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| fully understand we need

Both carriers of sand and hewers of stone:

One cannot build a house without their labour.
But these have only the foggiest idea

0f the grand design in which they play a part. -
Only the architect comprehends the whole,
And even if he cannot carve the stone

The work is his creation, he its god. -

Imre Madéch, The Tragedy of Man

Introduction

Mungarian church architecture after World War Two is the least known
thapter in the history of this genre but probably one of the most ex-
£1ting as well. It may seem to be obvious to divide the period between
1945 and our days by one sharp demarcation line of the 1989 politi-
Lal thange but the situation is much more complex especially because
the one-party system or communist dictatorship started only after
the changes in 1948-49. In addition, our church architecture was in-
Huenced not only by the events of the short-lived Second Hungarian
Republic but by more specific factors of the period such as the series
ol reforms within the churches and the changes in the architectural
frends in the west which turned out to be stronger than any time be-
fore. In the following we make an attempt to set up a new periodiza-
tion based on stylistic forms and church history rather than traditional
istorical events.

Staying within the historical time frames (1945-1989), in the
peniod of our discussion we can speak about the construction of a few
hundred new churches in Hungary. This figure seems to be high only at
flest sight; as a matter of fact, there are only a few dozen reaching the
tequired standard. The rest would be the work of individual communi-
Hes being aesthetically insignificant but sociologically all the more
important. If time favours them, they might eventually find their place
W the canon of art history like their predecessors built hundreds of
years earlier in the Roman times. For the time being, however, we stick
10 the smaller group simply because certain phenomena appear more
svidently in these churches. The first part of this essay will deal with
those events that determined the Hungarian church architecture of the

period while the second part will point out its particular characteristics
through the analysis of six outstanding churches.

The denominational distribution of the churches under discus-
sion more or less accurately reflect the religious affiliation of the
Hungarian people: the majority being Roman Catholic, the minority
Protestant. Concerning the period between 1945 and 1989 we can
talk about the building of only Catholic and Protestant new churches
whereas there were only a few Lutheran ones built and no synagogue
at all. Although the so-called small Churches got somewhat strength-
ened in the eighties-the Hungarian Baptists, for instance, built sever-
al chapels in that decade-but the real flourishing period was to come
only later.! On top of all that, as we shall see, the churches built in the
eighties have closer connections with those erected after the political
change than with the earlier ones.

Summary

Our church architecture in the interwar period can be divided basi-
cally to two trends: the historicizing and the one following the modern
trend in a restrained manner. Both trends have produced excellent
works even if they do not belong to the main churches dominating
the architecture of the period. Posterity is inclined to emphasize the
churches built in the modern style such as Gyula Rimandczy's build-
ing complex in Pasarét (1931-34), Aladar and Bertalan Arkag's church
in Varosmajor (1932-33) and Ivan Kotsis's in Balatonboglar (1932-33),
mostly comparing them to the Italian architecture of the time. How-
ever, in addition to the major works, it is worth remembering those
which were searching for a compromise between the renewal of tradi-
tions and the modern discourse such as, for instance, the churches de-
signed by Karoly Weichinger or Nandor Kérmendy-whose style were
to explain a number of later phenomena.

However, the period which was not so much flourishing but rather
consolidated was broken by the world war damaging and ruining a
number of outstanding buildings. Fortunately, after-war reconstruc-
tion started quickly and included the building of churches as well; this
is how the Kapisztran Szent Janos Church in Rozsadomb was built in
place of the destroyed chapel.? A great value of the architecturally
not so outstanding building is that it is a visual memary of the church
artists of the interwar period, especially that of the so-called Roman
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School, and as such it is the last messenger of a free era since the
Communist Party's seizure of power put an end to the period of church
architecture in Budapest for decades. The Magyar Szentfld [Hungar-
ian Holy Land] Church, the last building of the greatest master of the
Hungarian Bauhaus was left unfinished; designed by Farkas Molnar-
inspired by his travels in Palestine~the building might have become a
very unique example of the history of Hungarian architecture.?

The ignominious fate of the Magyar Szentféld Church is also a
turning-point in our church architecture since the strengthening of
state control over the churches limited its possibilities. During the
process called ‘separation’ with hypocritical euphemism the church
properties were nationalized, the protesting clergy was cleared out of
the way and the most important church leaders were forced to resign.*
The process was officially sanctioned by the Constitution accepted on
20 August 1949 which ensured the secular supervision of the religious
organizations. In 1949-50 legal settlements were made between the
church and the state leaders. On 19 May 1951 the government es-
tablished the State Church Office which was the sole authority in re-
ligious issues in the following decades as well as the Council of the
Free Churches responsible for the small churches.® In the fifties there
was no chance of building any church in Budapest and the best-known
church artists were forced to work in provincial churches. To save the
artists, a kind of underground organization came into being: for ex-
ample, between 1950-54 Ernd Jeges decorated eight small provincial
churches with wall paintings.

