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ABSTRACT 

Between 1911 and 1935, Joze Plecnik contributed to Prague's rich cultural 

heritage in several areas. One of his greatest works was the renovation of the Prague 

Castle. 

Over the course of ten centuries, Hradcany formed a complex of diverse 

buildings, courtyards and gardens. In 1918, Prague became the nation's capital and 

traces of the Hapsbvurg and Austro-Hungarian monarchial neglect, even 

abandonment, had to be eliminated. Restoration was inevitable, is was a great 

opportunity to go beyond a mere repair of its structures. The restoration tumed 

Hradcany to the nation's symbol of fi-eedom, dignity and culture. Tomás G. 

Masaryk, the first President of the Czechoslovak Republic, appointed Plecnik "The 

Castle Architect." Plecnik significantly understood the aesthetic spirit within the 

Castle and reflected it through his abstraction of classical architecture to connect all 

periods of art history. It is difficult to imagine how Hradcany really looked before 

Plecnik's arrival on the scene. His architecture penetrated deeper than merely 

incorporating correct proportions and detail in gently molded forms; he reflected the 

President's philosophical views on fireedom and democracy. 

Afiter Prague's 1989 Velvet Revolution, history repeated itself and the results 

of Plecnik's extremely sensitive understanding of democratic and humanist 

architecture was revived when Václav Havel spearheaded the reopening of the 
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"Enchanted Castle." This unveiling required restorations that demanded analysis of 

Plecnik's approaches and his awareness of this delicate mission. 

The revival of Plecnik's architecture, motivated this study to expose the 

power of architecture in political, social, and cultural perspectives. Plecnik was able 

to create such architecture that incorporated philosophy manifested in stone to be a 

symbol for fiiture generations. This was clearly recognized by two distinct 

generations separated by more that seven decades. 
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CHAPTER 1 

INTRODUCTION TO THE STUDY 

1.1. Problem Statement 

Infinity is an attribute associated with the work of very few architects. Joze 

Plecnik is one of these few men who used architecture, art, and design as a sacred 

tool to deliver their beliefs to future generations. 

At the dawn of the twentieth century and in the realm of Prague's modem 

currents where the rational approach was prevalent in most architectural schools, 

architect, designer and artist Joze Plecnik directed his creativity, in practice and 

theory, in a different path. He understood a language that has been long forgotten, a 

language where forms were the main vocabularies created in the world of classical 

architecture. Not only did he comprehend their art, but also he manifested his beliefs 

in humanity in these forms that speak an etemal architectural language. 

This study wiU introduce the work of Joze Plecnik, by presenting his 

contribution to Czech culture and politics in Prague's architecture. It wiU investigate 

how he succeeded in connecting two democracies in two different time eras; first, in 

the First Republic of Czechoslovakia between 1918 and 1938, as presented in the 

views of President Tomás Masaryk; and second, democracy after the 1989 Velvet 

Revolution which presented the beliefs of President Václav Havel. 



1.1 • 1. Background of the Problem 

The lack of awareness of Plecnik and his architecture among architecture 

theoreticians and critics of the twentieth century and its most recent revival is 

evidence that had an early rediscovery of his architecture occurred it may have 

changed for the better the path that modem architecture followed. In the 

introduction to his book Joze Plecnik, Architect, 1872-1957, Fran^ois Burkhardt, 

wrote: "An architect who lefit his mark on twentieth century architecture but who has 

been unjustly overlooked, because of the evolution of criticism and the modem 

movement." ^ Burkhardt made it clear that Plecnik's architecture was consistently 

overlooked between the 1920s and late 1980s. It is not a coincidence that Plecnik's 

architecture saw a revival when democracy was restored in both Czechoslovakia and 

Slovenia afiter the fall of the communist regimes in both countries. Plecnik's 

architecture blossomed with the retum of freedom and democracy. 

1.1.2. History and Context of the Problem 

The failure to notice Plecnik's architecture was not unintentional. This 

problem has been persistent for over sixty years. That is why this study should 

provide better understanding of the development of that problem and investigate why 

Plecnik's architecture was overlooked for such a long period of time. 

' Fran^ois Burkhardt, Claude Eveno, and Boris Podrecca, eds. Joze Plecnik, 
Architect, 1872-1957, Translated by Carol Volk. (Cambridge, Mass. : MIT Press, 
1989), 2. 



1.1.3. Purpose of the Study 

Today, Prague Castle is a major architectural attraction in the Czech 

Republic. Yet few people know the architect who revived this architectural 

monument at the tum of the 20th century afiter years of neglect by the Austro-

Hungarian Monarchy. It was renovated by Joze Plecnik between 1921-1935 to 

become not only the symbol of the capital of Prague, but also a cultural icon of 

Czechoslovakia. 

Surprisingly, architectural critics have overlooked Plecnik and his 

architecture for over half a century. The recent revival in interest of Plecnik's 

architecture connects the new democracy in the Czech Republic, following the 

Velvet Revolution in 1989, to the old democracy (1918-1925) of Tomás. G. 

Masaryk. It was President Masaryk who commissioned Plecnik as the architect of 

the castle. 

This study investigates why Joze Plecnik's architecture in Prague is so 

successfully identified with the new democracy. It will describe how his 

accomplishments in Prague contributed to the nationalistic euphoria accompanying 

the birth of the Republic of Czechoslovakia afiter WWI. This democracy, defmed by 

Masaryk in the 1920s, and repeated rather amazingly by Václav Havel during the 

1970s, provides the theoretical framework for the analysis of Plecnik's architecture 

in Prague. 



1.1.4. Signif cance of the Study 

One of the main reasons, which contributed to the delay of rediscovering 

Plecnik's architecture is the lack of literature on the subject. This study should help 

in promoting an understanding why critics now identify and tie Plecnik's architecture 

to democracy, whether it was the earlier, defined by T. G. Masaryk, or the latest, 

defined by the writings of Václav Havel. 

Under the deficiencies of literature regarding Plecnik's architecture, this 

study, is a fruitíul addition to the literature that remains very limited. 

1.2. Design and Methodology 

The rationale of the selection of the body of material will focus on sources 

that present primarily Plecnik's architecture in Prague, T. Masaryk's philosophy and 

Václav Havel's writings about democracy. Therefore, the methodology in the study 

will be using a qualitative / historical research design. 

The methodology, including definitions, research design, primary and 

secondary sources is described in more detail in Chapter 3. 

This study is organized in seven chapters. The First Chapter is an 

introduction to the study. It includes background, history and context of the problem 

statement and how it was developed and narrowed down to a specific purpose for the 

study. It also describes the significance of such a study as well as the methodology 

that was used in the research development. 



The Second Chapter focuses on the literature review based on definitions and 

articulations for the theoretical framework. It also contains a brief biography of Joze 

Plecnik. 

The following chapter introduces the guiding strategies used in the research 

phase of the study, defining the researcher's role, research design, research diagram, 

primary and secondary sources used for the study. 

The Fourth Chapter commences with his early years in Vieima as a drafitsman 

in MuUer's factory. It clarifies the reasons behind his relocation from Vienna to 

Prague, followed by a description of the architectural environment dominating 

Prague on his arrival. After his arrival in Prague, he kept his hopes for a possible 

return to Vienna until it diminished with the rejection of his candidacy to replace 

Professor Otto Wagner, the director of the Academy of Fine Arts. Plecnik's work in 

Prague can be classified in four categories: teaching, Hradcany, civic design and the 

Church of Sacred Heart. 

The Czech people's response to Plecnik's work falls into two categories: 

positive and negative. 

Afiter long argument about his accomplishment in Prague, Plecnik resigned 

from the castle for a permanent retum to Ljubljana, despite the opposition to this 

move of his admirers. 

An articulation on the theoretical framework is provided in Chapter 5. It 

includes definitions of democracy according to presidents Masaryk and Havel with 

biographical introductions to both statesmen. Although neither Masaryk nor Havel 



defined democracy in a clear statement, their contributions to Czech politics provide 

an imderstanding of their notions and perception of freedom and democracy. 

In the light of the sources and data collected in the research phase, 

interpretations and analysis are demonstrated in the Sixth Chapter. Plecnik's 

architecture was influenced by several sources such as Wagner's school, Semper, 

Tomás and Alice Masaryk, and Plecnik's travels and excursions. These analyses are 

followed by interpretations about the recent arguments in interest of Plecnik's 

architecture: Modemist, Czech Cubist or Post-modemist. This chapter ends with a 

summary about the main characteristics of Plecnik's architecture. 

Finally, Chapter Seven presents a summary and conclusion involving the 

connection of Plecnik's architecture with the democracy of Masaryk and Havel. It 

sorts the reasons that delayed the rediscovery of Plecnik and his architecture. 

Plecnik's revival made it possible for architectural exhibits to take place in 

several European and American cities. Also, the revival affected several design 

decisions in the recent restoration projects of Prague castle. This revival was not 

limited to architectural studies; Plecnik became a symbol of heroism for the new 

republic of Slovenia, which separated from the federation of Yugoslavia more than 

three decades afiter his death. 

Lastly, due to the limitation of current literature and the delay of his 

rediscovery, architect Joze Plecnik deserves more studies that can introduce his 

architecture to the architecture world (pedagogical and professional). 



CHAPTER2 

LITERATURE REVIEW 

2.1. Introduction to the Study 

The phenomenon of the revival of Joze Plecnik's architecture in the post-

communist Prague is central to this study. It will illustrate Plecnik's architectural 

contribution to the iconography of democracy, and on the other hand, wiU elaborate 

on how Tomás G. Masaryk's ideas of democracy contributed philosophically to 

Plecnik's architecture. History repeated itself almost half a century later; Václav 

Havel's democracy supported its revival in a similar fashion. The first Czech 

democracy was based on Masaryk's ideals that helped establish the political system 

in the newly bom Republic of Czechoslovakia. This epoch was called the era of the 

First Republic or "První Republika," and lasted from 1918 until 1938. 

Fifity ycEirs later, afiter the fall of the Berlin Wall heralded the end of the Cold 

War, a new democratic system took control in Prague. Václav Havel's views and 

definitions of democracy contributed to defming the new democracy that represented 

the "public" of Czechoslovakia. 

2.2. Theoretical Framework 

The ties between the Masaryk and Havel democracies are not coincidental. 

Havel, with his insistent opposition to the communists who mled Czechoslovakia 

from 1948 unfil 1989, enabled him to become, in the eyes of the West, "Masaryk's 

Successor." 
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The shared political and aesthetic views of these two leaders contributed to 

the rehabilitation of the Hradcany first in the 1920s and then again in the 1930s and 

the revival of Joze Plecnik, who was personally appointed by President T. G. 

Masaryk as "the Castle Architect," in a very delicate mission to convert and 

democratize the neglected monarchist castle. This rehabilitation project repeated 

itself when President Václav Havel made the decision to renovate Hradcany afiter 

years of mistreatment by the commimist govemment, which of course meant 

restoring the architectural contribution of Plecnik nearly seven decades earlier. 

According to the critics, the 1989 revival of Masaryk's "Democracy based on 

Humanist Ideals" also contributed to the broader revival of Plecnik's architecture in 

Prague. However, there were earlier attempts in the West to restore Plecnik's work 

even before the Velvet Revolution. For example, through the exhibition of Plecnik's 

work in Pompidou Center in Paris, which excited public and professional acclaim. 

This does not mean that the revival in interest of Plecnik contributed to Masaryk's 

democracy revival. It would be more accurate to say that both political and 

architectural revivals were mutually supportive. This collaboration between 

president and architect today is similar to the work on Hradcany between 1921 and 

1935 when president and architect became intellectual allies in their mission to tum 

the monarchist castle into a completely accessible castle that represents the public 

and clearly carries the national symbols. 

Initially, the theoretical framework for this study was intended to reflect the 

democracies defined in the eyes of the public of Czechoslovakia at the dawn of the 

twentieth century and similarly at the end of the century afiter the Velvet Revolution. 
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Because of the considerable breadth of definitions of "public" this effort must, of its 

size, fall outside the scope of this work. Instead, the theoretical framework wiU be 

based on the views of the two most significant leaders of Czechoslovakia and the 

Czech Republic; T. G. Masaryk and Václav Havel, and their personal interpretation 

of Democracy to represent the "public" of Czechoslovakia. This study wiU tie both 

democracies to the accomplishments of Plecnik in Prague (Figure 2.1). This genuine 

respect for the concretizing of ideology—translating philosophy into stone~is 

extraordinarily similar to the client/architect relationship in the original and most 

recent efforts of democratizing Hradcany. 

Democracy definedby 
President Masaryk 

D em o cracy int erpret e d by 
Architect Joze Plecnik 

Democracy definedby 
PresidentHavel 

Figure 2.1. The Theoretícal Framework Diagram. 

Source: Author 

Masaryk's and Havel's views of democracy are clearly articulated in their 

works and made accessible to the public. Democracy, according to the public of 

Czechoslovakia, is a very broad concept, one which could limit a study of this 



nature. Masaryk and Havel made personal contributions to Plecnik's architecture 

through their admiration and understanding of the man and his art. The Masaryks 

(Tomás and his daughter, Alice, who was as much a client as her father) developed a 

close relationship with Plecnik that enabled the architect to accurately reflect their 

stated views in his design. Later, President Havel personally contributed to the 

revival of Plecnik's architecture by providing his intellectual interest initially to the 

great exhibition of Plecnik's work on Hradcany in 1996, and then by spearheading 

the recent renovations performed by the Czech architects, Burián and Crickettová, 

who demonstrated their love and understanding of an architecture having tme 

meaning. 

Masaryk's decision to adopt Plecnik as his architect early in the 20* century 

had clear public reactions. The responses could be classified in two categories: 

positive and negative. There were these who applauded the decision because they 

saw in Plecnik an understanding and sensitive artist who understood the Czech 

heritage and cultural biases, and who could abstract and reinterpret them with three-

dimensional exactitude. Others could not get past the ethnic barriers, and thus with 

the results of his abstraction, Plecnik was viewed as an alien, that does not belong to 

the Czech culture. 

2.3. Joze Plecnik: Family, Educaiton, Ljubljana, and Politics 

Joze Plecnik, the son of Andrej and Helena Plecnik, was bom on 23, January, 

1872, in Ljubljana, capital of the Austro-Hungarian province of Camiola. His father 

was a cabinet-maker with a calm personality reflecting an artist's understanding, 

10 



while Helena was a determined and motivated mother. Plecnik inherited a character 

that combined both of his parents' personalities, viewing the world as a dreamer with 

realistic perspicacity. He grew up in a strong Catholic environment, however 

tempered with a "breath of moderate liberalism"' originating from his father. 

At Plecnik's birth, Ljubljana was a small town with a population of only 

30,000, and dominated by an economically strong German minority. This 

overbearing control from this minority in his youth stimulated his mature enthusiasm 

for the promotion of Slavic cultures in both Czechoslovakia and Yugoslavia. 

Growing up, he leamed from his father's profession how to view fumiture. 

Through it he discovered his passion for design. According to Damjan Prelovsek: 

"The young Plecnik loved drawing, but often had to conceal his passion from his 

father, who, with his bourgeois outlook, feared his good reputation would be 

threatened: the family did not want a bohemian for a son." At school, he did not 

reach the high academic levels that his elder brother Andrej and the younger Janes 

achieved. Because of his poor performance, he was dropped from the first class of 

his secondary school, and retumed to work in his father's workshop with the 

family's expectation that he would inherit his father's shop. 

Plecnik's first imintentional step toward the profession of architecture 

occurred when he was 14 years old and entered vocational school to leam to be a 

draftsman, the first step along the way to be a cabinet-maker. With success here 

' Damjan Prelovsek, Joze Plecnik 1872-1957 Architectura Perennis, Trans. 
Patricia Crampton and Eileen Martin, (New Haven, Connecticut: Yale University 
Press, 1997), 4. 
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later, in 1888, he attended the recently opened School of Crafits in Graz, where he 

received excellent training as a cabinet-maker. He worked rigorously in daily classes 

from 7a.m. to 7 p.m. Here, he met the architect, Léopold Theyer, who was at that 

time in need for a draftsman. He hired Plecnik in his atelier to work on his projects 

after school hours and on Sundays. Theyer, a graduate of the Viennese Technical 

University and the Academy of Fine Arts, was an excellent architect and a fine 

instmctor. This proved to be a great advantage for Plecnik for it enabled him more 

quickly to widen his knowledge in architecture in both the practical and theoretical 

fields. 

Working as an independent cabinet-maker in Graz or Ljubljana could not 

promise a successful career. It was his father's early death, however, that prompted 

his move to Vieima on completing his training because he was considered too young 

to take over his father's workshop. With this option denied, Plecnik had few others 

and decided to seek his fortune in Vienna. 

In 1892, he traveled with Leopold Muller to Vienna. MuIIer was a former 

student of Theyer, and one of the owners of the Imperial and Royal J.W. MuIIer 

Court Carpentry business with whom Theyer did business. The latter must have 

recommended Plecnik to MuIIer and thus he must have considered his pupil to have 

considerable ability. 

His first two years in Vienna are not easy to reconstmct because Plecnik did 

not like to look back to that period in latér life. However, it must have been a 

Prelovsek, 1. 
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considerable experience for young Plecnik since he produced drawings of fumiture 

design for clients like the Zacherl family who later became his own architectural 

patrons. The whereabouts of Plecnik's initial products remain a mystery, though he 

became involved in the production of fumiture for the imperial family who later 

became his own clients also. "It will never be possible to reconstract everything that 

passed through his hands in the two years he spent working with Muller," Prelovsek 

reflected.^ 

2.4. Research Methods Used in this Study 

Despite the lack of published research about Plecnik and his architecture, the 

literature review covers most of the sources that are available in either Czech or 

English. Some of the current texts are translations of translations.'* Instead of relying 

on these second generation translations, this study focuses on analyzing the original 

literature, which is classified under two categories; primary and secondary sources. 

Of these, the literature search concentrated on that which describes Plecnik's 

architecture specifically in Prague. Translations from their original Czech texts into 

English of articles published in the 1910s and 1920s provide a vital contribution to 

the knowledge of Plecnik in the West. Copies of these Czech texts were obtained 

from the Museum ofDecorative Arts in Prague. 

^ Prelovsek, 3. 
^ For example Joze Plecnik, Architect: 1872-1957, is an English translation of 

a French text translated of German, Slovenian, and Czech texts. 
13 



The study concentrates on answering specific historical questions that 

provide a better vmderstanding of the following fields: 

1. Who was Joze Plecnik? 

2. How did he rise to be a major twentieth century architect? 

3. What were the roles of both Presidents (Masaryk and Havel) with Plecnik' s 

career/rediscovery? 

4. What are Masaryk's and Havel's definitions of democracy? 

5. Why did Hradcany become a symbol for the new republic of 

Czechoslovakia? 

6. How did Plecnik interpret Masaryk's concepts of democracy in his designs 

for Hradcany? 

7. Did Plecnik's relationship with Alice infiuence his design decisions? If so, in 

what way? 

The research methodology used in this study is based on qualitative 

historiography, described in chapter 3. 

In summary, it is important to note that the theoretical framework used to 

analyze Joze Plecnik's work in Prague in this study is based on an understanding of 

two democracies. Chapter 5 will articulate the basic and mutual characteristics of 

these two democracies. 

14 



CHAPTER 3 

RESEARCH DESIGN 

3.1. Definitions for the Methodologies Used in the Study 

The overall guiding strategies used in the study are based on qualitative 

inductive logic traditions. Unlike quantitative studies, it will not describe a 

phenomenon by counting, analyzing, and inferring larger pattems. Instead, it will 

provide an explanation with words, photos, comments, and translations of the 

historiographic sources such as artifacts, primary and secondary sources. The 

qualitative historical research is based on analytical techniques that will try to 

reconstract the multiple realities of the process of Plecnik's career and its 

involvement in Prague's political environment. 

