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Stories by Makovecz
on reading his architecture

Dezső Ekler

I shall talk about the shift in Imre Mako-
vecz’s art when his interest turned from 
a formative language towards tech-
niques of composing space. On edito-
rial request I shall interpret his “ruffled 
houses” covered with rough-hewn 
timbering in the context of the ouevre.

“Is there any other place in the world 
where the Goff-student Greene’s not-
yet-house designs can be found in 
similar quality? If yes, how close they 
are to the concept of the Makoveczian, 
prehistoric house? Can this magic 
world of pre- and post-architectural 
live on and be preserved in other de-
signs?”—the editor wonders, then 
adds: “…the following years ‘ruffled-
head houses’ disappeared... plumage 
transformed into armour-skin on Ma-
kovecz’s Catholic Church in Paks”. It 
sounds as if we would talk about lit-
erature, drama, approaching the secret 

of the artist  via character types and or 
setting. If I understand well, Kőszeghy 
is interested in Makovecz’s intentions: 
why did he choose these specific 
moods and conflicts at the end of the 
‘70-s? I am almost sure that the editor 
himself would hope an answer for 
these questions from an overall inves-
tigation on the development of Mako-
vecz’s poetics. The reason why he 
prefers one material to another, why 
these disappear and come back again 
some decades later can be only inter-
preted from the comprehensive lin-
guistic and poetic aspect. Even if we 
talk about it differently, we see archi-
tecture as a language. 

Makovecz is a highly conscious artist. 
He considered the opportunities of 
this special language often and sys-
tematically. He got acquinted with 
Wright after ‘56 through some transla-
tions, sources he found in the library 
of the Techincal University. About the 
mid ‘60s in his private master academy, 
a studio for studying contemporary 
architecture of the 20th century, they 
discussed the art of the Wright-student 
Bruce Goff and also Herbert Greene. 
Hence Makovecz was familiar with the 
Greene’s Prairie Chicken House from 
1961. He borrowed his zoological im-
agery from him, the mineral meta-
phors from Wright, the vegetal from 
Gaudi and the anthropomorph ele-
ments from Steiner. He used the spe-
cial technique of a ruffled roof, that is, 
rough-hewn timbering cover with not 
horizontally but vertically connected 
planks previously seen at Greene first 
at the Tokaj community house in 1977, 
then in 1980 at the design of the Do
bogokő skilift engine house. The sig-
nificance of this extreme cover tech-
nique resides in the fact that in these 
two buildings Makovecz’s ars poetics 
seem to culminate. Makovecz’s ars 
poetics reached maturity in the form 
of these landmark houses, was synth-
esied in his artistic endavour. However, 
we need to see the stages it went 
through to get here together with the 
reforms he made.

Herbert Green: Prairie Chicken House (1961 )

Imre Makovecz: Dobogókő, 
ski-lift engine house (1980)

The genesis of Makovecz’s ars poetica

I list the stages of early career artistic 
development in chronological order 
as it follows: 

• Since the mid ‘60-s, inspired by the 
second Goetheanum,  early works al-
ready suggest the idea of a dynamic 
spatial arrangement opening on one 
direction. Cápa and Sió taverns are the 
manifestations with their dynamic 
forms and open thatch and tile roof 
designs.

• In the second half of the ‘60s zoo-
morphic and anthropomorphic fea-
tures appear together with the skeletal 
system-like frames like in the case of 
Szövosz camp in Szepezd, the inn of 
Agriculture Expo, Budapest, or Csáká-
nyosi inn, Tatabánya (1968).

• These elements find thier continu-
ation in forms of skull-like and embrac-
ing arms shaped building complexes, 
then geometrically simplified spaces 
appear with central designs (Restau-
rant in Gyulavár, 1969), along with ribs 
and umbrella-like frame structures 
pointing towards abstraction.

• This direction is reinforced in Move
ment Studies (1969), Minimal Space Ex
pe riment (1972), and gradually the con-
cept of the Makoveczian anthropo-
morph space takes shape, which is first 
realized in rib-like, magnified structure 
of the Funeral Chapel in Farkasrét Cem-
etery, Budapest.

Szekszárd, Sió restaurant (1964)

Above: Birka restaurant, Budapest (1968)
Below: Csákányosi inn, Tatabánya (1968)

Movement-studies (1968)

Minimal-space experiment (1972)

Budapest, Farkasrét, funeral chapel (1975)

Tokaj, community house (1977)
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• The synthesis is embodied in the 
monumental form of the community 
house in Sárospatak (1974-77).

• Thorough and conscious studies on 
folk symbolism (1974-78) unwillingly 
leads Makovecz towards the purified 
form of anthropomorphic space de-
sign: he basically magnifies the well-
known folk embroidery symbol of the 
tulip into buildings. The result is the tiny 
cleaning house in Visegrád (1977), fore-
runner of the Catholic Church in Paks 
(1987). His key concept of cover design 
draws upon the idea of expending the 
geometrical patterns of popular tradi-
tion  into three-dimensional space. 