Nevertheless, even the severe state control did not mean total
shutdown. It was during these years that, for example, the Lutheran
church in Csengdd® or the Roman Catholic Church in Taksony’ both
of which clearly show the architects' search for new ways trying to
strengthen the believers by renewing traditions. f\rkag’s church in
Taksony is particularly interesting because, as it has been pointed out
by llona Rév,? in its details of form it follows modern prefigurations
whereas in its treatment of space and mass it follows Baroque ones.

The slow political thawing from the sixties was parallel to the
Second Vatican Council (1962-65), the most important event chang-
ing the Catholic church art of the twentieth century. As a result of the
preliminary negotiations, the Council confirmed the spontaneous re-
forms in church architecture and sacred art, allowing for greater artis-
tic freedom. One of the most important architectural principles is that
the buildings should be intimate, the tower- and cross-shaped floor
plans are not obligatory and special attention is to be paid to the in-
coming light. The most important element of the liturgical reform was
the changing of the thousand-year-old role of the altar which resulted
in the rearrangement of the sacred spaces. ® In 1962 Pope Paul VI sent
the following message to the church artists: “We do not want you to
follow a certain tradition or stick to a certain style. We want your art
to be true, worthy and effective for us to be able to understand, to
bring help, to tell the truth and that the people be receptive to sacred
religion by it. Be truly connected to the Christian spiritand cult, live in
harmony with it and then do what you will!**

The architects of the countries behind the iron curtain primar-
ily had to meet the requirements of the state even in the matters of
sacred buildings and the state tried to make their job as difficult as
possible. According to the regulations of the State Church Office, for
example, new churches could be built only on the old lot already used
by the Church or they had to offer a lot of a similar value to the state-
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which practice later turned out to be absolutely controversial. From a

formal point of view, the church had to conform to its environment;
in practice, it meant that the building of towers had to be given up.
Another concern was that the construction was mostly to be done by

the congregation. Although the formal requirements were not abol-
ished, the political power slowly started to ease the situation of the

Churches from the second half of the sixties: in 1967 the censorship of
the religious papers was abolished and in 1968 the Political Commit-
tee of the Hungarian Socialist Workers' Party confirmed the state sup-
port of the Churches. In 1971 the Council of the Public Matters of the

Churches eased its former rigour and abolished the decree prohihiting

the political activities of the clergy. Within fifteen years each his-
torical Church was represented in the National Council of the Patriotic

Popular Front. Cardinal Jozsef Mindszenty, the person most guilty in

the eyes of the state but more and more heavily criticized even from

within the Church left Hungary in 1971 and with his death in 1975 “the

church hierarchy was restored". The new cardinal, Laszl6 Lékai could

be present under the slogan “The trimmed tree is coming into leaf" in

Békasmegyer' when the first sods were cut at the building of the first

church without any predecessor in socialist Hungary even though he

did not live to see its consecration.

Paradoxically, the declared or undeclared expectations of the
Hungarian state as well as the tight financial situation showed some
similarities with the changing concepts of church art after the Sec-
ond Vatican Council expected spirituality rather than impressive or-
namentations from the artists commissioned by the Church. For the
architects educated on modernism, i.e. the generation which took
over the control of church architecture from the mid-sixties the above
cited principles of Paul Vi-truth, efficiency and intelligibility-meant
form without compromise. For them, the accumulation of historical ci-
tations cannot provide a solution; it will come into the forefront only
from the appearance of postmodernism in the eighties when it be-
came an almost instinctive requirement of the free Churches search-
ing for a connection to the society in their own roots. In the sixties
and seventies, however, the only acceptable style of contemporary
church architecture was modernism both in the secular press and in
the church media. This is the reason why llona Rév calls the churches
of the era "experimental workshops" - even if the term can be applied
rightly only to a few dozen of the several hundred Hungarian sacred
buildings between 1949-1989. The reason why the transition is so
unexpected and powerful is that nearly a whole generation was miss-
ing since the churches built in the two decades after World War Two
cannot be regarded as works transcending the realities of everyday
life and representing artistic concepts and world-views as a whole.
When, however, in the early sixties a thirty-odd-year-old architect
was commissioned to design a church in a small village in the Biikk
Mountain, he started his job with a self-confident knowledge of the
tools of modern architecture and created his work which turned out to
be a milestone. The name of the village is Cserépvéralja and that of the
master is Laszl6 Csaba.