The researcher's role is clearly that of an observer, and the limitations of this 

study require, as in every qualitative study, many similar studies to develop a 

grounded theory. The current available literature that investigates and analyzes 

Plecnik's architecture is very limited. Damjan Prelovsek and Peter Krecic are the 

most recent primary sources of Plecnik's biography. Despite their attempts at 

analysis, most of their work is descriptive, though well stractured. Joze Plecnik, 

Architect, 1872-1957, edited by Fran^ois Burkhardt, Claude Eveno, and Boris 

Podrecca, is one of the very few sources that provides analytical interpretation. In 

addition, the only work that ties Plecnik's architecture to Masaryk's democracy is the 

documentary film: Drahy Mistfe or Dear Master, produced in Prague, 1996, by ICF 

a.s., Studio 61. It is through the investigation and analysis of the magazine articles 

15 



of the day that a broadening of knowledge regarding Plecnik is due. These, of 

course, are mainly in Czech and Slovenian, but a few are in German and English. 

3.2. Research Design 

The methodology in the study will be using a qualitative historical research 

design. Figure 3.1 illustrates the research diagram that reflects the inductive process 

showing the researcher's role as an observer or "outsider." The data collection 

strategies involve literature investigation in documents that provide information on 

Joze Plecnik's career, and Masaryk's and Havel's democracies. However, it must be 

recognized that this work focuses only on the professional life of Plecnik in Prague 

between 1911-1935 and the recent revival of his work after 1989's Velvet 

Revolution. As seen in the research diagram, the inductive logics research is visible 

in the levels of data and analysis leading to the "Problem Statemenf' in the center of 

the diagram. 

Boolean operations are used to extract knowledge at the intersection of the 

three categories which is the main strategy in the data sampling (Figure 3.2). 

The next step analyzes the data, collected previously. This is done by 

sorting, chunking, encoding and synthesizing the data into pattems. Triangulation of 

data and comparisons are used to validate the data development. 

16 
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The selection of the body of material researched in the literature review 

focuses on sources that present Plecnik's architecture primarily in Prague, T. 

Masaryk's philosophy and V. Havel's writings about democracy. The sources are 

classified in the foUowing categories: 

1. Artifacts presented in buildings that exist, and which are: 

(i) designed by Plecnik. 

(ii) Projects no longer existing. 

(iii) projects that were mere sketches and not constmcted. 

This study is based on photographic docimientation and/or 

documentaries illustrating these stractures or designs. 

2. Primary sources, written at the tum of the twentieth century in Czech 

joumals translated into English by the researcher. 

3. Secondary sources, are those publications which iUustrate Plecnik's 

architecture in more general aspects, including his work in Vierma at Otto 

Wagner's school; his accomplishments in the city of Vierma; and his city 

plaiming proposals for Ljubljana. 

The Final last part of this study includes conclusions and simimaries, as well 

as identifying future studies necessary to continue the development of the 

understanding of the most neglected architect of the twentieth century. 
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CHAPTER 4 

PLECNIK'S ARCHITECTUREIN PRAGUE 

4.1. Plecnik's Early Years in Vierma 

Of Plecnik's early years in Vienna, Damjan Prelovsek beheved that: "[a]t that 

time he was still an extremely undecided youth, lacking in self-awareness and 

confidence, and not really knowing how to shape his life, despite the [long-distance] 

patemal care bestowed on him by his elder brother."' However, the facts of his 

career development might indicate that he was far from being the weak personality 

hinted at in the literature. In his employment with MuIIer, he had to have dealt with 

the representatives of the crown family, imperial court officials and other successful 

businessmen, hardly the activity of an ineffectual man. In the course of design, 

fabrication, and delivery, MuIIer depended on him to provide the quality drawings of 

the factory and organizational skills necessary to compliment his design ability. If 

we examine where Plecnik was in terms of his future, his doubt may have been 

concemed more with the particular career that he was seeking rather than the lack of 

self-awareness quoted from Prelovsek. His career options were several: art, 

fumiture, interior design, and even architecture, all would fall naturally under his 

purview, given his experience to date. What we loiow about his interests in 

hindsight, he must have sought a career that would accommodate the latent creativity 

carried in this young enthusiastic spirit. 

' Prelovsek, 3. 
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Plecnik's ambition was to be involved with everything conceming design. 

That is why he was a regular visitor to most art exhibitions in Vienna. These led him 

to come to a decision that his work with MuUer was not leading him to the career he 

most wanted, "deciding that his future lay exclusively in applied art."^ 

With the support of both his brothers, he decided to pursue an academic 

career and applied to the School of Arts and Crafts of the Austrian Art and Industry 

Museum, in 1893. He was rejected by Hermann Herdtle, the director of the 

architectural department. Despite obvious disappointment, this action clearly 

suggested that Plecnik had made, or was in process of deciding to make architecture 

his life. 

Plecnik's enthusiasm towards architecture increased after his visit to The 

third Intemational Art Exhibition in Vieima's main exhibition place, the 

Kiinstlerhaus in 1894. He said: 

And then, one fine Sunday aftemoon, I came to the K nstlerhaus-and as God 
wills-l saw exhibits of sketches by Otto Wagner-I think the collection was 
shown on his appointment as Professor-I don't know how and what-any 
more that I know where I took courage and ideas from-other than God and 
my stupidity I had no one in the whole of great Vierma. Rudolf Brendt (sic). 
I knew by sight from the atelier-I went up to him and asked him for a 
recommendation. Yes-he said-I will recommend you, but not to Wagner-to 
Luntz. In God's name-so I went to Luntz and there met-as I later realized, 
his son. He let me go-and I went back to the assembly hall from there with 
my roU of drawings-applying without a recommendation to Wagner.^ 

^Ibid.,3. 
^ Prelovsek, 4. Referred to a letter from Plecnik to Cateriliz dated 10.2.1928 
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4.2. The Delay in Plecnik's Acceptance to Wagner's School 

Plecnik's application process to Wagner's school is a difficutt one to fiiUy 

comprehend. He was admitted the first time he applied but had to wait a full 

academic year to reapply. It is unclear, however, whether Plecnik did study at the 

academy during the whole of this first year. The available literature does not state in 

any detail this particular academic process or progress. The two main sources for 

Plecnik's biography are Damjan Prelovsek's Joze Plecnik 1872-1957 Architectura 

Perennis published by Yale University Press, and Peter Krecic's Plecnik the 

Complete Works published by Academy Editions. When investigating Plecnik's 

application to the Academy of Fine Arts headed by Otto Wagner, both Prelovsek and 

Krecic referred to the same source, which is France Stelé's Arch. Joze Plecnik v 

Italiji (Architect Joze Plecnik in Italy). 

According to Prelovsek, Plecnik applied to Wagner's school "without the 

relevant education in architecture and humanities"'^ He referred to Stelé's statement 

that Plecnik's acceptance was delayed because he needed to "acquire some 

preliminary knowledge in an atelier."^ 

On the other hand, Krecic, referring to Stelé, believed: 

The drawings presented to Wagner by Plecnik were probably few, but they 
demonstrated a confident and practiced hand. The conversation between the 
two was clearly useful, but it must have become obvious that Plecnik's earlier 
training did not adequately equip him for a place at the Academy. Stelé's 
suggestion that he and Wagner agreed to a compromise is probably accurate: 

"* Prelovsek, 4. 
^ Ibid., 5. 
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Plecnik was to work in Wagner's studio and re-apply to the Academy the 
foUowing year.^ 

Neither of the previous texts suggests any other possible reason that might 

have influenced Wagner's decision. It is possible that he was convinced that Plecnik 

had the proper qualifications to enter his school but had to delay acceptance for legal 

and/or pedagogical purposes. Wagner, who had been recently appointed to the 

position of Professor heading the Vierma Academy of Fine Arts, might have 

hesitated merely to avoid any possible controversies among the Academy's faculty 

or even in the eyes of the crown family, for admitting a Slovene student based only 

on his design experience and on his shallow educational background. AIso, it could 

be possible that delay was created solely around the issue of ethnicity. In Vierma's 

political envirormient at the end of the nineteenth century, perhaps there was political 

pressure exercised over the academy to limit the number of students with Slavic or 

other minority origins. Whatever the reason was, Wagner must have sensed the 

potent creativity of this young spirit and decided not to waste or depress such a talent 

for he hired him to work in his own private atelier for that particular academic year. 

While acknowledging perhaps a pedagogical flaw in Plecnik's arsenal, Edo 

Ravinkar reflected that "Plecnik had neither the proper qualifications nor sufficient 

knowledge of mathematics and physics to exercise a serious pedagogical activity." 

He later recognized the strength in Plecnik's ability to lead a school, for he noted that 

"he had something rare and essential: a great sensitivity and a quick spirit, qualities 

Peter Krecic, Plecnik the Complete Works, London, United Kingdom: 
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that transcend pure intellect and the mastery of conventional knowledge."^ 

Ravinkar's evaluations would only have been accurate if they were applied to young 

Plecnik only before attending Wagner's school because he covered all his 

weaknesses, if any, in Wagner's school. The nomination of Plecnik to replace 

Professor Wagner, an event that occurred three times, is urmiistakable evidence for 

that interpretation of abilities. 

Plecnik worked in Wagner's studio for the year 1894-1895, and enriched his 

knowledge and portfolio. This enabled him to re-apply successfully in the following 

academic year to Wagner's school. According to Prelovsek: "The year with Wagner 

came to an end and Plecnik was once again at a loss. Only when Wagner let him 

know that he would be glad to have him as a pupil did he pluck up his courage and 

Q 

registered at the Academy again." It seems that this statement of Prelovsek is also 

not entirely accurate because working for the most successfiil architect in Vienna, if 

not in the entire Austro-Himgarian Empire, should not have forced Plecnik to "come 

to a loss" by the end of the academic year as suggested above. 

Until his graduation Plecnik had no serious travel experience; "he had 

traveled no further than Graz [and Vierma]."^ Because of the success in his 

graduation diploma work, he won the Rome Scholarship or Staatsreisestipendium. 

Academy Editions, (1993). pp. 15. 
^ Fran^ois Burkhardt, Claude Eveno, and Boris Podrecca, eds. Joze Plecnik, 

Architect, 1872-1957, Translated by Carol Volk. (Cambridge, Mass. : MIT Press, 
1989), 11. 

^ Prelovsek, 5. 
^lbid., 19. 
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Thus, after his graduation from Wagner's school, he spent the foUowing year 

ttaveling in Italy, France, England, Belgium and Germany. Italy had a great impact 

on him. He dedicated four months for the study of Rome alone. After his long tour, 

he returned to Ljubljana, in 1899, hoping to acquire some architectural projects since 

the city was being rebuilt after the strong earthquake that devastated it in 1885. 

However, he did not stay long in Ljubljana because he failed to receive commissions 

for any major project. His work was limited to a little nursery garden that he 

designed almost for no fee. 

Figure 4.1. Otto Wagner's depiction of the Aspemaltz in Vienna in 1897. 

Source: Clifford A. Pearson, "Finding the Roots of Modemism and 
Multicultural cities in Central Europe," in Architectural Record, 10 (2000): 
75. 

In autumn 1899, Plecnik retumed to Vienna to work in Wagner's studio, 

where he worked until 1900. At this time, he decided to become a freelance artist, 

although his brother Andrej objected to the idea urging Joze to seek a safer way. In 
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the summer of 1901, he received an invitation from Jan Kotéra to join the College of 

Applied Arts and Crafts in Prague. Yet Plecnik, who was grateful for the invitation, 

did not accept it. He finally made the move ten years later, in 1911 when he 

officially was appointed to the School of Arts and Crafts in Prague after failing to 

follow Wagner's footsteps in the Vierma Academy of Fine Arts. 

4.3. The Move to Prague 

Plecnik's desire to move to Prague goes back to his early years in Vienna 

when he was working for MuIIer. He always believed that Prague could be a 

wonderful altemative to his work in Vienna. His belief in the Pan-SIavic cultures 

supported this idea. His move was motivated by several possible reasons. One could 

be the attraction of Kotéra's offers for teaching in Prague, considering that such a 

position would provide a financial stability that Plecnik, the freelance artist, was 

lacking in Vierma. However, Plecnik took much time in finally deciding to make the 

move to Prague. Another motivation for Plecnik to move could have been the rise of 

the national movements in the region. It is possible that he realized that his Slavic 

origin would be an obstacle to his career in Vienna with the rise of the German 

nationalist movements. However, the difficulties in designing the Church of the 

Holy Spirit was probably the strongest motive that made him decide on leaving 

Vierma. 

At the begiiming of 1909, an Ottakaring priest approached Plecnik and asked 

him to build a church in one of the most neglected districts in Vienna. It became a 

significant project in his career because it allowed him to demonstiate his belief in 
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the sacred arts and revealed his great creativity in developing Wagner's engineering 

solutions by integrating them with expressive liturgical elements. Plecnik's 

innovation was in the use of the newly rediscovered material; concrete. Perhaps 

influenced by Cubism, he developed Wagner's wood and metal engineering 

solutions to concrete and steel. In 1910, the Duchess of Hohengerg,'° Prince 

Franfois Ferdinand's wife, agreed on providing support to the church building 

committee. This involvement led to the crown's attempt to influence Plecnik's 

design by suggesting a design that reflects a traditional columned basilica. In 1911, 

he was required to send the proposal drawings for a review to Crown Prince 

Ferdinand who rejected Plecnik democratic approach in the church by calling it "a 

mishmash of Russian bath + stables + a temple of Venus."" Plecnik boldly rejected 

this interference and the changes suggested did proceed with the support of Wagner 

and the Society of Austrian Architects. This resulted in Plecnik incurring the 

Princess's anger, and quite possibly Prince Fran^ois Ferdinand as well. This may 

have been a major contribution influencing his decision to move to Prague. 

Another contributing cause for Plecnik's move to Prague was the rising 

tension at Wagner's school, where there was an obvious ongoing stmggle between 

two distinct parties, the "upper" and "lower" social classes. Olbirch, Hoffman, 

Bauer and Fabiani presented the upper class on the superior level, whereas Plecnik, 

Kotéra, Kovacic, and Kastelic, represented the other party. The tension between the 

^°Prelovsek, 81. 
" Ibid., 85. 
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two parties grew by the constmction of the Zacharel house. That tension was one of 

the reasons that encouraged Plecnik - and others- to move to Prague. 

4.4. The Rejection of Plecnik's Candidacy in Vieima 

After moving to Prague in 1911 he kept up with Vienna by visiting the 

constraction of the Church of Holy Spirit and contributing to the design of the 

interior details. His belief in the sacredness of art is demonstrated in the fact that he 

contributed to that process at no cost. After his arrival in Prague, Plecnik considered 

a possible retum to Vienna. The rejection of his nomination to replace Wagner at the 

Academy of Fine Arts in Vienna made him abandon the idea. 

Finding a successor for Wagner was a major concem in Vienna, not only for 

the Academy, but also for the Royal family, which was significantly involved in the 

selection. At the end of the academic year 1911-1912, Wagner plarmed his 

retirement. For this, a small exhibition of the works of former students was held, 

suggesting that one of them might become his successor. Although a committee of 

professors at the Academy unanimously selected Plecnik, Prince Fran^ois Ferdinand 

"had entirely different plans."'^ He unceremoniously rejected Plecnik's nomination 

for the position by postponing Wagner's retirement for another academic year. The 

nomination intrigue was repeated vmtil the third round when Leopold Bauer was 

nominated alongside Plecnik. This gave Prince Ferdinand the opportunity he needed 

to reject Plecnik once more and end the stalemate by approving Bauer. 

'̂  Burkhardt, 49. 
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Plecnik, very concemed, foUowed all this conniving from Prague. After the 

appointment of Bauer, Plecnik's hopes of retuming to Vienna were dashed. It is 

possible that the machination surrounding the design of the Church of Holy Spirit 

contributed to this rejection by Prince Ferdinand and perhaps his wife as well. With 

the rise of the national German movements, his Slavic origin must also have been a 

significant cause for that rejection. Edo Ravinkar commented: "Plecnik became the 

'popular' candidate upon Wagner's resignation in 1912, but his candidacy was not 

accepted. It was not the 'c' of his name that was at fault, but his modest national 

origin."^^ 

4.5. Plecnik in Prague 

Plecnik's admiration for the Czech people was founded in his early days in 

Ljubljana when he read the literary and artistic reviews that appeared in Bohemia. 

Plecnik considered the Czech nation the elite culture of the Slavic world. His own 

initial contact with the Czech public was in the joumal Volné Smêry {Free 

Directions) by Jan Kotéra in 1902. Kotéra was the president of the Mánes artistic 

circle, the publisher of Volné Smêry. Kotéra said in his introduction of Plecnik's 

words: 

Today I read a whole series of letters that I had received from Plecnik since 
the begiiming of our friendship - letters from our student days, letters from 
his travels, letters that talk about his work during difficult periods, as well as 
during easier times. Such rmity throughout! His mood varies of course, but 
the image remains essentially the same. That of a man who has a fixed goal 
and who advances toward it with a will of iron, conscious of each step he 

^Mbid., 11. 

28 



takes, subjecting his progression to unwavering self-criticism. He does not 
allow himself to be stopped by disappointment, or even - and this more 
uncommon still - by worldly success. He remains oblivious to the rocky 
terrain, focusing only on the long road ahead. He and his art appear before 
my eyes. I remember how he progressed at a sustained and rapid pace, 
despite the battles and deprivation. Already in 1895, at the Academy of 
Vienna, the young, modest Slovenian student quickly attracted attention. He 
was not immediately liked by all his fellow students, united around Otto 
Wagner. His meditative nature distínguished him from those who 
enthusiastically and unquestioningly followed the path traced by their master; 
he did not share their joy at the precursor of modernity, and yet he himself 
was among the first of the modems, a model for many.^'' 

Kotéra's friendship with Plecnik began when they worked alongside in Otto 

Wagner's offîce and attended his school in Vienna. The fact that they both had 

Slavic origins initially boimd their friendship. They were also considered among 

Wagner's best students. 

This article quoted above, among several written by Kotéra, presented 

Plecnik's architecture designed and constracted in Vierma to the Czech public. The 

pre-World War I period was very important for the Czech culture which was trying 

to distinguish a national identity apart from the Austro-Himgarian. The goal was to 

have a national identity that would be recognizably Czech and clearly differentiated 

from other European artistic movements. What could be applied to art can also be 

applied to architecture. In order to establish a national character for a new Czech 

architecture, Jan Kotéra and his followers, utilized the technical and scientific 

approaches that were the foci in the school of Otto Wagner in Vierma. Kotéra 

'"* Jan Kotêra, 'Joze Plcnik." Volne Sméry (Free Directions.) 6 (1902): 91-
106. 
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adhered to his master's teachings while applying a Czech touch to his Prague work. 

This approach led to a significant rise in rationalizing of the new Czech architecture. 

K. Tiege, a well-known Czech critic at that time, praised Kotéra's 

architecture as an "evolutionary axis of Czech modemity."'^ Tiege was one of the 

leading critics who defended rationalism in architecture.'^ Two Czech architects, 

Josef Gocar and Pavel Janák, students of Kotéra, questioned the rationalization of 

architectural forms. They were aware of possible negative results following the 

adaptation of art based purely on technology. The main difference between Kotéra's 

rationalism and Janák's cubism was that Kotéra's rationalism was derived from the 

notion of form following fianction, while in the cubism of Janák fimction in the realm 

of perception dominates the form. 

In this contradictory architectural environment, Plecnik arrived in Prague in 

1911. The cubists, who were well aware of Plecnik's architecture, were attracted to 

him. Warm ties between him and the young generation of Czech cubists were 

developed because they were conscious of the strength of Plecnik's spiritual values 

which confronted the rationalization of the recent Czech architecture. Despite this 

friendly relationship, Plecnik did not support the theories of the cubists. This is why 

his particular contribution to Czech modemity was located exclusively in his 

'̂  Karel Tiege, "Vudce Ceské Modemy," Kmen 12. 
16 Tiege's criticism contributes to the delay of rediscovering Plecnik's 

architecture, especially after claiming that his architecture was a capitalist product. 
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teachings at the School of Decorative Arts and in his architectural commissions in 

Prague.'^ 

Only a very few projects iUustrate Plecnik's work in Prague before the 1920s. 

There are two reasons for this. First, Plecnik fett that it was not appropriate for him 

to compete with Czech architects, especially in the difficult economic times for the 

nation during and after World War I. Second, Plecnik devoted all his time to 

teaching and the publication of his students' works. The few unrealized projects he 

had designed clearly carry his creative touch. The only published traces of his work 

at that period are sketches for Krivloklát cemetery and the monument of Siska. 

