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URBAN GLASSHOUSES / 2007
N/OSZTALGIA
The cultural memories of Socialism and the culture of transformation.
We documented special and characteristic types of display windows in Budapest. These 
windows are especially interesting in our Bipolar project (N/OSZTALGIA) as they are rem-
iniscent of socialist period. They are small bubbles that neither stand here as artificially 
created new phenomena, nor represent a renaissance of cult objects from the socialist 
period; rather, they themselves are venues of a living history.
Have you ever had preconceptions about a houseplant? We have noticed that these 
plants (and the culture of growing indoor tropical plants) are strongly connected to 
this socialist period in people’s mind. It looks like time stopped in these store windows 
around 1970-80 and nothing has changed in these small communal-private spaces.
Normally, a store window is to display products for sale or to advertise companies; on 
the other hand, buildings with social functions, such as post offices, libraries, or phar-
macies also have large shop windows. Last but not least, however, we often find our-
selves facing empty windows. These spaces lose their commercial function and get 
transformed into private (personal) spaces, while still being display windows on the busy 
streets of Budapest. It may occur as if nobody were interested in these weird, yet aes-
thetic spaces. They appear as private urban glasshouses with their popular “post-social-
ist” houseplants.
As store windows ceased to function commercially many years ago, owners or tenants 
started to utilize them as glasshouses for houseplants. These special display windows 
are perfectly fitting for plants with their huge glass surface and the plenty of sunshine it 
transmits through. “Our library was opened in 1961. I find it important to note the date 
as the building and its interior design is an exact representation of that period. The li-
brary was built with large surfaces of glass originally, so, from the beginning, there were 
various plants there” (assigned leader of the Children’s Library of Terézváros, Budapest).
The social period’s sentiment of decorating offices with houseplants in order to make 
workers feel better and, as such, creating a more livable environment, has also contrib-
uted to the spread of indoor plants in display windows. “Over all, the salon looks much 
better with plants. More people stop and look inside since we have those plants in the 
shop-window instead of pictures. It is especially attractive when the red ones start blos-
soming” (female attendant from a hair salon in Budapest).
Our project is the documentation of these private-communal spaces (collected pho-
tographs and essays about their discovery are included). We believe that they hold a 
high aesthetic quality and provide an introduction to the people behind these windows, 
along with their personal stories behind these spaces. Our research explores contingent 
connections and analogies between the various ways these spaces evolved. We place 
emphasis on looking behind these windows and gathering personal stories, histories, 
memories, and motivations. “We can argue that every plant has its personal story. For 
example, we have a plant that reminds us of one colleague, who passed away two years 
ago, because it was her present to the library” (assigned leader of the Children’s Library 
of Terézváros, Budapest).
Of course, the aesthetic aspect is also very important as the first visual impressions made 
the strongest effect on us and encouraged us to seek this phenomenon deeper. Howev-
er, we believe that this spectacle goes beyond the aesthetics and brings us towards 