• Anthropomorph spaces get simpli-
fied in the buildings of Camp Inn build-
ings, Visegrád, 1977, preceded directly 
by the works at Tokaj and Dobogókő. 
These wooden houese with horizontal 
plank-timbering take on Wright’s hexa-
gonal ground-plan and yurta-like block 
formation. Mature works of Makovecz, 
in which the focus on external cover is 
balanced by central space designs. 
(Their predecessor is the weekend 
house in Csipke Street, 1974, is the first 
house with hexagonal ground-plan 
and wooden cover.) 

• By 1978, Makovecz coins his real 
achievement, the concept of anthropo-
morphic space.

Wooden covering (“granica” covering)

The hexagonal form in Visegrád ap-
pears first in the comminuty house, 
Tokaj (1977) with circular form with a 
domed structure. This gets first granica 
covering, that is a rough-hewn timber-
ing with irregular and poetic style in 
the fashion of Greene of which one 
must say immediatley that it is the 
magnified version of the thatch roof, 
shingled roof from Transylvania and 
Upper Hungary. The process of con-
struction is significant here, too, as 
woodcarvers in the  colony of artists 
help, and it is built on preliminary 
sketches to give home for community 
events. It is an experimental building 
which has room for improvisation but 
not for complicated designs. 

The simplicity of the Dobogókő ski-
lift engine house (1980) is similar. Ma-
kovecz took part in the covering pro-
cess: he told about the story of sitting 
on the roof ridge, working backwords 
in riding position - at the end he might 
have slided down into deep along the 
wall of the house. This frightening 
chasm experience stayed on him for 
long as a “movement experiment” he 
would recall many times. The ski-lift 
engine house is the peak of the early 
Makovecz-ouevre. It sums up previous 

Study on folk symbolism (1974–78)

Visegrád, cleaning house (1977)

Visegrád, recreation centre (1977)

Budapest, weekend house (1974)

works and suggests the advance of 
extreme formation technique with the 
plastic composed on the house shell. 
It applies the Makoveczian space ideal: 
a dome opening up in nature of hu-
man aura space. He could not have 
found a more apt roof covering than 
that of the easy-forming shingled roof 
made of planks. I shall come back to 
the question what else directed him 
to choose this covering material be-
sides Greene’s Prairie Chicken house 
and his urge for experimenting. I would 
not exclude the option that these 
houses can be read in the context of a 
pre-historic house, or pre-architecture, 
as Kőszeghy suggests, but I think, how-
ever, that these two “ruffled houses” 
from the end of the ‘70-s are outstand-
ing pieces by a daring experimenter, a 
language reformer starting off from 
modern architecture and Steinerism. 

Makovecz magnifying metaphors

Let us try to sum up, where he got at 
that time. In order to be able to follow 
the development of such a monumen-
tal life-work, we have to note the lin-
guistic development on the way cul-
minating in the Dobogókő ski engine-
house. What makes this original con-
cept so outstanding that it is brings 
world fame right away?

Makovecz begins to speak a radi-
cally new language and every compo-
nent of his buildings are imbued with 
this new poesy. New wods, new kinds 
of sentences, new claims. All the meta-
phors he uses have extreme force: 
enormous, embracing arms, skull-like 
mass, anthropomorhic spaces evoking 
the human aura and movement de-
signs, trees and skeletons. All are 
magnified suggesting their signifi-
cance. As I wrote in my essay in ‘83: 

“Makovecz integrates magnified ele-
ments into nearly all of his buildings.  
His framework elements (slunt coun-
terforts, chimney pillars, covering) are 
magnified building constituents, tim-
bering, or huge branches, plants, bones. 
The tectonics draws upon magnified 
vegetal organisms.” (Dezső Ekler…)

Metaphors, these unexpected trans-
fers in meaning, have distinguished 
role in everyday speech as well as in 
architecture. But why do they require 
magnification? In architecture those 
patterns can gain new meaning, which 
had not been present in the toolbar of 
that style previously, and such, they 
mostly added to the formulas of archi-
tecture from the outside, from other 
fields. Their volume rarely agrees with 
that of architecture, consequently they 
have to be magnified. Hence size-
chaging metaphors are certain indica-
tors of the formation of new architec-
tural words. One could say that by their 
unexpected shapes and constellations, 
these magnifying metaphors make 
the way for new semantic elements. 
But they do not refrain from affecting 
other levels either, they have their in-
fluence on architectural syntax and 
texts. The most significant metaphori-
cal reforms imbue language, as such. 
They do not only help us to a new lin-
guistic context but have an effect on 
the entire composition, on the narra-
tive. And so poetic reforms of language 
are generated not only from meta-
phorical claims, magnifying instances 
but woven narratives as well. To under-
stand that we have to go on a detour.

The sense of narrative in architecture

The art of Makovecz proves that the 
power of language reform resides in 
the metaphors and the narrative struc-
tures of the given language. Narratives 
are the most essential benefice of 
culture. The story begins, there comes 
some complications and, after things 
settle again, one learns about the mor-
als and the story ends. As we would 
not be able to cope without narratives 
in our everyday life nor would we in 
essays of architecture. Telling tales is a 
magic gift, which selects, fuses, and 
rearranges the chaotic instances of life. 
We rewrite the order of things with 
narratives just as with metaphors. They 
are present in almost every articulation 
of human contact. Narratology is a 
popular subject of research in the 

humanities, language philosophies, 
historiographies, theories of literature 
and urbanism. It is not by surprise that 
it often attracts and mislead architec-
ture critics who tend to interpret the 
designer’s intention by narrativizing it.

