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The Geometrization 
of the Modern
The geometrization of the view is an 
attempt to create a visual medium which 
does not hold fast to momentary im-
pression. It raises connections and regu-
larities – together with reflections – into 
the foreground of our attention, it ap-
pears as an intellectual construction in 
our minds. A special kind of knowledge 
is formed that is capable of interpreting 
new perception. The intellectual process-
ing of our musical, movement and lin-
guistic perceptions can provide a basis 
for future interpretations in an analogue 
manner, with programs of regularity. The 
building of intellectual constructions – 
on the basis of geometrization, but for 
example also with the organization of 
movement perceptions, indicated as 
expressive, to dynamic regularities – di-
rects our senses towards a transcendent 
zone beyond everyday perception 
around the observed form, also operat-
ing within.

The cultural renewal art trends starting 
at the beginning of the last century, 
denoted with the etiquette of “the 
modern” and “the rational,” are geo-
metrized, they liberated the unusual 
zones of regularities.

Is it possible to open a wider gate to 
the transcendental un-visible by exclud-
ing conventional visibility and forming 
abstract shapes? Even a “formation” re-

Left: The Hungarian pavilion of the Turin 
World Fair, 1911 Designed by László Lajta and 
Géza Maróti • right: Liturgical building of 
Jewish cemetery on Salgótarjáni road, 1910. 
Designed by László Lajta.
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duced to a single point may refer to a 
perception, but the undivided formula 
has no internal world of connections, it 
cannot correlate with complex phe-
nomena and processes extended in 
space and time. It does not offer an intel-
lectual construct drawn from analogue 
experience for the interpretation of new 
perceptions.

While looking for the creative sources 
of early Art Deco, and also cubist mod-
ern architecture and industrial design 
taking shape at the same time, we find 
originator creative minds. Finding these 
minds, however, is a task almost requir-
ing knowledge of criminology. It is not 
the actions but rather the context reveal-
ing internal abilities, which (as a power 
forming the future) deserves attention. 
The individual and social preconditions 
of falling into the “sin” of creative innova-
tion are such one-time and exceptional 
situations for the development of which 
the creative work performed with the 
(mis)belief of a common mentality is 
essential, just like background support. 
(For example Emperor Franz Joseph and 
his entourage would have been less 
enthusiastic about the works of the of-
fices of Wiener Werkstätte, Peter Behrens, 
Otto Wagner, and Joseph Hoffmann 
without the collaboration of Max Fabini 
imperial advisor on architecture.)

When interpreting Art Deco and mod-
ern architectural ambitions in Hungary 
it is rarely mentioned that many of the 
originators attached importance to spi-
ritualism and even mysticism, doing 
away with the era’s scientific positivism. 
In Europe, at the beginning of the cen-
tury, societies of theosophy offered 
similar ideas to the teachings of Bud-
dhism and other Eastern religions. In the 
course of De Stijl’s introduction, Paul 
Overy remarks that in the hope of ad-

vancing towards some kind of deep 
spirituality, the mentality of Mondrian, 
kandinsky, Scriabin, and Stravinsky was 
also shaped by the views of theosophy 
(Paul Overy: De Stijl, Bp., Corvina, 1986)

Artists of the school of the jazz modern, 
zigzag modern and what is today known 
as Art Deco moved away from the geo-
metrizing processes of cubist and ration-
alist schools using elemental shapes. By 
non-mechanically making the surface 
regular, they provided an outlet for the 
manifestation of the contingent. They 
allowed internal space shaping, struc-
ture formation to drift from the surface, 
the outside “skin.” They emphasized the 

“solar flare” type of protrusions in the 
border zones, establishing continuity 
with the historical styles. Their abstract 
formations searched for a wider gate 
towards the non-visible, just like cubists, 
who, in the process of form reductions, 
left little surface marks for the viewer 
moving from one detail to another. 
More over, they emphasized that the 
external has to stick blindly to the struc-
ture, what is more, it has to become one 
with it.

They performed a reduction of cor-
relations that barely made an impression 
with a power intending newer percep-
tion. However, as soon as cubism mani-
fested itself in form combinations where 
the relationship between the parts 
aroused intellectual activity, even an 
addition of ornamental function (dis-
guised as a cover of a few consoles) 
awakened such reflections which could 
be established firmly in our intellectual 
lives with an architectural culture shap-
ing continuity. Art Deco and the cubistic 
modern, these two geometrizing tech-
niques, move the non-visible in different 
ways and there is a difference also in 
terms of their ability to silence images of 
the memory.