social, political, and nostalgic dimensions. “On the one hand, we intend to undertake a 
pedagogical aim and to serve an aesthetic function, as well. It is crucial for our children 
to learn and get used to getting to know and to taking care of plants in their environ-
ment (Umwelt). 
At the same time, we consider the improvement of the library’s exterior as well. Many 
people stop, look at the plants, come in and ask questions about them. They ask for ad-
vice on how to keep these houseplants. Children look after these plants like their own.
Many of our plants are presents from our readers” (assigned leader of the Children’s 
Library of Terézváros, Budapest). 
In our opinion, these examples are a proof of consistency and permanency, as well as, 
perhaps, an evidence of transformation, not revolution. It is a partial metamorphosis.
Our research analyzes this sentiment of nostalgia from a different perspective as we 
are not interested in the everyday objects (their design, packaging, or advertising) but, 
instead, we aim to show a given phenomenon that is not sensitive to political, social, or 
economic changes but stays constant. We intend to concentrate more on our precon-
ceptions about objects, as well as living creatures.
“I have noticed this phenomenon in post offices, too, where they used to have many 
plants but, sadly, there are less and less plants in the display windows. Of course, you 
can have your own camel on the internet and you can feed it, and play with it as a real 
one. But it would be more important to take care of living creatures around ourselves. 
Exercise such activities and you will learn more about life than ever. Also, it is a very use-
ful way to communicate with children and readers, even with the shy ones” (assigned 
leader of the Children’s Library of Terézváros, Budapest).
We would like to connect this project to another research about the history of house-
plant-keeping culture concerning the typical houseplants of a socialist era in Eastern 
Europe and discussing the reasons for their popularity.  We wonder why these plants left 
such a strong impression in our memories linking them to this historical period. We want 
to investigate the absurdity of living among tropical plants in our homes and the change-
able greens in our workplaces.
For example, a plant (Sansevieria trifasciata), commonly known as mother-in-law’s 
tongue, is ideal for offices. It endures cigarette smoke and needs no special care, says 
a Hungarian houseplant handbook from the eighties. In the spirit of nostalgia for retro, 
this plant became popular again in Hungary. Today, you can find these plants in the win-
dows of faddish cafés.  
Our research showed that plants were mostly in windows that were tended by female 
shop-keepers who wished to work in a more friendly and familiar environment. Not to 
mention the fact that taking care of these plants added a variety to their otherwise mun-
dane work-activities. “First of all, we are all women. We love flowers and plants. We have 
flowers and plants in the window for ten years now. I took this red one from home” 
(female attendant from a hair salon in Budapest).
We documented these shop-windows and the people behind them and combined these 
documents with essays from urban theorists, anthropologist, and aesthetes connected 
to the urban theories of our research.
Text by Zita Sárvári.















TIGERS OF THE MARKET /  2009

16.09.2009, 
Studio Gallery, Budapest

The Tigers of the Market is not the first debut of the Balázs Antal - László András Hatházi 
created artist couple, within the confines of the SYAA. The formation which combines 
the self-supporting activities of the exhibitors came out first in 2007 with the project 
called Urban Glasshouses. As a continuation of the Houseplants; a complex photo-plant 
installation was also presented at the Studio Gallery’s 50 days exhibition series in 2008. 
Balázs Antal (graduated as graphic) and László András Hatházi (graduated as painter) 
leave behind their conventional genres bravely for the sake of experimentation with the 
form of installation. The intersection of their art is discoverable in the affinity to the con-
temporary forms of the ornament, and in the taste of long and meticulous discovering 
the motives of the Far East. The duo’s mutual works further „least common multiple” 
have a component like the often appearing ornaments of the oriental shop-windows 
on László András Hatházi’s paintings, which expose the ways of representation of the 
painting, while the other component is Balázs Antal’s installation-affinity, which –alike 
Hatházi– has the same recurrent theme: the tiger. In this way not surprising, that the 
central element in their present mutual exhibition is also the tiger.
Similar to their above mentioned mutual project named Urban Glasshouses, where in the 
focus there is a special public space, the stricture of the classical shop-window’s func-
tions, and its spatial shrinkage, in the project Tigers of the Market there is a big accent 
on the undercover procession. The nowadays already liquidated spaces are in the centre 
of the artist’s disquisitions –the windows of small shops and the market– which accord-
ing to the not beleaguered agreement of the present economic system, they represent 
the out of date ways of consumerism.
The Antal – Hatházi duo was mellowing the base concept of this exhibition for more 
than one and a half year. Their first idea was, that they change the Józsefváros Market’s 
nearly completely ruined enamel tigers for their own new tigers, as a gift. But during its 
realization they had to face, that the liquiditation of Józsefváros Market had gone so 
far, that the market behind the gate is closed. The open air market had to move to the 
surrounding market halls. By replying to this complex phenomenon the reconstruction 
of the market’s iron gate appears in the gallery space, around it the mythical tigers are 
visible. The tigers, which lost their original function, and which are like properly ruined 
object trouvé, found object become the central elements of the exhibition. As the appro-
priation of the market hall’s shape, an installation made from foil and boxes are visible in 
the gallery-space. An other important element of the aesthetic of the market is the con-
tainer city, which is created with more than hundreds of coloured and miniatured range 
of objects. In the exhibition space will be apparent a rolling cooking stand, with an ob-
servation-like other function, which would like to reconstruct a Chinese street canteen, 
in a special form of a tinker installation.