4.5.1. Plecnik's Teaching 

On 11, January 1911, Plecnik officially was appointed to a teaching position 

at the School of Decorative Arts in Prague. Jan Kotéra made this opening possible 

for him because he was given the responsibility for establishing a new architectural 

studio at the Academy of Fine Arts in Prague. Plecnik hesitated before accepting 

this offer: "I think — and I am telling you this today ~ that insofar as the destiny of a 

man depends on his peers, I put my fate in your hands." Thus, Plecnik moved from 

Vienna to Prague to continue his architectural odyssey. It was the first position in 

which he received a regular salary since he completed his architectural studies. '^ 

'̂  Burkhardt, 101-105. 
'^lbid., 86. 
'^ Ibid., 86. 

31 



Also, it was the first time, he had the benefit of university-paid vacations, a luxury 

which allowed him time to devote himself to the study of Slavic art.'̂ ''. 

Reflecting on Plecnik's move to Prague, Pavel Janák said that he reoriented 

the school's revolutionary modemity into "a mature modem classicism."^' The lack 

of sophistication in the majority of his students was one of the difficulties facing 

Plecnik during his teaching career in Prague; it was difficult for them to understand 

his theoretical backgroimd. Therefore, he reoriented his pedagogical methodology to 

the fimdamentals that he had leamed at Wagner's school. He believed that: 

The important thing is not who is guiding the student. A master has but one 
obligation: to help his student to leam, to see and to discover that one must 
continue to be optimistic in order to inspire confidence. The rest is 
unimportant. Life grabs each man in its arms of steel and pierces him with 
thoms.... If I served as a guide, I did so naively, without the slightest maxim, 
and I will continue to do so as long as it is God's will. 

This quote puts in plain words his pedagogy; he exposed his students to new 

works by organizing excursions and encouraging them to participate in exhibitions in 

order to raise their confidence. Plecnik published the work of his students at the end 

of the first year in 1912. Fran^ois Burkhardt considered his teaching to embrace a 

mixture of three styles, classical, nationalistic, and cubist. In addition to his 

architectural classes he taught industrial design. 

In the 1920s, two opposing types of architectural schools dominated Prague. 

Though under different authorities, Plecnik and Kotêra similarly deriving their 

^^ Ibid., 48. 
^' Ibid., 49. 
^̂  Ibid., 49. 
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influences from Wagner's school, the former devoted himself to teaching the 

heritage of Mediterranean architecture, while Kotéra established the foundations of 

functionalist Czech architecture by approaching it through contemporary rationalism 

prevalent in the development of architectural movements in Westem Europe. 

Kotétra's school could be described as a liberal school that tolerated a variety of 

directions. Plecnik's teaching was predicated on the patemal relationship with his 

students who admired his sentimental views about the arts. Plecnik had forty-nine 

Czech architecture students through his school. Most of them were to develop 

successfiil careers. Josef Stépánek, for example, was one of the students who held 

Plecnik as and fhroughout his life. When Plecnik died in 1957, Stépánek published 

an article titled "Josef Plecnik, Ucitel a Mistr," m. Architektûra, in which he 

illustrated the architecture and teachings of Joze Plecnik. He summarized, succinctly, 

Plecnik's career. The introduction of the article was: "A great architect passed away, 

a Slovenian artist, with an intemational significance, a successful pedagogue, a very 

loved teacher, a faithful friend of our Jan Kotéra, and above all a good person."^^ 

About his days in Vierma, Stêpánek said: "The unique part about Plecnik's 

work is that it was mostly approached with an apparent individual attitude. That is 

why it is not surprising to see many attempts to explore his architecture." 

About Plecnik's days in Prague, Stêpánek said: 

For us, it is known, from Kotéra's point of view, that Plecnik's art was sour. 
Yet, we must understand that Kotéra's point was introduced in a time the 
world was viewed with a colorful aspect through the eyes of the secessionists. 
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Josef, Stépánek. "Josef Plecnik, Ucitel a Mistr," Architektûra 4 (1942): 57-
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For the present time, it is more accurate to view Plecnik's work by receiving 
the knowledge of Plecnik's friends.^'' 

According to Stépánek's article, Plecnik's belief was: "If I want to create 

good architecture, I must be a good person."^^ 

However, Plecnik's teaching methods were criticised: Otakar Novotny, who 

was one of Kotêra's students said about Plecnik's teaching: 

Plecnik helps by intervening directly in his students' projects, which weakens 
their capacities for judgment. It is a maimer of teaching that leaves no visible 
trace. In time, his students give up the little they were able to perceive of 
Plecnik's grandeur, and elect to follow Kotéra's teaching rather than those of 
their own master, who nonetheless gave them the basis for a grandiose 
conception, made them attentive to detail, and refined their taste in the 
expression of ideas. Unfortunately, all this was unrelated to the 
preoccupations of the day. And had no real living content. We are therefore 
forced to conclude that this grand artist was basically only an episodic 
character in the evolution of Czech architecture.^^ 

With the increasing constraction in Prague following WWI, Plecnik did still 

not take on any commissions which he had not done from his arrival in the capital. It 

was against his morals "to take bread from the mouth of his colleagues in Prague."^' 

This may also explain why he took only small commissions in Slovenia while 

teaching in Prague. 

^̂  Ibid., 65. 
^̂  Ibid., 65. 
^̂  Burkhardt,87. 
^' Ibid., 50. 
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4.5.2. Plecnik and Hradcany's Renovation 

4.5.2.1. Hradcany before Plecnik 

Prague's Castle (Prazsky Hrad) is located in the Hradcany district of Prague. 

In Czech, the word ''Hradcany" is derived from "'hrad" which means castle. Though 

the term castle may mean one stracture, the Hradcany is a composite of buildings. 

Hradcany symbolizes the city's one-thousand-year-old age heritage. It was 

originally the home of the "Pfemyslovci" family at about 880-890 AD. At that time 

the pre-roman castle was larger than any other traditional castle. The stracture of the 

castle was adobe walls and wooden palisades. 

A straight paved road ran between the east and west gates. The west gate 

faces Levy Hradec, which is located in a small town currently called Zalov in the 

suburbs of Prague. The south gate faces the area immediately below the castle. The 

formation of the complex to accommodate the Prince and his retinue began at the 

southem side of the site, before developing along a straight axis to the south to 

spread all over the northem area. In the first half of the tenth century, of the Prince's 

buildings, the Rotunda of Saint Vitus and the Church of Saint Jifí composed 

Hradcany's site. Later that century, in the seventies, the tower of the monastery was 

built and became part of the overall skyline of the castle. 
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Figure 4.2. The land occupied in Prague's area between 4th and lOth 
centuries. 

Source: Stanková, 8. Edited by author. 

During the rale of Bfetislav I, in the middle decades of the eleventh century, 

towers above the west, south, and east gates became the official boundaries of 

Hradcany. An approximately five meter high block supported these towers. However 

following a disastrous fire in 1041, the palace was totally rebuilt. 

When Vratislav II was in power, between 1061-1092, Vysehrad's importance 

increased and eventually Hradcany lost its significance. However, its growth 

continued. After ftirther fires in 1091 and 1142, Hradcany was subject to many 

• 98 

reconstraction projects that contributed to its growing complex nature . 

^̂  Jaroslava Stanková, Jifí Stursa, and Svatopluk Vodêra. Prazská 
Architektûra: Vyznamné Stavby Jedenácti Století. (Praha [Prague]: Ing. arch. 
Jaroslava Stahková, prof Ing. Arch. Jifí Stursa, Doc. Ing. Arch. Svatopluk Vodêra, 
1990), 15. 
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1 .Rotunda St. Vitus 2. Basihca of St. Jiri 
S.HouseoftheBishop anda church 4. Royal Palace 
S.Castles outskirts 6. Church of Marie 

Figure 4.3. The reconstmction of the Slavic Castle. 

Source: Stanková, 8. Edited by author. 

At the begirming of the twelfth century, Hradcany had stone walls 

surrounding it erected, as well as churches, a cloister, and a residence for the bishop. 

Later, a large renovation took place during the mle of the prince Sobéslav 1(1125-

1140). It was he who moved the monarchial authority from Vysehrad back to the 

Hradcany. 

Sobéslav I wanted the building to have increased protection, so in 1135 the 

constraction of stronger walls commenced using white blocks. Similar blocks had 

been used in the constraction of the tall towers. Simultaneously, a palace 50 meters 

long and 10 meters wide was constracted. It contained a vaulted hall, prince's 

chamber and the AII Saints Chapel located on the eastem side. The southem wall of 

the palace facing the river Vltava was supported by a row of pentagonal towers 

divided by articulated windows. 
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I. Emporium 2. 1 he Prague Castle 
3.Vy§ehrad 4. Settlement around the castle 
5. Strahov 6. The settlemenl of Obora 
7. The settlement on the side of ihe eastle 8. Settlement (Na Pisku) 
9. The Bishop's yard 
10. The monastery of .lohanists with Travnicek Settlement 
IL Nebovidy 
12. Church ofSl. Vavrince at Petrin 13. Ujezd 
14. The south part of Ujezd at Smichov 15. Ujezd St. Hastal 
16. Porici and ihe gate of German Knights 17. Ujezd St. Martin 
18. Opatovice 
19. The settlement at the church of St. Lazar 
20. The Royal Court 
21. The lake and gate at the church of St. Jan 
22. Podskali 
23. The set1.1ement of Vysehrad 24. Nusle 

Figure 4.4. Prague at around 1230 

Source: Stahková, 8. Edited by author. 

The Gothic era in Prague started when Otakar II performed larger restorations 

and modifications to the castle resulting in increasing its defenses between 1253 and 

1278. Yet, it was Charles IV. who reflected his political successes in architecture. 

In 1333, after his arrival in Prague, he realized how neglected and abandoned the 

castle of his ancestors was. He issued orders to commence renovations immediately. 

St. Vitus Cathedral was one of the most significant additions to the castle under the 

rale of Charles IV. In 1383, Václav IV added the west wing to the central section of 

the castle. 

The start of the Renaissance era in Prague, foUowed the fire in 1541, which 

resulted in considerable damage to the St. Vitus Cathedral. In addition, the 

renaissance renovations contributed to the constraction of Prasny Most (Powder 

Bridge). In 1559, another additions was assigned. It was the constraction of the 

wing Sménovana, which contained govemment house (parliament). With the 
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increasing popularity of ball games, the Mícovna (the Ball Hall) was constmcted in 

the Renaissance epoch of Prague and formed a 60 meter long stracture across form 

the central wing of the Castle. 

Hradcany did not experience any major alterations until the twentieth century 

foUowing the birth of the new Republic of Czechoslovakia. After centuries of 

neglect, renovation projects were introduced. This time, with the instigation of the 

new President, the intervention was aimed at tuming the castle into a dignified 

complex that contains the national capital, the president's residence and the state 

iconographic symbol of the new republic. After 1948, Hradcany fell back into 

neglect, under the communists' rale. It was not until 1989 the Hradcany was to be 

restored again following the Velvet Revolution and the fall of the Berlin Wall. 

4.5.2.2. Hradcany's Renovation 

The main sections of the Hrad complex consist of three courtyards, southem 

gardens, westem gardens, the presidential apartments and St. Vitus Cathedral. 

(Figure 4.5) 

39 



Rampart Garden St. Vitus Cathedral 
(Na Baste) 

^ a ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ c í ^ f %3^<?4viaii Rampart 

Garden of Paradise 

Figure 4.5. Site plan illustrating the main sections of the castle. 

Source: Author. 

Before Plecnik's appointment for the restoration aná conversion project, 

engineer Karel Fiala was in charge of the archeological excavations that led to 

discoveries for significant stractures in Czech history. These archeological 

excavations took place in many sections of the castle and mainly in the Tfetí Nádvorí 

(Third Courtyard). In the early twenties Masaryk fmally decided on proclaiming the 

Prague's castle to house the govemment and the head of the state of the new 

republic. Thus, the first meeting between Joze Plecnik and Tomás G. Masaryk was 

in mid-November of 1920. It was an unusual meeting because Masaryk was looking 

for a creative architect who could interpret his ideas for iconographic fovmdations of 

the newly created Czech state through architecture. Plecnik was wonderfully 

sensitive to that demand. An imderstanding between the philosopher President and 
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the Slovenian architect was clearly demonstrated in the monument he designed for 

those who died for freedom, a project that Masaryk personally financed. Plecnik's 

idea was an obelisk with a constantly buming flame at the tip honoring the soldiers 

who died in the line of duty. He wanted the obelisk to be in one piece and so 

massive that it would be seen clearly from a distance. Plecnik considered this 

obelisk to be a focal point in his design solutions to reorganize Hradcany. Despite 

the fact that the tremendous granite obelisk was extracted successfuUy from its bed 

in the quarry, it was never raised because it fractured during transportation, 

difficulties that pressured Plecnik, unfortunately, to cancel the idea of erecting such a 

monument. 

Figure 4.6. Initially, the memorial was to be in the Garden of Paradise. 

Source: Prelovsek, 126. 

This obelisk was to be the symbol for the new democratic era of the young 

Republic of Czechoslovakia, besides being a memorial to those who died. The 
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extraction of the granite commenced in 1923. President Masaryk assigned the 

transportation to the Skoda factories and to the army. The idea of the obelisk 

received great attention from the public, lovers of sensationalism, and the specialists. 

The process of building the monolith was full of unfortunate incidents. In 1922, the 

first extraction was damaged, but in the summer of 1923 another extraction to began. 

While moving this monolith from Mrákotín to Prague a misunderstanding between 

the military and civilian escorts resulted in the second one cracking. The third 

extraction was smaller, only 15.5 meters, and it was successful. Using specially 

designed wagons and rails for transportation, it arrived in Prague during December, 

1924. Because of freezing temperatures and to avoid any possible risk of cracking it, 

the monolith remained in the train station after its arrival. Plecnik and Masaryk were 

not pleased with the monolith because it was smaller than Plecnik's original design. 

After these mishaps and foUowing much criticism from close coUeagues, Plecnik 

ignored the obelisk for about four years, until the celebration of the tenth armiversary 

9Q 

of the new republic. 

^^ Damjan Prelovsek, "Karel Teige a Mrákotínsky Monolit." Uméní 43 
(1995):111-112. 
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Figure 4.7. The realized version of the memorial was in the 3rd Courtyard. 

Source: Prelovsek, 93. 

Despite all the encouragement from the President and his daughter, Alice 

Masaryk, to complete it, Plecnik abandoned the original design. Ultimately, he 

designed a much simpler version of his initial composition. Though his original 

proposal for the obelisk included a crovraing Czech lion, sculptured by Stmsa, it 

inspired him later to design another rendition in 1926 to the victims of WWI at Lány 

while renovating the presidential residence. In this monument he placed a long 

roughly extracted though delicate piece of granite on a circular stone piUar and 

restraining it with four steel cables. The words, "I am as fragile as freedom," were 

carved into the granite. The top of the monument was crowned with a gilded statue 

of an eagle, similar to Plecnik's intention of crovming the monument at Hradcany 

with a Czech lion few years before. (Figure 4.8) 
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Figure 4.8. The war memorial for the fallen in WWI in Lány 

Source: Prelovsek, 130. 

Plecnik's projects at Hradcany were not easy missions; the sensitive artist had 

to cooperate with a very practical engineer, Karel Fiala, and many unimaginative 

ministers who tried to strengthen their political positions throughout the renovation 

of the castle.^" Throughout these many difficulties Plecnik gained great support from 

Alice, who was an enthusiastic and knowledgeable art historian. Her eagemess 

toward Plecnik tumed into a romantic relationship. Damjan Prelovsek described her 

feelings toward Plecnik: "at first Alice was skeptical, fearing that Plecnik would 

^^ Damjan Prelovsek described Plecnik's position "Plecnik found himself 
caught in crossfire from the Czech public, which often saw him as an imwelcome 
foreigner." from Fran^ois Burkhardt, Claude Eveno, and Boris Podrecca, eds. Joze 
Plecnik, Architect, 1872-1957. Translated by. Carol Volk. (Cambridge, Mass. : MIT 
Press, 1989), 52. 
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'loose the sight of Czech history,' but as their relationship developed into platonic 

love, she faithíully supported his ideas."^' 

The level of enthusiasm that Plecnik demonstrated in his work on Hradcany 

was extraordinary. "None of Plecnik's creations can compare in importance and 

breadth to the restoration of Prague Castie." Prelovsek said.̂ ^ Even after his retum 

home to Ljubljana, he visited the site every summer until 1935. AII Plecnik's works 

were outstanding, but that in Prague was the best. 

The work at Hradcany started in the westem part, in the gardens. The 

restoration of the garden ''Na Baste" (On the Bastion), or as listed in some literatures 

as the Rampart Garden, started in the second half of the nineteen twenties. It 

divided the garden into two parts relying on different grade levels. A courtyard, in 

which he used tiled pavement, and a garden at the higher elevation connected to the 

courtyard by a circular stairway, reflecting Plecnik's fascination about interior and 

exterior staircases art. His intentions were to convert the castle from its former 

fortress environment into an open public space, was clearly democratic. He 

accomplished this by opening the northem side of the "TVa Basté" garden with 

staircase leading to the "Jelení Pfíkop" (Deer Moat), and with a ramp leading to 

"Prasny Mosf' (Powder Bridge). 

The southem side of the castle was in a very neglected condition and 

stretched over a half a kilometer long strip. (Figure 4.9) Plecnik's solution for the 

Rajská Zahrada (Garden of Paradise) was radical. He designed large sweep of stairs 

^' Burkhardt, 52. 
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on top of brick arches leading into a large flat lawn beneath the presidential 

apartments. In the middle of that lawn, he designed a monolithic fountain sculptured 

out of one huge granite block. (Figure 4.10) 

'^m^ 
Figure 4.9. The Paradise Garden before 1919. 

Source: Prelovsek, 125. 

Figure 4.10. The Paradise Garden after the renovation 

Source: Prelovsek, 132. 

32 Ibid., 52. 
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The restoration of the First Courtyard was very significant because it served 

as the official entrance for the President until the Third Courtyard was restored. 

While designing the First Courtyard (První Nádvofí), Plecnik was aware of the 

Hapsburg family's ovenvhelming domination through the presence of the Mathias 

Gate. Plecnik succeeded in reducing the importance of this Gate by designing the 

pavement of the courtyard in a way that attracts the viewer's attention in several 

different directions and placing two flagpoles in front of the gate (Figure 4.11). This 

smart solution was achieved by assigning darker stones in the pavement pattems 

leading to new entrances penetrating the main facade of the courtyard, thus 

eliminating the remains of the monarchial traces. In addition, in front of Mathias 

Gate, he placed two large flagpoles to emphasize the power of the national symbols 

of the three-colored flag of Czechoslovakia. 

Figure 4.11. Flagpole in the First Courtyard in front of Mathias Gate. 

Source: Prelovsek, 92. 
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In the TfetíNádvofi (Third Courtyard,) Plecnik's solution was quite radical. 

He leveled the steep slope of this courtyard adding a flat, paved with granite, slabs. 

This constraction required him to expose a part of the foundations of the Cathedral 

of Saint Guy. On the southeastem side of this courtyard, the resutting new slab 

covered up parts of the ground floor elevation of the palace. As the reconstmction 

had started in that courtyard, archeological discoveries were revealed that provided 

great information regarding the oldest stractures in that area alongside the cathedral. 

Plecnik, deliberately, displayed these discoveries, which pointed to the first Czech 

State, by protecting them with the installation of a new concrete roof along the length 

of the cathedral, for the purposes of national interest. 

Alice Masaryk expressed her beliefs (developed through her studies, as an art 

historian) that Czechoslovakia was the ancient Greece of the Slavic world. Her ideas 

motivated Plecnik, who shared similar beliefs, particularly in his work on the 

stairway connecting the Third Courtyard (Tfetí Nádvofí) and the Garden of Paradise 

(Rajská Zahrada). The result was a marvelous staircase similar to that used centuries 

previously in the Royal Palace in Knossos, Crete. Plecnik placed a copper roof on 

top of wooden beams, and supported the beams with fovtr oxen, one at each comer of 

the staircase. (Figure 4.12) 
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Figure 4.12. Entering the Garden of Paradise by the Bull's Gate. 