In architecture narrative should not 
be understood as the representation 
of some story, not even if were the 
intention of the architect. It rather 
means the order of spatial arrange-
ment as the creating mind realizes it in 
space. Telling is arranging, establishing 
spatial logic. To put it bluntly, it is about 
whether one, the architect, actually, 
finds it  appropriate or not to render 
space in some way to communicate 
something effectively. Let us cast the 
history of architecture on our mind’s 
screen and imagine the process in 
which architectural forms evolve and 
gets narrativized in the thousand years 
old discourse of architects. These dis-
courses transform with the churches, 
theatres, museums, schools we build. 
In parallel with the changing forms of 
drama, fiction, poetry, music or dance 
genres. Well, in slow motion, as we 
prone to cling to the previous ones.

Similarly to a novel, we take our char-
acters on adventures in the houses we 
build, however, here plot is given by 
spaces and practices in them (tempo-
ral, though). When we set a “narrative” 
off, basically we enter into a room and 
go along it until we arrive to some 
other point: it can be an altar in a church, 
the bed at home—this is what the 
building tells. Plot, therefore, is the 
spatial practice we perform whereas 
the narrative is the logic of the arrange-
ment of spaces. The linguistic event 
creating this narrative starts with plan-
ning and ends with building. Narrative 
in architecture is the logic of spatial 
arrangement and the practice per-
formed in it. When For defining narra-
tives of architecture one must be aware 
of the possibilities such interpretation 
might offer to understand and sense 
of the poetics of this language even by 
the help of contemporary language 
philosophies.
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If one wondered how inappropriate 
it is to use the term function as archi-
tects used to say instead of “composi-
tion of spatial practice”, I would agree. 
Hence the word function,  although it 
refers to use, does not say anything 
about itself, nor about the possible 
transformation of the arrangement, 
furthermore it shows the purpose of 
the building as if it was  completely 
independent from the composition or 
form potentials of architecture. As if it 
were a part of another world and not 
coming to being by the very act of 
creation. If we approach architectural 
spaces as narrative structures it might 
reveal that creativity can rearrange the 
spontaneously rendered spaces of 
chaos into meaningful order with in-
tended purpose.  As words not shaped 
by meaning but gain meaning in 
speech-events.

Getting back to the idea of spatial 
practice, one must add that in the plots 
of architecture narratives characters 
and situations, like in literature, have 
the same role, however, here spaces 
are the main characters and situations 
are  experiences given as we walk 
along the joined spaces, (like in a dra-
ma) spaces themselves react. Their 
shape, character is altered by lights, 
colours, materials and, of course, the 
way they “behave”. It is not surprising 
that these dramaturgical elements 
perform their effect in time as in litera-
ture, during we use the narrated space. 

So, if we want to understand the 
meaning of forms and structures in the 
language of great reform architects, it 
is not enough to examine the magnify-
ing metaphors they use but also the 
how they use them when they com-
pose architectural structures.

Makovecz’s early narratives

As we have seen, the central theme of 
his early works is on the anthropomor-
phic space designed around the hu-
man aura. Drawing upon studies on 
anthrophosophy, eurythmy inspired 
motion form experiments and folk art 
investigations, his architectural narra-

1978—on photograph, as it was ruined 
long ago. 

But let us cast out eyes on the future. 
What could Makovecz do with his in-
ventions? What are the possible uses 
of this poesy and where are its limits? 
What are the challenges leading to 
new inventions? With regard to the 
architectual narratives of his early art 
we can talk about poems or short 
stories, and maybe the community 
house in Sárospatak could be seen as 
a novel. The funeral chapel in Farkasrét 
Cemetery or the ski engine house in 
Dobogókő are no more than poems. 
One might have the impression that 
the antrophomorph space as form 
cannot be applied to complex struc-
tures. It is not by accident that Mako-
vecz’s innovation gradually turned 
from forms to symbolic solutions of 
spatial practice.              

Narratives in the works after the 1980s

The ‘80-s witness significant changes in 
Makovecz’s mentality. From that time 
on, narratives attract his attention, fic-
tion of telling rather the potency of 
forms. As if great-scale programs could 
really not fit his composition principles, 
he expands the scope of his poetics 
and apply it to other possible spatial 
practices. His original concept of an-
throphomorphic space and tectonics 
does not change but  is deprived of it 
dominance. Emphasis shifts to com-
prehensive modes of using space, ar-
chitectural narratives and symbolic 
dimensions. Actually, he applies the 
early program of phenomenology and 
ontology to a wider issue, that of com-
munity identity. 