The young Csaba who was working in the workshop of Iparterv
started on his career completely by chance and became one of the
most outstanding architects of the twentieth century. He was visiting
an agricultural building nearby when a foreman from Cserépvaralja
and the local priest came up to him and asked if he was willing to ac-
cept the commission to build the chapel named after Worker Saint

lseph for the township of eight hundred residents.”? Csaba came up
4 simple floor plan which was made avant-garde by the roof: the
Junally positioned cross beam rising towards the back wall cre-
J 4 unigue spatial experience by placing the altar in the centre.
Symmetry is emphasized by a wedge-shaped prism functioning as
Bell tower and the windows breaking the wall behind the altar. The
ol material conforms to the environment: the church-mass and
“lower" are covered by ashlar with the latter being whitewashed."
the form without compromise did not mean that church-build-
was without conflicts. The most daring elements of the church in
Aetepvaralja-the tabernacle door painted by Béla Kondor and Jézsef
wogu!'s Corpus—fell victim to the conservatism of the believers."
In ErdGhorvati, in the absence, and without the awareness, of the
pehitect, using some of his earlier authorized plans the locals built a
Jeeek Catholic church which was referred to by Csaba as "the mirror
the Hungarian reality of the seventies"". His best-known sacred
Mding, the church in Holl6haza was erected in the place of the old
which was pulled down because of the expansion of the porce-
factory from the state budget in 1967. Later on it became a part
he state's official display.’® A similar story will be that of the All
15 Church in Farkasrét whose picture was given as a present to
Bl VI by Janos Kadar the first Communist leader who was received by
pope on 9 June 1977. Paul VI gave Apostolic benediction to Istvan
Ao who received the Yl Prize, the highest state award in architec-
I was the first time in the 35 year-old history of the prize that
I was awarded for a sacred building. By 1980 the chapel named after
Blessed Virgin Mary of the Hungarians, the most visible sign of the
Jood relationship between Hungary and the Vatican, had been built in
b undercroft of the Saint Peter's Basilica in Budapest; the construc-
was supported by the Hungarian state although they also super-
d the designing process.”
Ihe examples of Cserépvaralja, Erd6horvat and a number of oth-
show that the community commissioning the building of a church
me much more important than for decades before. The patrons,
supporters and the companies caring about the spiritual life of
It workers had disappeared; the believers had to create the con-
ans of construction. Almost all of the new churches were built in
form of voluntary work with the help of donations of the congre-
gation; at best, from the end of the seventies donations for furniture
ame from some Scandinavian countries or from overseas. This kind
work cannot be realized without a charismatic pastor who is able to
) the community together such as Laszld Koroncz in Nemeshetés
\mre Birg in Farkasrét. In order to achieve his goal, the latter even
entered political life. As opposed to the great number of disadvan-
Aages of community church-building, a positive feature would be a
tloser affinity with the building. Itis well illustrated by the fact that at
“many places like Nemehetés or Budapest-Farkasrét the anniversaries
0! the consecration have been regularly celebrated by the believers
who take great care in preserving the original form of the buildings.
On the basis of the above we can draw the following conclusions:
Mungarian church architecture was basically determined by two phe-
nomena, namely, the pressures deriving from the rigour of the one-
party state and the degree of sticking to the forms of modern archi-
Iecture whereas its changes were generated by two events, namely,
the Second Vatican Council and the weakening of the late modern
trend in the eighties. All of our architecturally valuable sacred build-

ings of the sixties and seventies accept their own contemporality and

one of their common characteristics is the fact that inspired by disad-
vantageous conditions they show some revolutionary solutions. These

include the innovative structural solutions forced by the cheap build-
ing processes, unique floor plans deriving from the regulations and

limited lot conditions and the special forms resulting from the tension

between traditions requiring impressive appearances and the present

expecting self-control. It would be a mistake to suppose that these

phenomena were characteristic only of this side of the iron curtain.
Quite the contrary: the church artists, architects, painters, sculptors

and craftsmen in Hungary were concerned about the same problems

as their American, Danish or Australian colleagues and more than once

even their solutions show concrete similarities.

Beginning from the eighties, as the schism between the state and
the church started to get smaller, the architects were less forced to give
up their concepts which resulted in a growing number of good-quality
buildings though not many of them being outstanding. The communi-
ties getting rid of the limitations were less keen on modernism and
the historicizing motifs increased both in the Protestant and in the
Catholic church architecture. While in Hungary the reviving religious
communities commissioned churches with two-four, sometimes seven
towers following medieval patterns, the Catholics of the world also
discovered that the Second Vatican Sacrosanctum Concilium had not
said a word about the architectural styles." Calls for the necessity of

"reform of reform" came from the clergy as well as the congregations.
The sudden burst of enthusiasm generated the neogothic form of the
Houston Saint Martin's Church accommodating 1200 persons as well as
the super-classicist cathedral of Our Blessed Lady for seven thousand
believers in Licher, Poland.” During the past decades it has become
clear that the insecurity and slow falling of the idol of architectural
modernism as well as the cultural and stylistic pluralism emerging with
the weakening of ideological limitations inevitably attract the domina-
tion of historical traditions or at least the appearance of the sometimes
misunderstood references to them. Although the above examples are
extreme, they illustrate the similarities of the discernible processes in
Hungary and in the rest of the world.