Introductory words by Áron Fenyvesi.





















This action piece is a reflection, as well as a direct continuation of our exhibition Tigers 
of the Market realized in 2008. Major elements of the 2008 exhibition were the tigers 
dismounted from one of the gates at the Józsefváros Market (a famous market in the 
8th district of Budapest). These once spiritual and physical guardians of the area served 
as the idea for this tiger inauguration project. Originally, we intended to exchange the 
amortized animals for new ones; this gesture, however, became redundant due to the 
closure of that market areas. In our action piece of 2010, we created three new tigers 
and deployed them in the market; instead of the old gates, however, we put them on 
the wall of one of the largest warehouses there. We believe that the re-application of 
the tiger motif is rather appropriate as the motif itself often occurs on the products sold 
at the market. We collected depictions from three different products: a Chinese balm tin, 
a blanket, and a fake branded T-shirt. The original tiger plates serves as models when we 
constructed the new pieces as we applied our new piece on an iron plate with enamel 
paint, in a similar size.

TIGER INAUGURATION / 2010





















MEETING ROOM / 2011

Since 2007, László Hatházi and Balázs Antal have collaborated on action art and other 
artistic projects that demonstrate the gestures of collection, preservation, and gifting. 
In their earlier projects, seemingly unimportant or obsolete objects from our surround-
ings are elevated from their original context; for example, the once glorious, now castoff 
tigers guarding the gates of the Chinese market, or the indoor-plants crammed in win-
dow shops. This unique micro-world evokes the origin of the objects, and, beyond that, 
it attributes new layers of meaning to such objects.
Applied with carving technique on the walls in the transept of the Műcsarnok/Kunsthal-
le, the monumental figures and the surrounding environment allude to transformation, 
temporality, and change. On the wall surfaces, enlarged version of an image taken from 
wrapping foil, along with the accented version of Robert Indiana’s caption Love are rein-
terpreted due to the size and the technique applied. Unfolding from the wall’s material, 
the otherwise schematic and neutral image becomes picturesque due to the wall’s depth 
and the various colors and patterns of its layers. Excavation reveals problems relating to 
the value and recognition of artistic work, and those of spiritual and material freedom.
Petra Csizek & Gábor Döme





















GENERAL COPY / 2011

This piece, in effect, is a large-size print tarp with quick dry acrylic paint. It is based on our 
piece The Meeting Room prepared for the exhibition No One Belongs Here More Than 
You organized in March 2011 at the Kunsthalle/Műcsarnok, Budapest. The print is made 
from a larger composition that depicts two house painters at work among pieces of 
furniture covered. For us, this serendipitous composition represents change and trans-
formation. The image originally appeared on the packaging of the tarp as an illustration; 
then, as a result of our reflection, this material became the carrier of the image as well. 
Being a print, this image is reversed compared to the wall carving in the transept of the 
Műcsarnok/Kunsthalle. 
The title also complies with our idea. Copy General is a copy service chain spread over 
Budapest; our copy of the image can be considered the copy of a copy (the original com-
position/found figure/wall-carving/print). 
 General Copy was showcased at the annual exhibition of Studio of Young Artists’ Asso-
ciation (FKSE) in the Hungarian National Gallery at 2011. This exhibition is especially note-
worthy in our context of work’s secondary phase (the wall-carving) since it holds quite 
severe political and, as such, cultural political implications. The concept, as well as the 
pieces exhibited at No One Belongs Here More Than You were approved by the previous 
general director of the Kunsthalle/Műcsarnok Zsolt Petrányi; however, the exhibition 
itself was organized during the management of the new director, Gábor Gulyás. He gave 
full permission to the exhibition and, in fact, had no objection towards its actual reali-
zation at all. Therefore, in effect, the exhibition was realized in a vacuum with a budget 
much smaller than any other exhibition at this venue. 
A few months later, General Copy debuted at the exhibition Speaks for Itself in the Hun-
garian National Gallery (on view till September 2011). The exhibition, on view till Septem-
ber 2011, is curated by Zsolt Petrányi as an independent curator, while soon he is going 
to be a senior research fellow at the Gallery’s contemporary art department.