Source: Prelovsek, 96, 149. 

During the renovation, it was decided that the wing located above the Garden 

of Paradise would house the apartments of the President of Czechoslovakia. Jan 

Kotéra's proposals for this satisfied neither Masaryk nor his daughter Alice. It was 

not surprising that they tumed to Plecnik who deeply understood the symbolic 

potential. This wing was in a very neglected condition. According to Damjan 

Prelovsek, "Plecnik's renovation was done as an uncompromising search for the 

absolute art."^^ Although the reception rooms at the first level retained their original 

baroque elements, Plecnik entirely redesigned the second floor. An "impluvium" 

was his solution to unite the whole series of the rooms at the intersection of the 

southem and main wings. In the center of that impluvium, he placed a granite 

fountain and opened all four sides of the impluvium with large arches. 

33 Ibid., 62. 
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FoIIowing Kotéra's death in 1923, Plecnik was nominated to replace him as 

head of Prague Academy. Despite enthusiastic support from Masaryk and Alice, 

Plecnik refused.^'' Masaryk had always tried to tie Plecnik to Prague and this could 

be one of the reasons why he named Plecnik as a member of the Work Academy and 

gave him the title "The Castle Architect." 

By 1932, the political environment in Prague had changed. Plecnik realized 

that after Masaryk's retirements as President his long sojoum in Prague was over. 

He realized that it was no longer possible for him to finish the restoration of the 

Hradcany in person. The unfinished work was left to one of Plecnik's former 

students, architect Otto Rothmayer, remained faithful to his teacher succeeded in 

recognizing Plecnik's desires in architecture. 

4.5.2.3. Plecnik's Resignation from Hradcany 

Plecnik worked on Hradcany's renovation until 1935, when he was invited to 

retum to Ljubljana, though there were numerous unfmished works on Hradcany. 

Plecnik resigned from his position as Castle Architect. Although Masaryk's political 

demise played a role in Plecnik's resignation, it was not the only reason that forced 

him to leave. Despite his success in the work accomplished during the first half of 

the 1920s, Plecnik's architecture in the second half of that decade was viewed more 

with dissatisfaction. Plecnik had irritated the Society of Friends of Old Prague when 

he originally proposed major changes on the Hradcany, such as his new city planning 

^^Burkhardt,63. 
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proposal to access the northem side of the castle with a looped road. The Society 

produced an aggressive memo signed by 245 Czech women. 

We have so many Czech architects who would lovingly and patriotically take 
charge of the necessary adaptation without harming the monument left to us 
by our ancestors. We are now allowing a foreign architect, using a foreign 
style, and with neither love nor sensitivity for our historical monuments, to 
do what the former hostile govemment did not do. The women of the Czech 
Republic beg of you: Save our Castle. ^̂  

The aggressive tone in the memo opened Plecnik's eyes and finally 

determined him to retum to Ljubljana where a new architectural school and a city 

devastated with the earthquake of 1885 was waiting for his retum with open arms. 

4.5.3. City Planning Proposals 

In 1957, Stêpánek published an article in Architektura about Joze Plecnik. 

He described the theoretical background on which Plecnik's city plarming was 

founded: 

If you remember Wagner's fundamental ideas in city planning, you wiU 
realize how revolutionary were his student's [Plecnik's] ideas; how they 
resembled the present. It is important to examine how they could address 
social problems created between the city and the countryside and, above all, 
you will realize how his humanitarian approach made him object to the 
present stracture of the industrial cities for its craelty showoi against the 
mankind.̂ * 

Although both Otto Wagner and his student Plecnik conceived civic design 

from the inspiration of Roman cities there was a contrast between the two 

^̂  Ibid., 93 
^̂  Stépánek, 58. 
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perceptions. Wagner envisioned city planning from the views of the Holy Roman 

Empire. For him, an ideal city plan should resemble a Roman city at its glorious 

peak. Plecnik's perception of the ideal city derived from the new rising Roman city, 

while young, flourishing and thriving and uncorrapted. It has the potential to 

become the future capital of its nation. Based on this perception, Plecnik's 

philosophy is clearly reflected in his civic design in Prague and Ljubljana. 

Considering that his diploma in architecture was based on entirely theoretical 

work, Prague was Plecnik's personal initial experience in city planning. He had, of 

course, worked with Wagner on many projects that involved city planning such as 

the Vieima city railway system and Danube canal projects, so he did not approach his 

work on Hradcany as neophyte. The main issue regarding civic design on Hradcany 

was, Plecnik believed, its connection to the old city of Prague. His early proposals 

attempted to solve the city planning issues through many sketch proposals that were 

unrealized. Despite all later attempts from city planners, the lack of this connection 

is still a major flaw in Prague. 
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Figure 4.13. Current partial map of Prague. 

Source: Author. 

To better integrate Hradcany with the overall fabric of the city, Plecnik 

recognized the difficulty, yet importance, of providing a coimection between 

Václavské Náméstí (Wenceslas Square) in the old part of Prague and Hradcany. In 

order to cross the river Vltava his options demanded either a new diagonal bridge or 

the use of the existing Mánes Bridge. As was often his wont, he wanted to 

reconstract some parts of Czech history by restoring the legendary Coronation Way 

used by the Czech kings. This route included Karlûv Most (Charles Bridge) and 

reached the Castle through Malá Strana (Figure 4.13). 
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However, this idea was later disregarded when the new access routes from 

the adjacent area of Letná came under development from other city planners who 

apparently were not very sympathetic with Plecnik's vision. 

Plecnik's next proposal focused on providing the main access to Hradcany 

from the north. His idea was to provide a wide, tram free avenue that could be used 

for official and state occasions.^^ 

This avenue would end with a square that would be surrounded with national 

stractures and monuments. The Masaryks kept supporting Plecnik in his proposals 

to a point that Alice decided to donate a site that belonged to her to be used for a 

stracture similar to the Pantheon to house her father's, President Masaryk's, Labor 

Academy. This proposal conflicted with an architectural proposal of the State 

Commission for the Regulation of the Capital of Prague. Neither side was satisfied 

with the other's suggestions. Plecnik objected to their proposed north-south link that 

would run beside the castle, while the Commission objected to Plecnik's avenue 

which would end at an imposing square. 

^^Prelovsek, 153. 
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Figure 4.14. Plecnik's city planning proposal in 1927 

Source: Prelovsek, 155. 

Despite all the support from the Masaryk camp, neither Plecnik's nor the 

State Commission's designs progressed because of the rigorous arguments about cost 

and length.^^ Plecnik's proposal remained a mere rough sketch on paper until 1927 

when he developed final plans that, he believed, would be the proper solution. It was 

not a mere rough sketch; it was a reflection of his early proposals but was developed 

clearly in detailed plans (Figure 4.14). Once again, his design failed to gain the 

Commission's approval, this time, they claimed, that the proposal had conflicts in 

38 Prelovsek, 154. 
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heights resulting from the steep slopes in some streets; it also required demolishing 

many old houses in the area. 

In 1934, Plecnik produced his last attempt for the connection of Hradcany to 

the rest of the city. He kept the wide avenue to the north which ended, as before, 

with a large square. This time the difference occurred in the connection to Letná on 

the eastern side of the 40 meter wide avenue. The second courtyard of the castie was 

to be approached from the northem side from the proposed avenue passing under a 

triumphal arch, and then crossing the existing Powder Bridge over Jelení Pfíkop 

(Deer Moat). On the southem side of the castle, Plecnik proposed connecting 

Hradcany with Klárov with pedestrian-only road. Prelovsek's description of the 

1934 plans illustrated an influence of American democracy by presenting the 

residence of the head of the state as the White House. This was to be located north 

of the proposed Riding School where a former pheasantry used to be. 

After publishing this last proposal, the Czech public reacted instantly. The 

reaction was a harsh opposition to his proposals. The Society of Friends of Old 

Prague, with the support of other art and cultural organizations, called him "a 

foreigner who's rathlessly destroying Bohemian monuments."'*' Despite the support 

from Tomás and Alice Masaryk, he decided to end his residence in Prague in 

November 1934. He must have felt the heat of the rising nationalism almost from 

the begirming. FoIIowing the birth of the Republic, things inexorably changed. 

^^Prelovsek, 155. 
^°Ibid., 155. 
^' Ibid., 155. 
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These national movements tumed into a rejection not only for any traces from the 

Austro-Hungarian era, but also against everything that did not belong to the new 

Czechoslovak culture and nation. 

It is also possible that Plecnik's designed another major intervention in 

Prague's city planning involving the vital area of Václavské Náméstí (Wenceslas 

Square). In an unconfirmed report, Vladimir Slapeta stated: "The final architectural 

creation of Joze Plecnik's Prague period takes place outside of the castie. It is only 

by hearsay that we know of his idea to prolong Venceslas Square beyond Mûstek 

intersection, toward Rytífská Street, all the way to the Municipal Savings 

Building." This would have been a sensible contribution to the organization of 

Prague twentieth century layout, especially that Václavské Náméstí (Wenceslas 

Square) has been the center for all political and cultural activities. 

4.5.4. The Church of the Sacred Heart 

4.5.4.1. The Protracted Commencement 

The Church of the Sacred Heart is located in Vinohrady (Vineyard HiIIs) a 

suburb outside the limits of Prague. In 1867, Vinohrady had a population of 15,000 

inhabitants. This population increased to over 34,500 in 1890 but could worship 

only in local school chapels. Vinohrady's first Catholic church was built at Naméstí 

Míra, the constraction fmishing in 1893. When Vinohrady's population reached 

''^Burkhardt, 93. 
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50,000 at the begiiming of the twentíeth century, ninety percent of it catholic, the 

need for a second catholic church in Vinohrady became inevitable. 

On October 28, 1918, Prague was recognized as the capital of 

Czechoslovakia after the independence of the new Republic of Czechoslovakia was 

declared under T.G. Masaryk's leadership. Following this, the Prague city council 

decided to dedicate the square of Jifího z Podébrad for the constraction of a church. 

Father Skarda and Father Hoffinan led the Association of Constraction of the Second 

Catholic Church in Vinohrady, but erection took a decade to start because of a series 

of disputes about this site selection. The Zdekaur family originally gave the site to 

the town, with the requirement that it was to remain as a public park.''̂  The dispute 

lasted until 1924, when the Law Faculty at Charles University confirmed that an area 

of 91.5m X 32m within the dedicated square (proposed park) could be allocated to 

build the church. After this problem was resolved, funds had to be raised. The 

Association for the Constraction started this activity after its establishment in 1914 

but the interraption of WWI retarded the effort. 

4.5.4.2. Approaching Plecnik 

At the end of WWI, Plecnik was approached to design the church, but he 

rejected this on the grounds that he was unfamiliar with "the religious spirit of the 

^^ Even President Masaryk had to join the discussions about the future of the 
land. 
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people of Prague."'*'' Father Skarda then consulted the architect Antonin Mikes who 

did not enhance his reputation in the process of developing a convincing design for 

the church. In 1919, architects Bures, Kotéra, and Hilbert helped Father Skarda 

organize an anonymous design competition, which resulted in three winning projects 

being announced. None of these designs was adopted because at the same moment, 

the Association of Czech Architects sent a letter to Plecnik, signed by twenty nine 

architects: 

Honored Professor! Having deliberated over the competition currently being 
prepared for the constraction of a second Catholic Church in Vinohrady, our 
association has arrived at the conviction that this competition could produce 
nothing better and more authentic than a work created by you. We have long 
been hoping that Prague would one day be enriched with a work of your 
hands, a work that we are certain would constitute one of its greatest jewels. 
Consequently, we suggested to the society organizing the competition that the 
competition be canceled and that we entrust the work directly to you. We are 
now informed that it is too late to cancel the public competition, but the jury 
suggests that we ask you to submit a project hors-concours. We are therefore 
unanimously requesting that you undertake this task under these conditions. 
We assure you that we are asking this out of common accord, in all sincerity, 
and with the hope that you will not refuse.'̂ ^ 

With this letter, the Association for Constraction of the Second Catholic 

Church reconsidered and appointed Plecnik as the designer of the new church. 

4.5.4.3. The Long Design Process 

In 1921, Plecnik submitted his first proposal, which suggested extending the 

St. Louis chapel with a large rotunda design. The idea was not acceptable to the 

'*'' Ivan Margolius, Church ofthe Sacred Heart. (London: Phaidon Press, 
1995), 22. 
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Associatíon. A year later, Plecnik produced his first set of drawings showing a 

freestanding building within the square. (Figure 4.15) Plecnik's design philosophy 

was always viewed negatively by those architects married to the rising functionalist 

ideas occurring in Czech architecture, and mainly practiced by enthusiastic young 

architects. When his first proposal was presented it illustrated a monumental Greek 

temple building (Figure 4.16) and contained colunms on all sides of the plan on two 

levels, the smaller occurring at the upper level. An Italian bell tower was adjacent to 

the building. 
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Figure 4.15. Plecnik's floor plan proposal of the church in 1922. 

Source: Ivan Margolius, 10. 

^̂  Burkhardt, 93. 
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Figure 4.16. Elevation of the proposal for church in 1922. 

Source: Ivan Margolius, 10. 

Figure 4.17 iUustrates a model of that proposal, now stored in the church. 

The young Turks were critical of this proposal and negatively influenced the 

Association of Construction members 

Figure 4.17. Model of the proposal for the church 

Source: Ivan Margolius, 10. 

This was followed by another proposal produced in the same year, based on 

the same plan, but with different fa^ade treatment (Figure 4.18). The cost estimate 

of both proposals was too expensive, and neither received approval. 
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Figure 4.18. Altemative elevations proposals, produced in 1922 

Source: Ivan Margolius, 10. 

The next scheme was produced in 1925. The new design was based on a 

different approach in the interior arrangement. A large spatial nave formed the main 

volume of the church; with the main stractural system based on five clear standing 

columns. Plecnik's intention was to have the center column represent Jesus Christ 

and the remaining four columns in the comers were his evangelists (Figure 4.19)̂ ^̂ . 

This design is clearly influenced by his work on the new church of St. Francis of 

Assisi at Siska, Yugoslavia, which was built between 1925 and 1931 (Figure 4.20). 

46 Ivan Margolius, 17. 
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Figure 4.19. A floor plan of the proposal produced in 1925 

Source: Ivan Margolius, 11. 
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Figure 4.20. West elevation of the proposal produced in 1925 

Source: Ivan Margolius, 11. 
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In 1927, a totally different design was produced, one closest to that which 

was realized. The main differences between this proposal and the final church can 

be listed as foUows. '^'^ First, the main tower, of the penultimate design, had four large 

circular brick columns (Figure 4.21). Two brick pyramids on the sides of this tower 

replaced those columns. Second, the large clock in the main tower was modified to a 

simpler design. Third, the original design had a row of angels in a relief on top of 

the comice. A "cloth-Iike" garland motif was substituted for those angels (Figure 

4.22). 

^^r^rSq^^fc'" tt^fã 

Figure 4.21. A floor plan of proposal produced in 1927 

Source: Ivan Margolius, 12. 

'^'^ Most of the differences listed resulted from a lack of fimds 
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Figure 4.22. An elevation of the proposal produced in 1927 

Source: Ivan Margolius, 13. 

4.5.4.4. Church of the Sacred Heart and City Planning 

One of the main considerations of the 1919 architectural competition was the 

solution regarding the problem posed for the position of the rectangle of the church 

in the much larger public park. In order to achieve a more balanced site plan, most of 

the proposals submitted located the church in the upper left comer of the park and 

the remaining area was arranged with small, clear-cut spaces and enclosures. These 

additional small stractures required finances that were unavailable. This led to 

Plecnik's own solution. His design, included constraction lines derived from 

extensions of the axes of the streets leading to the site. Plecnik was very concemed 

about the views that the pedestrians would have as they approach Jifího z Podêbrad 

park. Thus he located the main church axis on an imaginary extension of the axis of 

Manesova Street leading to the park (Figure 4.23). He also aligned the main tower 
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of the church on the axes of Laubova and Blodkova leading from Skroupovo Square 

tothepark (Figure 4.24). 

Skroupovo Square 

The axis of Blodkova 
and Laubova streets, leading 
from Skroupovo Square to 
Jiriho z Podebrad Park 

The axis of Mancsova 
street leading to Jiriho z 
Podebrad Park 

The site of the Church 
of the Sacred Heart in 
Jiriho z Podebrad Park 

Figure 4.23. The Church Site with the approaching streets. 

Source: Author. 

The axis of Manesova 
leading to Jiriho z 
Podebrad Park 

The axis of Blodkova 
and laubova streets, leading 
from Skroupovo Square to 
Jiriho z Podebrad Park 

The site of the Church 
of the Sacred Heart in 
Jiriho z Podebrad park 

The Churchofthe 
Sacred Heart located 
in the Jiriho z Podebrad 
Park 

Figure 4.24. Site Plan illustrating the location of the church's block in the 
park. 

Source: Author. 
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4.5.4.5. The Church as Buitt 

The Church of the Sacred Heart is divided into three major spaces; the nave, 

the tower, and the sacristy and baptism hall (Figure 4.25). The nave is a large 

volume surrounded by brick walls I3.5m high. Natural lighting floods in from 32 

clerestory windows. The steel roof stracture is hidden behind deeply coffered 

wooden ceiling trasses. The clock and the bell tower is 42m high but only 6m wide. 

Both clock faces are constracted of large glass panels. The tower and the clock 

diameter of the faces being 7.6m reflect one of Plecnik's major architecture 

signatures, monumentality. The third element, the Sacristy and Baptism Hall, is 

accessed on the east side of the nave through large heavy wooden doors with tree 

motifs in the main panels. The rear entrance to the church is between the sacristy 

and baptism hall. In the basement, a tunnel, semi-circular in section, contains the 

crypt (Figure 4.26). As in the design of the BuU's Gate Staircase, Semperian 

influences probably affected Plecnik's design for the extemal work on the church. In 

an elegant approach, he faced the body of the church dark brown brick, and 

decorated these walls with proportionally, very tasteful gray pieces of granite and 

artificial stone. On top of these walls he placed a massive comice, a possible 

influence acknowledging Czech Cubism (Figure 4.27). 
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Figure 4.25. Floor plan of the Church as built 

Source: Ivan Margolius, 51. 

JrTl_^ 

Figure 4.26. Basement plan of the church as built 

Source: Ivan Margolius, 50. 
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Figure 4.27. Main Elevation of the Church as Built 

Source: Ivan Margolius, 53. 
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4.6. The Czech Response to Plecnik's Architecture 

4.6.1. The Positive Response 

When the Church of the Sacred Heart neared completion, President Masaryk 

visited the site and wrote a letter to Plecnik expressing his views about the project: 

Dear Professor Plecnik, 
I would like to tell you a few words about my visit to your Vinohrady church. 
The question and problems of the church have attracted me for some time: 
how should a church through its intemal arrangement express the main idea 
of religion.... I accept Christianity according to Jesus Christ's teachings and 
that is why I would picture the church as a space for the Sermon on the 
Mount: a spatial (non-Gothic) hall, with a slightiy raised podium which 
would signiíy a mountain from which the priest would preach, in this way 
being seen and heard everywhere and by everybody, and not standing on a 
column, near a wall... yours is spacious, airy, and I like that.... I talk about 
the interior only. The exterior is resolutely interesting experiment.... You 
understand I do not want to exhaust the subject, there are many questions, 
mainly regarding the interior decorations, all about which we could talk.''^ 

In 1909, an article was pubUshed in the joumal Styl describing Plecnik's 

recent works. Though the author remains imknown, it was signed by the initial "A." 