"“The Hungarian sacred architecture of the nearly five decades fol-
lowing World War Two can hardly be measured with the standards of
a Western European architect,” wrote Attila Farkas, Secretary of the
National Council of Church Art and Heritage in 1991.7 Since the two
decades of its publication it has been proved that this idea has to be
rethought. The comparative study of the greatest Hungarian works of
anindividual character born under the pressure of five-year plans and
the control of state agencies and their counterparts in international
architecture gives an opportunity for the discussion and research of
such a wide context that would extend well beyond the scope of this
essay; therefore, here we can provide only a few examples to illus-
trate the above-mentioned concept. The six churches in pairs are
the following: Holl6haza and Budapest-Farkasrét, Nemeshtés and
Nyiregyhaza-Borbanya as well as the chapels in lldiké Square and Tal-
tos Street, Budapest. Their introduction is intended to point out the
existence of stylistic and formal phenomena parallel to the interna-
tional trends, referring to the conscious or spontaneous nature of the
application of the forms of foreign origin as well.
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Hollohaza and Farkasrét:
the Basic Historical Types

The Saint Ladislaus Church in Holléhaza and the All Saints' Church in
Farkasrét, built one decade apart, are the most significant sacred
buildings of the four decades of the Hungarian People's Republic. Af-
ter their completion, both became the symbol os the good relationship
between the state and the Church. By today this aspect has lost its rel-
evance but both of these churches are considered as milestones in the
canon of the history of Hungarian church architecture. Their meaning
and significance, however, are different because of their features de-
riving from the history of their construction.

“The external circumstances-the actual relationship between
the state and the church-as well as the constant changes in the world
strongly influenced and determined the chosen structure of my
churches,” claimed Laszl6 Csaba in 1990.”" His work in Holl6haza was
a fortunate exception: it was financed from the state budget for the
porcelain factory whose expansion was the reason why the old church
had to be pulled down. The local community had no right to have their
say in the design but it also meant that the architect had a free hand in
the planning of the building. The greatest problem was caused by the
bad soil conditions. On the other hand, in Farkasrét everything was
negative. The church had to be built above and partially using the old
one, a restaurant-turned-chapel, in such a way that the latter could
be used during the construction. The financial means were very tight
so the construction lasting for twenty-two months was funded from
donations and loans with most of the unskilled work done voluntarily
by the believers and the students of the Budapest Piarist Secondary
School. Architect Istvan Szabd had to keep the poor financial situation
inmind even in deciding on the building material.

As regards its form, Laszlo Csaba's church in Holl6héza is un-
usual as compared to its Hungarian predecessors. The mass of the
church is formed by a horizontal triangular prism made up of three
planes leaned against one another as well as of the similarly formed
prism-shaped sanctuary. The most emphatic part of the building is
the aisle closed with a glass wall from the direction of the village and
the adjacent six meters higher open tower complemented by the mass
of the sanctuary and the vestry. The expressive formation creates a
definite mass easily recognizable even from a distance which further
strengthens the rhythm of the surrounding landscape; its functional
contradictions, however, had already been pointed out by contempo-
rary criticism.” The only traditional element of the building combin-
ing a marked exterior with an unusual spatial experience through the
inward leaning walls is the longitudinal floor plan arrangement which
is complemented with a organ-loft over the entrance. The church was
ornamented with the works of J6zsef Somogyi and Margit Kovécs, ex-
cellent artists acknowledged both by the state and the church of the
time.

The direct predecessor of the church standing as a unique work in
the Hungarian church architecture of the period was Oscar Niemeyer's
Saint Francis of Assisi Church in Pampulha, Brazil.”* The major differ-
ence between the two, however, is that the Niemeyer used the con-
crete surfaces making up the walls and the ceiling bent in a parabola
arch and not in a broken form. According to the Brazilian architect, he
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wanted to break the monotony of contemporary church architecture
which he managed to do: the building had very wild protests, some
people demanded its pull-down and finally, to save it, it was declared
a protected building. The conservative church leaders in the state of
Minas Gerais were willing to consecrate the building as late as 1959.
Twenty-five years after its completion, the architectural discourse of
the Saint Francis of Assisi Church in Pampulha was not likely to seem
archaic which proves not only Niemeyer's genius of form but also its
power reaching over continents. The church in Hollhaza whose form
had been designed in a similarly daring manner by Lasz16 Csaba and
finished by 1967 was also received by the community first with some
aversion but later-partly as a result of the evidently positive criticism
in the press-it was fully accepted.

It was in the church in Pampulha that Niemeyer first used the
curved method of the concrete surfaces which later became almost
his trademark. In Holléhdza, Csaba efficiently recalls the Lord's tent,
the favourite topos of the modern period of the genre with his more
rigid geometric form. Later the tent-form would become a recurring
element in Hungarian church architecture too. It is interesting to note
that when a few years later a Reformed chapel was built in Szamoskér
of Szatmér County, also from state subsidy, the architects (Istvan
Kistelegdi and Zoltan Bachman) also reached back to a traditional
church symbol, the form of a fish.