The efforts of opening up towards the 
transcendent work in the border zones 
of perception and interpretable conjec-
tures. The significance of these efforts is 
revealed if we identify the physical phe-
nomena arousing these conjectures, 
intuitions, for example through the un-

From the top: Bruce Goff: Tulsa, Metodist 
church, plan: 1924 • Max Berg: Wroclaw, 
Centennial Hall, 1913 • Béla Lajta: Budapest, 
Bródy József's shrine, 1910 • Béla Lajta: Bu
dapest, Greiner Emánuel's shrine, 1908 • 
opposite side: Peter Behrens: Frankfurt, office 
building of the a Hoechst AG., plan: 1919.
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derstanding of magnetic phenomena 
aiding the orientation of migrant birds 
and bees. With such an approach, we 
may claim that “the real artist […] has 
nothing to do with metaphysics. Meta-
physics […] is only physics that is not 
understood or not revealed” – as it was 
stated by Werner Ilberg (1938). (Die bei-
den Seiten des Expressionismus. Das 
Wort, 1938/6. 94-98.)

Regarding the Lure of the 
Transcendent

The myriad of waves beyond everyday 
perception surrounding and traversing 
us, like billions of small mirrors, similarly 
to Leibniz’s monads, vibrate a sponge 
like, almost transparent map, for which 
the magnetic fields of our bio currents 

generate reference waves, forming 
conscious and unconscious overall im-
ages in our minds. In these images 
gravity is not a central figure, there is no 
specified direction and there is no tem-
poral sequence. We cannot or can only 
barely see everyday shapes. Not because 
they are not present but because reflec-
tions of light intensify into illusions and 
the light zones around the shapes make 
the entire form transparent. We presume 
that the vibration images of the other 
side “go round” the shape and in the light 
vibration patterns without sharp edges 
and corners we can perceive the entire 
wave current. 

The sparkling, zigzagged Art Deco 
patterns represent almost all of the illu-
sion patterns, which have been summa-
rized by experimental psychologist at 

the beginning of the century based on 
the sketches of their patients. The geo-
metric nature of these patterns can be 
grasped very well in terms of mathemat-
ics as well. These simple images with 
only a few rules cannot be compared to 
any everyday experience, not even to 
the illusory experience of those looking 
into the Sun. Their elevation to the level 
of perceptibility in art forms moves away 
and liberates from the dustiness of dulled 
academism, the dry world of historiciz-
ing ornaments, overwrites the passion-
ate slackness of romantic and art nou-
veau form movements turning into 
them selves. It opens up the horizon 
while it does lead neither towards irre-
sponsible libertinism nor towards respon-
sible perspectives, it only allows marvel. 
The patterned shapes may become 

goods that can be interpreted as brands 
with the reduction of formal techniques, 
the spreading of multiplied patterns, in 
the case of today’s minimal-art works 
with its performance games not inciting 
interpretation as a symbol. These reduc-
tions promise transcendent impulses. It 
is characteristic among Art Deco works 
of a great volume to apply column-like 
monstrous shapes to buildings, suggest-
ing human scale; and they concentrate 
ornaments to the entrances and upper 
building zones. From the bottom it is 
closing up, while from above it is the 
vibration of a silhouette ridding itself of 
other shapes that suggest the opportu-
nity for form-metamorphosis. (On Lajta’s 
Parisiana this is promised by Géza Ma-
róti’s angel-line with some gold-glamour, 
just like the American Art Deco works of 
30s create a metallic and light-illusion.)

There is only a slight chance to ap-
proach the originators of Art Deco in the 
entirety of their works and personal lives. 
According to current scientific method-
ologies, it is useful to approach various 
schools in a way that does not attempt 
to locate a single source, stating that the 
particular trends are shaped by a multi-
tude of impressions – what is more, they 

are established by a subsequent classi-
fication; thus, it does not make sense to 
highlight one mind, one artist. It is much 
easier to say that folk songs were created 
by the people than to suppose that each 
and every tune is the creation of a single, 
hard-to-find mind. With such a view of 
the sources of renewing initiatives it may 
seem to be an innocent mistake to 
emphasize the initiating role of William 
Morris in industrial art design. He could 
hardly provide an impetus to the found-
ing of Deutscher Werkbund in 1907 with 
his craftsman-elite approach. Mackin-
tosh, at the same time, who was not 
known in England but was well-known 
in Europe, is still forced into Art Nouveau, 
although his building designed in 1907 
(Scotland Street School, Glasgow) al-
ready possessed those characteristics on 
the basis of which, instead of providing 
the antecedent of the modern move-
ment, he could be one of those offering 
the first creative spark.