His [Plecnik's] originality is incontestable, although his introverted nature 
does not facilitate access to the roots of this originality, and we have only a 
limited body of work from which to judge... .Plecnik is a very whole 
individual, very exclusive in his art; his relationship to contemporary life is 
full of misunderstanding and sorrow. Creatively, he is consumed with 
producing variation on one same idea, which he submits to a profound 
reflection for each occasion. The key to his character and to his creative 
activity is a quasi-ascetic rigor, dedicated by a profound and authentic 
religious conviction that he imposes both on those around him and above all 
on himself Plecnik is a believer whose creative production is determined by 
his faith. His artistic individuality is also characterized by asceticism and by 
the sincerity of his convictions; his faith demands an extteme honesty causing 
him to constantly question the value of his work. Due to the consfraint of this 

'^^ This letter was quoted intact in Ivan Margolius' Church ofthe Sacred 
Heart p.l9. from Ondras, Dr F. and R. Pavlícková, Chrám Nejsvêtêsiho Srdce Páne, 
1932-1992, (Praha, 1992), 19-20. 
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self-critique, Plecnik can only create slowly and painfuUy; he attempts to 
clariíy the logic of each detail, and it is only after having elaborated each and 
every element, in what might appear to be an excessively meticulous fashion, 
that he moves toward the completion of a work. A harsh, unforgiving logic, 
an in-depth analysis of the task at hand, a quest for the means and the forms 
suitable to its architectonic expression - all this often imposes difficult 
obstacles for an artist with a fertile imagination, whose capacity to express 
itself is, in other respects, exceptional. Just as the baroque artist, using all the 
tools of his trade and all the nuance of his talent, created an impressive 
ensemble, a picturesque silhouette, so Plecnik submits function to an 
implacable critique, condemning the subordination of form to utility. Just as 
the baroque architect did not concem himself with the rales goveming 
centuries - old elements, but used them as he pleased provided they suited his 
conception, so Plecnik does not worry about the origins or stylistic stamp of 
his details. The decisive factor is not for him the form as such, but its logic 
and intention. Thus we fmd historical elements juxtaposed without the 
slightest interest in history, brought in simply because they lend themselves 
to his goal. When Plecnik has recourse to new forms and new technologies, 
these too are the logical result of extensive reflection, without any of the 
contingency attached to innovation for the sake of irmovation. Where 
another architect might use artifice freely, Plecnik's use of form is arrived at 
foUowing a prolonged meditation, during which he might weigh to pros and 
cons hundreds of times. When others imitate his methods, the results are 
weak and disappointing, for the road leading to them is not the same. It is 
rare for such an artist to find support among the masses, and Plecnik is no 
exception. His projects, even his most extensive ones, remain for the most 
part in the form of sketches; never built, they have for all intents and 
purposes, no influence on the development of architecture and on public 
opinion. This eminent talent remains without an echo, which is all the more 
regrettable as the modem school can boast of only a handful of such original 
architects.'*^ 

4.6.2. The Negative Reactions 

Plecnik was constantly subject to criticism from people who had difficulty 

understanding his work or the basis of his intention. AIl the unfortunate crises to 

which the monolithic obelisk had been exposed created a great opportunity for Karel 

Teige's critical tongue, though Tiege hardly ever needed any reason to castigate 

"̂^ Burkhardt, 85. 
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Plecnik.^" While Plecnik's devout intention for this memorial was to remember the 

fallen, Teige attacked the design as though it was a folly, totally disregarding the 

noble objective. Teige was a theoretician of constractivism and a very well known 

personality in the avant-garde Czech movement.^^ His stinging criticism of the 

obelisk and its design included the implication that put Plecnik on the front line 

opposing Czech socialist movements of the time, by calling the proposal "capitalist 

bizarre." It is not clear whether he meant to offend Plecnik's art, or to critique the 

complicated pyramid constraction, when compared it to that of the ancient 

Egyptians, as too immense, requiring a ridiculous effort to move the gigantic stone to 

Hradcany. '̂̂  

In one of his articles, Karel Teige described Plecnik's memorial obelisk as a 

Dada.̂ ^ Teige, as a severe critic of Dadaism who followed the movement closely, 

published "On Humor, Clowns, and Dadaists" in Pásmo in 1925. FoIIowing Teige's 

definition of Dada as a "character of modem humor," it may be inevitable to believe 

that his comments regarding the memorial were concemed more in criticizing 

Plecnik the architect rather than the obelisk itself 

'̂̂  See obelisk transportation in the Prague's Castle, section 4.5.2.2. 
Hradcany's renovation. 

^^Burkhardt, 101-105. 
^̂  Damjan Prelovsek, "Karel Teige a Mrákotínsky Monolit." Umêní 43 

(1995):111-112. 
^̂  Dada or Dadaism was one of the first intemational movements of modem 

art, between 1915 and 1923. It started at Zurich's Cabaret Voltaire, and before 
moving to Paris, New York and Germany. Prague's artists incorporated that 
movement before it became a part of surrealism by integrating Dadaism into 
surrealism. Dadaism had a great impact on artistic movements in Prague, especially 
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Later, in his review on Czechoslovakian architecture in 1930, he categorized 

Plecnik as "the follower of an Early-Christian, spiritual and globally limited art."̂ "* 

In other words, Teige totally rejected Plecnik's architecture. He said: "Plecnik's 

sense as an architect, and his influence as an instractor, is negative and disruptive 

regarding the young tendencies in the recent advancement in architecture."^^ 

Plecnik, in retum, rejected the ideas Teige promoted in Prague. 

Karel Teige and Joze Plecnik never met. They were always completely 

opposed, especially regarding their views on the recent modem art movements in the 

new capital of Czechoslovakia, Prague. Architect and critic, they belonged to 

diverse generations ~ the age difference between them was almost eighteen years.. 

Ironically, Teige did not disapprove of Semper's architecture in the same way 

that he criticized Plecnik's. In his article, " K Nové Architektûfe" ^̂  (Towards New 

Architecture), he accepted the premise that Semper's form foUows need, purpose, 

and constraction. 'WhiIe Teige admired some of Semper's theories and claimed his 

prophecy in theories, he criticized Semper's eclectic ideas in architecture. 

In summary, although Teige never made it clear that his repeated criticisms 

were against Plecnik rather than his work, he particularly used the monolithic obelisk 

to express his negative views about Plecnik's architecture. History has proven that 

in theatre. Authors/actors Jiîí Voskovec and Jan Werich were the leaders in applying 
Dada into theatre. 

^^Prelovsek, 111-112. 
^̂  Karel Teige. Moderní Architektûra v Ceskslovensku. (Praha [Prague]: 

1930), 366. 
^̂  Karel Teige. "K Nové Architektûfe." Vybér z Díla I. Svét. Stavby a Básné. 

Studie z Dvacátych Let. (Praha [Prague]: 1966), 115. 
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Teige was not always correct; yet his domination of the art-critic media contributed 

greatly in delaying the reappearance of Joze Plecnik's architecture until the late 

1980s. At the time the constant barrage from Teige's pen must have influenced 

even, to some degree, Plecnik's closest friends, perhaps restrained the final 

realization of his inventive mind. It must have hasted his early departure from 

Prague where Plecnik left his greatest work. 
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CHAPTER 5 

CZECH DEMOCRACY FROM MASARYK TO HAVEL 

5.1. Tomás Masaryk's Fight for Democracy 

Tomás Garrigue Masaryk was bom in Hodonín, a southeastem Moravian 

village, on 7 March, 1850. His father, a coachman of Slovak origin and his mother, a 

"Czech by extraction but Germanized in language," ' was a cook and a domestic 

servant. 

Because of the nature of both Masaryks' occupations, they often moved in 

southem Moravia. As a result, the young Tomás frequently changed schools, lost the 

continuity of academic years, and thus did not rank high among top pupils. Yet, 

between 1867 and 1872, he was enrolled in a German grammar school in Bmo where 

he earned money by tutoring pupils from rich families. In the 1860s and 1870s, Bmo 

was a linguistically mixed town. It was here that Masaryk initially realized the 

pemiciousness of discrimination, and conflicting national and social problems. 

Between 1872 and 1876, he studied at Vierma University and graduated 

completing a thesis entitled "The Nature of Soul According to Plato." His initial 

imintentional involvement with Czech citizens took place when he joined the 

academic club of Czech students, "Although from the ethnical point of view 

' Hanus Hajek, T. G. Masaryk Revisited a Critical Assessment. (New York: 
Columbia University Press, 1983), 1. 

^ Gearge J Kovtun. The Spirit ofThomas G. Masaryk (1850-1937). (New 
York : St. Martin's Press, 1990), 1. 
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Masaryk hardly felt himself to be a Czech at this time [rather a German], he became 

active in the academic club of Czech students in Vienna."^ 

After graduation Masaryk moved to Leipzig to pursue his studies for another 

year. It was there where he met Charlotte Garrigue, an American student of music, 

and in 1878 they were married in the United States before they retumed to Leipzig. 

Hajek has described Charlotte as "gentie, loyal and firm."'* One year later, the newly 

wed couple retumed from Leipzig to Vieima. In 1879 he was appointed as an 

unsalaried lecturer at the University of Vienna. Masaryk eamed all of his money 

from private teaching at that time. 

In 1882, Masaryk moved to Prague where he was offered a position of a 

Professor-extraordinary in philosophy at the recently reopened Czech part of Charles 

University. During this teaching period, Masaryk took the opportunity to familiarize 

himself with Prague's social and political environment. Eventually, he started 

infroducing his own philosophical views in his lectures, and became popular among 

students at the University. 

In 1885, he published The Foundations ofConcrete Logic, which is 

considered his first major scholarly work. Masaryk's aim was to describe 

theoretically the rational development of Czech society. The impact of his lectures 

enabled him to become an editor in Atheneun. Broadening his political activities in 

the late eighties, he and a group of active politics formed the "realist" group, which 

allied itself with the Young Czech Party. Soon, in 1891, he was elected to the 

^ Hajek, 2. 
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Imperial Diet (Parliament) and, as a result, the Bohemian one also. Two years later, 

Masaryk resigned from both parliaments after disagreeing with the Young Czech 

Party about the way the party way it presented its platform on liberalism and 

nationalism, and its blurred political program. According to Hanus: "He began to 

feel that Czech public life was in need of something more than party politics. In his 

opinion it should be oriented on deeper philosophical foundations and a consistent 

national programme."^ FoIIowing this resignation, Masaryk devoted himself once 

more to scholarly work, which at the end of the century resulted in the publication of 

Otázka Sociální (The Social Question). 

In 1900, Masaryk was elected chairman of the recently formed "Progressive" 

party. Once again, he was involved in politics. 

He traveled extensively in the Czech Lands, visited England and Russia, and 
lectured in the United Stated. His theoretical interests in those years centered 
around the problem of the small nations in central Europe and around the 
issue which he considered fimdamental for modern society, that of religion.^ 

Seven years later, Masaryk was elected once again to the Imperial Parliament 

in which he addressed critical issues related to national, religious, and educational 

questions. He persisted on the issue of free expression of opinion. In 1909 and 1910 

he opposed Austrian policies in the Balkans. 

Despite all this, Masaryk did not fully devote himself to politics until he was 

sixty one years old. After this reelection in 1911 he ceased involvement with his 

university duties. His hopes of having a free federation of nations within the Ausfro-

^lbid., 3. 
^ Ibid., 6. 
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Hungarian Empire did not fade until the start of WWI. After giving up the idea of 

the federation, he started seeking liberation for the Czech nation, starting these 

activities in 1914, leaving Bohemia for Italy and the Balkans where he contacted 

Slavic diplomats and leaders to gain support. 

After his departure from Prague, friends urged him not to retum to Prague to 

avoid the possibility of him being arrested. He decided to stay in exile in 

Switzerland. From there in 1915, he contacted Czech and Slovak groups in the 

United States and gained their support. Thus Masaryk "brought the Czech revolt 

against the Austrian Monarchy into the open,"^ especially when he delivered a public 

speech in Geneva, Switzerland, in the celebrations of the fifth centenary of the death 

of Czech martyr, Jan Hus. In the fall of that year, he moved to England. He lectured 

in King's CoIIege at the School of Slavonic Studies. His lectures focused on the 

need for democratic political systems based on equality and freedom. 

In the middle of WW , with the support of his fellows Edvard Benes and 

Milan R. Stépánek, who were also in exile, Masaryk established the Czech National 

Council. Later, he addressed the issue of conscription of Czech young men by the 

Austro-Hungarian authorities to fight against the Russians on the Bohemian Russian 

front. He succeeded in reaching an agreement with the Russians to form a Czech 

army out of the prisoners of war captured by the Russians on their front. These 

troops, 50,000 strong, came under Masaryk's command, and fought in several 

Russian regions. Their first battle against the Germans was in 1917. 

Ibid., 7. 
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Later, during the civil war in Russia, Masaryk issued an order to his troops 

not to get involved unless they came under attack. The Czechoslovak army had to 

move to eastern Russia because of the implications of possible involvement in the 

civil war and Bolshevik revolution. 

In 1918, he arrived in the United States where President Woodrow Wilson 

welcomed him. The Czech National Council was recognized as the provisional 

Czechoslovak govemment. With this success, Masaryk declared the independence 

of the new Republic on 18 October, 1918, in the United States. Ten days later, 

Prague became the capital of Czechoslovakia after declaring independence, and it 

was officially recognized on 28 October, 1918, as Independence Day (Figure 5.1). 

Figure 5.1. Tomás G. Masaryk. 

Source: Source: "TGM- Tomás Garrigue Masaryk," Welcome to the Heart of 
£z/ro/7e 6 (1998), 8 

^lbid., 10. 
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Masaryk stayed in office until 1935, when he retired at the age of 85 after a 

presidential career fuU of accomplishments. The first president of the newly bom 

republic had to face numerous obstacles such as the rising Czech national 

movements, the multinational problems between the Czechs and the Slovaks, and the 

problem of the ethnic (Sudete) German population in the west of Czechoslovakia. 

He participated in clearly defming the national identity of Czechoslovakia, and in 

building the foundations for the democratic system based on humanist ideals. He was 

considered very close to the public who called him "tatícek" (little father). This 

personal icon of heroism and trast was again rekindled in the 1989 Velvet 

Revolution through the person of Václav Havel. 

The Hradcany became one of the tools that Masaryk used in his nationalistic, 

egalitarian mission to establish a recognizable physical icon for the new nation. He 

commissioned Joze Plecnik to renovate the neglected complex of the castle and its 

gardens and to open it to the citizens of the Republic. His intention was to eliminate 

any traces of the Austro-Hungarian moneirchy and reflect his democratic principles 

for the new Capital. 

5.2. Democracy Defined in the Views of Masaryk 

Tomás Garrigue Masaryk always recognized America as the supreme 

example of freedom and independence. It is not surprising that his wife was not a 

Czech citizen but an American.^ 

^Herben, 342-343. 
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Broadly educated Masaryk, loved all art, and all the applied arts; he was 

constantiy involved in artistic activities. He always admired Beethoven's works. 

Music was a fradition in the Masaryk family; he considered music his home. As a 

president of the Republic of Czechoslovakia, he attended as many musical activities 

as possible, especially if it embraced works by Beethoven or Smetana. 

Classic art always attracted Masaryk's attention: Italy was the place of 

inspiration. In 1927, no longer president, he visited Egypt and Greece to gain an 

extended knowledge about the ancient world. According to Masaryk, aesthetics and 

art belong to the foundations that constitute politics. From a democratic-artistic 

standpoint, for the new Republic, there were duties to be achieved; among them the 

creation of artistic symbolism for both national and ceremonial missions. Masaryk's 

question was how to convert a monarchist style of govemment to a democratic one, 

how to convert a private yard into an open park. For Masaryk, Czechoslovak 

democracy had to be elegant, not only politically, but also from an artistic point of 

view. Despite this stance, young authors criticized Masaryk claiming that he did not 

pay enough attention to art and poetry. The trath is that Masaryk looked for ideas in 

art. We should remember that Masaryk was not only the President; he was also a 

professor of philosophy, who collected whatever he needed from beautifiil 

literature.^ 

In an interview with Karel Capek in 1928, President Masaryk said: "Being a 

president is not only a political job but an administrative one as well." He added: 

Tbid., 417-419. 
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Democracy, which all are fighting for, cannot exist in a Castie, for whatever 
happens in the Castle must be visible to the public and conti-oUable by them. 
It would be ideal if the public could experience the Castie as a residence for 
the first citizen of the republic who is elected by the nation, with the same 
love that I observe every Sunday when the common people come to visit it.̂ '̂  

According to Masaryk, democracy is not an instant action; it is a slow but 

progressive development which inevitably faces obstacles. It is not only a political 

system but also a social organization, which is founded on humanitarian principles.'^ 

In his Svétová Revoluce za Války a ve Válce, 1914-1918 (World Revolution 

During the War, 1914-1918), Masaryk described democracy as a fragile structure 

that needs adequate security. Law and power cannot provide protection solitary, 

democracy's protection needs a common moral belief among its citizens. This 

philosophical stance was an issue that Joze Plecnik understood very well, as can be 

seen, in his architecture. This is particularly reflected in his design for the memorial 

to the victims of WWI in the presidential residence at Lány. It was not an incident 

for him to use the "I am as Fragile as Freedom." This granite pillar reflects 

amazingly a fragility yet astonishingly it has not crumbled over the eighty years it 

has stood. 

Political systems are not the only participants in democracy because social 

and economic ideals are involved in it along the lines of the political ones. Although 

his democracy was based on humanitarian ideal associated with freedom and 

'" Ibid., 399. 
'̂ Hajek, 144. 
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equality, it does not mean that citizens of democracy should be equal socially and 

economically. People are different, they have different and variable tendencies. 

A rational organization of society would be impossible on a basis of a 
mechanical, commimistic, absolute equality." Hayek stated "on the other 
hand, democracy does not mean that degrading poverty and exploitation of 
man by man should be tolerated. Division of labour is essential in modem 
society and a hierarchy of functions is inevitable. It should be organized on 
the basis of mutual service, not on that of aristocratic domination.'^ 

It is possible that Masaryk's beliefs in democracy were concurrent with 

Plecnik's objection to the rational architectural movements that were prevalent in 

Prague. These movements were the result of the rise in global modemism that 

supported rationality by equalizing architecture economically and socially. 

Democracy's citizens are responsible for the protection of the system. The 

hierarchy of the system gives their votes authority to issues of legalization. However, 

when the democratic system faces weakness it is the citizens' role to heal the system. 

This is the responsibility iimate in the democratic system. 

Cultural and intellectual activities are the very essentials in Masaryk's 

democracy. AII citizens are in charge of the hierarchy of the system. Therefore, 

cultural awareness is essential. It is the leader's responsibility to educate people. An 

uneducated society is a critical hazard to democracy. 

Constractive criticism is another major contribution embedded in Masaryk's 

democracy. Public criticism based on organized discussions was the tool that 

•Mbid., 147. 
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provided interaction and communication among the citizens, representatives, 

government and the President. 

Masaryk's awareness of the importance of Hradcany to the Czech nation 

directed him to open it to the public after the fall of the Austro-Hungarian Empire as 

a physical sign of the new Democracy. He made the first move in transferring 

Hradcany in order to eliminate the tragic memories of long-Iasting foreign 

domination. 

On April 1, 1921, Plecnik resigned from the School of Decorative Arts in 

Prague. He had been readying himself to go back to Ljubljana when the decision by 

the new President of Czechoslovakia was made to assign the commission for the 

renovation of Hradcany to Plecnik. As previously noted, he shared many 

philosophical, political and artistic ideas with Masaryk. One especially that 

architecture has the potential to enhance the new democracy and patriotism. Another 

notion that both men shared was their "close links to Greco-Roman philosophy," 

which resulted in assigning the Hradcany's gardens a style of classical antiquity. 

A philosopher, Masaryk wanted the new republic to be based on humanist 

principles applied in a democratic marmer. Plecnik responded to Masaryk's desire 

with significant enthusiasm. His eagemess in the project can be variously explained. 

It was a great opportunity for him to express his ideas for reviving antiquity in a 

democratic manner in the newly formed CzechosIovakÍEm state based on humanist 

ideas. AIso, he could apply his national belief in the Slavic nations, especially after 
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the alliance between Czechoslovakia and Yugoslavia following the collapse of the 

Austro-Hungarian monarchy. 