The church in Farkasrét is semantically different from the one
in Holl6hdza. The building stands on a kind of square opposite the
main entrance of the Farkasréti cemetery. The actual sacred space
which can be divided into two oblongs with their longitudinal sides
next to each other is the upper level over the basement offices and
the urn cemetery. The main front is divided into three separate units.
The right-hand side walls of the narrower one rise towards the sky as
raised hands which embrace the stairs leading to the entrance and
the porch; the stairs are illuminated through the glass-window roof

obliquely positioned between the two walls. This is the tallest part of .

the church, a kind of tower. The bells are hanging in the air over the
central lower front section. In the left projection the space created by
the missing building elements forms a cross which is open upwards.
The glass window behind it illuminates the altar.

In connection with the church in Farkasrét, we can think of an-
other canonical example of modern sacred architecture, namely Le
Corbusier's Pilgrim Church in Ronchamp (1950-55). The seemingly
daring comparison an be explained by Elemér Nagy's words meant
perhaps as guidance or perhaps as consolation from 1958: “... from
Ronchamp's example (...) we can also learn that one can create mod-
ern architecture from simple materials, with a lot of local limitations,
let alone, using scraps."* Le Corbusier used the stones and scraps of
the former chapel ruined in World War Two to build his church; Istvan
5zab6 built his church on the walls of an existing block of flats using
the cheapest building material, BH-60 concrete filling. Le Corbusier
made the panes of glass of the chapel himself just as Szabd made the
130 m2 glass window of the church applying a gluing technique® and
he himself produced the plastic ornamentations and he designed the
furniture as well.

The arched walls and shell-like roof-plane of the chapel in Ron-
champ are in harmony with the hills of the environment. When de-
signing the mass of the church in Farkasrét, he wanted not only to
adjust the building to the environment but wished to form the latter,

Balanced facade of the church emphasizes the square spontane-
formed in front of it and gives a perspective to the opposite
{ery. From the point of view of townscape, its mass is dominating
Aot prominent. The term “creative adaptation” so characteristic
Ihe church in Farkasrét is used by Norwegian architectural histo-
Christian Norberg-Schulz to introduce a new category.”’ This “re-
Iy modern architecture" or in the words of British architectural
tan Kenneth Frampton, “critical regionalism”, however, is not a
nation of formal features but a kind of attitude which is char-
\ed by a special attention paid to the environment.? The repre-
Wwes of critical regionalism understand and accept locality asan
Wy which is determined by its physical and existential relations
her Their churches, then, reflect not only the universal elements
Lantemporary culture and civilization but also the features of the
! place where they stand.
~ Ihese characteristics appear not necessarily in concrete materi-
structural modes or planning forms but also on an abstract level.
above mentioned architectural historians refer to Jarn Utzon
church in Bagsverd built between 1974-76 exemplifies this
of thinking. The building located in the northern suburb of Copen-
was made from prefabricated concrete panels fixed on a con-
framework, i.e. with a method which can be repeated anywhere
he world. The modular, kubus-like exterior, however, hides a pecu-
~In Frampton's words: “relatively uneconomical"-roof structure of
wnterior. Along the horizontal side of the church aisle the white-
ed reinforced concrete skeleton is floating over the space as a
~tloud. Frampton says: “as a matter of course, the purpose of this
ol expression is to secularize the sacred form by avoiding the use
the reqular semantic and religious elements in order to prevent the
| responses to these elements. (...) This is the adequate method
I church architecture in a secularized age when any reference to tra-
4l ecclesiastical contents immediately becomes trash."*
While in Bagsveerd the aim to create lively new relationships is
2ed by hiding the sacred content into a “secular” guise, in Far-
11t happens in quite the opposite way: the everyday turns into
red. While the church in Hollohaza is a universal work of art able to
re the realities of the age, the one in Farkasrét is fully determined
the circumstances and the concept relying on these circumstances
5 It outstanding.

Solitary Messengers of International
Phenomena

Ihe architecture of socialist Hungary was not very much influenced di-
fectly by the western contemporaries. Nevertheless, due to its special
Situation, church architecture is an exception to this rule. although we
Lannot talk about clearly separate styles, there are a number of sacred
butldings builtin the given period which carry the features of certain
dominant stylistic trends without compromise, taking the respon-
sibility for later ideological obsoleteness or for conflicts caused by
the changes in taste. The churches in Nemeshetés and Nyiregyhaza-
Borbanya are outstanding examples for the transplantation of inter-
sationally récognized trends into the Hungarian situation. The work
of the architects was perhaps supported by the relatively peripheral

locations (a township in Zala County and a suburb of Nyiregyhdza) as
well as the communities being more open than the average.