FIXED CORNER / 2012
BALÁZS ANTAL, LÁSZLÓ HATHÁZI, ZOLTÁN FODOR

The beginning
On the corner of Váli and Bercsényi streets in the 11th District of Budapest, there is an en-
closed yard fenced off arbitrarily between two condominium buildings by the residents. 
The area is separated from Váli Street by a wire mesh fence, so the entire yard is visible 
from the street. At the foot of one of the houses there is a sitting figure, Anna Kárpáti’s 
(1923-1993) Sitting Man (Black Boy), a bronze statue on carved stone pedestal. The mirth-
ful presence of the statue has been lifting the spirits of the neighbourhood for decades. 
The formal features and appearance of the statue faithfully represent the artistic style 
characteristic of the former Easter European socialist bloc of the 60s and 70s, which just 
about covers the public art of these countries in that period.

Our centre of interest was the oeuvre of the sculptor as well as the statue’s location.

In the course of our initial inquiries it had soon become clear that the residents of the two 
houses were unaware of who the sculptor is, and had no information about the statue it-
self, either. The local government was likewise unable to provide substantial information. 
Eventually, most of the documentation and visual background material was provided to us 
by the public statues archive of the Hungarian Institute for Culture and Art (HICA). 

The creation of the first and most important part of our project, realised in autumn 2012, 
involved the relatively obsolete technique of sgraffito, and was applied onto the wall of the 
house behind the statue. The essence of the technique is applying superimposed layers of 
tinted plaster onto a wall. While a given layer is still moist, it can be scratched off to reveal 
the layer underneath. Once a widespread technique across Europe, sgraffito was popular 
in diverse concurrent decades throughout the 19th and 20th centuries. In Hungary it had its 
renaissance in the 60s and 70s as an ornamental element in architecture. Both interior and 
exterior murals were made using this technique.
The mural we made accompanies Anna Kárpáti’s statue (1967) with a matching formal and 
stylistic character. The mural displays the most important public statues in Anna Kárpáti’s 
sculptural oeuvre, representing the most outstanding pieces as a quasi catalogue. We dis-
played two numbers next to the two-dimensional depictions of the statues: the date of 
their creation and the zip code of the Hungarian town where they can still be found. 

HICA (which provided most of the factual information regarding the statue and its sculp-
tor besides her family) is the Hungarian authority responsible for giving permissions for 
placing public artworks. Below is an excerpt from the jury’s expert opinion:



“The assemblage of the sculpture and the mural give rise to a new context: by visually 
presenting the main stages of the sculptor’s artistic career, it appears in the streetscape 
as a memento park. The mural carried out in sgraffito technique displays a selection made 
by the artists from the pieces of the oeuvre; the placing of the individual components 
follows the timeline of the creation of the depicted statues. With the construction of the 
Simplon-house on the corner and other façade and wall renovations in the neighbour-
hood, this part of the district has been renewed and refreshed. Expectably, the residents 
would insulate the building within 5 years, but owing to the base coat applied beneath 
the mural, this will already be done now. … According to experts, the sgraffito technique, 
with traditions going back as far as the 30s in the 11th district, is a stylish reinterpretation 
of Anna Kárpáti’s statue (Black Boy, 1967). The artwork to be created contributes to the 
continuity, the survival of this tradition. The colours of the sgraffito appropriately evoke 
the strong contrasting colouring typical of the 60s, and it clearly reflects the basic colours 
of the opposite house, thus fitting well into its environment. High quality workmanship is 
guaranteed by the artists’ previous piece made on an interior wall of Műcsarnok | Kuns-
thalle Budapest, using a similar technique.
Further research may also yield useful results. Socialist countries turned towards Africa in 
the 60s. Africa seemed perfect for the expansion of socialist ideology and the Black Boy is 
probably one of the symptoms of this phenomenon. … This work revives and reinterprets 
a now obsolete socio-cultural situation, which gesture is characteristic of the artists’ pre-
vious works as well. This sgraffito fits the tendencies in contemporary Hungarian mural 
painting which form a transition between traditional murals and street art: their strategy 
comprises site-specific reflection on existing situations and their conceptual reinterpreta-
tion.”
Anna Kárpáti and her age
The oeuvre of the artist who had sculpted the statue of the black boy unfolded gradual-
ly to the creators of the mural throughout the realisation of the project. The artists are 
planning in the near future to publish the information they have accumulated about the 
artist, her work and how she was rooted in the period. No monograph has been pub-
lished so far about Anna Kárpáti. The planned publication would not be a monograph, 
either, as it does not intend to present the oeuvre in its entirety. Much rather, its endeav-
our is to position the artist in a multilayered manner, relating her work with the vary-
ing decades of the socialist near past, examining its impact on the artist. The era which 
made her at once privileged and miserable. Anna Kárpáti has already deceased, so we 
obtained the most reliable information from her descendants, her family, who were 
wholeheartedly cooperating with the artists and ensured them of their endorsement. 
The public artworks of Anna Kárpáti are mostly the products of 15 years of active cre-
ative work. Although there is no actual proof, she evidently owed her state commissions 
(in those times the state had a fundamental role in public artworks) to the political po-
sition of her first husband, Gyula Kállai. For a long period, he was secretary of state for 
culture besides other functions in the Kádár-era. He was one of the key ideologists of 
the early Hungarian Communist Party and former movement. He was a journalist and ac-
tivist, with an indubitable role in developing the cultural and philosophical environment 
of the era. After their divorce, Kállai’s new wife manipulated her husband into curtail-
ing the free creativity of the ex-wife, which resulted in a drastic drop in state commis-
sions, which eventually ceased completely. The cultural classification system in Hungary 
at that time was comprised by the principle of the three Ps (Prohibited, Permitted, Pro-
moted). The artist in question is part of a very interesting aspect of this prevailing system. 



The case of a chart
Originally, the mural would also have displayed a chart. This significant part of the work, 
considered essential by the artists, was forced to appear in a different form. The mural 
was approved in advance by the resident community, and throughout regular negotia-
tions, based on the first visualisations, they gave the artists complete freedom as regards 
the visual design and concept. Their consent (as they provided no financial support for the 
implementation) turned into dissent for a short time during the execution phase, after 
one of the residents said that in her opinion, a mural could not contain a chart, because 
it is “ugly” and it is unseemly to display such documents on a wall in public space. With-
in an hour, the elderly lady organised a poll among the pensioners of the condominium, 
and without integrating the opinion of the young residents into her ballot, with about a 
dozen votes she vetoed and thus thwarted the display of the chart on the wall. Although 
the artists did not take this curtailment too well, they had to react flexibly to the situation 
that had evolved, if they wanted to complete the work. This gave rise to a new concept 
regarding that wall area, which was at once a relevant response to the action of the elder-
ly residents. The intended site of the chart, nearly a quarter of the entire wall area, was 
left blank. Marking the four corners of the empty field, they made it clear to any passing 
spectator that the image operates with an intended blank space. The surface thus creat-
ed, which was not reckoned with in the preliminary design, gave rise to a new community 
function. It made possible the establishment of a thus far irregular open-air cinema. The 
first screening took place already during the inauguration ceremony, practically project-
ing the later function of the blank surface. That night, the populous audience of the open-
ing was presented only with a projection of the missing chart. The residents of the house 
were represented in great numbers, young and old alike. By this time, the annoyance of 
the elderly residents had subsided and the opening was spent in good humour. The actual 
reason for thwarting the chart is to be sought in the identity of the person who had once 
commissioned the statue, and whose name was among the data in the chart. The house, 
as well as the decorative statue, had been built on commission by the Ministry of Interior. 
Originally, the house had been occupied by the Ministry’s employees and their families. 
This was why the elderly resident protested, as public opinion of the former state author-
ity and its employees had never been positive.
The relation of the residents and the neighbourhood to the finished mural is, however, 
expressly positive. The mural has now become an organic part of the building to the entire 
resident community. The residents tend to the garden with even greater care as before, 
and are happy to tell people in the neighbourhood about the relation of the statue and the 
mural, the additional information carried by the mural, and the background of its creation.