While working on the castie renovations, approached in an antique and 

historicist fashion, current Czech architecture was headed in a different direction. It 

was liberating itself from postwar cubism, approaching art and architecture in 

rational and economical perspectives. Pavel Janák was aware of this confrontation, 

compared these two extremes in an expressive way: 

Down below, the straggle for a way of thinking and building, the search for a 
single, universally valid conception that can be imposed and defended against 
all other possibilities, that would be applicable everywhere, that would be 
beyond questioning. Up here, an artist who simply builds, as he had not the 
slightest doubt as to what he was doing: the exact opposite of the work being 
done below, heading not only in a different direction, but ins an entirely 
personal one. Down below, they are seeking the most rational and most 
economical mode of constraction possible. Up here is an artist who seems 
imaware of the price of materials, whose appi-eciation for them increases with 
their rarity, who specifically chooses the best and the most expensive among 
them. Down below we hear: "numbers, activity, organization, fmances, 
utility, profitability." Here we have an art full of modesty and devotion. '̂ * 

5.3. The Revival of Democracy and Václav Havel 

Václav Havel was bom on 5, October, 1936, in Prague. His parents Václav 

and Bozena, had a bourgeois background with close links to the cultural and political 

life in Prague in 1920s and 1930s. At the age of sixteen he finished his primary 

education, but because of his family background, the communists prevented him 

'̂  Romana Kacic,, Damjan Preolvsek. "Gardens for the New Democracy, 
Prague," in Topos: European Landscape Magazine, 19 (1997), 119. 

'''Burkhardt,91. 
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from pursuing university studies in humanities. Between 1951 and 1956, he worked 

as chemistry laboratory technician and attended a grammar school. Later, after his 

two years military service he worked as a technician at the Prague theatre Dívadlo 

Na Zábradlí. ^ It was there where he grasped an appreciation for theatre, and met 

Olga, his fiiture wife and there, in the 1960s, he presented his first plays. Because of 

the political changes in the 1960s, it was possible for him to publish these plays as 

well as studies. "These formed a striking element in the movement toward cultural 

and political renewal in Czechoslovak society at the time and contributed to the rise 

in civil self-confidence that led ultimately to the Prague Spring of 1968."' 

Two years after the birth of Havel, fiiture statesman, on 30, September, 1938 

the first Czechoslovak Republic came an end after the Czechoslovak government 

acceded to the Munich Agreement. Upon this acceptance, Czechoslovakia lost its 

independence, a situation which was to last twenty years. 

After the German invasion of Bohemia and Moravia, Edvard Benes, the 

former president of Czechoslovakia, formed a Czechoslovak govemment in exile in 

London. On 21, July, 1940, the British govemment officially recognized that 

govemment. 

When WWII came to an end, the liberation of Czechoslovakia declared its 

independence in 1945. It retained its pre-1939 borders. Between 1945-1948 

Czechoslovakia was under a straggle for power manifested by the race between the 

'̂  "Václav Havel - Politician, Dramatist, Citizen of the World," Welcome to 
the Heart ofEurope 5 (1998), 6. 
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democrats, who adopted Masaryk's policies, headed by his successor, Edvard Benes, 

and the communists supported by their Soviet comrades. 

On 5, March, 1946, Winston Churchill, declared one of the post WWII 

repercussions by announcing the division of Europe with his "Iron Curtain speech,"'^ 

identifying a policy that would discontinue the cooperation with the Soviet Union. 

Stalin's reaction to the West was his classification of the world countries, according 

to new criteria, from "Imperialist" to "Socialist."'^ 

In 1948, the Communist Party was in total control of the political 

environment in Prague. In May, elections were held with candidates only selected 

from the Communist Party. The Communist rale of Czechoslovakia lasted from 

1948 to 1989 when the Velvet Revolution brought a new democratic era to Czech 

history. The Commimist Party in Prague practiced obedience on the public of 

Czechoslovakia. The citizens soon realized that the ideal socialism that the 

communists were promoting was far from being reached. This realization was 

further enhanced when the govemment blindly enforced the Soviet Model. The 

"confrontation between the Czechoslovak idea of socialism and the Soviet 

model,...between the Czechoslovak democratic tradition and Communist Party 

power Monopoly" resulted in the reformation of the Czech Communist Party in 1968 

led by Alexander Dubcek who endorsed changes in the Communist Party that could 

'^ "Václav Havel - Politician, Dramatist, Citizen of the World," Welcome to 
the Heart ofEurope 5 (1998), 4. 

'^Teich, 310. 
'^Ibid.,310. 
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lead to "a socialism with a human face."'^ The Party reformation resulted in political 

changes. 

As the Prague Spring was soon considered a threat to the Soviet power, it 

resulted in the Occupation of Czechoslovakia on 21 August, 1968, by the military 

forces of the Warsaw Pact counties. Once again, the Czechoslovak Communist 

Party had to adopt the Soviet model. 

Gustav Husák, who executed the Soviet policies in Czechoslovakia, directed 

the state of "normalization" of the population. He was elected the First Secretary of 

the Cential Committee of the Communist Party in April, 1969. 

In the policy of "normalization," the Czechoslovak population became 

dependent on the state socialism. Václav Havel's works attacked the 

"normalization" by analyzing the flaws of the system. Havel considered the 

"Himian" to be the basic element of society. He realized that the population was in a 

social crisis. "He treated the social crisis as a crisis of morals which should be 

overcome in the existential sphere, and in the political sphere, by a retum to 'living 

intrath.'"^'' 

He disagreed with the use of power practiced by the communist regime and 

reflected in his studies by presenting the "anti-politics" attitude that was rising 

among the few intellectuals who were involved with his activities. 

In 1975, he wrote an open letter to President Husák in which he clearly 

described the social crisis in the Czechoslovak population. Two years later, a 

'^Teich, 313. 
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culttiral and social rather that political opposition appeared, systematically more 

organized, which produced Charter 77. It demanded a restoration of human rights 

that the Czechoslovak population was lacking under the totalitarian rale. Václav 

Havel was a major contributor to Charter 77. "[He] was one of the founders of this 

initiative and of its first three spokesmen."^' 

In 1979, he became a co-founder of the Committee for the Defense of the 

Unjustly Prosecuted (VONS). As a result, he was imprisoned more than three times 

and spent more than four and a half years behind bars. Because of his anti-

govemment views and activities, he expected to be arrested at any time. "He carried 

an emergency kit wherever he went, containing things like toothpaste, cigarettes and 

razor blades, in case he was arrested in the street."^^ 

In the mid 1980s, Mikhail Gorbachev became the head of the Soviet 

Communist Party. Although his reforms opened the eyes of the socialist countries' 

populations to the deep isolation the eastem block was falling into, the leadership of 

the Communist Party in Prague (led by Milos Jakes after 1987) rejected any ideas of 

reform. 

The year 1989 was a tuming point for Czechoslovakia, and later Czech 

democracy. Intellectuals and student organizations commenced expressing their 

dissatisfaction with the current political system. On 17 November, 1989, the 

^^Teich, 318. 
^' "Václav Havel - Politician, Dramatist, Citizen of the World," Welcome to 

the Heart ofEurope 5 (1998), 4. 
^̂  Václav Havel, Letters to Olga, translated by Paul Wilson. (New York: H. 

Holt, 1989), 4. 
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aggressive and violent repression issued by authorities to the police to contain the 

students' demonstration on Prague's Národní Tfída, ignited the Velvet Revolution. 

After years of imprisonment, Václav Havel, never surrendered. The years in prison 

enhanced his beliefs and resulted in publishing Letters to Olga. Havel said in his 

introduction: 

Writing these letters became my passion; they were constantly on my mind. I 
developed them in my head while I was at work, of attending to other prison 
duties. They made me feel I was doing something worthwhile and that my 
years in prison were not completely wasted. In short, they gave meaning to 
my life in prison, and helped me to endure.'̂ ^ 

At the same time, Havel was coauthor of the petition Nékolik Vét (A Few 

Sentences) that gained tens of thousands of signatories. 

These essays and studies of Havel's had to circulate in secret. It was 

considered illegal to distribute any of his literature, though it managed to be 

published in the West. After the Velvet Revolution, history repeated itself with the 

revival of the new democracy in Czechoslovakia. Masaryk and the First Republic 

were part of history that the totalitarian regime had deliberately avoided for over 

forty years. 

Václav Havel's anticommvmist activities positioned him to be the leader of 

the burgeoning opposition that arose with the Velvet Revolution. On 29 December, 

1989, Václav Havel was elected President of the Czechoslovak Republic. 

^Mbid., 1. 
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Figure 5.2. President Václav Havel 

Source: Source: "Václav Havel - Politician, Dramatist, Citizen of the 
Worid," Welcome to the Heart ofEurope 5 (1998), 3. 

After the 1993 separation of the two Republics, Czech and Slovakia, it was to 

be anticipated that there would be a rising Czech and Slovak national movements. 

Instead, the focus tumed on how to approach the West. Therefore, borders were 

opened and the citizens became free to visit and explore the other side of Berlin's 

Wall. 

The rise of the Republic with a totally different political, social, and 

economic content required the creation of new cultural and symbolic iconography. 

Havel, as the head of the state, promoted his ideas of humanity and democracy that 

contributed to eliminate the traces of forty years of totalitarianism. 

These changes were enormous. They were reflected at all levels: Street 

names, Metro (Underground) and Railroad stations regained their pre-1948 names, 

as well as the official media that carried the name of the old socialistic republic, such 
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as currency bills and coins, postal stamps, logos and icons.. .etc. AIl these changes 

required new designs that would have to have powerfijl national impact allied with 

great sensitivity. Most designers reverted to styles reminiscent of the democratic era 

of the First Republic lead by Masaryk. For example, in national iconography, the 

military and police uniforms were redesigned in a way to be distinguished from the 

traditional Soviet uniforms, and incorporated elements used in the First Republic of 

Czechoslovakia. 

Figure 5.3. A poster for Plecnik's exhibition held in the Castie 

Source: Joze Plcnik's exhibition at Hradcany in 1997 

The restitution process, enforced by the new government, retumed properties 

to their previous owners taken by the totalitarian regime after 1948. Many of these 

properties were in very neglected condition. Renovations were essential and 

designers were looking for architectural styles able to coimect the public to the 
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independent and democratic epoch of the First Republic Czechoslovakia between 

1918 and 1938. Prazsky Hrad (Prague Castie) was no exception and restoration was 

inevitable. Havel, similarly to Masaryk's restoration seventy years previously, 

realized the immense power of the cultural language manifest in stone (i.e. trae 

architecture) and made the decision to instigate the renovations of Hradcany. Unlike 

Masaryk, Václav Havel did not produce studies deflning democracy which focused 

on the social question. His literature was quickly republished for the citizenry. His 

influence on the new democracy was visible in many such works. Among them: 

Power ofPowerless, The Memorandum, and The Garden Party. 
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CHAPTER 6 

INTERPRETATIONS AND ANALYSIS 

6.1. Influences 

Although the study of architectural and philosophical views that have 

influenced Plecnik is very broad, this document introduces an outline that can be 

used in, as a basis for a future investigation that must be broadly researched. The 

outcome of such a work would be extremely valuable for architectural theoreticians 

and historians. These influences are categorized as follows: Wagner's School, 

Tomás and Alice Masaryk, Goetfried Semper, Travel and Excursions, and Slavic 

origins. 

6.1.1. Wagner' s School 

Wagner's teaching had a great impact on Plecnik's career. It is from him and 

his school that Plecnik obtained his architectural degree. Wagner not only 

recognized Plecnik's potential, he refined it and created a self-confident architect. 

Both Wagner and Plecnik believed that ideal architecture is contained in the Roman 

theories. In city plarming, Plecnik followed his teacher's ideas by adopting the 

Roman Imperial city as the ideal one. However the contrast between the Master and 

the student is that while, on the one hand, Wagner admired the old and mature 

Roman city, Plecnik appreciated the young Roman city for its honesty and purity, 

and adopted it as a model for himself. 
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In architectural design, the Wagner school followed the traditional Austrian 

baroque which combined two approaches that were present in all civic buildings, 

palaces and churches. The first one was simple, the stractural elements were made 

of brick. The second one was more sophisticated; made of complex decorations 

using stucco. The Wagner-school followed the dominating baroque traditions in 

Austrian architecture with a tendency for iimovation. It school used the simple 

element, brick, as the structure, and then faced that stracture with carved stucco 

(probably Semperian influence) that became a distinctive representation for each 

building. This strongly influenced Plecnik, especially in his early Viermese works 

under Wagner's supervision. 

6.1.2. Plecnik and Semper 

Plecnik was clearly influenced by Semper and his book Der Stil. Although 

his first contact with Semper's theories was in Vierma at the Wagner school, this 

inspiration was more prevalent in Prague and beyond. Plecnik's design for the 

canopy over the stairs leading to the Garden of Paradise' is a direct use of Semper's 

ideas. It reflected the "temporary" stracture, a primitive architecture, through the use 

of 'draped' copper roof supported by tree tranks acting like beams, which transferred 

the load to stone columns through carved bronze bulls. (A reflection for Semper's 

notion of woven fabric as the first architecture) Another application of Semper's 

theories can by seen in the Church of Sacred Heart in the Vinohrady district of 

95 



Prague. The exterior walls of that design demonstrated Semper's cladding theory, 

which suggests that walls are hung as a tapestry or a heavy decorative woven fabric 

on a tectonic frame. Gavin Stamp says that: "The faceted surfaces of purple brick 

pattemed with a net of projecting stone blocks must be read as ermine - suitable to 

clothe a shrine to the Most Sacred Heart of Jesus, King in Bohemia." ^ 

As a tribute to Semper's ideas, Plecnik placed the word SEMPER on the 

granite wall fovmtain with a lion's head above its granite bowl. Stamp believes: "It is 

a pun, for the word [Semper] can be read either in Latin or as a homage to the 

German architectural theorist who had such a profound influence on the Slovenian 

Plecnik."^ 

Figure 6.1. The word SEMPER carved in the lion fountain 

Source: Source: Zdenék Lukes, Opening the Enchanted Castle: Josip Plecnik 
at the Prague Castle. (Prague, Czech Rep.: Panorama Publishing House, 
1992), 12. 

' It is also called "The BuII Gate" as a reference to the bronze bulls carrying 
the stractural beams. 

^ Gavin Stamp, "Prague's Tribute to a Great Architect," Architects' Journal, 
204.7 (1996): 16. 

^ Stamp, 16. 
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6.1.3. Tomás and Alice Masaryk 

Tomás Masaryk and his daughter Alice had a great influence on Plecnik's 

architecture. As the head of the state, President Masaryk's influence was not only 

acknowledged the in expression of his philosophical views through Plecnik's 

architecture, but also that his constractive support had a significant role in the 

architect's decisions. Plecnik knew that, with the support of the strongest authority 

in the new Republic, he had confidence to propose brave ideas that challenge the 

prevalent architecture trends in Prague. In other words, Masaryk was an ideal client. 

Dr. Alice Masaryková, an art historian, influenced Plecnik in a different way. 

Because of her mother's illness and early death, she stood by her father in his 

mission in the First Republic and acted as the First Lady of the Republic. In Prazsky 

Hrad (Prague Castle), everything, from light fixtures to state rooms to civic design 

was renovated and redesigned to introduce the Castle as the Capital of the new state. 

This restoration reflected the confidence felt by all for the new republic. Not only 

did Plecnik recognize President Masaryk's desires for a democratic icon for his 

country, he delighted in tuming the castle into a symbol of state power that could be 

recognized by the world. 

As mentioned before, the rehabilitation process did not merely deal with 

architectural reconstraction. It touched disciplines far beyond architecture. Masaryk 

relied on his daughter in handling her duties as the First Lady. "The illness of Mrs. 

Masaryk meant that the responsibilities for managing the household of the President 
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of the Republic fell upon the shoulders of his elder daughter."'* Thus, since she was 

in charge ofithe President's official household, she played a major role in 

consultations with the Castle architect, Joze Plecnik. "Alice stressed simplicity and 

quality."^ 

Alice developed a close relationship with Plecnik and exceeded the 

traditional architect/client role. Her letters to Plecnik are great expressions of her 

beliefs about beauty and art, and their application in Plecnik's architecture 

These letters "were inherited by Plecnik's nephew and heir, a Catholic priest 

in Zagreb. Sixty-two letters had already been privately photographed and copies 

were made available through Professor Lojz Gostisa, an art historian from 

Ljubljana." 

Plecnik's letters to Alice could have been a great source to understand his 

views and ideology. Unfortunately, they were burned with the rest of her personal 

letters. In 1939, Alice had to leave Czechoslovakia for exile and gave her personal 

letters to Rela Kotíková.' Rela had to hide the letters in a safe place but after the 

imprisonment of her husband, she decided to trust them with her neighbors. In 1942, 

the Nazis instigated "massive searches and reprisals" after the assassination of 

*̂ Alice Garrigue Masaryk, Ruth Crawford Mitchell, Linda Vlasak, Alice 
Garrigue Masaryk, 1879-1966 . Her Life As Recorded in Her Own Words and by 
Her Friends. (Pittsburgh: University of Pittsburgh, University Center for 
Intemational Studies, 1980), 124. 

^ Alice Garrigue Masaryk, 130. 
^lbid., 154. 
^ During WWI, Rela was Alice's "cell mother" in Vierma's Landesgericht 

prison. (Alice Garrigue Masaryk, 154). 
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"Reichsprotector Heydrich." As a result, the fearftil neighbors bumed all the her 

letters including those from Joze Plecnik. Despite this unfortunate loss, some of her 

letters are still preserved. In April 1968, Gostisa was collecting material about 

Plecnik's work for the exhibition held later in Ljubljana when he provided the 

photographs to an unknown "source."^, Gostisa mentioned that there are 50 letters of 

Alice that were left not photographed because Plecnik's heir considered them "too 

personal." 

This documentation includes letters and notes that illustrate how Alice 

became in charge of the Castle's restoration through performing the role of 

intermediary between her father's philosophical views and the architect's visionary 

responses. She, the client, deeply felt how understanding and sensitive s person 

Plecnik was. Her comments (or requests) were not written in the traditional 

administrative form that a client would request from the architect. Instead, they were 

more analytical, using a poetic intonation that could simulate the architect's 

creativity and inspiration. Her descriptions or requests were not definite; they were 

open for discussions just the way she inherited her father's democratic approach in 

other disciplines. She appreciated Plecnik's work: "As you know, Prague is going 

to become a center. The style of democracy means veracity, consideration of people. 

Alice Garrigue Masaryk, 154. 
^ According to Alice Garrigue Masaryk, 1879-1966: Her Life As Recorded in 

Her Own Words By Her Friends, the word "source" was used without identifying the 
exact contact. 
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and respect for their work. Whenever I might be of help - 1 shall do so with great 

pleasure. I am very grateful to you."'*^ 

Her faith in his decisions is reflected in the foUowing letter that was dated on 

10, September 1925: 

Dear Master, 
I beg you - never think that you are expected to answer all my letters. I 
know my duty toward the Hrad. I have already made my decision in that 
respect. I am serving as best as I can. When you write - 1 am happy - when 
you don't - 1 still remember you in my prayers. 
You were kind enough to promise that you would decorate our apartment in 
the Hrad. Please let me stress that your presence here is badly needed if all 
the reconstraction is to be harmoniously fmished before next fall. 
I somehow, felt that the Presidential quarters should be the very heart of the 
Hrad. Every detail is important. The desired simplicity requires great 
attention, deep thinking, and continuous awareness. I see clearly that the past 
Revolution which took place here is an integral part of a trae democracy. 
Next fall Prague will be the meeting place for the Little Entente. Hospitable 
Presidential quarters could play an important role in the present political 
situation by helping to unite the representatives and to strengthen their 
relationship. 
Please, Dear Master, come either toward the end of this month or at the 
begirming of April, because we are going abroad soon. The task of the 
restoration of the Hrad requires very careful planning - and for that we need 
time. 
I am engrossed in decorating the living quarters of the Hrad! I hope you do 
not object or consider it presumptuous if I write a few notes about it. 
Please, Master, believe me, you can rely on me being calm, impersonal, and 
inwardly uncompromising. 
God be with you!" 