The Catholic population of Nemeshetés, a small settlement not
very far from Zalaegerszeg, had been using a twenty-year-old school
building for their religious life since 1949. When the chapel was al-
ready in a very bad shape, Ferenc Torok was commissioned to design
a new one, which became his first major church-building project.”
The church was built with the help of the believers within two years.
Although it is not so striking from the outside, the floor plan of the
church in Nemeshetés is axially symmetrical: it creates a quadrate
with cut-off corners on the two vis-a-vis sides. The inner space plan-
ning of the building is strung on the cut-off corners, that is the di-
agonal between the entrance and the altar. It also determines the two
half-cylinder shaped protrusions near the entrance. The irregularity
of the exterior is due to the fact that one of the half-cylinders, the
stairs from the basement to the tower leads only up to the half of the
facade, the other, overhanging the height of the facade, reaches a
tower keeping the half-cylinder shape. The bracket line is also irrequ-
lar by following the inverse couple roof design devotedly the spine of
which is situated at right angles with the ground plan, but a bit bias
to the other diagonal sliding towards the altar. Rainwater assembled
here is channelled by an overhanging water-gathering slip. The entire
surface of the church is fair face concrete; the continuity is broken
by some gaps only at two spots, on the balcony above the entrance
and behind the altar. The interior is decorated with the murals of Antal
Nemcsics, renown church artist of the period.

Just as in the case of the Nagydobsza church with its brick-cov-
ered, massive but finely indented frontispiece, the one in Nemeshe-
tés built from concrete also shows the influence of foreign examples.
Torok who later found his own style and became an outstanding mem-
ber of the second generation of church architects after World War Two
admitted it: "My first completed church was the one in Nemeshetés.
| was young then, so it was made during my learning years and the
foreign examples, foreign influences can be more strongly feltin it."*
As regards the materials used, he mentions the impact of Carlo Scarpa
adding that the realization was not consistent: the finished concrete
surfaces in their formwork should have been broken through with
hammers to achieve the final result but after having installed form-
work for two years, the local masters were simply not willing to do
this.* This explains the present image of the church: from a distance
the double texture looks as if it were rastered with the rational lines
of the formwork joints whereas on close inspection it shows the fine
network of the wood.

Talking about Hungary in the sixties, Gydrgy Janossy, a domi-
nant person of the period remarked with some irony: architects used
raw concrete mostly because defects could be hidden with it.** In
Nemeshetés Torok went beyond the pressure of makeshift arrange-
ments and used the material for stylistic reasons. Its historic and
epoch-making predecessor in Hungary is Aladar and Bertalan Arkay's
Heart of Jesus Church in Varosmajor, Budapest, which was builtin 1933
and stood with exposed concrete facade until 1940 when it was cov-
ered with travertine. Architectural public taste changed to accept raw
concrete facades on public buildings only in the sixties and perhaps
Torok's Nemeshetés church was the first example for its application on
asacred building. Scarpa's probably most important work, Brion-Vega
Cemetery referred to by Torok can be justly mentioned as a parallel.
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However, the Nemeshetés church displays a similar impact of the ra-
tional mass-formation, spatial and frontal design of the brutalism
dominating the fifties and sixties Great Britain in which there is hard-
ly any parallel with Le Corbusier's more lyrical “beton brut” trend. An
American example of this trend would be the Third Church of Christ in
Washington, D.C.* which is a twin piece of Térk's church in Nemeshe-
tés not only formally butalso in the way of their formation of the front.

The Nemeshetés church is also remarkable in terms of its interior:
itis one of our first churches that attempted to rearrange the sacred
space. Although the church in Holl6haza was built years after the Sec-
ond Vatican Council, in terms of its floorplan it is a traditional build-
ing. In Nemeshetés, however, by means of using the diagonal, Torok
created a mixture of the longitudinal and the central schemes thereby
producing a basic scheme which will come back several times in Hun-
garian church architecture, particularly among the Protestants.

In a little less than a decade in Borbanya, in the other part of
the country Ferenc Ban started to build his so far only sacred build-
ing with a similar way of thinking though with different means and he
reached a totally different result-at a time when Torok was working on
the Greek Catholic Church in Edelény, a milestone in his church archi-
tectural career.” Concerning its size, the Saint Ladislaus Church built
in one of the end-streets of the suburb of the capital of the Nyirség
region adapts to the environment with family houses but its forms are
anything but traditional. The ground plan of the nave is a quarter-cir-
cle, its rooftop ramps towards the centrally located stumpy tower. The
cylinder shaped tower is the same height as the cornice with squaring
cubes on each side with a cross on the top where the bell is located.
The right side of the nave is assigned with smaller, also section shaped
block which is the vestry. On the right edge of the facade, there is an
arcade with six columns perpendicularly connected to the wall as a
tangent, which is attached to the vestry forming the layout plan to be
spatial. The square shaped entrance gate is situated in the middle of
the arch facade with a semicircular window above it. The ending of the
six roof-supporting balks overhanging the wall's level is presented as
a unique ornament on the plain facade. The idea of an atrium with a
similar size and shape as the cubes on the tower in front of the en-
trance has not been accomplished.