It is present in the ski engine-house 
in Dobogókő, having the stems of all 
elements of future plans in its narrative. 
He articulates his well-known idea on 
building: “on the boundary of fancy 
and reality words gather to become 
house-creatures of a new reality” (Ma-
kovecz 85). Studies on folk art result in 
a new discovery uniting several narra-
tives. He realizes the core of narratives 
in verbal metaphors preserved in im-

tives revolve around the human being 
in his existence and capacity for gnosis.

He attributes this plot to the purpose 
of architectural spaces, his spatial 
forms are dominated by an existential-
ist program. His narratives configure 
only this story, nothing more, and this 
identify a a devoted reformer.

New components of Makovecz’s 
language of space derive from this 
narrative intention, the program of 
identity formation, a genuine life, mak-
ing sense of the world. This highly 
philosophical program, genealogical 
and gnostic at the same time, explains 
that he renders his space always 
around a centre, reaching up, and its 
structure and covering follows the 
movement of a living organism. Dra-
maturgical elements of space reinforce 
this. Light always come from the front 
or above, covering material is skin-like 
and often furrowed or scaly. Colouring 
is consequently black and white which 
highlights modelled forms and calls 
attention to the metaphorical and 
magnified nature of the work. 

The composition of the houses in 
Dobogókő and Tokaj helps to under-
stand the radical character of material 
use woven from space arrangement, 
dynamic spatial form, the frontal and 
upper lighting. “Granica” covering of 
shingled or thatch roofs is there to 
emphasize the aura magnified by the 
skin-like surfaces of such house crea-
tures with monochrome colouring.
These are radically new techniques in 
the second half of the ‘70-s. Rare bird, 
that a discourse on architecture in the 
sense of language would come with 
such radical poesy in its smallest details. 
We hardly even notice how much it 
foreshadows from Makovecz’s folding-
architecture blooming in the ‘90s on 
the West. I refer to the concepts of 
dynamic space management, giant 
creature—like appearence, huge ori-
fices, organic support walls, fowing 
covering, and scaly (or rather pixy from 
pixel—transl.) surfaces. It is enough to 
take a glimpse of the terrace of Nagy-
villám Tourist House, Visegrád from 

ages of old farmhouses and so he 
project the narrative of the house-
creature onto them, which is then 
screened on the Makoveczian concept 
of anthropomorhic space. By that 
gesture, he redifines the puporse of a 
profane building, the ski engine-
house’s warming room. Two narrative 
elements, past and present, remain in 
the background, whereas two others 
are foregrounded and dominate, the 
fictional and the Makoveczian.

The daring symbolism appears later 
in the case of Mócsai-cottage, Mogyo-
ró-hegy, where two narratives, the past 
of a farmhouse and the future oriented 
natural-organic house overlap. All who 
witnessed its birth remember how 
unexpected this turn was in Mako-
vecz’s art. We understand it and not, 
and from that on, all was about this 
double meaning as far as the most 
important works are concerned. At this 
house the vision of past and future 
dominate, the poetics of anthropo-
morphic space (despite its U-shaped 
yard) and the narrative of the present 
(being a landlord apartment and caf-
eteria) stay in the background. Wheth-
er seeing the farmhouse in its integrity 
as real or symbolic can be decided by 
the context, more precisely the rela-
tion of narratives. Makovecz here re-
veals the trick to insert two half-hous-
es together and convince us about the 
genuine presence of the fictional. He 
makes us see that both the old farm-
house both the wooden cottage built 
with ‘trees’ are symbolic gestures, and 
so the building has a doubly double-
edged meaning: he builds doubleness 
twice.

The same method is in work in the 
case of the house in Rákóczi Street, Sá-
rospatak, 1980. He projects the old 
cottage’s verandah element onto the 
open corridor of the storey house, na-
turally in a magnified way. Both the 
profane and the symbolic uses are 
present. This multi-storey arched ve-
randah appears in a strange aquaduct-
like position on the galleries of the 
community house in Jászkisér (1982). 

He does not create new words by me-
taphors any more, but by a montage 
of narratives. Using elements from the 
past he creates new, surreal texts. He 
also creates surprising sentence-struc-
tures like in the case of the shopping 
mall with fachwerk in Visegrád, 1982. 
The same applies to the community 
house in Zalaszentlászló, 1981. One 
hesitates, how to understand these 
houses, should one approach these 
old and equally modern buildings 
from the direction of the real or the 
fictional? Makovecz claims:”…to me 
the past is as objective as the present. 
I walk in the past as I walk in a land-
scape, and I do not succumb to any 
hypothesis. To dreams yes, maybe.” 
(Imre Makovecz: Writings 1959-2001. 
Ed. János Gerle. Budapest: Serdián Ltd, 
2002. p. 97)

So Makovecz expands his identity 
program and uses  elements from the 
past as orgnanizing units. Not by word, 
and not as words but as narrative units.
We could say that these are only sym-
bols, but this would oversimplify the 
matter. Of course, these elements have 
symbolic dimension indeed, but by 
being inserted into reality, their effect 
is more perplexing. “Remembering is 
like walking in a real world. Everything 
present, all that happened together 
with what could happen. They are 
equally important.”—writes Makovecz 

Visegrád, Nagyvillám tourist hostel (1978)

Mogyoró-hegy, Mócsai-farm (1980)

