid., 213. 

'2^ Glover, Handbook of Creativity, 203. 

'^' Rothenberg, Creativity and Madness, 16. 

'̂ 2 Ibid., 17. 
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Beethoven. Is madness connected to creativity? In Classical times the popular belief 

was that the gods caused humans to go mad. Plato suggested the odd behavior in the 

creative genius was "divine madness."'̂ "* Seneca quoted Aristotle, "There is no genius 

vsdthout a touch of dementia."'^^ In the time of the Renaissance, fluctuations in the four 

"humors" of the body, primarily melancholia, caused the mad, creative state.'^^ In the 

"Age of Enlightenment," the opposite held tme. Creativity resulted if the four bodily 

fluids were in perfect alignment.'^^ Romanticism saw madness in passions marked by 

storm and stress, or ''Sturm und Drang" as termed by Johann Wolfgang von Goethe.'^^ 

Scientists and physicians of the nineteenth century proposed the notion of 

"degeneration," a theory which categorizes geniuses alongside criminals, lunatics, 

prostitutes, and anarchists pathologically.'^° 

'̂ ^ Peter Ostwald, M.D., "Genius, Madness, and Health: Examples fi"om 
Psychology," The Pleasures and Perils of Genius: Mostly Mozart, Peter Ostwald, M.D. 
and Leonard S. Zegans, M.D., eds., (Madison, CT: Intemational Universities Press, Inc. 
1993), 167. 

'̂ ^ Ibid., 168-169. 

'^^Ibid., 169. 

''' Ibid. 

''' Ibid. 

''' Ibid. 

'̂ ^ Ibid., 170; See Appendix B for a definition of "degeneration." 

'̂ ^ Robert A. Prentky, Creativity and Psychopathology: A Neurocognitive 
Perspective, (New York: Praeger Publishers, 1980), 25. 
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In contradiction to these beliefs, extreme creativity is currently seen as a perfectly 

healthy process where the creative genius has control over his faculties. Inner turmoil 

and anxiety may exist in the creative process, but "tme madness and psychosis" is not 

any more present in the exceptionally gifted and creative person than in the general 

population. 

Rothenberg says that the same is tme in the janusian process. It is "a conscious, 

rational process." It is logical because the creative person "is fiilly rational and 

purposefiil at the time he chooses particular opposites and juxtaposes them." It is not 

an unconscious act spurred fi"om inspiration. Creativity is a highly calculated act. He 

goes on to state that it is a creative process that rarely appears in the end product. The 

janusian process occurs at decisive moments in the development of the creative work. It 

becomes modified and transformed appearing nonexistent in the final creative form; 

however, "it leaves the mark of implicit unexpectedness and paradox on the work."'^'* It 

is a process, a means to an end. 

Bisociation 

Another accepted psychological theory on contradictory creative processes is 

"bisociation" described by Arthur Koestler. Bisociation is the association of two 

'^' Ostwald, "Genius, Madness, and Health: Examples fi-om Psychology," The 
Pleasures and Perils of Genius: Mostly Mozart, 168. 

'̂ ^ Rothenberg, Creativity and Madness, 15. 

'̂ ^ Ibid., 24. 

'^Mbid., 15. 
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independent yet inseparable "incompatible fi-ames of reference."'^^ Koestler describes 

his theory much like a scientific equation. 

The pattem...is the perceiving of a situation or idea, L, in two-self-
consistent but habitually incompatible frames of reference, Ml and M2 
[Fig. 14]. The event L, in which the two intersect, is made to vibrate 
simultaneously on two different wavelengths, as it were. While this 
unusual situation lasts, L is not merely linked to one associative context, 
but bisociated with two. 

Koestler associates two separate systems. The event he calls "L" is the situation that 

arises fi"om their bond. This situation brings forth an alien, level of understanding, which 

causes the incompatibilities to be inseparable. 

Koestler illustrates this pattern in a story related to him from his friend, John von 

Neumann. 

Two women meet while shopping at the supermarket in the Bronx. One 
looks cheerfiil, the other depressed. The cheerfiil one inquires: 
'What's eating you?' 
'Nothing's eating me.' 
'Death iu the family?' 
'No, God forbid!' 
'Worried about money?' 
'No...nothing like that.' 
'Trouble vsdth the kids?' 
'Well, if you must know, it's my little Jimmy.' 
'What's vsTong vsdth him, then?' 
'Nothing is vsrong. His teacher said he must see a psychiatrist.' 
Pause. 'Well, well, what's vsrong vsdth seeing a psychiatrist?' 
'Nothing is wrong. The psychiatrist said he's got an Oedipus complex.' 
Pause. 'Well, well, Oedipus or Shmoedipus, I wouldn't worry so long as 
he's a good boy and loves his mamma.' 

135 Abra, The Motives for Creative Work, 213; Glover, Handbook of Creativity, 
203. 

'̂ ^ Koestler, The Act of Creation, 35. 

'̂ ^ Ibid., 32-33. 
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Ml, the cheerfiil woman, and M2, the depressed woman, are "govemed by a different 

logic or code of behavior."'^^ Common sense mles Ml: nothing is wrong if a boy is 

good and loves his mother. M2 resides in the realm of Freudian psychiatry. In the latter 

frame of reference lies the humor, for the scientific term refers to an unhealthy, sexual 

affection for a parent from the opposite sex. The tension arises in the event, L, where 

the two separate systems are bisociated.'"*^ 

Koestler goes on to discuss the elements of the bisociative system. He refers to 

Ml and M2 as "universes of discourse," "associative contexts," "frames of reference," 

"codes of behavior," and "types of logic." To unify his formula, he uses the terms 

"matrices of behavior" and "matrices of thought" to describe the two planes.'"*' He 

fiirther narrates the set-up of the two systems he refers to as "matrices." 

I shall use the word 'matrix' to denote any ability, habit, or skill, any 
1 /f o 

pattem of ordered behavior govemed by a 'code' of fixed mles. ...The 
matrix is the pattem before you, representing the ensemble of permissible 
moves. The code which governs the matrix can be put into simple 
mathematical equations which contain the essence of the pattem in a 
compressed, 'coded' form...The code is the fixed, invariable factor in a 
skill or habit; the matrix its variable aspect.'''^...The controls of a skilled 
activity generally fimction below the level of consciousness on which that 
activity takes place. The code is a hidden persuader. 

'̂ ^ Ibid., 35. 

'̂ ^ Ibid; Webster's Dictionary, "Oedipus complex. 

"*̂  Koestler, The Act of Creation, 35. 

"*' Ibid., 58. 

'̂ 2 Ibid., 38. 

'̂ ^ Ibid., 40. 

'"' Ibid., 42. 
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The code is the order vsdthin the flexible, chaotic matrix. 

Next, Koestler describes how systems integrate. They are not simply added 

together. 

"It is a process of mutual interference and cross-fertilization, in the course 
of which both matrices are transformed in various ways and degrees. 
Hidden axioms, implied in the old codes, suddenly stand revealed and are 
subsequently dropped; the mles of the game are revised before they enter 
as sub-mles into the composite game."'"*^ 

What was a control is now controllable. Bisociation is an organic process. 

The janusian process and bisociation are psychological theories that relate 

contradictory tendencies in creativity. Both of these processes bring together opposing, 

or separate systems, into a unified whole. The polarities exist simultaneously and are 

equally important. Together, they create tension, yet each needs the other to exist in the 

equation of the paradox. The janusian process and bisociation illustrate how conflict is 

present in the development of the creative act. Because these two are ciQatiwe processes 

generating an end product, they inherently support the notion that conflict generates 

creativity. 

The Linkage of Conflict and Creativity 

The paradox of conflict and creativity, like other contradictions, is the 

combination of opposing systems or polar extremes. Each opposite is self-consistent and 

seemingly incompatible with the other, but they unite to form the entire paradoxical 

equation, which transcends normal logic generating its ovsn level of understanding. Both 

polar extremes need the other to exist and maintain the logic of the unified whole. 

'̂ ^ Ibid., 233. 
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This particular paradox conjoins conflict and creativity. The former is a negative 

force, and the latter is a positive one. How is the act of bringing something new and 

valuable into being able to come from a conflict, a tension, or a destmctive force?'"*^ 

Many creative works and aspects of life express these particular contradictory tendencies. 

Rothenberg and Koestler have shown that creative processes are often contradictory and 

that conflict precipitates creativity. Not only is it possible for creativity to develop from 

conflict, but it also is quite natural and occurs frequently. 

Now that these two forces have come together, what is the logic that binds them? 

How do conflict and creativity relate? How does the paradox become comprehensible? 

The connection between these polarities is the linkage. This tie lies hidden in the margins 

of the text. It is the invisible waiting to be made visible. The text consists of the polar 

entities, conflict and creativity. The key to discovering the linkage resides in the final 

product of the creative act (Fig. 15). The linkage varies among the different occasions 

the contradiction, creativity from conflict, occurs. Therefore, a separate examination of 

each situation of the paradox is necessary to determine the relationship between these 

opposing systems. Examples where creativity has been stimulated by conflict will be 

discussed later in this thesis. 

146 Rothenberg, Creativity and Madness, 5; Webster's Dictionary, s.v. "Create." 
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Figure 5. William Shakespeare 

Source: Carlo Gherlenda, The Story of 
Romeo and Juliet. (Venice: Storti 

Edizioni, 1980-1995), 36. 

Figure 6. The Kiss by Francesco 
Hayez 

Source: Gherlenda, The Story of 
Romeo and Juliet, 27. 

Figure 7. Wolfgang Amadeus Mozart 

Source: Arthur Hutchings, Mozart: The Man. The Musician, (New York: 
Schirmer Books, 1976). 8. 
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Figure 8. Interieur (Le Viol) by Edgar Degas 

Source: Richard G. Tansey and Fred S. Kleiner, Gardner's Art through 
the Ages II: Renaissance and Modem Art, 10*** ed., vol. 2, (Orlando FL: 

Harcourt Brace Company, 1996), 986. 

Figure 9. The Night Cafe by Vincent van Gogh 

Source: Tansey and Kleiner, Gardner's Art through the Ages II, 999. 
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Figure 10. Guernica by Pablo Picasso 

Source: Tansey and Kleiner, Gardner's Art through the Ages II, 1089. 

Figure 11. Gift by Man Ray 

Source: Tansey and Kleiner. Gardner's Art through the Ages II, 1073. 
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î '̂ . 

f̂  
Figure 12. Ludwig van Beethoven 

Source: Robin Chew, "Ludwig van Beethoven: German Composer," (Campbell, 
CA: Lucid Interactive, 1995-1999), Intemet address at 

http ://wyv̂ w2. lucidcafe. com/lucidcafe/library/95 dec/beethoven. html. 

Figure 13. Franz Kaflca 

Source: Marta Zelezna. ed.. Kaflca and Prague, (Prague: Franz Kaflca 
PubUshers, 1998), 11. 
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Figure 14. Arthur Koestler's Diagram 

Source: Koestler, The Act of Creation, 35. 
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Figure 15. Conflict and Creativity Diagram 
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CHAPTER IV 

THE CITY OF PRAGUE: 

THE EMBODIMENT OF PARADOXES 

Prague is a wondrous city full of history, mystery, mysticism, and beauty. Prague 

is the heart Bohemia, the historical land of the Czechs. Today, she is the capital city of 

the Czech Republic. This glorious city has been and has seen many things. She has been 

the seat of Bohemian princes and kings, a Holy Roman Emperor, and mlers of foreign 

dynasties. Numerous times she has been a cultural center of Europe. Prague contains 

enduring cultural artifects of art, architecture, literature, music, and science. Yet, despite 

her beauty, she has also seen many wars such as the Hussite Revolution, the Thirty 

Years' War, and World War II. She has been under a variety of governments. Prague 

has been the home of various races, nationalities, and religions, each coexisting in an 

atmosphere filled v^th tension.̂ ^^ Thus, this city is extremely rich in diversity, history, 

and culture. 

In the rich tapestry of Prague, mystery and mysticism are often considered her 

prime characteristic traits. Alluring in many aspects, she is a "strangely overwhehning, 

romantically dark city."'"^* In Egon Erwin Kisch's words, "Prague is different. Prague is 

a spell, something that holds you and draws you back to her. One can't forget her."^ 

'̂ "̂  Marta Zelezna, ed, Kaflca and Prague, (Prague: Franz Kaflca Publishers, 
1998), 26. 

''̂ ^ Bruno Walker quoted in Wechsberg, Prague: The Mystical City, 4. 