The special formation of the church is in part explained by its po-
sition. The circular main front, the largest and most impressive part
of the church, is on the edge of the triangular lot and faces the inter-
section and the downtown. The playful tower which stands behind the
sanctuary in the middle of an imagined circular floor plan cannot even
be seen from that direction and therefore it does not have a special
role in the townscape. All the lines of the floor plan, its circle, its tan-
gent and diagonal, all the geometrical bodies and rational elements
direct the attention to this point while the sanctuary does not appear
in the mass of the building at all. The light getting through the narrow
vertical windows creates a semi-dark space in the irregular-shaped
aisle tearing the believers away from their everyday reality.

The archway and the LEGO-like geometrical elements are recur-
ring motifs in Ban's works in this period which provided the greatest
pieces of Hungarian postmodern architecture. The church in Bor-
banya is the architect's customary and intelligible interpretation of
the architectural events in the better parts of the world, in this case,
the aspirations of neorationalist architecture. The evident parallel
between Aldo Rossi, the leading figure of Tendenza and Ban can be
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seen not only in the formal features but also in the fact, for example,

that both of them particularly like the architectural drawings tending
towards the surrealist. What Carlo Sarpa meant for Ferenc Térok and
his contemporaries in the first half of the seventies was Aldo Rossi for
Ban's generation a decade later. Péter Reimholz reconstructed Rossi's
Venetian Teatro del Mondo (built in 1979) as the entrance of the Oak
Gallery of the College of Art and Design in 1983, only one year after
the construction of the church in Borbanya, turning form-centred
neorationalism into a semi-official style.

The church in Borbdnya is as much solitary in the suburban envi-
ronment of family houses as the objective realization of a theory per-

fected on urbanistic fundamental assumptions can be and with such
maturity which was unfortunately never repeated in Ban's later works.

Figuratively, as a reaction to the “cube-houses” dominating the im-

age of the Hungarian countryside it is a kind of formal assimilation but
with such an empathy deriving from the other side which has rarely
been repeated in Hungarian architecture. "A poet happening to be an
architect"~this is how Ada Louise Huxtable, architectural critic and
judge of the Pritzker Prize defined Rossi when he was awarded with
the highest prize of the profession; it would be difficult to find a more
worthy Hungarian person for this description than Ban.

The churches in Nemeshetés and Borbanya are individual relics
of Hungarian sacred architecture which corresponded to international

standards of the time, and even to those of the main trend of con-

temporary architecture. Maybe we are lacking the perspective but it
would be difficult to find similar examples in the Hungarian church
architecture of our days.

Structural Innovations
and Industrial Forms

The last group of the churches to be discussed here include two build-
ings designed by the same architect. After his retirementin 1972, with
his All Saints' Church in Farkasrét and eight further churches Istvan
Szab6 became a dominant figure of Hungarian sacred architecture but
his name is less known today than that of Laszlg (saba, Ferenc Torok
or Ferenc Ban in spite of the fact that in the 1984 special issue of Kunst
and Kirche on contemporary Hungarian church architecture Giinter
Rombold emphasizes that the expression of Szabé’s churches can be
appreciated on the level of international architecture as well.” The
two other Budapest churches, the Reformed Church of Ildikd Square
and the Roman Catholic Church in Téltos Street built after the one in
Farkasrét were realized with a consistent and daring structure and
form in a period of Hungarian sacred architecture to be forgotten
which would deserve a more concentrated attention.

The Sacred Cross Church built in the row of houses in Taltos Street
belonging to the Budapest-Németvilgy parsonage had been complet-
ed thirty years ago in 1979. The front of the square-shaped building
with its saddle-roof perpendicular to the street adjusts itself to the
plane of the walls of the houses at the ground-floor level but from the
loft upward the whole mass juts out. The lower segment of the wall
with the entrance facing the street was made of unplastered filling
while the protruding upper section accommodating the loft is made
of industrial glass. The use of simple materials and the marked mass

tion make the sacred nature of the building evident in such a
that It does not press heavily on its environment.
he interior space can be accessed through the gates in the
Ie of the front which reflects the simplicity of the exterior. The
1ls used here were also concrete fillings, industrial glass and
er-type space lattices, Szahd's patent which was first used in the
ruction of the market town of K&banya for Hungexpo in 1970-72.
furniture was made of the simplest materials: wooden elements
on metal frames. An integral part of the interior was the group
Slatues, the Stations of the Cross, which had been created by the
Mect and which was hanging in front of the glass surface over
W altar as well as the light small figures symbolizing the angels and
g from the roof. Just like the original roof-cover, these were
of aluminium. The parsonage at the back of the plot was built
[ihe same time.
Ihe reformed Church in 1ldiké Square, Kiilsd-Kelenfald, was built
4 1otally different environment, on an independent lot at the cross-
lon of a housing estate and a family house zone and completed by
| The building which, at first sight, has a strange statics forms a
aning hexagonal prism. Its exterior is covered with aluminium plates
115 framework is made of space lattice painted white. The interior
minated through the upper glass level cut perpendicularly to the
and the light is filtered by diagonally positioned lamellas. The
behind the pulpit and the pedestal are covered with blue tiles. The
| bell-cage in front of the church has been designed by Zsuzsa