Dobogókő, ski-lift engine house (1980)
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on organic architecture. (Makovecz 
121). One must see, that his reformed 
symbolic language is not the result of 
the moveable feast of moods and artis-
tic gestures but from his fundamental 
theme, the same theme of his identity 
program shaping his early spaces. By 
representing the past and creating 
doubled scenes in time and space, he 
opens the sites of memory. He surveys 
a context to make us realize our own 
situation. He provokes and shakes us 
out of automatism to see who we are, 
where we are coming from and where 
we are going to. This has been his pro-
gram since 1978. The House of False 
Historical Realization and Exhibition 
House (1978), a work commissioned by 
German investors, is a vision about 
disillusion and perceptual miscompre-
hension. According to Gerle who in-
terprets it as a conceptual plan “the 
building is creates a situation in which 
one’s everyday perception and aware-
ness meet situations it cannot deal 
with automatically” (Makovecz 281).

In 1984 Makovecz screened his works 
for th audience of the master academy 
in the building of the architect society. 
I was sitting behind him and watched 
the series of vibrating images of crea-
tures-like buildings with embracing 
arms, ribbed chest,  skull, and open 
eyes. When he arrived to his actual 
work, the community forest house in 
Visegrád and the shiny copper dome 
emerging from the grassy moulds coin-
cided with the bold head of the master 
on which the light of the projector 
flashed, I had a strange feeling. On 
seeing the opeion of the dome and 
the crown chakra’s glory I thought, 
Gosh, now it is time for the towers. I 
could not imagine back then how, but 
now I can. The identity program ar-
ticulated in all his anthropomorphic 
spaces is projected into the domed 
hall of this community house as the 
spatial narrative of nature and cosmos 
(“this house tries to raise people’s aware-
ness on their relation to nature”) will 
now aim at vertical dimensions in high-
er spheres of architecture like it was 

already present in the ars poetic draw-
ing’s opeion on minimalist space in 
1972.

The hall in Szigetvár summarizes first 
the new elements in Makovecz’s sym-
bolic narrative. Symbolic spaces have 
double meanings in all respect: real 
and abstract. The multi-storey veran-
dah in the city yard is open for the 
community, the towers as gateways of 
the profane house guide the souls up 
to divine spheres, and identify the 
entry as initiation. The triple dome 
manifests the cosmic order and the 
next stage of initiation lead the believ-
ers to the sanctuary-stage dome, pro-
mising transformation. Their weights 
fall on the column forest underneath. 
The entire composition is orchestrated 
from constituents with double mean-
ing, nothing else. “This house is the top 
of my achievements, containing all the 
elements I have ever found and some 
added infant surrealism. The three 
domes penetrate each other, evoking 
the first Goetheanum, devour the ru-
ined walls of the side wings evoking 
ancient cultures, which collide and 
disappear, and the geometrically sim-
ple, but spatially complex space they 
form operating with srong surreal ef-
fects.” (Makovecz 135) Almost all ele-
ments of the mature Makovecz-archi-
tecture are present in this building. To 
give a full picture, however, we have 
to mention the sports hall in Visegrád, 
1985. This latter one is more dear to me, 
as it is less demonstrative than the 
culture palace in Szigetvár and for the 
reason that it fuses practical and sym-
bolic elements in a more playful and 
subtle way. The sport hall, evoking 
Visegrád’s past, can be identified as an 
urban space among the imagery of 
the surrounding fachwerk houses, 
however, as a vast clearing as well due 
to the flowery supportive walls bloom-
ing flower-widows.

The community house in Bak (1985) 
is a unique experiment in the line of 
symbolic space creation. It is the elder 
brother of the ski engine house in 
Dobogókő. Its shape takes after the 

Sárospatak, block of flats, 1. phase (1981)

Visegrád, shops (1982)

Zalaszentlászló, village centre (1981)

Visegrád, Forest Learning Centre (1984)

The House of the False 
Historical Recognition
and exhibition centre (1978) 
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idea of anthropomorph space and 
magnified house-creatures, however 
the magnified object here is not a 
former space or house particle but a 
bird. Like in some other cases, this 
primary image also gets close to the 
label of morbidity. In memoriam of a 
turul bird monument destroyed in 1945 
in front of the house, he erects a head-
less house-bird. The organic effect, the 
granica covering, like previously, high-
lights both the shape of the house 
creature and the modelled metaphor.

From the mid ‘80-s works recycle the 
elements from the vocabulary and 
symbolic narrative of former buildings. 
The community house in Kakasd with 
new features and symbolic narrative 
(1986) can be understood only in the 
context analysed above. Here the tow-
ers have a distinguished role in both 
meaning configurations. We enter the 
community house under church tow-
ers. Makovecz designs the frontal space 
with towers and creates spaces in 
them also projecting old and figura-
tive narratives upon them. The plank-
size granica covering on the Székely 
bell tower resolves an enormously 
complex problem the narrative. It is 
the rewriting of ancient Transylvanian 
towers, signs the symbolic function of 
the tower and location, shapes a huge 
creature with (tower)helmet, and radi-
ates the idea of organic space inherent 
to its structure while, at the same time, 
inside it receives the imprint of the 
ruined church in the home of the Szé-
kelys of Andrásfalva who settled in. 
Daring experiment to pile up narra-
tives of space.