''' Ibid., 5. 
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Franz Kaflca, one of her famed literary citizens, wrote; "Prague doesn't release you. This 

Mutterchen (little mother) has claws."'^^ Her trademark image portrays thick patina-

stained buildings huddled closely together engulfed in a whirl of graveyard mist slightly 

glistening under a fiill moon (Fig. 16). Prague is not only the home to the living; she is 

also the playing field where the dead interact yvith the quick. Ghosts are very much alive 

and active in this city. Stories, legends, monuments, music, architecture, art, and artifact 

immortalize them. Helene Cixous describes Prague as "a reserve of centuries of alleys of 

tombs. Centuries: aUeys: tombs: it is all interchangeable" (Fig. 17).* '̂ Prague has 

many dark comers to conceal her numerous secrets. 

Prague is a very different city fi-om another point of view. She is contradictory by 

nature. Her history contains much strife and turmoil from bitter battles such as the 

Hussite Revolution and World War II (Fig. 18). Andre Gide has dubbed her "the 

glorious, pain-filled and tragic city."'^^ The French historian, Ernest Denis, remarked, 

"Every stone reminds you of heroic deeds. Nowhere else were passions more violent and 

battles more cmel."'^^ Prague has seen many wars, yet, incredibly, her architecture 

across the centuries remains preserved. Do the Prazans recognize the value of their 

physical heritage better than citizens of other European cities? Has Prague merely been 

extremely fortunate that ground and air combat has not damaged its fabric? Is it possible 

150 Ibid. 

^̂^ Helene Cixous, "Attacks of the Castle," in Rethinking Architecture: A Reader 
in Cultural Theory, ed. Neil Leach (London: Routledge, 1997), 306. 

^̂ ^ Wechsberg, Prague: The Mystical City, 3. 

'̂ ^ Ibid., 3-4. 
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that its janus image has linked eastem and westem philosophies to absorb the best 

elements for its own good? These are some of the mysteries to be solved. 

Janus Prague 

What is a janus city? A janus city sits at a crossroads facing clearly opposing 

orientations but unmistakably different cultures. It cannot but be immersed and modified 

in foreign influences. Prague is the epitome of a janus city. She is more than a threshold 

where polar influences cross. Prague has enabled those influences to combine to form 

novel entities, ideas, perhaps even cultures. The threshold in this case is where magic 

occurs. 

The Crossroads of Europe 

Prague has often been dubbed "the crossroads of Europe" and "the heart of 

Europe" for many reasons.'̂ "^ One of the most obvious is Prague's physical location (Fig. 

19). Prague sits at the center between the most westem edge of Europe and, as late as 

1740, the close Ottoman border and even closer Russian border. She sits mid-way 

between the most northem and southem points of Europe as well. She is at the heart of 

Europe. Prague is not so much of a cormection between the north and the south as she is 

between the East and the West. She is the crossroads of "two diametrically opposite 

worlds— t̂he Byzantium and the Occident," or the Middle East and Westem Europe. ̂ ^̂  

'̂ "̂  Jeremy Adler, Kaflca and Prague, Marta Zelezna, ed., (Prague: Franz Kaflca 
PubUshers, 1998), 6. 

'̂ ^ Martin Stejskal, The Secrets of Magic Prague, (Prague: Dauphin Publishers, 
1997), 40. 
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Prague is the crossroads of two major historical trade routes, and they meet close 

to the Vltava River near Staromestske namesti, or Old Town Square. Here converge the 

"north-south 'amber' route" and the west-east route stretching from the Prankish Empire 

to Byzantium.'^^ This center became widely used by innumerable foreign merchants;'^^ 

Arab, Byzantine, Prankish, and Jev^sh caravans hawked their wares here.̂ ^^ 

Prague's geographic location and its role as a great trade center brought many 

advantages to this glorious city. From across the world, merchants, craftsmen, scientists, 

artists, writers, and musicians settled here and shared their knowledge and skill. Their 

influences are present in the art, architecture, literature, music, and artifacts they left 

behind. She has often allowed the synthesis of ideas to take place, expanding them in a 

highly creative way. 

Some commentators view Prague as a bridge (Fig. 20). For example, Vladimir 

Macura states, "To be a bridge seemed to be an adequate justification; it lent significance 

to the nation and its culture... We [the Czechs] exist because we are an intermediary in 

the meeting of two cultures, two worlds. We are even, perhaps, the basis, or at least the 

precondition, of the fiiture synthesis of these two value spheres."'^^ Robert Pynsent adds. 

'̂ ^ Architecture in Porcelain, (Prague: STF spol. S.r.o.), 13; Wechsberg, Prague: 
The Mystical City, 96. 

1 ^T 

Architecture in Porcelain, 13. 

'̂ ^ Wechsberg, Prague: The Mystical City, 96. 

^̂ ^ Vladimir Macura; quoted in Robert B. Pynsent, Ouestions of Identity: Czech 
and Slovak Ideas of Nationality and Personality, (London: Central European University 
Press, 1994), 180. 
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"A bridge is something that links A and B, but belongs neither to A nor B; it may, then, 

constitute a metaphysical no-man's-land."'^^ 

Martin Heidegger's definition of a bridge is something which sets things across 

from each other. A bridge gathers opposites. He fiirther elaborates that a bridge is an 

entity in itself and creates a site for the gathering. "Thus the bridge does not first come to 

a location to stand in it; rather, a location comes into existence only by virtue of the 

bridge."'^' Applied to Prague, it is this bridge aspect, the gathering of opposites, which 

lends to her existence. 

However, this city is not merely a conglomeration of outward knowledge. She 

transforms it into a creation all her own. As expressed by Franz Kaflca, Prague is in 

control. 

A Threshold 

Prague is not only a crossroads, but it is also a threshold. The common 

terminology for a threshold is: 

(1) The plank, stone, or piece of timber that lies under a door; sill, (2a) 
gate, door, (2b 1) end, boundary; the end of a runway, (2b2) the place or 
point of entering or beginning; outset, (3a) the point at which a 
physiological or psychological effect begins to be produced, or (3b) a 
level, point, or value above which something is tme or will take place and 
below which it is not or wall not. 

'̂ ^ Pynsent, Ouestions of Identity, 180. 

'^' Martin Heidegger, "Building, Dwelling, Thinking: Part Two," in Rethinking 
Architecture: A Reader in Cultural Theory, ed. Neil Leach (London: Routledge, 1997), 
104-105. 

'̂ ^ Webster's Dictionary, s.v. "Threshold." 
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A threshold is a portal that divides two separate systems. It is the point where one system 

ends and another begins. It is a place of transformation as indicated in 3 A of the 

aforementioned definitions, and it is this one that applies to Prague. 

A threshold is also a linkage. In a paradox, the threshold bridges the gap between 

the opposing forces linking and unifying them. It contains the logic which binds the 

polarities into simultaneous existence. By examining the threshold between conflicting 

realms, one is able to comprehend the paradox more clearly. 

Prague is closely afBliated with thresholds. The origin of the city's name is the 

most distinct example. The Czech word for Prague is "Praha." It comes from the word 

"prah" which means "threshold" in Czech,'^^ though the reasons for naming the city 

remain a mystery. There are at least two legends which provide a glimpse into the 

city's foundation. The most widely known involves Princess Libuse. She had ysdsdom 

and the gift of prophecy. *̂ ^ She was the daughter and heir of Krok, the leader of the 

Czech tribe. ̂ ^̂  She married Pfemysl, the ploughman and founder of the Pfemyslid 

dynasty of Bohemian kings around 800 AD.'^^ When riding to the highest point of 

'̂ ^ Eduard Petiska, A Treasury of Tales from the Kingdom of Bohemia, (Prague: 
Martin PubUshers, 1996), 23. 

^^^ Stejskal, The Secrets of Magic Prague, 5. 

'̂ ^ Petiska, A Treasury of Tales, 12; Ibid. 

'̂ ^ Petiska, ATreasury of Tales, 14. 

'̂ ^ Rob Humphreys, Prague: The Rough Guide, (London: Rough Guides Ltd., 
1995V 238: Vladimir Soukup. Eyewitness Travel Guides: Prague, (New York: DK 
PubUshing,Inc., 1994),20. 
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Libusin Castle grounds where, legend has it, she had a vision (Fig. 21). Pointing to the 

east, she pronounced: 

I see a great castle and its glory reaches to the stars. The place lies hidden 
in deep woods, from the north it is protected by the valley of the Bmsnice 
stream, from the south by a wide rocky hill. The river Vltava pushes its 
way beneath its slopes. Go there and in the midst of a wood you will see a 
man hewing out threshold. There build a castle and name it, according to 
the hewn threshold, Praha. And as even great men bow their heads on a 
threshold, so will they bow them before this castle. 

The next day messengers rode off to the east to find the place of Libuse's vision. They 

found a man hevdng a threshold and, using this as a sign, immediately began work on a 

magnificent castle which became the centerpiece of Prague (Fig. 22).'^^ This threshold 

may be the source of the early emblem of the city which depicted "the new king set at the 

170 

intersection of two crossed beams - threshold beams." 

The second legend portrays a more mystical tale of the city's foundation. 

According to this account, seven Asian monks (Sat Bhaja) who migrated from the East 

founded the city.'^' They decided to place their foundation stone "where the 

threshold.. .between the visible and the invisible world was the narrowest."'^^ This 

esoteric order of monks established the base for the invisible Prague as well as the visible 

one.'^^ This may contribute to Prague's becoming a center for alchemical and scientific 

'̂ ^ Petiska, ATreasury of Tales, 22-23. 

'̂ ^ Ibid., 23-24. 

'̂ ^ Stejskal, The Secrets of Magic Prague, 6. 

'̂ ^ Ibid., 5, 17. 

^̂ 2 Ibid., 5. 

^^^Ibid., 17. 
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experimentation, with such famous scientists as Tycho Brahe and Johannes Kepler 

working there.'̂ "^ This legend is not as widely accepted as the story of Libuse. 

Nevertheless, it is impressive that from her earliest beginnings, her citizens considered 

Prague to be a threshold; this janus city is crossroads, threshold, portal, and bridge. 

The Paradox of Conflict and Creativity in Prague 

Prague's Many Paradoxes 

Prague is paradoxical. "It is a place expressing a strange state of mind, a place 

where in the accretion of the ages the incompatible becomes compatible, where the 

mysterious mixes with the grotesque, the mystical yvdth the absurd, the physical with the 

metaphysical, a place of many paradoxes." Joseph Wechsberg reflects that "[njothing 

is clear and simple in Prague; everything is enigmatic and complex. The city's thousand-

year-old history is constant flux and reflux, love and hatred, stmggle and synthesis, 

contrast and symbiosis."'^^ The city of Prague is the embodiment of paradoxes. 

An examination of the metaphysical will provide another insight into Prague, the 

threshold between the reahn of the visible and the realm of the invisible. "Promised 

Prague is in the sky under the earth."^^^ Many Prazans strongly believe that ghosts 

inhabit the city and walk among them. The spirits manifest themselves in stories and 

'^Mbid., 15-19,44. 

Zelezna, Kaflca and Prague, 5. 

'̂ ^ Wechsberg, Prague: The Mystical City, 10. 

'̂ •̂  Helene Cixous, "Attacks of the Castle," in Rethinking Architecture, 307. 
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legends, music, art, sculpture, architecture, and literature. One example is the well-

knoyvn Jewish tale about the Golem. During the sixteenth century a famous cabbalist 

named Rabbi Jehuda Low ben Bezalel created an artificial man from clay and a little 

1 7R 

magic. He brought the Golem to life by placing a shem containing a magic formula in 

its mouth. Before the Sabbath Rabbi Low would deactivate the creature by removing the 

shem. One Friday he forgot to remove it, and the Golem went berserk in the city. 

Frightened inhabitants confronted Rabbi Low. Fortunately, there was time, for the 

Sabbath had not been consecrated yet in the Old-New Synagogue. Rabbi Low caught 

up to the Golem and removed the shem from its mouth causing it to fall to the ground and 

shatter.'^^ Legend has it that the pieces are kept in the rafters of the Old-New 

Synagogue. 

Ghosts also appear as apparitions in the labyrinthine streets as can be seen in the 

ghost story about a priest and a prostitute. These two famous phantoms appear in Celetna 

Street nightly reliving the encounter which occurred so many years earlier. When they 

were alive, they met, and the prostitute opened her bodice exposing herself to the priest. 

The priest stmck the woman's head with his cross, and she fell dead on the spot. Grief-

stricken by this event, the priest died from a stroke in the very same location. The two 

apparitions have found no peace in death. Nightly in Celetna Street, the prostitute lures 

the priest who subsequently flees from her. These two ghosts are part of a large number 

'̂ * Stejskal, The Secrets of Magic Prague, 61-63. 

'̂ ^ Wechsberg, Prague: The Mystical City, 36. 
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Ibid. 

Soukup, Eyewitness Travel Guides: Prague, 88. 
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of phantoms which walk the streets of Prague.'^^ Many perceive the mysterious mist that 

engulfs Prague as the personification of this supematural realm. It is an integral part of 

the city's character. 