When the decision was made on appointing Plecnik the Architect of the Hrad 

(Castle), she wrote a letter dated 11 November 1926: 

"̂  Alice Garrigue Masaryk, 139. 
" Ibid., 140. 
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Dear Master, 
Thank you for your letter. I am answering it immediately, so that you will 
not be unnecessarily upset. I am not yet thoroughly informed, and I am sure 
that I shall leam more. So far, this what I know: 
My father wanted your position clearly established. So - in the Council of 
Ministers you were officially named "Builder of the Hrad." 
This position gives you a position equal to that of a University professor. In 
regard to finance, your years spent in working at the School of Industrial Arts 
[Umélecká Prumyslovka] and at the Hrad will be taken into consideration. 
AII this actually happened several months ago - sometime last spring, I 
believe. However, it was considered only a correction of your previous status 
- and so it will not reach the press because - by now - it is not news. 
Yes, I am thinking about having my own private apartment in Prague - in the 
vicinity of the Hrad. It is a house on Loreto Square. It belongs to my friend 
Nessy. Long, long ago it belonged to one of the Czech nobility. 
Nessy's apartment has lovely, large rooms, with a beautifiil view of Prague. 
A miniature castle itselfl Nessy's husband has offered me an identical 
apartment on the third floor. They gave me permission to remodel and 
redecorate. 
And you will be the one to do it. Please? One very important matter - you 
are the "Builder of the Hrad" (build = create = bring into being). Because my 
father asked me (unofficially, of course) to look after the restoration of the 
Hrad - up to a certain point - 1 cannot mix this ftinction with my private 
affairs. It is a matter of honor and pride - you will understand.'^ 

Although none of Plecnik's biographers stated categorically that Alice and 

Plecanik were lovers, the development in their relationship is clearly seen in the way 

she addressed her later letters. For example the "Dear Master," that she used in her 

early letters tumed to "My Esteemed and Good Master," an indication that might 

disagree the notion of them being in a mere "platonic love" as Prelovsek 

mentioned.'^ 

My Esteemed and Good Master, 
.. .Tomorrow we are leaving for Egypt. In about the middle of April we shall 
be in Greece. 

'^ Alice Garrigue Masaryk, 141. 
'̂  Burkhardt, 52. 
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It would nice if you would also tell me how you are. Maybe the best would 
be to mail the letter directly to Hrad.. .1 also want you to know that neither 
moodiness for a slightest misunderstanding is the reason for my sounding so 
distant. It simply the result of my feelings for the serious role which Destiny 
has given to me and I have decided to accept. 
Please, remain calm and understanding toward yourself and toward others. 
Remember the foundation of architecture so masterfully expressed by St. 
Augustine. Thinkofit! 
From now on - when you visit the Hrad - whether it will be in thought or by 
train - everything will be - with God's help - in order. You are free. Just be 
carefiil and trast in God who is everlasting. 
I can hear the sea - a gentle breeze is coming up the day is ending - saying 
goodbye. Pure loveliness! 
God be with you. Good night.''* 

Alice always admired ancient Greek civilization and considered the Czech 

nation to be the Greek equivalent of the Slavic world. Plecnik, sharing similar 

beliefs, was inspired by her ideas and expressed it acutely in his work on the BuII's 

Gate Staircase. This inspiration came from the Royal Palace in Knossos, Crete. This 

is a clear evidence that Alice influenced Plecnik's design decision to reflect her, and 

eventually his, beliefs in Czech mj^hology. In his proposal for connecting the castle 

to the old city of Prague, Plecnik's city plarming proposal in 1927 illustrated the 

legendary Coronation Way used by the Czech kings to cross the river Vltava using 

the Karlûv Most (Charles Bridge) and reaching the Castle through Malá Strana. 

The intersection of ideologies between the two of them was not limited to 

that staircase. His design for the Presidential apartment reflected her own idea of 

having the living area as the central element of the residence that should have a 

direct connection with the library; an element that was a "musf' for the president. 

''' Alice Garrigue Masaryk, 142. 
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Plecnik was successful in integrating Alice's desires with his own beliefs in his work 

on the Hrad (Castle) and in other sites such as the renovation of the presidential 

residence in Lány. 

6.1.4. Travels and Excursions 

Upon his graduation, and with the success of his diploma work, Plecnik won 

the Rome Scholarship or Staatsreisestipendium. Thus, he spent almost a fiill year 

traveling in Italy, France, England, Belgium and Germany. Italy had a great impact 

on him. The most influential architectural place for Plecnik was Italy. It became his 

architectural heaven. "His arcadia, without a doubt, was Italy, his reference ancient 

Rome, the Renaissance, and, later on, even the baroque of his home land: but he was 

also a realist, a practical man, able to update these experiences and historical 

creations and modify them according to his needs" Freidrich Achleitner said. ^ This 

long trip was an essential part of Plecnik's education especially since he had the 

opportunity to see Palladio's and Bramante's work in person. Later, in his 

pedagogical career, Plecnik insisted on the traveling experience for each architectural 

student and headed various excursions with his students to ensure that they are 

getting the proper education. 

'̂  Burkhardt, 2. 
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6.2. Plecnik and Theory in Architecture 

Although Plecnik did not self-promote and present his ideas in written form, 

his letters to Kotéra in reply to articles Kotéra had published in Volné Sméry 

presented his vision about the work published in that joumal. Those views help 

explain the theoretical framework in which he viewed the current architecture. For 

example, in 1906 Kotéra published Plecnik's Zacharel House, Berlage's Stock 

Exchange in Amesterdam and some of his own works, in Volné Sméry. In an 

undated letter to Kotéra, Plecnik commented on Kotéra's texts: 

Berlage made me very happy. Especially because we are similar: I first 
wanted to do Zacharel House in brick - differently of course - but I was 
laughed at. I foimd it unfortunate that we so rarely hear the word "brick" 
these days. These are many good things in Berlage's work, but the vertical 
solution to the main cirea is not entirely convincing. What I like most is the 
entrance to the great hall.'^ 

In the same issue of Volné Smêry^ Kotêra presented his own Community 

Center of Hradec Kralove with its staircase, the City Hall Conference Room by 

Jindfích v Hradec, a sketch of the Landsberger Burial Vault, as well as the recently 

constracted burial vaults of Kozísek, Vojan, Maydl, Peratz, and Slukov. Regarding 

this, in the same letter mentioned above, and now preserved in the architectural 

archives at the National Technical Museum in Prague, Plecnik reflected: 

I find the fa^ade of your house a bit weak, but the staircase is fantastic, and 
the most successful project is the conference room at the Town Hall by 
Jindîíchûv Hradec. The second burial vautt (on the right) for the Vojan 
family that you did with Sucharda is very, very beautiftiI.17 

'^lbid., 83. 
'̂  Ibid., 83. 
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Further, Plecnik said about the funerary monuments by the architect 

Sucharda: 

And speaking of this great Master, Sucharda, for once his contribution leaves 
me cold. Excuse me - 1 don't mean to be critical - it is so difficutt to talk 
about artistic work. Basically I would say that the idea for the interior was 
not carried to its conclusion. 18 

Plecnik showed interest in one of Kotéra's students, Josef Gocár, one of the 

yoimg Czech architects who adopted "Czech Cubism." "One of the new faces from 

whom I expect a great deal is Gocár - he seems to me quite capable of following 

your example ~ or am I wrong about him?" '^ Plecnik's judgment was proved 

correct. After Kotéra's death in 1923, Gocár replaced him as chair of the Academy 

of Fine Arts in Prague. Gocár was one of the few young cubist architects who 

developed a good relationship with Plecnik. 

Another Czech architect who received similar enthusiasm from Plecnik was 

Pavel Janák. In a letter to Kotêra in 1916, also preserved in Prague's National 

Technical Museum, Plecnik said: "Master Janák is without doubt an excellent man, 

but now I am not entirely certain that he is competent as a reporter, a chronicler or, 

say, a critic."^° Josef Gocár and Pavel Janák were essential contributors in 

establishing the joumal Styî. 

'^lbid., 83. 
'^ Ibid., 84. 
^^ Ibid., 84. 
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In StylI(\90S-l909), Janák published an article titíed "Otto Wagner" in 

which he criticized Wagner's church Am Steinhof Plecnik responded a letter to the 

editorial board ofStyl. 

The ensemble gives the impression of a Protestant church, of an oratory, of a 
choir, but not of a [Catholic] church. Yet it all corresponds to Wagner's 
ideas: "a non-confessional style, an undetermined faith, changing each day in 
step with one's mood." HoIIow grandiloquence. Indistinct, a crossbreed; 
provocative absence of all conviction. We sense the frivolous desire to finish 
hastily, to put an end to the principles of all times and all ages. This man has 
had success his entire life, has joyfuUy skipped over the world's etemal rales, 
which is why he has become unworthy of grace, he has lost contact with the 
people, he does not understand their souls or their needs, he has no sense for 
what is most sacred in people, for what we succinctly call God. This is his 
reward. Upon looking at this work, I say to myselfi better to have no art at all 
than an art of this nature. I understand why the ancients built so slowly- oh, 
they had a conscience; yes, we work more quickly, but I doubt that fiiture 
generation will remember us with the respect that we, thank God, owe the 
ancients.21 

6.3. Joze Plecnik: Modemism, Postmodemism and Czech Cubism 

6.3.1. Plecnik: Modemist or Postmodemist? 

Plecnik's work was presented in an exhibition at the Pompidou Center in 

Paris in 1986. Three years later a book of the support catalogue entitled Joze Plecnik, 

Architect, 1872-1957 edited by Fran^ois Burkhardt, Claude Eveno, and Boris 

Podreccawas published by the MIT Press. 

Fran^ois Burkhardt endeavored to explain why the knowledge of Plecnik's 

architecture was missing from the history of modem architecture. From a modemist 

view, he considered the answer that it was difficult to accept Plecnik's architecture 

for several reasons. Plecnik's "anti-materialistic" morality, and his deep religious 

106 

file:///90S-l


attitude reflected in his architecture, was one of the main reasons. Another is 

Plecnik's opposition to the geographical globalization of architecture. He approached 

architecture by localizing it, using aspects that are tied to its precise geographical 

region. That concept was very difficult for the rationalists, who controlled the 

direction of modem architecture and viewed the globe as one small metropolitan, to 

accept. Contrasting the modemist movement above locality, Plecnik was more 

concemed in expressing patriotism in his architecture, especially after the fall of the 

Austro-Hungarian Empire. This trend was not only apparent in Plecnik's 

architecture, but also other architects, such as Josef Gocár, Pavel Janák and Otokar 

Novotny who were from cultures liberated from the Anglo-Saxon influences because 

of the political changes at the tum of the twentieth century, showed nationalism in 

their work. Yet, it was not welcomed among the critics of that time. 

Burkhardt summarized what contributed to the revival in interest of Plecnik's 

architecture. First, Plecnik went beyond Otto Wagner's modemity in integrating it 

into a preexisting historical stracture such as Hradcany. This trend was never 

promoted by other students in Otto Wagner's school. Second, Plecnik's pedagogy in 

both Prague while at the School of Decorative Arts and in Ljubljana at the Faculty of 

Architecture stimulated a new generation of architecture graduates who went on to 

succeed in their chosen careers. Also, Burkhardt recognized Plecnik's contribution to 

city plaiming in Ljubljana. According to Burkhardt, Plecnik is a vital partisan in the 

modem movement because he demanded the integration of art, architecture and city 

^' Ibid., 84. 
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planning. This holistic approach is one of the main reasons that are currently 

drawing attention to his architecture. What Burkhardt fails to elucidate is the quality 

of the architecture which incorporates through detail, form and material, the meaning 

for so long denied in faceless intemational style. Burkhardt believes that Plecnik 

was neither a modemist nor a pre-postmodemist. He was a "muftifacinated 

personality."^^ 

Plecnik had an ethical goal in his life. According to Burkhardt: "it is possible 

to read the works and explain the methodology of Joze Plecnik only by way of his 

ethical approach, an approach that led him to act and express himself according to a 

goal defined through architecture, which was above all moral in nature."^^ 

Plecnik was able to find "simple, readable " solutions, combined with 

"regional crafts." '̂* Using the Church of Holy Spirit in Vierma, Burkhardt described 

Plecnik's skiU in combining new technology with traditional methods. He used 

double beams with reinforced concrete with a 90 feet span, a unique technology at 

that time. However, Plecnik did not want this feature to be the visual impact in the 

church. So he used decorative columns that looked like supporting elements for the 

beams. "•While using these for precise goals, he never allowed the supporting 

stracture to be displayed just for the pleasure of showing it off "̂ ^ 

Another example is found in the Zacherl House in Vienna (1903). Plecnik 

used a stractural support system that was modem square in its plan. According to 

^^lbid., 113. 
^^lbid., 109. 
^^lbid., 111. 
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Burkhardt, Plecnik believed that expression in architecture could not be achieved in 

rationalization. That is why he did not center his attention on science or scientific 

methods of constraction. Plecnik opposed modemism, when it tried to distance 

architecture away from its historical background. Burkhardt wrote: "Plecnik was in 

opposition to the modem movement when it sought to abolish the dimension of 

history, memory, and tradition and replace them with the principle of 'novelty as an 

absolute value."^^ 

Plecnik over his long career, separated himself from modemism and 

approached architecture by electing abstract historical elements for his designs: "The 

farther he gets from the Viermese years the less elements of classical elements is 

accentuated."^' 

Plecnik knew how people would benefit from his design. It was not only by 

the eclecticism of beautiful single forms, but it was in the paths he makes the users 

foUow through his architecture. Plecnik knew how to provide enjoyment walking 

around a project imiting movement with memory. He applied this as a functional 

element in his architecture. A good example is described in the following paragraph 

from an article published in Domus in 1986, after Plecnik's exhibition in Pompidou 

Center in Paris: 

I believe, that is, that much of the intersect in this place goes beyond the 
beauty of the single forms, to associate itself with the sense of astonishment 
and wonder always aroused by the presence of a raised garden. Moreover this 
sensation is heightened by the glazed arcade which, leading to the garden. 

^^lbid., 111. 
^^lbid., 112. 
^'lbid., 112. 
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makes one aware of being at a greater height than that of ground. And only 
from this dialectic between the memory of being higher up and the 
amazement at stumbling upon a garden springs the enormous charms of this 
place. "̂ ^ 

Yet, Plecnik did cooperate with modemism. An example is the use of 

symbolism by amalgamating architecture into collective meaning. Plecnik's views 

can be constracted as being not only modemist but also postmodemist. For example, 

Postmodemists consider user needs as an essential goal. Plecnik had the same 

concem in order to enable architecture to serve and help. Critics have considered 

this method a new aspect of democracy in architecture. In addition, Plecnik 

cooperated with postmodemism by creating architecture that is based on "needs and 

creations" and using forms that are derived from classical and absfract architectural 

elements. However, Plecnik and postmodemists are in opposition considering that 

Postmodemism views architecture, and disagrees with Plecnik's ethical approach to 

architecture.^^ 

Plecnik did not look for history to be different; history was in the present. 

Frederick Achleitner explains that "one could claim that Plecnik adopted a kind of 

postmodem attitude regarding historicism and the modem movement, but he was 

much more radical, much more adventurous, and reckless than any of today's 

postmodemists." 

^̂  "Jose Plecnik Architetto 1972-1957" Domus 673 (1986): 1-2. 
^^Burkhardt, 114. 
°̂ Ibid., 5. 
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6.3.2. Plecnik and Czech Cubism 

In 1908, the first issue of the periodical Styl was published. It was the first 

architectural joumal to discuss theoretical topics in Bohemia and Moravia. Since it 

was one of the trends to oppose the newly prevailing rationalism in Czech 

architecture, therefore, StyPs main topic was cubism. In order to concentrate on 

architectural theories, Styl did not introduce solely architects' products. For 

example, in presenting cubism, it based its topics on the Parisian cubism of Pablo 

Picasso and George Braque. Some of Prague's architects, who later became leaders 

in Czech Cubism, implemented Parisian cubism into Czech architecture, combined 

with German's philosophical theories. Vladimir Slapeta, in his article "Cubism in 

Prague," demonstrated how the Czech cubists coordinated their designs with the 

surrounding historical buildings. Prague cubism was not only the result of the 

integration of Parisian cubism and German philosophical theories, it was part of the 

search for an identity for Czech culture. While Jan Kotera, was the leader in 

rationalizing Czech architecture, his students, Pavel Janák and Josef Gocár, headed 

in the opposing direction; towards Cubism. Thanks to their teacher Kotera, they had 

developed warm ties with Plecnik. Janák presented Plecnik's architecture in one of 

his articles in Styl. Slapeta, commenting on the said "and it is quite probable that 

they knew his projects anticipating the Cubist morphology: the 1905 design of the 

StoIIwerk Works and the sketch of a chapel with a 'Cubist' vault." 

^' Vladimir Slapeta, "Cubism in Prague." Daidolos 39 (1990): 82-83. 
^^lbid., 83. 
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Czech cubists did very well in managing their new stractures that were 

surrounded with Gothic and Baroque buildings. This point was shared with Plecnik 

who opposed the prevailing rationalism in Czech architecture at that time. Despite 

these shared points, he did not participate in the theoretical debates conducted by the 

cubists. He remained calm when they claimed: 

By emphasizing utilitarian goals and functional efficiency, rationalism has 
defined an outline for architecture founded on scientific formulas, instead of 
defming the laws goveming its conception. This means that the architecture 
conceived of at the time of technological discoveries has been unable to 
create a relationship with its milieu from a psychological point of view.̂ ^ 

6.4. Plecnik's Architecture Characteristics 

One of the major characteristics of Plecnik's architecture was the use of the 

central column in his arrangement of architectural elements. His goal was to express 

his belief about the human as the center of the universe and to represent his statement 

against the factionalist ideology. His use of the central column arrangement was an 

icon as a signature on his architecture. 

^^ Burkhardt referred to: [V. Hofman, "Duch Modemi Tvorby v 
Architekture," Umelecky Mesicnik. I (1911-12); redirected in V. Pechar, P. Uldrich. 
Program Ceske Architektury (Prague: Odeon, 1967)] 
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Figure 6.2. A centered column in Plecnik's Hall at the Prague Castle 

Source: Ivan Margolius, 12. 

Figure 6.3. Entrance of the Chapel of St. John, Zale cemetery, Ljubljana 

Source: Francois Burkhardt, 165. 
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Figure 6.4. Center column at the bull staircase in the Prague Castle 

Source: Ivan Margolius, 14. 

Figure 6.5. Plecnik's central motif, Church of the Sacred Heart in Prague 

Source: Ivan Margolius, 19. 
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Another feature integrated into his approach to architectural design is his 

consideration for the arrangement or organization of design elements. In many cases 

the detail in question commences with a narrower lower part(s) and broadens as it 

climbs upwards as it were, it reaches a spiritual climax; it meets etemal glory after 

straggling through the earth bound to blossom in a creative way. In support to this 

notion, Plecnik wrote "I understand why the ancients built so slowly- oh, they had a 

conscience; yes, we work more quickly, but I doubt that future generation will 

remember us with the respect that we, thank God, owe the ancients."^'' For him, 

design process had to start with the basics, a slow process of analysis leading to 

understanding how and why ".. .the ancients built so slowly..." Their hard work and 

straggle was not a waste that "future generation will remember."^^ Perhaps this 

attitude is a reflection of the process in his own life; from his own experiences 

showed how difficult was a road he traveled. In order to get to the flourishing 

wisdom and knowledge must provide the foundation. 

^"^ Burkhardt, 84. 
^̂  Ibid., 84. 
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The endofthe 
journey is 
victorious 
and eternal 

The path to 
the top should 
undergo slow 
design process 
full of pain 

Figure 6.6. Plecnik's vase on the steps of the Paradise Garden. 

Source: Author. 

Figure 6.7. Details from the entrance, and a table in the Moravian Rampart. 

Source: Lukes, 16. 

116 



This characteristic was not only visible in his personal life, it is iUustrated in 

design elements such as vases, (Figure 6.6) Spheres, in the entrance, and tables like 

the one in the Moravian Rampart (Figure 6.7). 

It occurs in larger scale elements and then arrangements such as seen in the 

Church of the Sacred Heart. Here some critics claimed this is was possibly an 

influence from the Czech Cubism that prevalent at the time. Not only did he 

implement this idea in the deign of the windows (Figure 6.8) and entrance doors, but 

he also used this approach in the upper comice of the Church (Figure 6.9). 

It is suggested that he wanted to express his belief that nothing is 

accomplished without pain. "Fame is nothing but an empty name."^^ This belief 

could be also assigned to his religious belief (he did most of the work on the church 

free of charge) which could result in understanding this feature as not only 

flourishing and thriving in the upper part, but also thrasting outwards to meet God. 