The Lutheran church in Siófok (1987) 
evokes the motif of the early embrac-
ing arms of the house-creature in its 
exterior, has the simplicity of the skull-
like shapes in the interior while, as ar-
chaic elements, towers grow from the 
side-wings of the building. After the 
sketches they degenerate, and the 
middle tower remains the only motif 
of composition reform, suitable to a 
church, though. As a side entrance it 
has a rather strange location and can 

be understood from the perspective 
of the facial-facade, appearing on a 
tower for the very first time. It returns 
in Seville again.            

In the initial plans of the teacher 
training college in Witten-Annen (1987) 
several symbolic narrative element is 
fused with elemental force: intersect-
ing domes in Steiner’s fashion, the 
forest pillar, the urban theme of fach-
werk, the spectre-shape of the gate-
way towers, and a previously latent 
feature the diagonal position of rock 
blocks which represents geology his-
tory, all under the practically diagonal 
grandstand and middle dome all to 
symbolize the world’s phenomeno-
logical nature. The archaic village 
model in the heart of the plans of the 
eight-storey hotel in Rákóczi Street, 
Budapest, has a stunning effect with 
its inner landscape  of genuine chapel, 
yard, market place and pub. Mixing the 
symbolic and real spaces shows how 
seriously Makovecz takes doubled 
narratives. It is also obvious on the 
plans of the theatre in Lendva (1991) 
where experiences of origins are rep-
resented in the exterior design com-
posed of towers and in the internal 
one composed of rewritten versions 
of a civilized Hungarian village which 
help to depict the community’s rela-
tion to space. It can be paired with the 
swimming-pool in Eger (1993), where 
the symbolic narrative montage alters 
the surrounding urban space.

I do not go on with telling Mako-
vecz’s tales. Following this track the 
reader can start to interpret them. It 
must be clear by now that in the ma-
ture works of Makovecz the symbolic  
forms of space dominate and pro-
jected into the profane use they rep-
resent the origins of a community. His 
compositions are conservative to some 
extent and he often operates with 
traditional modes in order to provide 
place for symbolic narratives. The dome 
compositions and square-ground ed 
corner towers borrowed from Steiner 
might serve as good examples. Let 
alone the fact that all the themes of his 

Visegrád, gymnasium (1985)

Kakasd, village centre (1986)

Bak, village centre (1985)

Szigetvár, Vigadó (1985)

narrations, the gateways, the towers, 
the houses in the house, the vegeta-
tion pillars and domes are traditional 
patterns. He obviously superimpose 
narratives from various origins, ap-
proaches and projects them from 
several perspectives playing with back- 
and foregrounding, while omitted ele-
ments alter the image from the hinter-
land. In relation to that he extand his 
horizon on many mental levels and 
spheres of imagination. He suits the 
elements to the narrative of the houses, 
constantly rearranging, combining 
and recycling them. Nonetheless, “...we 
rarely meet rutine ways of re-used ele-
ments borrowed from already built 
houses in the works Makovecz, what 
we find rather is the recurring motifs 
of plans that have not been realized 
yet”—as János Gerle puts it in his de-
scription of the auditorium of the 
Catholic Unveristy in Piliscsaba (Mako-
vecz 279).

On double narratives

The following issues must be ad-
dressed when it comes to symbolic 
spaces, especially, if Makovecz com-
poses them as a palimpsest text with 
superimposed metaphors and narra-
tives. In built space superimposed, 
projected layers intersecting each 
other, that is such use of space, are 
really in each other even if their pres-
ence is only symbolic. To put is simply, 
one has to go in these spaces—espe-
cially in the case better works. We 
naturally get used to them, one could 
say, because all narrative layers in ar-
chitecture even the simplest, most 
profane use loses its strangeness. Prac-
ticed space, while we are using it, is 
divided into small units and as the 
words of language, its metaphorical 
dimension dissolves into the flow of 
life. This is not true with regard to the 
symbolic elements which make an 
effect not only by their newness but 
also their undividedness. An authentic 
farmhouse or a rebuilt church tower 
can impress the spectator much be-
cause its paradox nature maintains its 

Siófok, Lutheran church (1986)

Witten-Annen, high school, sketch (1987)

Lendva, theater (1991)
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idea of anthropomorph space and 
magnified house-creatures, however 
the magnified object here is not a 
former space or house particle but a 
bird. Like in some other cases, this 
primary image also gets close to the 
label of morbidity. In memoriam of a 
turul bird monument destroyed in 1945 
in front of the house, he erects a head-
less house-bird. The organic effect, the 
granica covering, like previously, high-
lights both the shape of the house 
creature and the modelled metaphor.