Yet, ghosts are not the only example of the metaphysical. Prague is a 

"metaphysical madhouse."'^^ The city often contains the presence of the absurd. The 

absurd is: 

A. Adj. (1) Ridiculously unreasonable, unsound, or incongmous, (2) 
having no rational or orderly relationship to human life: meaningless, 
lacking order or value, or (3) dealing v^th the absurd or with 
absurdism. 

B. N The state or condition in which human beings exist in an irrational 
and meaningless universe and in which human life has no ultimate 

184 

meanmg. 

The existence of the abnormal is the norm in this city. The more extreme it seems 

to the rest of the world, the greater the Prazans embrace it. This can be seen in the 

popularity of the works by Franz Kaflca and Giuseppe Arcimboldo, not to mention the 

wdld "stellar" vaulting by Benedikt Ried in the Old Royal Palace at Prague Castle. 

Notably, Mozart's Le Nozze di Figaro and Don Giovanni were more successfiil in Prague 

than in his native Vieima.'̂ ^ In Prague, artists are able to throw off inhibitions. They are 

often freer, for they recognize their fellows are much more receptive of emancipated 

expression and novelty, however extreme. 

'̂ ^ Jan Vanis, A Guide to Mysterious Prague, (Prague: Martin, 1995), 29. 

^^^Ibid., 10. 

'̂ ^ Webster's Dictionary, s.v. "Absurd." 

'̂ ^ Wechsberg, Prague: The Mystical City, 168. 
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The absurd manifests itself in much of Czech history, common beliefs, and the 

creative works of many of its citizens. One notable example is Giuseppe Arcimboldo. 

Categorized as a Mannerist, he was a surrealist before his time. This Renaissance 

painter began his career in Milan working on Milan Cathedral. His work in the first half 

of his life comprised of religious works portrayed in paintings, stained glass, frescoes, 

1 R7 

and tapestries. Later, he became the court portraitist for the Hapsburg mlers, 

Ferdinand I, Maximilian II, and Rudolph II. The height of his creativity and innovation 

culminates in these Imperial courts of Vienna and Prague. For, here, Arcimboldo painted 

his monstrous composite heads consisting of finits, vegetables, shells, and other everyday 

objects. ̂ ^̂  His paintings synthesize seemingly inharmonious objects into a coherent and 

witty whole to better portray a person's likeness and character. The work becomes a 

"serious joke," an idea characteristic of the "Renaissance love of paradox." The artist 

depicts serious content in a comical way for entertaiiunent purposes. 

One of the most interesting examples of Arcimboldo's new portraiture is The 

Librarian (Fig. 23). This artwork contains surreal and cubist qualities centuries before 

^̂ ^ The New Encyclopaedia Britannica, 15* ed., s.v. "Arcimboldo, Giuseppe;" 
"Guiseppe Arcimboldo," Intemet address at 
http://wvvw.steamertrunlcmerchants.com/guiseppe.htm. 

'̂ '̂  Jane Tumer, ed.. The Dictionary of Art (New York: Grove's Dictionaries Inc., 
1996), s.v. "Arcimboldo, Giuseppe," by Thomas Dacosta Kaufinann. 

^̂ ^ Benno Geiger, "Arcimboldo, Giuseppe." in Praeser Encyclopedia of Art, (New 
York: Praeger Publishers, Inc., 1971). 

'̂ ^ Tumer, The Dictionary of Art, "Arcimboldo, Giuseppe," by Kaufrnann. 

''' Ibid. 
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the modem art movements take place. It is ambiguous and depends largely on irrational 

logic.'" 

Another example is the portrait of Rudolph II which illustrates the Emperor as 

Vertumnus, the Roman god of "vegetation and transformation," depicted by fruits, 

vegetables, and flowers (Fig. 24). The painting is a visual pun. Vertumnus remains 

one of the prized possessions in Rudolph II's art collection at Prague Castle. In 

Arcimboldo's monstrosities, "naturalism gives way to riddles, tmth to invention, and 

everyday reality to the bizarre and the extreme."̂ "̂* 

Another example of the appreciation for the absurd that Prazans embrace is found 

in the writings of one of their beloved sons, Franz Kafka. His work is largely 

characterized by the absurd, "The Metamorphosis" a case in point. The main character of 

this fantastical narrative finds that he has been transformed into a large insect. The story 

mainly depicts the protagonist's contemplations of his metamorphic self in the newly 

alienated world around him and his family's response to his new form.'̂ ^ Kaflca and the 

191 Benno, "Arcimboldo, Giuseppe," in Praeger Encyclopedia of Art. 

'̂ ^ "Giuseppe Arcimboldo," Oka's Gallery, Intemet address at 
http://wvvw.abcgallery.eom/A/arcimboldo/arcimboldobio.html. 

'̂ ^ "Guiseppe Arcimboldo," Intemet address at 
http://www.steamertrunkmerchants.com/guiseppe.htm. 

'̂ "̂  Benno, "Arcimboldo, Giuseppe," in Praeger Encyclopedia of Art. 

'̂ ^ Herbert Tauber, Franz Kafka: An Intemretation of His Works, (Port 
Washington, NY: Kennikat Press, Inc., 1948), 18-20. 
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absurd are so intertwined that absurdities are now often dubbed "Kaflcaesque."'̂ ^ Some 

believe that "[i]n Prague, the absurd is the paradoxical condition of human existence."'^^ 

Conflict and Creativity in Prague 

Of the many contradictions of Prague, one of the most interesting is the unusual 

creativity manifested from conflict. As stated before, Prague contains various forms of 

tension and paradox, and she also exhibits innovative creativity. What makes her 

creativity so unconventional? Even foreigners who have relocated in the city have 

produced works that could only have been realized in Prague. Why here and nowhere 

else? Wechsberg attributes this to the city's genius loci,^^^ "the pervading spirit of a 

place."'^^ 

In his book Genius Loci: Towards a Phenomenology of Architecture, Christian 

Norberg-Schulz attests to power of genius loci to inspire writers and artists. He describes 

their ability to take inspiration from the local character, "the phenomena of everyday 

life."^^ One's search for "identification" involves becoming '"friends' with a particular 

environment. Human identity," he exclaims, "presupposes the identity of a place" 

'̂ ^ Adler, Kaflca and Prague, Zelezna, ed., 7-8. 

^̂ ^ Ibid., 8. 

'̂ ^ Wechsberg, Prague: The Mystical City, 147. 

'̂ ^ Webster's Dictionary, s.v. "Genius loci." 

°̂̂  Christian Norberg-Schulz, Genius Loci: Towards a Phenomenology of 
Architecture, (London: Academy Editions, 18. 
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[author's itaUcs].^^' Man's identification with place is the foundation for his sense of 

belonging?^^ Artists and poets set in stone the complexities and contradictions of human 

dwelling in their works. These creations help man to dwell poetically. Norberg-Schulz 

quotes Martin Heidegger: "Poetry is what first brings man into the earth, making him 

belong to it, and thus brings him into dwelling." "Only poetry in aU its forms (also as 

the 'art of living') makes human existence meaningfiil, and meaning is the fimdamental 

human need."̂ "̂* Perhaps the reason why so many have been able to create innovative 

works in Prague is because they readily "identify" vsdth the poetics of the city. 

What is Prague's genius loci? The most recognizable trait, as afore mentioned, is 

mystery (Fig. 25). It is this perplexing unknown which is often portrayed in her 

907 

literature of which Kaflca's characters and images are good illustrations. Prague 

contains an abundance of secrets residing in her dark comers. The essence of the old-

fashioned street lamp accentuates this idea (Figs. 26-27). It creates bright and dark 

zones. The light areas are minute compared to the dark ones where the hidden is located. 

"In Prague what is hidden seems even more real [than] what is directly perceived."^°* 

^̂ ^ Ibid., 21-22. 

2̂ 2 Ibid. 

^̂ ^ Ibid., 23. 

''' Ibid. 

^̂ ^ Norberg-Schulz's definition of "Identification," Ibid., 18-23. 

2̂ ^ Ibid., 78. 

'''' Ibid. 

2̂ ^ Ibid., 83. 
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The invisible has a strong presence in Prague. Another aspect of its genius loci is the 

paradox of continuity in variation. Prague is a place where numerous cultures are 

synthesized harmonizing many imported architectural styles in the process; they "live 

together as if they were variations on the same theme" (Fig. 28).̂ °^ The preservation of 

the city's diverse architecture also contributes to this continuity. 

Through other intangibles imagined by romantics, Prague's misty quality, dreamy 

streets, lanes, dark comers, etc. suggest that Prague does have a unique spirit. Perhaps 

the fact that for century upon century, Prague has been under the heel of foreign 

domination, she has developed a secret side for her tme citizens to retain a sense of 

identity of Czechness, as it were. Her acceptance of new ideas to defeat the status quo of 

her foreign masters has heightened the desire to be difierent to spite the controlling 

conventions of her mlers. 

''' Ibid. 
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Figure 17. The Narrow Streets of Prague 

Source: Zelezna, ed., Kaflca and Prague, 2. 
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Figure 18. Red Sky Over Prague 

Source: "Praha/Prag/Prague/Praga," Photo by Jifi Sourek, (Prague: 
Nakladatelstvi Artfoto). 
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Figure 21. Princess Libuse's Vision 

Source: Vladimir Soukup, Eyewitness Travel Guides: Prague, (New York: DK 
Publishing, Inc., 1994), 21. 

Figure 22. Mosaic in Old Town Hall Depicting the Libuse Legend 
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Figure 25. Clock Tower in Old Town near Charles Bridge 

Source: Emanuel Frynta, Kaflca and Prague, (London: Batchworth Press 
Limited, 1960), 123. 
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Figure 27. Wintry Dusk in Prague 

Source: Tim Porter, Prague: Art and History, (Prague: Flow East Limited, 1995), 99. 
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Figure 28. The Diverse Architecture of Prague 

Source: "Praha-Stare Mesto," Photo by Milan Kind, No. 1249, 
(Kind & Hauner), postcard. 
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CHAPTER V 

ARCHITECTURAL CREATIONS FROM CONFLICT 

The proof of Prague's unusual creativity is seen in its art, science, architecture, 

literature, and music. This study focuses on two of the prominent architectural styles of 

the city of Prague, Gothic and Cubism. 

Architecture is the physical expression of a culture, a lasting artifact of a 

civilization. Architecture provides glimpses of the social, political, and economic history 

of a particular group of people. It encompasses all other realms of knowledge. 

According to Vitmvius, "All the works accomplished by the other arts are approved by 

her judgment." According to Frascari: "Architecture is a chiefmistress who lives 

among the arts and knows how to judge and arrange them in an eloquent and sensible 

environment." "Architecture is not an art but an understanding of arts that enables 

men to produce tangible expressions. Architecture is the monstrous fi-ame of the 

'depiction' of life." It is the greatest artifact of a civilization. 

The architecture of Prague is an architettura di spoglio, or architecture of spoils. 

Frascari defines this term. 

This not an architecture of prefabricated romantic mins, or of post-modem 
"instant history," but it is a way of producing architecture as the 
assimilation of prior architectural artifacts... The circumlocution 
architettura di spoglio refers to buildings partially or totaUy composed of 
elements and fi-agments taken, either actually or conceptually, fi-om 

^̂ ^ Frascari, Monsters of Architecture, 5-6. 

2^'Ibid., 6. 

2̂ 2 Ibid., 17. 
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preexisting buildings produced in other times or by other 
cultures...Nothing is denoted in the building: all the architectural 
elements that make up the building already have their own meaning, and 
this meaning is directed toward another meaning, in some ways thrown 
beyond itself...Buildings are cultural texts that are generated by 
assembling fi-agments, excerpts, citations, passages, and quotations. Every 
building is then both assimilation and a transformation of other buildings. 
Every architectural piece echoes other pieces into infinity, weaving the 
fabric of the text of culture itself The building elements are the joints of 
the constmction of human culture; they are compelling demonstrations of 
how we inhabit the world.^'^ 

Because Prague is a crossroads, she exhibits many fine examples of Romanesque, Gothic, 

Renaissance, Baroque, Neo-Classical, and Modem architecture. Her buildings express 

numerous elements fi-om various European countries as well as fi"om the east. All these 

she synthesizes into her own. Thus, Prague's architecture is very much an architecture of 

spoils. 

John Hejduk comments on this peculiar architecture and the role it plays in this 

glorious city. 

Works of Architecture are the three-dimensional memory photographs of 
past and present time. Cities are the accumulation of thoughts, and the 
quality of these thoughts upon specific places...Prague's mysterious 
presence (pre-sense) produces in one's body and soul the taste of for the 
meanings of life and death. Prague's surging river, Vltava, is its spinal 
cord, encased by the stmcture of the history of its architecture, built by a 
people of extraordinary original creativity, that is by the people who love 
their land and place yvdth an everlasting passion...Architectural sounds in 
deep perspective warping within spirals, forward dart upon the firame of 
time ellipses, fold in upon densities silently awakening...To breathe in 
Prague's architecture is to breathe in the air of eternity. 