The neighbourhood
The 11th District of Budapest is located in Buda, on the western bank of the Danube. The 
project was implemented in the busy centre of the district. Nevertheless, the firewall and 
the yard are located in a renovated area much more suited for pedestrians now, with low 
car traffic. After demolishing a shopping centre built here in the 80s, they replaced it with 
a multifunctional building, keeping the primary function of shopping centre. Following 
the realisation of the ING project, the company undertook the renovation of the facades 
of neighbouring buildings. Opposite the house that adopted our mural, there is the Sim-
plon-house, which is the most unconventional building erected in the scope of the Plaza 
Project. The Simplon-house is the most colourful and distinctive newly built house in the 
neighbourhood. In contrast to its vivid contrasting colours, the condominium built in the 
60s on the opposite side (also undergone façade renovation), complemented with the 
mural, now distinctively bears the aesthetic qualities of a period from several decades 
ago. Due to its location, the mural is loosely connected to the district’s Cultural Boulevard 
project, which has been under development since 2011 (with the establishment of galler-
ies and cultural mini-centres) on Bartók Béla Road, the district’s artery and busiest street.
Financing and cooperation
It is very difficult to get state funding today in Hungary for a cultural project intended for 
public space and made to last long. This situation is becoming even more difficult as of this 
year on account of the drastic changes in the regulation of the cultural sphere. The ways 
of the Hungarian private patron system are also very cumbersome if cultural organisers, 
curators are in the need of sponsors for such projects. The basis for funding the project 
was provided by the competition of 2011 announced by the HICA for the realisation of 
artworks and design objects for the public space. The artists applied via the Artopolis 
Association for Art and Culture, as private persons could not submit applications for this 
competition. In compliance with the cooperation with Artopoilis, the inauguration of the 
mural was timed so as to coincide with the program of the 2012 Placcc Public Art Festival, 
successfully organised by the association for years now. The autumn festival selects and 
integrates cultural events in public spaces into its program each year. Lászó Hatházi and 
Balázs Antal, the artist duo comprising the team of the Fixed Corner project, have partici-
pated in Placcc Festival in the past years. 



The statue
This is the only public artwork in Hungary that represents a black person. The statue of the 
Black Boy is an interesting piece from a number of aspects. The expert’s opinion written 
about the mural also touches upon the African expansion of the former socialist ideology. 
This resulted in the new friendly African countries making it possible for their youth to 
study in Europe. In Budapest this mainly involved the Technical University and the Univer-
sity of Economics. This was how the model for the statue, Alfa came to Budapest. As an 
employed sculptor in the 60s, Anna Kárpáti could maintain a large studio, where, as her 
daughter has told us, occasionally she held African séances. These gatherings had the im-
pact of complete novelty to the Hungarian participants at that time. The artist met her lat-
er model during these séances, and a love affair developed between the two. The young 
man was from Congo, and after a few years spent in Hungary, he returned his homeland. 
A student revolt was organised against the prevailing regime in Congo, in which Alfa par-
ticipated. After a few months in Congo, he was planning to return to Hungary. He had 
already bought a plane ticket, but the return fell through as Alfa was suddenly murdered. 
The members of the Kárpáti family only know this story at second hand. An interesting 
aspect of the mysterious murder is that it was Alfa’s cousin who eventually came to Hun-
gary with that plane ticket. The statue had been complete by this time, but it was erected 
only after Alfa’s death. Consequently, by the time of placement, the statue had become a 
private commemorative monument for Anna Kárpáti.