From the mid ‘80-s works recycle the 
elements from the vocabulary and 
symbolic narrative of former buildings. 
The community house in Kakasd with 
new features and symbolic narrative 
(1986) can be understood only in the 
context analysed above. Here the tow-
ers have a distinguished role in both 
meaning configurations. We enter the 
community house under church tow-
ers. Makovecz designs the frontal space 
with towers and creates spaces in 
them also projecting old and figura-
tive narratives upon them. The plank-
size granica covering on the Székely 
bell tower resolves an enormously 
complex problem the narrative. It is 
the rewriting of ancient Transylvanian 
towers, signs the symbolic function of 
the tower and location, shapes a huge 
creature with (tower)helmet, and radi-
ates the idea of organic space inherent 
to its structure while, at the same time, 
inside it receives the imprint of the 
ruined church in the home of the Szé-
kelys of Andrásfalva who settled in. 
Daring experiment to pile up narra-
tives of space.

The Lutheran church in Siófok (1987) 
evokes the motif of the early embrac-
ing arms of the house-creature in its 
exterior, has the simplicity of the skull-
like shapes in the interior while, as ar-
chaic elements, towers grow from the 
side-wings of the building. After the 
sketches they degenerate, and the 
middle tower remains the only motif 
of composition reform, suitable to a 
church, though. As a side entrance it 
has a rather strange location and can 

be understood from the perspective 
of the facial-facade, appearing on a 
tower for the very first time. It returns 
in Seville again.            

In the initial plans of the teacher 
training college in Witten-Annen (1987) 
several symbolic narrative element is 
fused with elemental force: intersect-
ing domes in Steiner’s fashion, the 
forest pillar, the urban theme of fach-
werk, the spectre-shape of the gate-
way towers, and a previously latent 
feature the diagonal position of rock 
blocks which represents geology his-
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symbolize the world’s phenomeno-
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swimming-pool in Eger (1993), where 
the symbolic narrative montage alters 
the surrounding urban space.
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compositions and square-ground ed 
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alone the fact that all the themes of his 
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double meaning as well, namely, 
whether it is present or not. And we 
have not discussed yet the tension 
raised by metaphorical carry over of 
meaning, issues of this is a non-church-
tower church-tower.

And we have to return to house of 
false recognitions, Makovecz’s early 
conceptual plan, in Gerle’s words: 

“…arriving to the double of the exhibi-
tion room under the exhibition room 
in the exhibition space from 1978, the 
spectator loses any sense of navigation. 

… experience reaching the threshold 
of consciousness generates uncer-
tainty which makes him reaching for 
an inner support instead of accepting 
the usual routine of perpection. … The 
historical setting of the house of false 
recognition situated in the ehibition 
building … calls the attention right at 
the entrance that building on visions 
living in us might fool us.” (Makovecz 
281) The provocative double narrative 
is the manifestation of a vision he 
cherished from the beginning as sa-
cred ambition. He refers to the method 
of doubling as “spiritual objectivity”, 
and describes its effect as surreal. With-
out deheroizing his endeavours, let us 
try to interpret them from the profane 
dimension of language as he himself 
articulates his ideas in and by the lan-
guage of architecture. 

We could even argue that by the 
medium of language he is dealing 
with architecture, trying to interpret its 
influence by altering it, sometimes by 
pushing contradictory influences 
against each other or beyond their 
boundaries.

For understanding the mechanism 
of the Makoveczian false recognition, 
we have to see that double narrative 
is always present his in every plan. 
Reconstruction any house involves the 
traces of another previous one or a 
former spatial design, at least. How 
could it be different? We write and 
speak like this. It might be supposed 
that it always has to do with a certain 
mental montage, rendered into each 
other spatially in the case of architec-

ture. We unconsciously experience this 
in the most profound ways of percep-
tion. That is why we have the ability of 
navigation. But, if we cannot live dwell 
in these interpenetrating, overlapping 
spaces then we get lost, uncertain and 
feel dizzy. It is enough to recall the 
spatial disorder after waking up at a 
foreign place in the morning. Two 
spaces get superimposed upon each 
other and causes disorder. Makovecz 
grasps this superimposition of narra-
tives to turns it back to face us as warn-
ing disorder. He does the same as 
good tales, novels, movies where the 
author makes us get lost in space. In 
our dreams we usually do not know 
where we are, it is also an archetypical 
overlap of spaces. Freudism is about 
similar superimposed structures pro-
jected upon each other, symbolic 
spaces of the super ego, ego, the un-
conscious and repression shift and 
collide, causing mental disorder. Our 
life revolves around these spaces. 
About sites of childhood in the house, 
where we navigate easily, feel at home, 
about the familiarilty when we travel, 
and, growing old, we would be glad 
to return to these memory maps float-
ing in.