What better description is there of her genius loci. 

213 Ibid., 22, 23. 

'̂'̂  John Hejduk quoted in Michal Kohout, Vladimir Slapeta, and Stephan Tempi, 
eds., Prague: Twentieth Century Architecture, (Prague: Zlaty fez, s.r.o., 1999), 5. 
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Gothic Architecture 

High Gothic: St. Vitus Cathedral and Peter Parler 

One of the prime examples of Prague's excellent architecture occurs in the High 

Gothic style which originated in France. Ribbed vaults, pointed arches, point loads, 

flying buttresses, and elaborate lacelike tracery characterize it. '̂̂  The style arrived in 

Prague around 1230 wdth German colonists and became the accepted style of religious 

and secular building. It remained alive groyving into the High Gothic by the time of the 

arrival of Peter Parler in 1350 and continued until the Hussite Revolution halted all 

constmction around 1419. 

One of the best architectural examples of the High Gothic period in Prague is the 

choir in St. Vitus Cathedral (Figs. 29-30). Its principal architect was Peter Parler, builder 

of most of the High Gothic architecture in medieval Prague who followed Matthias of 

Arras after he died early on in the design of the cathedral. 

The cathedral's beginnings date back to the tenth century (Fig 31). Prince 

Wenceslas, the patron saint of Bohemia (Fig. 32),̂ ^^ built a rotunda dedicated to St. Vitus 

to house a holy relic, the saint's arm (Fig. 33). The small church became the resting 

^̂ ^ Jaroslava Stankova, Jifi Stursa, and Svatopluk Vodera, Prague: Eleven 
Centuries of Architecture, (Prague: PAV Publisher, 1996), 30. 

'̂̂  Francis Dvomik, The Slavs in European History and Civilization, (New 
Bmnsysdck, NJ: Rutgers University Press, 1962), 164. 

'̂"̂  Stankova, Prague: Eleven Centuries of Architecture, 30-31: Prague: St. Vitus' 
Cathedral, (Passau: Kunstverlag Peda, 1996), 7-8. 

^̂ ^ Soukup, Eyewitness Travel Guides: Prague, 17. 
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place for St. Wenceslas. The rotunda was 13 meters in diameter. Excavations show that 

the rotunda contained four hoof-shaped apses.̂ ^^ 

A httle over a hundred years later, the small rotunda proved insufficient to 

accommodate the growing congregation. Prince Spytihnev commissioned a new church 

to be constmcted in 1060. Builders demolished the rotunda and erected a Romanesque 

basilica (Fig. 34), though they maintained and incorporated the south apse of the old 

rotunda, which contained the remains of St. Wenceslas, into the new church as an 

independent chapel. 

The new basilica served as the coronation church and final resting place for the 

Pfemyslid princes. It was also the burial place for Prague's bishops. During the next two 

hundred years, St. Vitus was restored folloyving two fires, yvith fi-escoes and relics 

added.22° 

The next phase of constmction on the cathedral is pertinent to this thesis. In 

1344, Prague became an archbishopric, and a new and larger church was required. In 

November of that year. King John of Luxemburg and his son, Charles, laid the 

foundation stone for the new cathedral over the foundations of the old basilica. 

Constmction fervently began in 1348 after Charles became King and Holy Roman 

Emperor (Fig. 35). The initial architect for the new stmcture was Matthias of Arras (Fig. 

36). The French architect planned to build the new cathedral in the traditional French 

Gothic style with a three-aisle nave, a projecting transept, a raised choir, a choir 

ambulatory, and a facade with two towers. Work began on the choir, but after two years 

2'̂  Prague: St. Vitus' Cathedral, 3-4. 

'^' Ibid., 4. 
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effort Matthias died in 1350. He had completed eight choir chapels and nine pilasters and 

had also begun constmction on a chapel on the choir's south side.^ '̂ 

Matthias of Arras's successor was Peter Parler, a Swabian architect fi-om Gmund. 

Charles IV summoned Parler to Prague in 1356 to complete the work on the cathedral 

(Fig. 37).̂ ^^ Parler completed but subtly changed the Chapel of the Holy Cross begun by 

Matthias. From 1356 to 1367, he constmcted St. Wenceslas's chapel to house the patron 

saint's remains (Fig. 38) and then built the Golden Portal, consecrated in 1378 (Figs. 39-

40). In 1373, he completed the choir's triumphal arch. The finished choir was 

consecrated in 1385 with the completion of the presbyterium vaulting. Shortly 

afterwards, Parler erected a wall to separate the completed choir fi-om the pending nave 

constmction. This wall was to remain until the nineteenth century when constmction of 

the nave recommenced. Parler had begun work on the central aisle, the south tower, and 

the chapter library. His sons, Jan and Wenceslas, completed these portions of the 

cathedral^^^ after their father's death, adhering to his "bold" plans (Figs. 41-43).̂ '̂* 

The work of these two architects has been selected as it contributes to the 

argument of this thesis that creative work can arrive fi-om conflict; the poetic flows from 

pain. Parler and Matthias come from different schools of thought in architecture. 

Matthias's work strictly follows the principles of mid-fourteenth century French 

2̂ ^ Ibid., 5-7. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 49. 

22̂  Prague: St. Vitus' Cathedral, 7. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 49. 
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architecture. His interiors are linear and lack an abundance of decoration.^^^ His nine 

pillars express "an academic sense of exactness."^^^ He put much of his attention into 

sharpness and detail. Parler's work is more dynamic and unusual.'̂ ^^ He concentrated 

more on the spirituality of the cathedral than detail.̂ ^^ He allowed emotion to form his 

design which becomes evident in the work itself "Parler's pillars show boldness of 

imagination and vitality of spirit. They seem to have a life of their oyvn, as [do] so many 

great sculptures. Parler was more concemed yvith power and sweep than ydth detail and 

execution." He also jeopardized typical Gothic verticality by "stressing unified 

space." Parler created extremely outstanding architecture yvith his "atypical" interior 

and exterior features while working on the Gothic vernacular. 

Parler's different architectural theories clearly changed Matthias of Arras's 

overall design.̂ '̂̂  Parler strayed fiirther from the French Gothic and drove toward a more 

unique Gothic style, of which the Chapel of the Holy cross is a prime example. Matthias 

'̂̂  Ibid., 49. 

''' Ibid. 

^̂ ^ Wechsberg, Prague: The Mystical City, 104. 

2̂ * Ibid. 

^̂ ^ Ibid; Stankova, Prague: Eleven Centuries of Architecture, 49. 

^̂ ^ Wechsberg, Prague: The Mystical City, 104. 

''' Ibid. 

^̂ ^ Dvomik, The Slavs, 165. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 49. 

2̂ ^ Prague: St. Vitus' Cathedral, 7. 
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designed and commenced constmction on a polygonal chapel, but Parler, in mid-stream, 

changed it into a rectangular space. He also similarly changed the remaining choir 

chapels."̂ ^^ 

Another example of the Swabian architect's deviation from tradition is the 

cathedral's south tower (Fig. 44). Its placement creates an asymmetrical plan, which 

contradicts the French Gothic philosophy and Matthias's original plan for a two-tower 

facade. Parler's work clearly contrasts with Matthias's work, but its transformation is 

neither jarring nor ugly. 

The collision between the two architects and their work is not the only conflict 

within the cathedral's design. Parler incorporates contradiction in a number of elements 

in his work on St. Vitus. Parler's work on St. Vitus Cathedral is creation from conflict. 

The tension first arises with the clash between the opposing architectural styles of the 

cathedral's two builders. Matthias of Arras represents the traditional French Gothic 

school, while Parler symbolizes the new, innovative High Gothic in Prague. The 

development of this new style is not only seen in the previous examples but also in the 

cathedral's floyving tracery. It displays Parler's original creativity and skill.̂ ^^ 

Wechsberg believes that his foreign influence led to "an indigenous style" when it came 

"under the powerfiil influence of the genius loci."^^^ 

''' Ibid. 

^̂ ^ Wechsberg, Prague: The Mystical City, 102-103. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 49. 

^̂ ^ Wechsberg, Prague: The Mystical City, 102. 
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The conflict also exists within Parler's work itself He creates a number of 

ambiguities when he juxtaposes polar extremes, such as light and darkness. One example 

is the contrast between the interior and the exterior. Parler creates a rich and complex 

system of buttresses on the outside (Figs. 45-47)."̂ ^^ It is very dynamic. It contradicts the 

tranquiUty of the interior (Figs. 48-49).^^^ 

Another contrast occurs in the capitals of the two columns just behind the main 

altar, where he expresses an alchemical element, "conjunctio oppositorum" or "the 

joining of opposites."^" '̂ The capital on the right depicts the earthly union of Adam and 

Eve, while the left capital depicts an astronomical marriage between the sun and the 

moon. Martin Stejskal believes that the latter image represents the heavenly conditions at 

the time St. Wenceslas laid the cathedral's first foundation stone.̂ '̂ ^ The exterior 

triforium also incorporates the metaphorical use of light and matter. The north side 

represents darkness; it is not in the sun's direct light. The carvings here depict savage 

men symbolizing "the darker side of the creation and its connection to matter." The 

bright south side contains carvings of solar symbols such as gryphons and winged 

lions.̂ '*'̂  From these conflicts Parler not only creates something extraordinary, he also 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 49. 

^'' Ibid. 

^"^^ Stejskal, The Secrets of Magic Prague, 11. 

2̂ 2 Ibid. 

2̂ ^ Ibid., 12. 

^'' Ibid. 
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develops a new vernacular out of the High Gothic architecture imported from other 

countries. 

Late Gothic: The Work of Benedikt Ried 

Around 1419, all constmction ceased in the city of Prague and did not 

recommence until a half a century later. The pause in building was the result of a series 

of events marred by turmoil. Prague became center stage for a religious war followed by 

a play for control of Bohemia by foreign mlers. Conflict marked these fifty years leading 

up to the next phase of Gothic architecture in Bohemia, known as Late Gothic. 

The Hussite Revolution and Its Aftermath 

At the very beginning of the fifteenth century, reformation of the Church began to 

develop.̂ '*^ In Bohemia, opposition came from a priest named Jan Hus, who was 

influenced by the writings of John Wycliffe. Hus was a Rector at Prague University who 

preached in the local Bethlehem Chapel in Prague. He spoke out against the sale of 

indulgences to guarantee salvation and the Church's incredible wealth and "excessive 

love of gold."̂ "*̂  He felt that the "the Word of God" was the absolute authority, not the 

Church, and that the Bible should be translated to the native Czech language for all to 

read. ̂ '̂ ^ Hus was a major threat to the Church. Under a promise of safe-conduct, the 

Holy Roman Emperor, Sigismund, invited Hus to the Council of Constance to defend his 

^^^ Soukup, Eyewitness Travel guides: Prague, 75. 

^^^ Wechsberg, Prague: The Mystical City, 116-118. 

^^^Ibid., 118-119. 
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248 
Views. On arrival, he was immediately imprisoned and charged as a heretic. Hus 

refiised to recant, and on June 6, 1415, the Council bumed him at the stake (Fig. 50).'̂ *^ 

The death of Hus prompted hostihty in Prague. King Wenceslas IV became 

increasingly unpopular among the Czechs, and riots broke out aU over the city. Finally, 

the Hussite revolution empted vdth the First Defenestration of Prague, with seven of 

Wenceslas IV's envoys thrown out of a ymidow of Old Town Hall.̂ ^° 

The Hussites set up headquarters in Tabor and proclaimed four principles of their 

movement set forth in the Prague Articles. They called for every person to partake in 

communion, receiving both bread and yme. They also demanded free preaching, the 

punishment of sins for all, and a removal of the clergy's worldly wealth. The Hussites 

comprised mainly of peasants armed with farm implements. Their leader was John Zizka 

from Trocnov. Despite their larger and better-equipped opposition, they won many 

battles. After Zizka died, Prokop Holy, "the Bald-Headed," assumed command and 

expanded the movement. It advanced beyond the borders of Bohemia into Germany, 

France, Spain, and Belgium. 

The Hussite forces never faced defeat, but the movement ended when the Hussite 

nobles, with Emperor Sigismund and the Pope, signed the Basel Compactata. The 

Hussite armies, however, opposed the treaty, and the battle at Lipany ensued in 1434, 

'̂̂ ^ Ibid., 119. 

^'' Ibid. 

^^^Ibid., 119-120. 
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annihilating both sides. Nevertheless, the Treaty ultimately became the legal foundation 

for the Hussite church.^^' 

After the end of the Hussite Revolution, Jiri z Podebrady was elected King of 

Bohemia in 1458. During his reign, he tried to reconcile the Hussites and Catholic 

Church to end hostility yvithin his country. He led the way for the Jagiellan dynasty from 

Poland to ascend the Bohemian throne. These monarchs were absentee mlers, and the 

Czech nobility govemed Bohemia in their absence. The beginning of the Jagiellonian 

rule in Bohemia marked the emergence of the Late Gothic style in Prague. 