With these two buildings Szabd managed to realize good exam-
of the application of industrial structure with a sacred purpose.
gh its use of material in Taltos Street it is a transition between
church in Farkasrét and the chapel in lidiké Square; its raw archi-
ural manner reminds us of the difficult conditions of the time of
construction, The simple and raw surfaces as well as the spiritu-
of the interior space similar to a factory hall are created by the
itect’s fine artistic plastics; the tension vibrating between the
different discourses make the interior inimitably interesting. The
sed Virgin Church in Erdliget completed by 1983 is a very similar
Iding; it was reconstructed from a one-time cultural house with the
of similar building materials.

In the case of lidiko Square and the Reformed Church in Du-
varos completed by 1985 the pressure to complement the row of
street was not present. As opposed to the Catholic religion, for the
testants the church is not God's house but a place for the church
Ite. Its sanctity, then, is present and created by the service going
within its walls. This may have been a reason for Szabd to use a
¢ abstract structure here than in the case of the earlier built Cath-
thurches. In the choice of the form of the churches the featureless
#avironment did not mean to much inspiration either. Nevertheless,
Ahe churches had to have an impressive exterior since the very fact
Wt thelr building in the first half of the eighties in Budapest and in the
#iest “socialist city” of the country was a kind a magic. This complex
system of arguments might have made the architect turn to a formerly
known genre, the building of exhibition pavilions. By means of the
told, emotionless system of space lattices Szabo produced crystal-
Ike structures. When choosing the hexagonal type of space lattice
sesembling the Reformed star as the basic building material, he turns
the structure into an ornament.

In the case of these churches the form does not follow the func-
tion any more and it does not adapt; it gets free responding to the en-
vironment as an individuum. These churches are not God's houses but
the huge instruments created to examine him. The person entering
the church does not feel that s/he has arrived home and found satis-
faction but rather that s/he has become part of the huge construction
heading towards the other world, the sky, and like a special spaceship,
communicates the message of the earthly believers to the Lord living
beyond the clouds.

The structure of the Dunadjvaros church can be interpreted as a
reference to the local industrial traditions, to the “citadel of metallur-
gy".* Itis a fact, however, that the building in 1diké Square had been
completed much earlier-with the same structure. In these churches
we cannot find organic features and in their language we cannot hear
the discrete dialect of critical regionalism. In Szabd's architecture it
is a recurring idea that he interprets the building as a separate struc-
ture independent from its environment which is responsible only for
itself. However, Szabd makes distinctions: he employs this principle
only then and there where he feels that the environment allows or
requires it. Where he does not feel so, he tries to create the “genus
loci” rather than withdraw. His churches accept the semiotics deriving
from functionality. This brave formation offered the possibility of the
acceptance of a new contemporary identity to the communities com-
missioning the work. An alternative which is interesting, especially
knowing the Reformed churches built after the change of regime; and
as this period has proved: it remained only a possibility.

The example of the church in Taltos Street shows that when bet-
ter times come, the community is inclined to forget about its mis-
erable past and, as it becomes possible, to hide it. The church built
with a number of building defects and from quickly aging materials
was reconstructed on the basis of the designs of Péter Pottyondy in
2001. The front and the interior concrete surfaces were covered with
clinker; the protruding loft was truncated and walled on the sides. The
profile glass on the street front was replaced by metal-framed lami-
nated plate-glass and the one above the altar was hidden by a wall.
The roof was covered with roofing iron imitating tile-cover. After the
reconstruction only the Stations of the Cross was put back into the in-
terior, the ceiling sculptures and the composition above the altar were

moved to the Christian Museum in Esztergom.*’

Conclusion

Based on the above, we can discover several unique features in the
first three decades of Hungarian church architecture following World
War Two which make it a separate period.

The characteristics deriving from the peculiarities of the one-
party system and the ones determining the conditions of the con-
struction and thereby the whole formation of the church are typical
only that period. On the other hand, as it is shown by the example of
Farkasrét, they cannot be called Hungarian phenomena. In some cases
the works of the architects gaining more freedom after the seventies
can be more easily interpreted by the set of concepts of the interna-
tional trends than in their own locality. These are rare but worthy ex-
amples. Finally, the demand of the intersection of the two resultants,
i.e. the pressure of the state and the demand for a modern style led to
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a result which could be understood only in the given period; the un-
fortunate example of Taltos Street shows that a few decades after their
completion these buildings had lost their meaning for the communi-
ties using them. We should not let these buildings perish because
they represent a special stage of our architectural history.
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