On the sense of using symbolic spaces

More or less every language reformer 
live with the opportunity of compar-
ing narrative patterns. Taking the 
works of the seemingy most distant 
example, Peter Eisenmann, from his 
earliest serial houses to the magnified 
thorny shell house in Santiago de Com-
postela, Galicia. He also constructs his 
works by projecting symbolic, super-
imposed spatial configurations. Con-
sidering his linguistic experiments, he 
reduces expressions to diagrams, and 
applies “weak forms” knowing that he 
can reach back by them to the origins 
of language. Although he denies such 
configurations he operates with 
would be symbolic with fixed meaning, 
institutionalised, this happens at all his 
dynamic panels, all the projected 
transformations. Guest texts, we could 

say referring to Esterházy, but there is 
much more to that. The matter is the 
same as in the case of Eisenmann or 
other grandiose reformers (grafting at 
Eisemann, folk architecture words at 
Makovecz, plant photographs by Bloss-
feld), that is, the question of structure 
at defining the logic of order, and at 
applying archaic patterns in a mimetic 
structure. Their common feature is that 
they both experiment with the limits 
of language. As the narrative structure 
of the Odyssey is traceable in the nar-
rative plot scapes of the Ulysses, these 

“weak” “graftings” structure the  mimet-
ic representation of the actual story-
telling.

We have seen that it was character-
istic to symbols that because of their 
superficial nature and wide range of 
usage can be interpreted in many 
ways, depending on whether we are 
familiar with their contents or not. This 
form of expressions suits Imre Mako-
vecz fine. Symbolic use of space in its 
undivided, raw manner always points 
back to the origins of a community. 
Symbolic language is the language of 
creation, therefore it is related to the 
genesis of language not by chance. 
There is always a social consensus, 
contract behind it between those who 
use it. This makes it a feature of iden-
tity. Hence it is understandable that in 
the works of the mature and late Ma-
kovecz the symbolic use of space in-
vestigates the order of past lives. The 
existential programme in its wide sense, 
the resurrection a shared memory-
community and strengthening ambi-
tions organize the narratives of his 
houses, the composed narratives of 
space. We should not see this an unu-
sual method. Evoking past dwelling 
spaces where “…vanished people 
whisper in the walls, domes cover us 
with the sky, wall paint folk motifs of 
scattered peoples turn into spatial 
forms, ancestors drove out from con-
sciousness gather to raise their voice…” 
(Makovecz 141) is not at all foreign 
theme in memory policies including 
history and other media with purpose 

Kolozsvár, Calvinist church (1993)
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sidering his linguistic experiments, he 
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of altering collective mentality. For it is 
an appropriate way for structuring and 
activizing mutual experiences, making 
dead pieces of memory alive again.

Makovecz know this well from the 
very beginning, that is why are in the 
focus of his attention the towers, the 
most suitable forms for symbolic uses, 
and that is why his tales turn from in-
terior spaces towards the arrangement 
of the externals. The theme of towers 
is a well comprehensible and grateful 
theme, even if it is among the most 
challenging one in concerning the 

Sepsiszentgyörgy, funeral chapel (1997)

public taste. From the Church in Paks 
(1987), throughout the Pavilion in Se-
ville (1990) the series of towers is ex-
panding. The art of Makovecz with its 
symbolic use of space revitalising 
memory is most alive in the public 
spaces of areas cut off from Hungary 
(Bluebeard's Castle, 1993, Reformed 
Church, Cluj, 1994, Reformed Church, 
Vargyas, 1996, Funeral Chapel Sep-
siszentgyörgy, 1997).

Tower formation would require more 
detailed analysis, as they integrate the 
richness of the entire Makoveczian 

vocabulary. The same would apply to 
the history of metamorphosis of veg-
etal pillars, which, woven together 
with the story of the towers finally 
culminates in the history of the Atlan-
tis creatures and bring together all 
threads of Makovecz’s narrative. Now, 
the story on granica covering is about 
to come to an end here.    

Many thanks to János Gerle for his useful 
advices.

40



40 41

of altering collective mentality. For it is 
an appropriate way for structuring and 
activizing mutual experiences, making 
dead pieces of memory alive again.

Makovecz know this well from the 
very beginning, that is why are in the 
focus of his attention the towers, the 
most suitable forms for symbolic uses, 
and that is why his tales turn from in-
terior spaces towards the arrangement 
of the externals. The theme of towers 
is a well comprehensible and grateful 
theme, even if it is among the most 
challenging one in concerning the 

Sepsiszentgyörgy, funeral chapel (1997)

public taste. From the Church in Paks 
(1987), throughout the Pavilion in Se-
ville (1990) the series of towers is ex-
panding. The art of Makovecz with its 
symbolic use of space revitalising 
memory is most alive in the public 
spaces of areas cut off from Hungary 
(Bluebeard's Castle, 1993, Reformed 
Church, Cluj, 1994, Reformed Church, 
Vargyas, 1996, Funeral Chapel Sep-
siszentgyörgy, 1997).

Tower formation would require more 
detailed analysis, as they integrate the 
richness of the entire Makoveczian 

vocabulary. The same would apply to 
the history of metamorphosis of veg-
etal pillars, which, woven together 
with the story of the towers finally 
culminates in the history of the Atlan-
tis creatures and bring together all 
threads of Makovecz’s narrative. Now, 
the story on granica covering is about 
to come to an end here.    

Many thanks to János Gerle for his useful 
advices.

40



42 43

Vi
se

gr
ád

, c
am

pi
ng

, o
pe

n-
ai

r e
at

in
g 

pl
ac

e,
 19

77



42 43

Vi
se

gr
ád

, c
am

pi
ng

, o
pe

n-
ai

r e
at

in
g 

pl
ac

e,
 19

77