Late Gothic Architecture and Benedikt Ried 

In 1388, Prague Castle became uninhabited until the Polish monarch, Vladislav 

Jagidlo, became king.̂ "̂̂  From the uprisings in Prague in 1438 to his ascension to the 

throne of Hungary in 1490, the foreign king resided at Prague Castle.̂ ^^ To retum the 

castle to a royal seat, it needed restoration as well as improvements to its fortifications. 

251 Ibid., 121. 

^̂ ^ Dvomik, The Slavs in European History and Civilization, 205-206; Tim 
Porter, Prague: Art and History, (Prague: Flow East Limited, 1995), 124. 

^̂ ^ Derek Sayer, The Coasts of Bohemia: A Czech History, (Princeton, NJ: 
Princeton University Press, 1998), 42. 

254 Prague: King's Palace, (Passau: Kunstverlag Peda, 1996), 13-15; Stankova, 
Prague: Eleven Centuries of Architecture, 74. 

2̂ ^ Prague: King's Palace, 14-15. 
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Vladislav ehcited the help of his brother-in-law, Duke George the Rich. Duke George 

suggested that he commission the master stonemason, Benedikt Ried of Pistov.^^^ 

Even though Ried worked on the fortifications, he is best known for his work on 

the Old Royal Palace. The Renaissance was beginning to emerge in Europe, but the 

Gothic style was still prevalent in Bohemia. Ried's "hand" not only marks the 

introduction of the innovative Late Gothic style in Prague, but he also is identified with 

the change from Gothic to the Renaissance. His work is largely Gothic, but a few 

Renaissance elements appear.̂ ^^ The creations of Italian artisans and architects 

influenced him. In a country that continued to embrace the Gothic style while the rest 

of Europe became engulfed in the Renaissance style, Ried successfiilly married the 

matured Gothic with the infant Renaissance, creating a smooth transition from one to the 

other. He perpetuated Gothic constmction while including Renaissance elements. In this 

process he immortalized the architectural style that Czech people hold close to their 

hearts to this day. Ried's extremely innovative work at Prague Castle is a glorious 

ending to Gothic architecture. His masterpieces, prime examples of Late Gothic 

architecture, are the Royal Oratory in St. Vitus Cathedral, Vladislav Hall and Riders' 

Staircase, both in the Old Royal Palace. 

Ried's work may anticipate the principles of the Deconstmctivist Movement in 

architecture, which occurred nearly five centuries later. Mark Wigley describes this in 

his book. The Architecture of Deconstmction: Derrida's Haunt. 

^̂ ^ Prague: King's Palace, 14-15; Wechsberg, Prague: The Mystical City, 123. 

^̂ ^ Prague: King's Palace, 15. 
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If deconstmctive discourse is anything, it is a form of interrogation that 
shakes stmctures in a way that exposes stmctural weaknesses. It puts 
stmctures under pressure, forcing them, taking them to the limit. Under a 
subtle but relentless strain their limits become evident and the stmcture 
becomes visible as such, but it becomes visible, precisely, as something 
unlike the culturally enfranchised image of stmcture. The stmcture does 
not look stmctural. That which is stmctural cannot be recognized as such 
by the very tradition it organizes... .̂ ^̂  
Deconstmctive discourse is a form of interrogation that shakes stmcture in 
order to identify which of its flaws is stmctural. Rather than demolish 
particular stmctures, it displaces the very concept of stmcture by locating 
yvdthin it that which is neither support nor collapse. 260 

Ried seems to deconstmct the vault systems in the Old Royal Palace. He forces an 

examination of what is and what is not in the stmctural solution. In fact, he may be a 

better example of a Deconstmctivist architect than many twentieth century designers who 

claim this distinction. 

How did Ried produce extremely original and creative architecture immediately 

folloyving one of the most turbulent times in Czech history? The answer may lie in the 

vaulting itself Wigley states that "violence is always the agent of constmction," a 

progressive act. To deconstmct is to create from conflict. Ried may have exhibited 

the spirit of the time physically through "deconstmcting" his architecture by committing 

a violent act. Like the Hussites, Ried may have wished to expose flaws or weaknesses 

in the Gothic "tradition" by attacking it. By doing so, he aimed to bring about something 

^̂ ^ Mark Wigley, The Architecture of Deconstmction: Derrida's Haunt. 
(Cambridge, MA: The MIT Press, 1996), 35. 

^̂ ^ Ibid., 43-44. 

2 '̂ Ibid, 208. 
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good and beautifiil. As has been said by many artists, ysdthout the pain one cannot have 

the beautifiil. 

The Royal Oratory in St. Vitus Cathedral, built in 1493,̂ ^^ is a foreshadoy^g of 

Ried's unusual vaulting in the Palace (Fig. 51). The complex vaulting is a double-vault 

without supports. It consists of "interwoven gnarled stone branches" (Fig. 52). The 

tyvisting, interlocking branches provide a source of inspiration and a glimpse into Ried's 

chaos in the vaulting of his later works by supplying a natural order to it. It also contains 

a hanging keystone decorated yvith the coat of arms yvith the emblems of King Vladislav 

Jagidlo, Bohemia, and Poland.̂ ^^ This stmctural element creates a pendant vault. The 

balustrade contains coats of arms from all the lands mled by the Bohemian crown during 

Jagidlo's reign.̂ ^^ The Royal Oratory distinguishes the beginning of Ried's ingenuity 

and the final phsise of the Gothic style in Bohemia. 

Vladislav Hall, built from 1492 to 1502, is the largest secular room in medieval 

Prague (Fig. 53). It had been used as the King's receiving room for royal festivities and 

chivalrous toumaments. The hall is sbcteen meters wide by sbcty-two meters long. It 

^̂ ^ Alexandr Janovsky and others, Prague Guide: Through an Historical City, 
(Prague: Dopravni podnik Metro, 1996), 13. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 74. 

^'' Ibid. 

^̂ ^ Prague: King's Palace, 33. 

2̂ ^ Ibid., 33-34. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 74. 
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reaches a height of thirteen meters."̂ ^̂  A marvelous uniform vault spans the massive 

space, containing five "dome-like" bays (Fig. 54).̂ ^^ 

The ribs begin low on the pilasters, soar upward, and intertysdne into star-shaped 

clusters (Figs. 55-58). The dynamic ribs not only intertwine but also surpass nodes in 

the stmcture to jut out into the webbing between the ribs. An examination of this 

vaulting seems to reveal that the stmcture flows from the croyvn of the vault intersecting 

in a beautifiil curvilinear manner, sometimes stopping abmptly, but mostly flowing doyvn 

to the columns in a hit or miss fashion that almost appears to be a remodeling detail, not 

what Gothic vaulting is supposed to do as seen in the traditional French Gothic style of 

Chartres Cathedral (Fig. 59). These particular elements are what make Ried's work 

unusual and outstanding. These vaulted forms strongly influenced German petal-

vaulting, characteristic of that country's Gothic architecture as can be seen in the 

Annenkirche in Annaberg, Germany (Fig. 60),^^' but the points of connection in the 

vaulting express a collision indigenous to Czech Gothic. The "intersecting curved 

ribs""̂ ^̂  are evidence of the innovative creativity characteristic of the city of Prague. This 

work is a clear example of the marriage of early ideas yvdth later invention, which must 

have excited the intellectuals of the day. The architectural masterpieces of Ried are 

^̂ ^ Janovsky, Prague Guide: Through an Historical City, 15. 

2̂ ^ Prague: King's Palace, 20-21. 

2̂ ° Ibid., 21. 

^ '̂ Sir Banister Fletcher, A History of Architecture, 19* ed., (London: The 
Butterworth Group, 1987), 459. 

^̂ ^ Wechsberg, Prague: The Mystical City, 123. 
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complete demonstrations of contradiction in architecture, reflecting both a janus approach 

to design philosophies, arousal of the magical (i.e. how is it accomplished?), and the 

fertile ground in which it is allowed to happen. 

Another wonderfiil example of the unusual Late Gothic vaulting can be found in 

the Riders' Staircase (Fig. 61). The staircase is a narrow hall acting as a portal from 

Vladislav Hall to George Square (Fig. 62).̂ ^^ Horsemen used this staircase to enter the 

great haU for jousting toumaments.̂ ^"* The incredible "stellar" vaulting is similar to that 

of Vladislav Hall, but it is more complex and intricate then Ried's earlier work (Fig. 

63). Each bay of the triple-bay space contains a quadrangular looped star in the center. 

The ribs curve like those in Vladislav Hall. It is the rib stmcture that gives the staircase 

OTA ^^ 

its aesthetic value, not the vault croyvns. The intersecting and surpassing of the ribs of 

the Riders' staircase is more apparent here than anywhere else. Its complexity and 

ingenuity is one of the most striking and mystifying of all of Ried's work. The abmpt 

endings of the vaulting suggests incompletion or failure in a much more dramatic fashion 

than in the Vladislav Hall. This is much more masculine than the previous vaulting 

which appear delicate and feminine. Thus, Ried plays also yvith the contrast of gender in 

his work. 

^̂ ^ Prague: King's Palace, 41. 

^̂"̂  Janovsky, Prague Guide: Through an Historical City, 16. 

^'' Ibid. 

276 Prague: King's Palace, 41. 
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Benedikt Ried's entrance to this portal is also an innovative work of art (Fig. 64). 

He mixes the elements of Late Gothic yvdth those of the burgeoning Renaissance style.̂ ^^ 

It contains a Renaissance frame to a Gothic ogee-arched opening. This doorway is a 

threshold from the Gothic to the Renaissance. The Gothic opening is secondary to the 

gigantic Renaissance frame which ignores and destroys the Gothic vaulting. It breaks out 

of the old and into the new. The entrance is a prime example of the transition from Late 

Gothic architecture to the Renaissance. 

Cubism 

The Gothic period is not the only major illustration of Prague's innovative 

architecture. Another example can be found in the works of the Czech Cubist architects 

at the beginning of the twentieth century. This highly inventive and relatively isolated 

architectural style is also indigenous only to Bohemia.̂ ^^ Influenced by the paintings of 

the new Cubism Movement in art, Prazans evolved these reactionary theories and forms 

into a new design doctrine. Cubism in architecture is another excellent demonstration 

of original creativity arising in the city of Prague. 

^̂ ^ Wechsberg, Prague: The Mystical City, 124. 

^̂ ^ Ivan Margolius, Cubism in Architecture and the Applied Arts, (North Pomfret, 
VT: David & Charles Inc., 1979), 7-

^'' Ibid. 
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Cubist Principles 

Before the Cubist Movement in architecture took hold, Bohemia was a part of the 

Hapsburg Empire. Growing Czech nationalism was building from the middle of the 

nineteenth century creating strong tension between the Czechs and the mling Germans. 

Czech representatives in the Reichsrat, the Lower House of the State Parliament, wanted 

more political emancipation and began this "parliamentary game" by the slow 

introduction of nationalistic issues, the hottest one being the national linguistic debate. 

At the height of Czech nationalism before World War I and before the birth of the 

Czechoslovak Republic in 1918, Cubist architecture surfaced for a brief but remarkable 

period of creativity. 

Cubist architecture was a reaction to functionalism and rationalism, ideas 

endorsed by the teachings of Otto Wagner and Gottfried Semper as well as Renaissance 

principles. Cubists leaned more towards the compositions of the Late Gothic and 

Baroque periods. Form over fimction, became the primary concem. Cubist painting 

and the more spiritual of architectural styles greatly influenced the tum-of-the-century 

architects of Prague.̂ "̂̂  

^̂ ^ Wechsberg, Prague: The Mystical City, 206. 

^̂ ^ Jaroslav Krejci, Czechoslovakia: At the Crossroads of European History, 
(London: I. B. Tauris & Co. Ltd., 1990), 121-126. 

^̂ ^ Porter, Prague: Art and History, 125; Margolius, Cubism in Architecture and 
the Applied Arts, 11. 

2̂ ^ Ibid., 10. 

^'' Ibid., 7. 
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The Cubists artists depicted "distorted, unfolded, geometric forms".̂ ^^ They 

replaced perspective with multiple, simultaneous vieyv^oints, an attack on the 

conventional Renaissance ideas regarding perspective. They generated a "constantly 

moving point of reference" for physical space.̂ ^^ In the process, they added the fourth 

dimension, time, into the equation.^*^ 

Govemed by their oyvn imaginations, they broke doyvn basic elements and 

reassembled them into an inventive whole. They strove not to abstract reality but "to 

show simultaneously the fiillness of its form, its different facets and the complexity and 

stmcture of its components." 