As regards the practical side of the project, the artists were offered a discount crane rent-
al, but no other financial support. They could not launch their project in a fundraising 
program, as the payment of the HICA grant, which would have been the financial basis, 
was delayed notwithstanding the contract, and the deadline of the project’s completion 
came close to the date of the actual payment. As a result, for a long time, there were no 
financial resources at hand, which would have been required as own funding for starting 
a fundraising.
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ALLEGORY MAGNET / 2012

The Allegory Magnet by Balazs Antal and László Hatházi focuses on the architectural 
enviroment and its ornaments dated from this period (1950’s). Their work consist of a 
collection made for the annual exhibition of The Young Artists’ Association held in the 
Institute of Contemporary Art – Dunaújváros in 2012. It aspires to create a connection be-
tween current and past artistic practises of the city. For their artwork, Antal and Hatházi 
utilized some mural reliefs designed by László Marton in 1954 to decorate the Boys’ En-
trance of the Vasvári Pál primary school in Dunaújváros. The chosen detail of the above 
creation depicts a convention of young drummer boys (pioneer movement). The duo 
got clay imprints from the boys’ hands and then made plaster casts from the molds. The 
result were exhibited in a wine cooler, so hibernating the artificiality of the original mural 
scene. During the first exhibition of the installation, the artists also placed some photos 
of the imprinting process applied on fridge magnets.
Excerpt from the publication „Continous Past”









QBIST PRODUCT PROPOSALS / 2012

                                                                                                        

                                                                                                           

Czech cubism was appropriated an important role in establishing the national style of 
Czechoslovakia with the country’s emergence as a new unit in Europe after World War I. 
Although defined as a period style with multiple unique architectural monuments in and 
around Prague even today, past its blooming era, this stylistic phenomenon often appears 
as a referential point for the artists of later times.  Traces of its signature idiosyncrasies 
can be found in the fields of architecture, fine art and design as well, sporadically scat-
tered throughout various life-works or inspiring different sequences and series. As a start-
ing point, we looked for simple, everyday objects that re-use or re-interpret Czech Cubist 
heritage with regards to products and design. Our project proposes to design two sets of 
products. On the one hand, we outline ideas for objects that were used both at the begin-
ning of the century and today but are missing from the repertoire of Cubist product design-
ers; on the other hand, we make proposals for objects of use that are relevant to our age.
                                         

                                                                                      





Constantin Brâncuşi: The Endless Column /  1938



 Qbist Broom / 2012























LIGHT DEFLECTION / 2012
with Tomáš Moravec

Kinský Garden is located on the southern side of Petřín hill in Prague’s Smíchov district. 
St. Michael’s Church awaits its visitors in the upper region of the park. The building was 
built in Bojkov style the second half of the 17th century in the village of Velké Loučky 
near Mukačevo. The church was made of wood. Find below a short story of how the 
church got transferred to Prague:

“The village of Velké Loučky sold the church to its richer neighbour village so called Med-
vedovce in 1793. The building was taken apart and put together again in its new place. 
The church was given to the Prague City and transferred in 1929. It must have been taken 
apart again with its individual parts marked with numbers. The parts were then carried 
on four railway wagons. The transfer was financed by the National Museum with sup-
port of the Minister of education and national enlightenment. After thorough research 
and selection, the hill slope of Petřín was finally chosen so the wooden precious church 
could stand again on a prominent green place. The church construction was supervised 
by the vicar of Medvedovce.” 

The church is dominated by three colors (white, green, and red) common to Orthodox 
symbolism, referring to faith, hope, and love. We noticed that the order or sequence of 
the three colors often varied and, in many cases, it appeared in the order of the Hungar-
ian tricolor. Symbolism of the Hungarian tricolor: red is strength; white is loyalty; and 
green is hope.
 
In the immediate vicinity of the neat park and the wellpreserved church, an abandoned, 
dilapidated building appears highly contrasted. Supposedly built around the time of 
the park’s construction, the building of over a hundred years originally functioned as a 
restaurant behind the church. The building is apparently used by the homeless as a sum-
mer lodge since the top is completely missing. For reasons of tourism, the church is lit 
with bright lights from three directions. We decided that we would turn the lamps illu-
minating the back of the church towards the ruined building. We documented the orig-
inal lighting with photographs, as well as took pictures of the light conditions after the 
change. The spotlights have since been turned back to their original positions. 

