^̂  Dear Master: Josip Plecnik, Architect ofthe Prague Castle. Dir. Pavel 
Koutesky. Perf T. Formácek. K F a.s., Studio 61. Videocassette. 1996. 
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•'íheend of thd 
lourneyis 

1 flourished 
with wisdom 

The narrow, 
deniandiug 
and challenging 
phascof life; 

Figure 6.8. A window in the Church of the Sacred Heart 

Source: Author 

Figure 6.9. The Church of Sacred Heart 

Source: Author 
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CHAPTER 7 

CONCLUSION AND SUMMARY 

7.1. Why the Delay in Rediscovering Plecnik? 

In the introduction to his book Joze Plecnik, Architect, 1872-1957, Fran^ois 

Burkhardt, described Plecnik as "An architect who left his mark on twentieth century 

architecture but who has been unjustly overlooked, because of the evolution of 

criticism and the modem movement."' In fact, that neglect was a result of many 

circumstances. The answer to the question "why he was overlooked?" can be 

categorized as foUowing; negative political influence, unfortunate chronological 

sequencing, and the evolutionary path that the Czech architecture foUowed in the 

early decades of the twentieth century. In addition, Plecnik's work lacked the 

literary or critical support for his architectural theories. Frederick Achleitner says 

that "Plecnik never formulated his critique in theoretical writings, he stated his 

opinions in occasional declarations, and evidence of them can be seen in his work." 

7.1.1. Negative Political Influence: 

One of the main reasons that delayed Plecnik's rediscovery was his repeated 

rejection for the nomination to replace professor Otto Wagner in Vienna. This 

rejection which was repeated three times, and reflected the rising German national 

Burkhardt, 2. 
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movements in Vienna at the tum of the nineteenth century in which the Royal family 

had a significant impact; they refused to have an architect with a Slavic background 

leading the most renowned architectural school in the Austro-Hapsburg Empire. 

That Plecnik was even nominated to succeed his master, Wagner, ranks him at a 

similar recognition level to those like Le Corbusier, Walter Gropius, Mies van der 

Rohe or Frank Lloyd Wright, who headed their own schools. 

Another negative political reason for a failure to be recognized later was the 

warm ties that Plecnik had with the Masaryks. It became an obstacle in presenting 

his architecture to the world in general because the govemment following Masaryk 

ignored his policies, and simultaneously ignored Plecnik. After Masaryk's 

resignation, Gottwald, the foreign minister became President. Although he was 

Masaryk's follower, he was not able to avoid the political changes that originally led 

to the abandonment of Masaryk. The political environment dramatically changed; 

according to H.G. SkiUing: 

When I visited Prague well over a decade later [after Masaryk's death in 
1937,] however, Masaryk had been transformed into an 'unperson': his statue 
removed from the circle of great Czechs and Slovaks in the Hall of Fame in 
the National Museum, busts and monuments eliminated from countless 
places throughout the Republic, his name erased from the railway station in 
Prague [The railway station has been changed to Praha Stfed] and from 
streets and squares, all card bearing his name removed from the university 
catalogues, and his career vilified in historical publications and the mass 

^ Ibid., 2. 
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media. The name and features of Gottwald and Lenin, even Stalin, had 
replaced those of Masaryk in public places and memorials.^ 

FoIIowing the Second World War, the communist govemment took control 

and practiced policies that avoided any sense of democracy or symbols of freedom. 

Plecnik's architecture was one of the nation's clearest manifestations of democracy 

and humanity. This resulted in a general avoidance of his work for more than forty 

years. He was a prophet in his own country and therefore not heralded not 

published. The outside world forgot. 

7.1.2. Unfortvmate Chronological Sequence 

There was an unfortunate chronological sequence of events that took place in 

Plecnik's life that had they been in a different order an earlier rediscovery of his 

architecture could have occurred. Masaryk's abdication was a significant blow for 

Plecnik; not only did he loose a client but he lost the support of the head of the state 

as a client, who appreciated his architecture and defended it when needed. After the 

resignation, new political ideology came into effect. These political waves were 

based on Czech nationalism. Plecnik, who was earlier viewed as a Slavic brother 

from Yugoslavia, started now to be seen as a foreigner who was destroying the 

Czech heritage. 

^ Gordon H. SkiUing, T.G Masaryk. Against the Current, 1882-1914, 
(University Park, Pa.: Pennsylvania State University Press, 1994), viii. 
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These rising national movements were accompanied by a global ascendance 

of modem architectural movements, such as the Intemational Style, which were 

dominant in the West and later adopted in the East. 

AIso, the eraption of World War II led to an economic pause in the 

architectural environment that prevented ftirther commissions for Plecnik not only in 

Prague but also in Vienna where a possible retum to the city after his Prague years 

was a dream. It is possible that Plecnik's career could have been dramatically 

changed had he retumed to Vienna. It is also possible that if his accomplishments 

had been realized in westem capitals such as Paris, Berlin or Rome, rather than 

Prague or Ljubljana, his architecture would have been celebrated on a much larger 

scale. 

By the end of World War II the communists, with the support of Moscow, 

appeared more organized than the Czech democratic parties and thus succeeded to 

power in the 1948 elections. They were to take control for the following forty years. 

The communist regime abandoned Plecnik's architecture for its ties to the First 

Republic of Czechoslovakia. 

Masaryk's intention had been to bring democracy to the newly developed 

republic; he immediately opened the castle's gardens to the public at regular 

intervals. However, they were closed under the communist's rale rather ironically 

given the public access to the former sfronghold that Plecnik provides. It viewed 

Plecnik's architecture as a past ideology, and neglected his ideology product —his 
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interventions in Hradcany's gardens. Unfortunately, some parts were even 

destroyed. For example, in the 1960s a renovation project to the viewing terrace had 

devastating consequences. A concrete slab was added covering the geometric paving 

designed by Plecnik. 

By the end of the communist rale in 1989, they realized that a castie 

restoration was inevitable, not for the symbolic reasons but for the maintenance 

requirements. Their attempts at restoration made the situation even worse. The 

intention was to provide the castle with a new power supply and ventilation systems. 

It is now clear that no specialists were consulted. The excavations required resulted 

in changes being made to the terrace grades. The new power supply required four 

large transformers, which were installed in the south gardens resulting in removing 

Plecnik's aviary. Also, original gravel paths were covered by asphalt, and 

architectural elements were repaired using inappropriate materials.'' 

7.1.3. The Evolutionary Path that the Czech Architecture FoIIowed 

The evolutionary path that the Czech architecture followed in the early 

decades of the twentieth century did not help in promoting Plecnik's architecture. 

Although the goal of the national Czech architecture was to find a cultural identity 

(similarly to the one of Plecnik's) it headed in the direction of rationalizing 

architecture in the realm of the globally rising modemism. This direction pointed the 
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finger at Plecnik's work as a conservative and orthodox architecture at that time. 

These views were supported by Karel Tiege who was faithful to the Czechoslovak 

architecture but at the same time an extremist in his passion for everything 

Czechoslovakian. Although he shared similar views with Plecnik about Semper his 

criticism to Plecnik was very negative. Tiege's critical judgment about Plecnik was 

followed with aggressive letter published by the Society of Friends of Old Prague, 

which officially requested from Plecnik to terminate his proposals on Hradcany. 

7.2. The Contribution of Plecnik's Architecture to Democracy 

In his inauguration, Václav Havel called the Prague castle Zaklety Zámek 

(Enchanted Castle). Plecnik's renovation between 1921-1935 interpreted Masaryk's 

desire to have the castle open for the public. The architect succeeded in fulfilling his 

client's desires but Masaryk's dream in having perfect democracy did not last. 

World War II erapted and Czechoslovakia lost its independence. Since then, 

Prazsky Hrad (Prague Castle) was closed and as President Havel described it became 

"enchanted." The Renaissance Ballgame Hall (Micovna) remained closed and 

heavily guarded for several years. AIso, all the adjacent buildings had their windows 

blocked up. The neglect of the Deer Moat (Jelení Pfíkop) resutted in it becoming 

dense, with overgrown wild weeds, just as in the Sleeping Beauty fairytale. During 

the totalitarian rale, most of the Castle was closed for the public. 

''Burkhardt, 117. 
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Witii his arrival, Václav Havel understood the power of the architecture as a 

symbol for democracy and as a national icon for the newly liberated state. Thus, it 

was necessary to restore what has been damaged to achieve this objective.^ 

President Havel has been leading a major restoration campaign on the castie and 

succeeded in reopening most of the spaces that Plecnik renovated. AIso, Plecnik's 

exhibitions were held in 1993, when the recent restoration started. In 1996 and 1997, 

larger exhibitions were held and visitors from all over the world were present. 

7.3. The Recent Revival of Plecnik's Architecture 

7.3.1. The Current Restoration of Prague's Castle: 

The fall of the communist govemment and the rise of a new democratic one 

brought back the issue of restoring the castle's gardens relying on Masaryk's original 

ideas for reopening the castle to the public. Unlike the previous communist decision, 

the commission was aw£irded to sympathetic architectural specialists, the Czech 

architects Miloslav Burian and Jindfiska Crickettová. Their mission was very 

intricate for several reasons. First, the castle's archives did not contain any final 

plans provided by Plecnik for the gardens of the castle, so they had to rely on his 

sketches. In addition, Plecnik always reached his most important design decisions in 

on-site consultations with the workmen and gardeners. The lack of availability of 

^ Zdenék Lukes, "The End of the Enchanted Castle," Opening the Enchanted 
Castle: Josip Plecnik at the Prague Castle. (Prague, Czech Rep.: Panorama 
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the original materials used in constracting the original architectural elements posed a 

second problem. The third difficulty relates to the technical systems added during 

the communist rale and which disregarded all Plecnik's work. Fourth, all the above 

difficuhies had to be solved utilizing a limited budget. 

Burian and Crickettová started their mission by researching all the archives of 

the castle. In most of the cases, they had to count on preliminary sketches produced 

by Plecnik, combined with their own intuition in seeking their way into Plecnik's 

designs. "After all," Crickettová said, "we had no definite documents, and our 

solutions slowly grew with the project." Under the supervision of the Monuments 

Department of the President's office, they had to dedicate a lot of time to research 

the sources of quarries, brick works and sandpits. In addition, they corrected the 

changed grades that occurred to the terraces after the 1989 technical upgrade of the 

castle. The perspective methodology followed by Burian and Crickettova led to a 

successful restoration which brought "Plecnik's form language" back into Prague's 

awareness. 

Under the communist regime, it was almost impossible to see in the Czech 

market any westem product.^ Whether a car, electronic technology, clothes or 

Publishing House, 1992), 2. 
^ Romana Kacic, Damjan Preolvsek,"Gardens for the New Democracy, 

Prague," Topos: European Landscape Magazine, 19 (1997): 119. 
' An exception for this was in stores called Tuzex, which was using 

exclusively foreign currency. This was not available for the public; only diplomats 
and visiting tourists were able to use this market. 
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anything else, it had to be a product from an eastem block country. Although the 

quality of the Czech products was competitive, they arose an excitement for anything 

western among the Czech nation. More than a decade following the velvet 

revolution, Czech people are still admiring the west. That is why it is needed to 

develop a cultural and symbolical icons that can remind the Czech nation with their 

rich heritage and tie them to their "Czechness." Walking around the Centram in 

Prague, police officers, business owners and taxi drivers are the only Czech people in 

that area. Yet Plecnik's exhibition "Josip Plecnik: Architecture for the New 

Democracy" was crowded with Czech people, who were looking for ties between the 

new democracy and the one established by T. G. Masaryk. The exhibition presented 

letters, original plans and models of his designs and even Plecnik's clothing. It was 

not only an architectural exhibition, but it was also politically motivated in that it 

gave credit to the current democratic govemment who supported the restoration of 

Hradcany. Michael Horsham reflected: 'TSÍow at least, Prague contains a core of 

Czechness for Czechs to ponder in the midst of the consumer maelstrom that is 

currently reshaping the city and the idea of Czech Republic as a nation." 

^ Michael Horsham, "Out of the Time Warp," Blueprint, 131 (1996): 36-43, 
46-47. 
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7.3.2. Slovenian Hero 

Plecnik became a symbol for democracy not only for the Czech nation, but 

also for the new Slovenian state after its independence in 1991 following a 

successful 10-day battle against the Yugoslavian federal forces. In 1947, Plecnik 

designed the parliament building to become the house of the National Assembly of 

Slovenia. His design was a grandiose stracture with a cone-shaped tower rising 394 

feet above the ground level. This cone was supported with 12 columns. One year 

before his death, in 1956 the realization of such a building was completed, but it 

failed to reflect Plecnik's marvelous design. What was built in white and green 

marble had bronze sculptures illustrating socialistic symbols. Lev Kraft, a Slovene 

National Assembly member said that Plecnik's monimiental design would have 

alarmed the federalist leader of Yugoslavia Marshal Tito. Today, the interest in 

Plecnik's architecture is rising. In 1991, the new Republic of Slovenia issued 

postage stamps with an elevation of Plecnik's original design for the house of the 

National Assembly of Slovenia. The word "independence" was on both sides of the 

elevation in both English and Slovenian languages (Figure 7.1). ^ 

^ Michael Z. Wize, "Joze Plecnik Lives Again," Progressive Architecture, 
75.3 (1997): 13,23. 
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Figure 7.1. A postal stamp with Plecnik's National Assembly of Slovenia 

Source: Michael Z. Wize, "Joze Plecnik Lives Again," Progressive 
Architecture, 75.3 (1997): 13,23. 

When the new Slovene state issued new bills for the new currency Tollar, the 

decision, conceming the designs for these new bills, was based on selecting 

prominent personalities in Slovenian history. The 500 Tollar biU was dedicated to 

Joze Plecnik. The biU illustrates his image with a pair of compasses while the other 

face of the bill shows an elevation of his design for the University Library in 

Ljubljana (Figure 7.2). 

Figure 7.2. Joze Plecnik's image on the new Slovenian 500 ToIIar bill 
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7.3.3. Plecnik's Exhibitions 

While he was working on the Zacharel House in Vienna, Plecnik participated 

in the world's fair in Saint Louis, Missouri, and won a gold medal for his design for 

a salon. This design encouraged Plecnik to introduce some innovations into the 

Zacharel House.'" Eleven years after his death, an exhibition devoted to remember 

Plecnik's architecture occurred at the National Gallery of Narodna Galerja in 1968 in 

Ljubljana. In the spring of 1974 a museum of his architecture was opened to public. 

"We have reconstracted the environment in which Plecnik lived" Petr Krecic said 

"his bedroom, living room, his studios, and their entrances - according to 

photographs taken immediately after his death."" 

Plecnik's work was rediscovered "during the height of postmodemism" in the 

exhibition of in Pompidou Center in Paris in 1986.'^ 

In 1996, between September 8**̂  and November 1̂ *, an elegant exhibit of 

Plecnik's work took place in Brasseles. That exhibit presented some of Plecnik's 

original drawings, sketches and various other designs. AIso, it contained a large 

number of color photographs by Pavel Stecha, models, fumiture and videos.'^ One 

'° Burkhardt, 36. 
"Ibid.,7. 
'^ Jayne Merkel, "Joze Plecnik at the Cooper Union," Oculus 60.3 (1997): 15. 
'̂  Raymond Ryan, "Joze Plecnik in Brassels," Architectural Review, 

205.1220(1998): 18-21. 
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year later, between the 6* of November and the 5**̂  of December, Plecnik's work was 

presented at the Cooper Union'''. 

With the recent rising number of Plecnik exhibits, critics are tuming to 

review his architecture. Harry Francis Mallgrave is one of the critics who reviewed 

books related to Wagner's successors. "The four Viennese-trained artists- Hoppe, 

Kammerer, Schonthal, and Plecnik- are the creative offspring of great Mosaic figxore 

of Vieimese architecture, Otto Wagner."'^ 

David Jenkins found a lot of characteristics that are in common between 

Plecnik and Antonio Gaudi: ''Like Gaudi. Plecnik was a skilled synthesizer of 

influences andforms with an exquisitely inventive mastery ofmaterials, capable of 

abstraction and precious detail." 

The revival of Plecnik's Eurchitecture at the end of the twentieth century has 

not been restricted to critics who approved Plecnik's work. It is not only his 

admirers who are studying his architecture, but also critics who are trying to interpret 

of his work after almost one century of neglect. Harbison is one of the critics who 

tried to show the dark side of Plecnik's architecture. He criticized Prelovsek's book 

Joze Plecnik 1982-1957, because it assembled "undeniably disturbing evidence." 

'^Merkel, 15. 
'̂  Harry Fracis Mallgrave, "The Descendants of Otto Wagner," Rev. oíJoze 

Plecnik, Architect, 1872-1957. ed. Fran^ois Burkhardt. Design BookReview, 21 
(1991): 26-28. 

'^ David Jenkins," The Plecnik Papers," Rev. ofJoze Plecnik, Architect, 
1872-1957 ed. Fran^ois Berkhardt. Architects' Journal, 191.17 (1990): 82-83. 
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According to Harbison, Plecnik was a great architect but he was "unselfconscious 

person." His historicism was like collecting elements from the past, but using recent 

material. These elements speak a language that cannot be understood: "They don't 

quite know their own meaning." 

Czech history has clearly proven that political leaders have significantly 

influenced their architects. It repeated itself in Hradcany many times. In the 

fourteenth century, when Charles IV commissioned the architect Peter Parler to 

design St. Vitus Cathedral, his intention was to demonstrate his political success. 

Six centuries later, President Tomás Masaryk wanted to ensure that his political and 

social ideology would be embedded in the new republic culture and manifested in the 

physical reality. He entrusted Joze Plecnik with such a delicate mission. Seven 

decades history repeated itself when President Václav Havel commissioned architect 

Bofek Sípek as the head architect of the castle to restore Plecnik's work for the very 

same reason to demonstrated to his people that the Czech Republic was for and of 

the people. Currently, most of the Hradcany is reopened to all citizens. 

Joze Plecnik and his architecture are currently drawing the public and critics' 

awareness, proving once again that architectural forms are able to cross any temporal 

barriers to create a timeless art. 

" Robert Harbison, "Forms that Speak a Lost Language." Architects' 
Journal 206.19 (1997): 85. 
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Plecnik's architecture is viewed paradoxically. For the modemists, he was 

seen as an architect who opposed modemism by resorting to history and using 

classical architecture as the inspirational tool for creative architecture. On the other 

hand, architects who adopted classical forms and were married to history, viewed 

Plecnik as a modemist who tumed their favorite classical forms into abstract objects 

with incorrect meaning. In fact, Plecnik was the bridge that crossed the gap between 

classical and modem architectural styles. 

Another paradox is presented in Plecnik's position in the views of his critics. 

These in the west viewed Plecnik as an architect who was practiced architecture 

behind the "iron curtain" in the eastem block; this was reflected in their negligence 

conceming his accomplishments. Conversely, the eastem critics viewed Plecnik as 

the architect who tried to reflect the monumental capitalistic ideas in his architecture. 

In other words, the East viewed him as an ally of the West and the West viewed him 

as an architect from the East. i.e., both sides viewed him negatively. 

More studies should be dedicated to Plecnik and his architecture. Plecnik's 

case should be further reopened and reevaluated in order to place him in the correct 

rank in the history of architecture of the twentieth century, that containing the major 

thinkers who elicited change like Le Corbusier, Mies van der Rohe and Frank Lloyd 

Wright. It is necessary to have his architecture exposed to the most recent 

generations of architects and architectural students to recognize the power of 

architecture. There are sufficient studies that deserve to be accomplished such as: a 
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rationalization of the main influences on Plecnik's architecture, space syntax analysis 

of his spatial perception, comparison studies of his work in relationship to architects 

like Carlo Scarpa and Frank Fumess, and his ability to abstract from the past forms 

that are clearly modem and timeless. Finally, these studies can create a great source 

for designers to have access to the work of great architect who knew how to interpret 

his theories and incorporated them in details of a micro scale—as small as door 

handles or ashtray— t̂o the macro scale—as in HradcEuiy or the city planning in 

Ljubljana. 
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