Cubist painting consisted of two phases in its developmental history. The first 

lasted from 1909 to 1911, and was more analytical than the latter. It broke down the 

object to fiirther study and purify the elements of the stmcture. In Synthetic Cubism, the 

second phase lasting from 1912 to 1914, painters elicited pure forms in order to develop a 

new vocabulary.^*^ These notions are similar to those implicated in the recent 

Deconstmctivist Movement.̂ ^^ 

^̂ ^ Ibid., 24. 

2*̂  Ibid. 

''' Ibid. 

''' Ibid. 

289 Ibid., 25. 

^̂ ^ Alexander Von Vegesack, ed., Czech Cubism: Architecture, Furniture, and 
Decorative Arts, (New York: Princeton Architectural Press, Inc., 1992), 96. 
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The Cubists disagreed yvdth the use of curvilinear geometric forms such as the 

cone, sphere, and cylinder. Instead, they employed straight lines. Ivan Margolius states: 

"Cubists exulted in the force and dignity of the straight line. This distinction represents a 

move from the appearance to the essence, from the natural to the anti-natural."^^^ They 

'7O0 

wanted to create more dynamic forms invoked by the spirit instead of the physical. 

Cubist architects developed these principles fiirther in the realm of architecture. 

In an age of new scientific discoveries. Cubists called for a more unconventional 

approach to science. They called for more creativity and spirit. Pavel Janak believed that 

the present notions of rationalism, fimctionalism, and stmcturalism were too narrow and 

rigid. He felt they were too regular and "anti-social." He cried out for a creativity of 

artistry and abstraction to mle over functionalism and progress into plasticity. Form 

should dominate function. 

The yvritings of Theodor Lipps and Wilhelm Worringer also impressed the Czech 

architects of the early twentieth century. These theorists called for a move from aesthetic 

objectivism to aesthetic subjectivism. This notion is present in Lipp's ideas on 

empathy. 

293 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 24. 

2̂ 2 Ibid. 

Ibid., 35. 

^'' Ibid. 

2̂ ^ Ibid., 10. 

2̂ ^ Ibid., 12 
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Empathy means to objectify our sensations, to project ourselves into the 
insides of objects. An apperceptive motion, which creates a line, is 
'empathic' into it. The act of creation of something spatial is in fact a 
motion. This motion is not only in our mind, but is directly experienced. 
It is firstly a motion of my inner operations, it is my activity. 

Lipp's concept of motion and Worringer's concept of a "dynamic pathos of free 

consciousness and yvdll penetrating into matter" contributed to the impact on Czech 

Cubist architects.^^^ 

Motion also had a significant role in Cubist architecture. It became "a natural 

source of inspiration."^^^ Vaclav Vilem Stech believed that, "[m]otion was perceived as 

a spiritual activity which transformed matter: it was the assertion of creative yvdll against 

mere existence, a more profound appropriation of the inorganic world and its conquest 

through expression."^^° Vlastislav Hofinan believed that inner movement govemed one's 

mind and to triumph over matter meant to exert "one's oyvrn spiritual movement." He 

remarked: "From the fundamental standpoint, to create architecture means to put matter 

in motion. The aim is to create form which is restfiil from the motion of matter. It is then 

a principle based on the sensation of excitement and spiritual motion." He further 

stated: 

''' Ibid. 

29«lbid., 13. 

^'' Ibid. 

^̂ ^ Von Vegesack, Czech Cubism, 19. 

^̂ ^ Ibid., 41. 

^̂ ^ Margolius, Cubism ki Architecture and the Applied Arts, 42. 
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[This notion presupposes] the thinning and reduction of the matter to its 
property of strength, in order to achieve operative effect, a sense of ease, 
and the possibility of abstracting the material into formal motion. Form 
overpowers matter and does not strive to affect through the quantum of 
material; it creates a plastic element, achieved by intdlect.^^^ 

Thus, the role of the Cubist architect was to create dynamic forms by putting matter into 

motion. Movement became a source of inspiration and a spiritual act. Spirit, a 

significant element of Cubist architecture, takes the form as a reflection of the spirit of 

the time. It is also an expression of the creator's inner spirit and emotions poured into 

the outside world.̂ ^^ The role of spirit is to conquer matter.̂ ^^ 

Forms derived from motion became extremely dynamic and dramatic.̂ ^^ These 

forms made the use of ornamentation or surface decoration unnecessary. In fact. Cubist 

architects felt that there should not be any omamentation. They believed that it would 

"taint the form."^^^ Cubist architects placed much emphasis on "form over function. "̂ ^̂  

o 1 rt 

They produced dynamic, oblique, cut, and conical forms. The architects also 

introduced the use of the diagonal; they went beyond the bi-planar system of horizontals 

^̂ ^ Von Vegesack, Czech Cubism, 41. 

^̂"̂  Margolius, Cubism in Architecture and the Applied Arts, 40. 

^̂ ^ Ibid., 24. 

^̂ ^ Von Vegesack, Czech Cubism, 51. 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 43. 

^̂ ^ Ibid., 13. 

^̂ ^ Ibid., 43. 

''' Ibid., 7. 
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and verticals, the platform for the repose and equilibrium of matter.^" The presence of 

the diagonal plane helped to make the form more dramatic and dynamic.^'^ In his work, 

"The Prism and the Pyramid," Janak states, " This dynamic principle of the diagonal is 

the main motif—an animating element to complement the vertical and horizontal planes. 

The main feature is solidity, compactness, composition of forms, the dramatization of the 

equilibrium of forms."^*^ The inclusion of the oblique plane produced the pyramid, "the 

noblest shape of spiritually abstracted matter." '̂"^ The diagonal played an integral part in 

the Cubists' dynamic architecture. 

Another aspect of Cubism is its similarity to Gothic architecture. The Cubist 

architects obtained great inspiration from the medieval builders. As in the Gothic period, 

these architects synthesized numerous foreign influences, benefiting from "the 

knowledge of other cultures." They "integrated" and "converted" these foreign 

influences into "specifically 'regional' ones." The Gothic builders, such as Peter 

Parler and Benedikt Ried, did precisely the same thing, and they created wonderful works 

distinctive and indigenous to the city of Prague. However, these were not the only 

works derived from the Gothic era. Benedikt Ried's diamond vaults in themselves also 

*̂̂  Ibid., 40; Von Vegesack, Czech Cubism, 39. 

^̂ 2 Ibid., 40. 

'̂̂  Ibid., 40-41. 

'̂"̂  Von Vegesack, Czech Cubism, 39. 

^̂ ^ Ibid., 96. 

''' Ibid. 

'̂̂  Ibid., 97. 
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influenced the Cubists. The diamond vaults contained sharp edges and oblique lines 

similarly characteristic of Cubism.^'^ This aspect aided the Cubists' ability to harmonize 

their work with Prague's historical context, adding to the city's genius loci?^^ 

The Cubist architects created a total work of art. Their architecture is sculpture as 

well a place to dwell. It is an expression of the time and the creator's inner self It is 

dynamic and spiritual. It synthesizes intellect and instinct.̂ ^^ Cubist architecture is 

another clear example of Czech original creativity that occurs nowhere else in such a 

concentrated way. 

Contrasts in Cubism 

Cubism syvomg the pendulum away from rationalism and fimctionalism. It 

became a polar extreme, however, it contains contrasts within itself as well. Contrasts 

occur in the style's basic principles. It juxtaposes diverse objects and forms demanding 

to be compared and contrasted. This notion is evident in the simultaneous vieyvpoints 

combined into one to examine the composition as a whole as seen in Georges Braque's 

GrandNu and Pablo Picasso's Les Demoiselles d'Avignon (Fig. 65). Cubism also 

combines different foreign styles and cultures to be synthesized and transformed into an 

'̂̂  Ibid., 98-100. 

^̂ ^ Ibid., 37. 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 111. 

^2' Ibid., 24. 

322 Tansey and Kleiner, Gardner's Art through the Ages II, 1048. 
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indigenous style.̂ ^^ Emil Filla, a Czech painter, noticed contrasts in Cubism, discovering 

a tendency for Cubists to simultaneously display static and dynamic states. At first 

glance, for example in Georges Braque's Still Life with Violin (Fig. 66), the object seems 

at rest, but the mind sees movement in its spatial vutue.̂ "̂* In this example, opposing 

forces come together into a relationship to be examined as a coherent whole. Cubism is a 

logical system of dismemberment, distortion, assembly, and confrontation.^^^ Cubism 

juxtaposes various opposites for comparison. 

Cubism combines reality yvdth the artists' imagination. "One of the basic 

meanings of Cubism," Ivan Margolius explains, "is that a work of art depends both on the 

external nature of reality and the inner reality of art. In Cubism there is always a 

dieilogue between the reality and the work of art; the ambiguous playing of one against 

the other which conftises the observer." Cubism relates the abstract yvdth reality 

another instance of Cubism's contradictory nature. 

Examples of Architectural Cubism 

Cubist architecture occurs only in Bohemia. Raymond Duchamp-Villon, 

designed a facade for his Maison Cubiste in France, but the project never materialized. 

Of the built Bohemian examples. Cubist influence can be seen in a variety of building 

^̂ ^ Von Vegesack, Czech Cubism, 100. 

^^^ Margolius, Cubism in Architecture and the Applied Arts, 25. 

^̂ ^ Von Vegesack, Czech Cubism, 17. 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 25. 

2̂̂  Ibid., 7-
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types such as stores, bridges, housing, and other common facilities. In Prague, it 

flourished from 1910 to 1915, but other examples can be seen in small measure in cities 

such as Pdhfimov, Bohdanec, and HavHckuv.̂ ^^ The following are some of the prime 

illustrations in Prague. 

The House at the Black Madonna designed by Josef Gocar in 1912 is a 

department store with a cafe in the Cubist style on the first floor and oflQces on the upper 

floors (Fig. 67). The stmcture receives its name from the statue of the Madonna which 

used to adom the former building on the site. The statue is now located on the fa9ade of 

the Cubist store. The building stands on an infill site surrounded by a rich historical 

context. Gocar successfiilly adapted the stmcture into its context yvdthout having to 

incorporate past styles. The final design is sensitive to mass and detail. The front 

entrance invites the "criss-cross" railings and the broken surfaces surrounding it into the 

stmcture's interior. The yvdndows on the first two stories bulge out between slim piers 

1 1 1 _ 

generating an undulating effect. The reinforced concrete aUows for large amounts of 

fenestration.̂ ^"^ The two receding mansard stories, containing dormer yvdndows. 

•̂̂^ Stankova, Prague: Eleven Centuries of Architecture, 346; Margolius, Cubism 
in Architecture and the Applied Arts, 50-51. 

^̂ ^ Ibid., 280; Janovsky, Prague Guide: Through an Historical City, 120. 

^̂ ^ Janovsky, Prague Guide: Through an Historical City, 120. 

^ '̂ Margolius, Cubism in Architecture and the Applied Arts, 50. 

''' Ibid. 

''' Ibid. 

^̂"̂  Stankova, Prague: Eleven Centuries of Architecture, 280. 
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successfiiUy crown the entire stmcture (Fig. 68).̂ ^^ The mansard roof is a common 

element favored by the Cubists.̂ ^^ The House at the Black Madonna is not only a 

carefully designed example of Cubist architecture, but it is also a great example of how 

the new style fits well into the diverse historical context of Prague. 

The Lucema behind Adam's Pharmacy, a lamppost designed by Emil Kralicek 

and Matej Blecha (1912-1913), was introduced in front of the Gothic Our Lady-of-the-

Snows Church. This Cubist column may have been a part of Adam's Pharmacy which 

was an Art Nouveau building with Cubist dements.^^^ It is one of many Cubist objects 

existing throughout Prague (Fig. 69). 

The same architects also designed the Diamant House (1912-1913). The building 

is largely a reaction to the adjacent Baroque Holy Trinity Church^^^ and is another 

example of a Cubist building fitting well into its surroundings. The fa9ade contains the 

element of plasticity and small-scale Cubist surface details (Fig. 70). ^^^ 

The Family Duplex on Tychon Street or Stach and Hofinan House (1912-1913) 

designed by Josef Gocar is an example of the architect's frequent need to resolve the 

design conflict between the old and the new, in this case between rationalism and 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 50; Stankova, 
Prague: Eleven Centuries of Architecture, 280. 

Margolius, Cubism in Architecture and the Applied Arts. 52. 

Kohout, Prague: Twentieth Century Architecture, 25. 

Ibid; Stankova, Prague: Eleven Centuries of Architecture, 282. 

^̂ ^ Kohout, Prague: Twentieth Century Architecture, 26. 

"̂̂^ Ibid; Stankova, Prague: Eleven Centuries of Architecture, 280. 
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Cubism. The protmding stairways contain wonderfiil Cubist columns. ̂ ^^ The capitals 

seem to be abstractions of those from ancient Egypt. Their blunt demeanor delivers an 

air of monumentality: it seems timeless. The whole stair stmcture contains simple, 

angular geometric forms that strongly accentuate the entry and vertical circulation of the 

building. The fa9ade reflects the planning of the living spaces. In contrast to the 

dynamic acute angles of the stairway stmcture, the flanking fa9ade appears secondary 

and rectilinear. The projecting verandas on the side elevations contain the same 

"curious" column element seen in the protmding stairways.̂ '*^ This building is a 

delightful illustration of Cubist architecture (Figs. 71-73). 