PALATINUS PROJECT / 2014

We are  working on the restoring  the revised version of a destroyed mural. The building 
which  was once adorned by the mural is the Palatinus Bath located on the Margaret 
Island in Budapest. The bath is about to undergo general reconstruction. The mural was 
originally made by István Pekáry in 1937. The mural, no trace of which can be seen today, 
displayed a scene abundantly ornamented with motifs. It was made towards the late 
thirties, in the Horthy-era. Adjusting to the cultural political establishment of the time, 
the scene thematized a Hungarian origin myth. The central character of the scene is the 
magic deer leading the roaming pre-Hungarian tribes towards a region (Meotis) replete 
with animals and farmlands. According to the legend, the roaming pre-Hungarians van-
quished the people they had found there, took their women, and the Hungarian clan 
would emerge from this intermixing. The surface of the mural was broken by an architec-
tural element on the façade. Still visible today, the balcony, originally designed here, is 
accessible through two door openings, into which there were no doors installed accord-
ing to the original design. The two openings punched a hole into the events of the mural. 
In fact, the mural completed in 1937 was missing the protagonist of the story: the magic 
deer. The mythical animal was only visible in an early draft, but the people strolling along 
Margaret Island could never see it.
According to our plan, the revised version would be restored in sgraffito format, with 
similarly simplified graphics as can be seen in our 2012 piece Fixed Corner. Besides the 
restored scene, we would also depict the jumping magic deer around the height of the 
still existing balcony. We are planning to render the lineated deer from curved neon 
lights, apart from the plane of the mural, brought to the forefront, into the bath’s foyer 
among the columns. The attached image displays the architectural plan of the façade re-
construction, featuring the deer alone, as a never before seen element of the mural. The 
current phase of the project comprises drawing up drafts and carrying out negotiations 
related to the planned reconstruction of the building, which is to take place this 
summer.













LAP OF HONOUR / 2015

The practice of mandatory gratuities in healthcare usually goes hand in hand with brib-
ery. These are accessory symptoms of the disorder that may lead to the emergence of 
the institution of censorship in a given society. Censorship undermines the moral health 
and degree of freedom in a society from above, by political means, while corruption and 
gratuities do the same on a financial level.
The presenting of gift baskets is a relatively common, typically harmless and socially 
embedded means of formally expressing gratitude. To thank several years of effort or 
valiant behaviour at a workplace, to greet a new leader on the occasion of their inau-
guration… One possible and widespread manifestation of the rites of such micro-social 
events in the 70s, 80s and 90s was the gift basket. Giving and receiving such an assembly 
of objects is equivalent to gratitude for deeds of the past, or a prelude to the next big 
favour. It expresses through objects (mostly victuals, gift-wrapped delicacies, and an 
envelope slipped between them): the gift giver expects something from the recipient 
in the future. In hope of help, a gesture, career opportunities, unhindered progress. The 
buzzword attached to the basket might as well be obligation or bribe, but these terms 
are unspeakable at the moment of giving and receiving. Thus, the gift basket at once 
has a visible and an invisible quality; on the one hand, in terms of content, as with the 
banknotes hidden between the cognac bottle and the Belgian chocolate, and on the oth-
er hand, in terms of its purpose, which replaces the original act of gifting.



Lap of Honour / 2015  / aluminium cast















INTERIM / 2015
115-106

On occasion of the OFF Budapest Biennial, a grassroots collaborative mega-project op-
erating without any state subsidy or support, the artists made a new sgrafitto on the 
wall of a private apartment from which the inhabitants had died out. The image that 
scratched into the wall, can be interpreted as a kind of cry for help for the agonizing, 
suffocating contemporary art scene; it is a blown up image from a medical leaflet, illus-
trating the method of mouth-to-mouth resuscitation. 

excernt from the article “ They are so very different fom us” by Edit András. Springerin 
3/15









THERMOFLUX 1200 / 2015

THERMOFLUX 1200 hand dryer  is a former award - winning product of the IMI (Industrial 
Instrument Factory Iklad) which was used in the very beginning of the eighties, in public 
spaces. The appliance still can be found in many places around the country, as a survival 
of socialism object culture.
The artist duo “by preserving the original form , attempts to expand the field of associa-
tion” . The hand dryer reminds us of an inverted urinal - thus evoking Duchamp’s ready-
made - or a furnace. Changing the  environment, the dryer loses its original function, and 
appear as an irrelevant and distorted relic. 
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