Pavel Janak and O. Gutfreund entered an unbuilt design of the Zizka Monument 

in a competition held in 1913 to commemorate the Czech "warrior-hero," Jan Zizka.̂ "*̂  

He was the famous Taborite who led the Hussites to many victories during the Hussite 

Revolution.̂ "̂ "* The design consists of a cluster of crystalline forms springing out of a 

truncated pyramid (Fig. 74).̂ '̂ ^ In the center of the monument stands the war-hero, Zizka, 

as if encased inside the crystals for aU eternity (Fig. 75).̂ "*̂  The monument is a piece of 

sculpture in pure Cubist form. 

"̂̂^ Kohout, Prague: Twentieth Century Architecture, 55. 

''' Ibid. 

"̂̂^ Von Vegesack, Czech Cubism, 42. 

"̂̂"̂  Humphreys, Prague: The Rough Guide, 240. 

'̂̂ ^ Von Vegesack, Czech Cubism, 42. 

"̂̂^ Margolius, Cubism in Architecture and the Apphed Arts, 51. 

99 



Josef Chochol designed the Cubist Triple House (1913-1914), a project consisting 

of three family dwellings. The entrance, stairway, and projecting cornice help to produce 

a wonderful plastic accent.̂ '*'' The plasticity of the side elevations creates ambiguity of 

the level of depth of its various angular elements. The accordion-like effect of its main 

fa9ade generates a surreal playfiilness of light and shadow. The building also contains a 

mansard roof, a common element among the Cubists.̂ "̂ ^ The Cubist Triple House is one 

of three outstanding Cubist stmctures by Chochol that stand in Vysehrad's shadow (Figs. 

76-77). 

Another project near Vysehrad is the Hodek Apartment House (1913-1914) 

designed by Josef Chochol. This stmcture is located on a comer site (Fig. 78).̂ "̂ ^ The 

streets meeting at that comer create an acute angle reflected in the fa9ades in wedged 

forms and a strongly protmding cornice. The sharp angle also dictates the comer 

loggias' motif and columns (Fig. 79). The strong, acute angles create a bold contrast of 

light and shadow which accentuates the perception of multiple vieyvpoints and various 

orientations and levels of depth. The complex, geometric forms also resemble the 

ddicateness of origami, the art of paper folding (Fig. 80). The creases are crisp and 

clean. The architect has successfiilly molded and folded concrete in an origami-like 

^^^ Kohout, Prague: Twentieth Century Architecture, 88. 

^^^ MargoHus, Cubism in Architecture and the Applied Arts, 52. 

''' Ibid. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 282. 
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manner. The building is also a fine illustration for the classical configuration of cornice, 

body, and pedestal.^^* 

The third and finest project under Vysehrad is the Villa Kovafovic (1912-1913) 

(Fig. 81). Josef Chochol's villa creates an axis with two other Cubist houses which is not 

only present in the fa9ade but is also introduced in the groundplan (Fig. 82).̂ ^^ The 

Cubist details are not confined strictly to the fa9ade, they show up in the garden and 

perimeter fence as well. However, the interior spaces follow more conventional 

principles.̂ ^"^ The Villa Kovafovic is a beautifiil example of Cubist architecture. 

The Teachers' Co-operative Housing (1919-1921) by Otakar Novotny is an 

example of Late Cubism (Figs. 83-84). It consists of three houses with carefully 

designed residential floorplans. The center flat contains two rooms, and the outer flats 

contain three rooms (Fig. 85). What makes this project different from the earlier Cubist 

T C C 

works is the use of color on the fa9ade. Color, mainly "white, red, and blue," is a 

major element of the next style to embrace the city of Prague, Rondocubism or the 

"National Style" arising after World War I and Czech independence: it is characterized 

by dentils and curvilinear forms such as semicircles.^^^ The forms were plastic, the 

^̂ ^ Kohout, Prague: Twentieth Century Architecture, 89. 

^̂ ^ Ibid., 88. 

^̂ ^ Margolius, Cubism in Architecture and the Applied Arts, 51. 

^̂"̂  Kohout, Prague: Twentieth Century Architecture, 88. 

^̂ ^ Ibid., 55. 

^̂ ^ Stankova, Prague: Eleven Centuries of Architecture, 288. 
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compositions simple, and the omamentation derived from folklore.^" Rondocubism does 

not relate directly to Cubist theory;̂ ^^ it is a free modification of the latter.̂ ^^ The only 

connection between the two is that Cubist architects began the new style. This instance is 

the only similarity.̂ ^^ 

Prague displays her characteristic ingenuity in Cubism. Her architects of this time 

were the only ones to develop an architectural trend from Cubist painting.̂ ^^ The 

isolation of a particular architectural style is extremely unusual, but Prague embraces 

such a phenomenon. Cubism reflects the paradox, creativity from conflict, the subject of 

this thesis. The basic model of contradiction resides yvdthin the principles of the Cubist 

Movement. Cubist architects use their works as a canvas to bring seemingly polar forces 

together for comparison, examination, and transformation into a coherent whole. The 

whole movement is a reaction to the traditional school of thought. It is a ddightfiil 

expression of original creativity. 

^̂"̂  Margolius, Cubism in Architecture and the Applied Arts, 103. 

^̂ ^ Von Vegesack, Czech Cubism, 102. 

359 Margolius, Cubism in Architecture and the Applied Arts, 103. 

^̂ ^ Von Vegesack, Czech Cubism, 46, 102; Stankova, Prague: Eleven Centuries 
of Architecture, 288. 

^ '̂ Margolius, Cubism in Architecture and the Applied Arts, 7. 
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Figure 30. Front Fa9ade of St. Vitus Cathedral 

Source: "Praha: Katedrala sv. Vita: Zapadni pruceH," Photo by Milan Kind, 
(Kind & Hauner), postcard. 
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THE FOUR ERAS OF ST. Virus's 
Excavations have revealed sections of the 
northern apse of St. Wenceslas's original 

rotunda, and architectural and 
sculptural remains of the 

later basilica, beneath the 
existing cathedral. The 
western, Neo-Gothic end 
is a faithful completion 
of the 14th-century plan. 

KEY 

Q Rotunda, lOlh century 

Q Basilica, 11th century 

n Gothic cathedral, 
14th century 

• 19th- and 20th-century 
additions to cathedral 

Figure 31. The Various Foundations of St. Vitus Cathedral 

Source: Soukup, Eyeyy îtness Guides: Prague, 102. 
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Figure 32. St. Wenceslas 

Source: Soukup, Eveyvitness Travel 
Guides: Prague, 18. 
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Figure 35. Charles IV 

Source: Soukup, Eyewitness Travel Guides: 
Prague, 79. 
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Figure 38. Interior of St. Wenceslas Chapel 

Source: Prague: St. Vitus' Cathedral, 39. 
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Figure 39. Golden Portal 
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1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 

St. Anne Chapel 
St. Agatha Chapei 
Ctiapel ol St. Anlti. - rmit 
Ch.ipel vl the Holy Irinity 
Chapel ot Sts. Adaltjert and 0"-i*^"-> 
Chapel ol Sts. Erhard and O'' 
Mary Magdalene Chapei 
Royal Oratory 
Simon Judo Chapel 

1344-1352 

1356-1399 

1873-1933 

12 St. Andrew Chapel 
13 St Wenceslas Chapel 
14 St. Ludmila Chapel 
15 Holy Sepulchre Chapel 
16 Thun Chapel 
17 Hascnburg Chapel 
18 New Sacristy 
19 Hora Chapel 
20 Schwarzcnberg Chapel 
21 Chapel ol St. Agnes ol Bohemia 

Figure 42. Current Plan of St. Vitus Cathedral 

Source: Prague: St. Vitus' Cathedral, 8. 

Figure 43. Gothic St. Vitus Before Nineteenth Century 
Additions 

Source: Soukup. Eyeyvdtness Travel Guides: Prague, 100. 
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Figure 44. South Side of St. Vitus Shoyving the South Toyver 

Source: "Praha: Katedrala sv. Vita: (1344-1929)," Photo by Milan Kind, 
(Kind & Hauner), postcard. 
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Figure 47. Section through St. 
Vitus Shoyving Interior and 

Buttresses 

Source: Stankova, Prague: 
Eleven Centuries of 

Architecture, 48. 

Figure 48. Interior Vieyv of Nave of 
St. Vitus Cathedral 

Source: Prague: St. Vitus' Cathedral, 26. 
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Figure 50. Jan Hus at the Stake 

Source: Soukup, Eyeyy îtness Travel Guides: Prague. 27. 
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Figure 51. Royal Oratory 

Source: Prague: St. Vitus' Cathedral, 47-48. 

Figure 52. Detail of Royal Oratory 
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Figure 54. Reflected Ceiling Plan of 
Vladislav Hall 

Source: Stankova, Prague: Eleven 
Centuries of Architecture, 75. 

Figure 55. Section through 
Vladislav Hall 

Source: Stankova, Prague: Eleven 
Centuries of Architecture, 75. 

Figure 56. The Vaulting of Vladislav Hall 

Source: Stankova, Prague: Eleven Centuries of Architecture, 75. 
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Figure 58. Vaulting Detail in 
Vladislav HaU 

Figure 57. Column Detail In Vladislav 
HaU 
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Figure 59. Interior of Chartes Cathedral 

Source: Spiro Kostof, A History of Architecture: Settings and Rituals. 2"'' 
ed., (Oxford: Oxford University Press, 1995), 337. 
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Figure 60. Interior of Annenkirche in Annaberg, Germany 

Source: Marvin Trachtenberg, and IsabeUe Hyman, Architecture: From 
Prehistory to Post-Modemism/The Westem Tradition, (Englewood 

CUffs, NJ: Prentice HaU, Inc., 1986), 266. 
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Figure 61. Riders'Staircase 

Source: Prague: King's Palace, 44. 
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1 Entrance from III castle courtyard 8 Entrance to the New Land 
2 Entrance halls Register Hall 
3 Green Room 9 Riders' Staircase 
4 So-called Vladislavs Bedchamber 10 Landrecht Room green: Romanesque 
5 South gate 11 All Saints'Chapel black: Gothic 
6 Vladislav Hall 12 Viewing platform blue: late Gothic 
7 Bohemian Chancellery 13 Viewing balcony red: Rr - - -~- - -o masC 

Figure 62. Reflected Ceiling Plan of the Old Royal Palace 

Source: Prague: King's Palace, 18. 

Figure 63. The Vaulting of Riders' Staircase 

Source: Prague: King's Palace, 45-46. 
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Figure 64. Entrance to Riders' Staircase 

Source: Prague: King's Palace, 42. 
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Figure 65. Les Demoiselles d Avignon by Pablo Picasso 

Source: Ivan MargoUus, Cubism in Architecture and the AppUed Arts, (North Pomfret, 
VT: David & Charles Inc., 1979), 26. 
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Figure 66. Still Life with Violin and Pitcher by Georges Braque 

Source: MargoHus, Cubism in Architecture and the AppUed Arts, 28. 
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Figure 68. The House at the Black Madonna 

Source: Alexander Von Vegesack, ed., Czech Cubism: 
Architecture, Furniture, and Decorative Arts, (New York: 

Princeton Architectural Press, Inc., 1992), 124. 

130 



Figure 69. Lamppost Behind Adam's Pharmacy 

Source: Von Vegesack, Czech Cubism, 114. 
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Figure 70. DetaU on the Diamant House 

Source: Von Vegesack, Czech Cubism, 115. 
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Figure 72. Entrance to Family Duplex on Tychon Street 

Source: Von Vegesack, Czech Cubism, 127. 

Figure 73. Plan of Family Duplex on Tychon Street 

Source: Kohout, Prague: Ty^ êntieth Century 
Architecture, 55. 
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Figure 74. Elevation and Plan of Zizka Monument 

Source: Margolius, Cubism in Architecture and the Applied Arts, 63. 
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Figure 75. Model of Zizka Monument 

Source: Margolius, Cubism in Architecture and the Applied Arts, 62. 

Figure 76. Cubist Triple House 

Source: Von Vegesack, Czech Cubism, 118. 
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Figure 77. Plan of Cubist Triple House 

Source: Von Vegesack, Czech Cubism. 118. 
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Figure 78. Typical Floor Plan of Hodek Apartment House 

Source: Von Vegesack, Czech Cubism, 120. 
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Figure 79. Hodek Apartment House 

Source: Von Vegesack, Czech Cubism, 121 
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F 

Figure 82. Plan of Villa Kovafovic 

Source: Von Vegesack, Czech Cubism, 116. 
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Figure 83. Teachers' Co-operative Housing 

Source: Von Vegesack, Czech Cubism. 136. 

F^ .*=a.-
\ 

Figure 84. Elevation of Teachers' Co-operative Housing 

Source: Von Vegesack. Czech Cubism, 136. 
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CHAPTER VI 

CONCLUSION 

The paradoxical model drives at the heart of Prague's character. The key to 

comprehending her unusual nature exists not just in hoyv polar forces come together but 

also in the end result from the dramatic collision. Contradiction plays an integral role in 

Prague's genius loci. 

But yvhat is it about her that is so alluring, hypnotic, engulfing, and trapping? I 

have been pondering this question ever since I visited her for the first time. I am so 

drayvn to her, but the reason eludes me. So, I set out on a joumey of discovery. For years 

I grappled over her mystery. This thesis is a culmination of the road taken, a record of a 

process of thought. The longest leg of the trip was the selection of a topic. After years of 

research, I found that Prague is a paradox, a juxtaposition of opposing forces into a 

coherent yvhole. Further examination revealed the strong presence of a particular 

paradox, creativity from conflict. This peculiar phenomenon is the key to solving the 

mystery of Prague. 

This study has investigated the paradox of conflict and creativity probing its 

essence and giving examples of its existence. Hoyvever, questions remain; how and yvhy 

are they linked? The ansyŝ er may lie in Rothenberg's notion that resolving paradoxes, or 

conflict, is the "core of the creative act."^^^ The creative process entails working through 

tension to arrive at something "new and truly valuable"^^^ invoking pleasure. Even 

^̂ ^ Abra, The Motives for Creative Work, 213. 

^̂ ^ Rothenberg. Creativity and Madness, 5. 
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Beethoven believed that to arrive at joy, one must first suffer.̂ ^^ In addition, Sigmund 

Freud proposed that art binds two conflicting principles: "the pleasure-pain principle, in 

which people in their pursuit of pleasure avoid or repress that which produces pain; and 

the reality principle."^^^ Art is the creative act that arises from this conflict. To have 

beauty, one must first experience pain. 

As seen in numerous works of art, the source of creativity has often been the 

battle ydthin the creative mind. Freud subscribes to this notion. He believed that 

creativity spurred from repressions of the unconscious mind.̂ ^^ C. G. Jung felt that 

creativity comes from a "synthesis of contradictions between the individual's personal 

life and the pressures exerted upon him by an 'impersonal creative process.'"^^"^ Both of 

these theories express the role of the unconscious on creativity. 

The unconscious mind remains a mystery. Scholars can only speculate on its 

nature and innermost workings. The Freudian unconscious stores repressions from past 

experiences. The elements which make up these repressions are drivers or initiators such 

as memories, yvishes, and effects. Freud believes that they remain in the unconscious 

"because they are unacceptable, either personally or socially, and therefore cannot be 

364 Marek, Beethoven: Biography of a Genius, 561, 

^̂ ^ June Singer, "'A Synthesis of Contradictions': Creativity in the Analytical 
Psychology of C. G. Jung," in Perspectives on Creativity and the Unconscious: 
Proceedings of Jungian Conference Hosted by Miami University in Oxford. Ohio. 
Donald W. Fritz, ed., (Oxford, OH: Old Northwest PubUcation, 1980), 67. 

^̂ ^ Ibid. 

^̂ ^ Ibid., 66-67. 
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tolerated in consciousness."^^^ Freud also contends that repressions have "a diffuse and 

controlling effect by virtue of being kept out of awareness."^^^ 

In the creative process elements pop into the creator's awareness, like flashes of 

light, suddenly and unexpectedly.^^^ This seems to be the nature of inspiration, when the 

artist says, "It just came to me." One explanation names the Freudian unconscious as the 

culprit. Another explanation, put forth by J. Eccles, is more scientific: 

The wealth and subtlety of stored memories and critical evaluations imply 
that in the neuronal network there is an enormous development of highly 
complex engrams whose permanency derives from the postulated increase 
in synaptic efficacy. We may say that these congealed patterns supply the 
know-how of the brain; when there is a great wealth of expert knowledge, 
the engrams may occupy the greater part of the cortex. On can speculate 
fiirther that some failure in the synthesis of the engrams or some conflict in 
their interrelationship is the neuronal counterpart of a problem that clamors 
for solution.̂ ^^ 

Robert Prentky elaborates on this "complex interplay of engrams." "This ongoing 

interplay may result in an emergent pattem that replaces, perhaps momentarily, existent 

patterns. At that point there is a 'resonant-like intensification of activity in the cortex' 

that brings the new pattem into consciousness." The unpredictable timing of 

^̂ ^ Rothenberg, Creativity and Madness, 51. 

''' Ibid. 

^̂ ^ Ibid., 50. 

^̂ * Prentky, Creativity and Psychopathology: A Neurocognitive Perspective, 191; 
A engram is "a hypothetical change in neural tissue postulated in order to account for 
persistence of memory; Webster's Dictionary, s.v. "engram;" The cortex is "the outer 
layer or superficial part of an organ or bodily stmcture, esp. the outer layer of gray matter 
of the cerebrum and cerebellum;" Webster's Dictionary, s.v. "cortex." 

''' Ibid. 

^^^Ibid., 191-192. 
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awareness explains the "sudden and unexpected nature" of the "flash of creative 

insight."^^^ 

However, the answer to the problem is not so clear and forthcoming. Many refer 

to this instance as something residing on the tip of the tongue. In this case the answer is 

hidden; it is the invisible waiting to be made visible. The answer exists in the realm 

between feeling and knowing. Is it past experiences or intuition? The answer to Prague 

hes in this reahn. What is it about her that strikes me so? This thesis is a creative process 

of striving through the conflict and challenge of solving this question or problem. Thus, 

in a sense this physical work in itsdf is just another example of one bringing forth 

creativity from the resolution of conflict. 

''' Ibid. 
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Figure XX. "Before the Law." 

Source: Franz Kaflca, "Before the Law," The Metamorphosis. In the Penal Colony, and 
Other Stories, (New York: Schocken Books Inc., 1948), 148-150. 

Before the Law stands a doorkeeper. To this doorkeeper there comes a 
man from the country and prays for admittance to the Law. But the 
doorkeeper says that he cannot grant admittance at the moment. The man 
thinks it over and then asks if he will be allowed in later. "It is possible," 
says the doorkeeper, "but not at the moment." Since the gate stands open, 
as usual, and the doorkeeper steps to one side, the man stoops to peer 
through the gateway into the interior. Observing that, the doorkeeper 
laughs and says: "If you are so drawn to it, just try to go in despite my 
veto. But take note: I am powerfiil. And I am oiily the least of the 
doorkeepers. From hall to hall there is one doorkeeper after another, each 
more powerfiil than the last. The third doorkeeper is already so terrible 
that even I cannot bear to look at him." These are difficulties the man 
from the country has not expected; the Law, he thinks, should surely be 
accessible at all times and to everyone, but as he now takes a closer look at 
the doorkeeper in his fiir coat, Avith his big sharp nose and long, thin, black 
Tartar beard, he decides that it is better to wait until he gets permission to 
enter. The doorkeeper gives him a stool and lets him sit doyvn at one side 
of the door. There he sits for days and years. He makes many attempts to 
be admitted, and wearies the doorkeeper by his importunity. The 
doorkeeper frequently has little interviews with him, asking him questions 
about his home and many other things, but the questions are put 
indifferently, as great lords put them, and always finish with the statement 
that he cannot be let in yet. The man, who has fiimished himself with 
many things for his joumey, sacrifices all he has, however valuable, to 
bribe the doorkeeper. The doorkeeper accepts everything, but always with 
the remark: "I am only taking it to keep you from thinking you have 
omitted anything." During these many years the man fixes his attention 
almost continuously on the doorkeeper. He forgets the other doorkeepers, 
and this first one seems to him the sole obstacle preventing access to the 
Law. He curses his bad luck, in his early years boldly and loudly, later, as 
he grows old, he only gmmbles to himself He becomes childish, and 
since in his yeariong contemplation of the doorkeeper he has come to 
know even the fleas in his fiir collar, he begs the fleas as well to help him 
and to change the doorkeeper's mind. At length, his eyesight begins to 
fail, and he does not know whether the worid is really darker or whether 
his eyes are only deceiving him. Yet in his darkness he is now aware of a 
radiance that streams inextinguishably from the gateway of the Law. Now 
he has not very long to live. Before he dies, all his experiences in these 
long years gather themselves in his head to one point, a question he has 
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not yet asked the doorkeeper. He waves him nearer, since he can no 
longer raise his stiffening body. The doorkeeper has to bend low towards 
him, for the difference in height between them has altered much to the 
man's disadvantage. "What do you want to know now?" asks the 
doorkeeper; "you are insatiable." "Everyone strives to reach the Law," 
says the man, "so how does it happen that for all these many years no one 
but myself has ever begged for admittance?" The doorkeeper recognizes 
that the man has reached his end, and to let his failing senses catch the 
words roars in his ear: "No one else could ever be admitted here, since 
this gate was made only for you. I am now going to shut it." 
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AhsuTd-adj. (1) ndiculously unreasonable, unsound, or incongmous, (2) having no 
rational or orderly rdationship to human life: meaningless; lacking order 
or value, or (3) deaHng with the absurd or with absurdism 
n. the state or condition in which human beings exist in an irrational and 
meamngless universe and in which human life has no ultimate meaning 

Appoggiatura-an embellishing note or tone preceding an essential melodic note or tone 
and usually wntten as a note of smaller size. 

Cortex-(la) the outer or superfidal part of an organ or bodily stmcture (as the kidney 
adrenal gland, or a hair); esp. the outer layer of gray matter of the cerebmm and 
cerebeUum, (lb) the outer part of some organisms (as parameda), (2) a plant bark 
or rmd (as cinchona) used medicinally, (3a) the typically parenchymatous layer of 
tissue extemal to the vascular tissue and intemal to the corky or epidermal tissues 
of a green plant; broadly all tissues extemal to the xylem, or (3b) an outer or 
investing layer of various algae, lichens, or fimgi. 

Create-(l) to bring into existence, (2a) to invest with a new form, office, or rank, (2b) to 
produce or bring about by a course of action or behavior, (3) cause, occasion, (4a) 
to produce through imaginative skill, or (4b) design; to make or bring into 
existence something new. 

Creativity-(l) the quality of being creative, or (2) the ability to create. 

Consonance-(l) harmony or agreement among components, (2a) correspondence or 
recurrence of sounds, (2b) concord, or (2c) sympathetic vibration, resonance. 

Contradiction-(l) an act or an instance of contradicting, (2a) a proposition, statement or 
phrase that asserts or implies both the tmth and falsity of something, (2b) a 
statement or phrase whose parts contradict each other, (3 a) a logical incongmity, 
or (3b) a situation in which inherent factors, actions, or propositions are 
inconsistent or contrary to one another. 

Degeneration-(l) degenerate condition, (2) a lowering of effective power, vitaHty, or 
essential quality to an enfeebled and worsened kind of state, (3) intellectual, 
moral, or artistic decline, (4a) progressive deterioration of physical characters 
from a level representing the norm of earlier generations or forms, or (4b) 
deterioration of a tissue or an organ in which its fimction is diminished or its 
stmcture is impaired. 

Dissonance-(la) lack of agreement, (lb) an instance of such inconsistency or 
disagreement, or (2) a mingling of discordant sounds. 

Engram-a hypothetical change in neural tissue postulated in order to account for 
persistence of memory. 
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Genius lod-(l) the pervadmg spirit of a place, or (2) a tutdary deity of a place. 

Janus-A Roman god that is identified with doors, gates, and all beginnings and that is 
represented artistically with two opposite faces. 

Oedipus complex-the positive libidinal feehngs of a child toward the parent of the 
opposite sex and hostile or jealous feelings toward the parent of the same sex that 
may be a source of adult personality disorder when unresolved. 

Paradox-(l) a tenet contrary to received opinion, (2a) a statement that is seemingly 
contradictory or opposed to common sense and yet is perhaps tme, (2b) a self-
contradictory statement that at first seems tme, (2c) an argument that apparently 
derives self-contradictory conclusions by valid deduction from acceptable 
premises, or (3) something or someone with seemingly contradictory qualities or 
phases. 

Threshold-(l) the plank, stone, or piece of timber that hes under a door; sill, (2a) gate, 
door, (2b 1) end, boundary; the end of a mnway, (2b2) the place or point of 
entering or beginning; outset, (3 a) the point at which a physiological or 
psychological effect begins to be produced, or (3b) a level, point, or value above 
which something is tme or yvill take place and below which it is not or yvill not. 

Timpani-a set of two or more kettledmms played by one performer in an orchestra or 
band.* 

* All definitions come from Merriam Webster's Collegiate Dictionar/, 10* ed. 
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