Assumptions

At present and within the scope of the 
paper, we cannot move on without the 

formulation of some assumptions. In the 
past few years thousands of Art Deco 
building photos have become available 
on the Internet from all continents, with 
the exception of the South Pole – some-
times even the estimated time of con-
struction is provided, more rarely the 
name of the creator is also given. A vast 
number of imitations have appeared 
among pieces of industrial art. Interpre-
tations of the Art Deco phenomenon 
have also proliferated. 

József Vadas, in A Magyar Art Deco 
[Hungarian Art Deco] (Budapest: Corvina, 
2005) states the following about the 
style: “Art Deco is some kind of an echo 
of modernism. Sometimes it is only its 
ironic or enthusiastic paraphrase, while 
in other cases its polemic variant, while 
yet in other instances its mutant that 
turned aggressive.” “The 1966 exhibition 
of Hiller (in Paris – the editor) resulted in 
the realization that besides Dutch, Ger-
man, and Russian avant-gardism there 
was also a special type of French mod-
ernism bound much more to history 
and traditions, a style that he defined as 
Art Deco and which traveled over half 
the globe.”

Walter Gropius: model factory, 1914 • below: István Sajó: Debrecen, jewish apartment house, 1928, László Lajta – Géza Maróti: Budapest, Parisiana, plan: 1907
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Walter Gropius: model factory, 1914 • below: István Sajó: Debrecen, jewish apartment house, 1928, László Lajta – Géza Maróti: Budapest, Parisiana, plan: 1907
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From Vadas’ book the definiteness 
with which Peter Behrens, and in the 
domestic context decades earlier Lajta 
and Maróti both in terms of composition 
and ornament formation, initiated the 
Art Deco style can hardly be seen.

It may be presumed that the original 
spark of European modern architecture, 
and in parallel that of Art Deco, was 
provided by the small architect elite from 
the Austrian and Hungarian capitals of 
the Monarchy as well as from Berlin.

At around 1910 already, such architec-
tural works were born in Central Europe 
that were created with a cubist-modern 
formation and obvious Art Deco orna-
mentation. 

Besides his architectural work in Berlin, 
in 1919 Peter Behrens, who became a 
university professor in Vienna also from 
1922, already designed a building with 
one of his most captivating interior 
spaces: the administration building of 
the Hoechst chemical company in 
Frankfurt that is often described as an 
expressionist building, but which is in 
reality an Art Deco structure leaning 
towards the cubist-modern.

 In the case of Werkbund, established 
with intellectual masterwork and provid-
ing a place for industrial production also, 
besides Otto Wagner and Joseph Hoff-
mann, who “got rid of” Art Nouveau solu-
tions, Peter Behrens’s Berlin office also 
played a major role. On the paths 
branching off from Behrens, three nota-
bilities of cubist modern architecture – 
working in different countries – could 
have a brilliant career.

With some degree of simplification, 
we may claim the following as regards 
the ragged paths of modern architec-
tural ambitions in Berlin, Vienna-Buda-
pest, and Rome: the hyperbola inclined 
forms of the expressionist and futurist 
movements intensified and moved to-
wards the undecorated and ornament-
ed box shapes (keeping away from the 
ellipsoid inclination of Belgian-French 
Art Nouveau).

In the United States, Frank Lloyd Wright, 
starting before the first few years of the 
century, had an intellectual effect with 

similar power to that of the Behrens of-
fice (in the years following the omission 
of ornaments inspired by Mexican 
church ruins) with his buildings having 
a tectonic effect and edges with orna-
ment-substituting horizontal plates. He 
opened the way towards Goff’s type of 
Art Deco and fitomorph, zoomorph ar-
chitecture more than towards closed 
cubistic building. Wright carefully organ-
ized his media presence. He declared 
that he was pursuing organic architec-
ture. His theoretical argumentation in 
this regard, due to its ambiguous logic, 
remains irresolvable.

Besides acknowledging the accom-
plishments of André Groult, René Lalique, 
Emile Ruhlmann, who were successful 
also in the United States in the field of 
luxury interior design not bound to a 
location and profitable from a business 
perspective, it is time for outstanding 
figures of Central European architects 
close to the cubist modern and staying 
further away from eclecticism, as well as 
those of Italian and Scandinavian archi-
tects not working independently from 
them, to take their worthy position – af-
ter half a century of undervaluing the 
achievements of defeated empires. It is 
undeniable that originators of new visu-
al impulses both in the field of the cubist-
modern and Art Deco could be found 
in this region.

The revaluation of architectural and 
industrial design accomplishments of 
Hungarian Art Deco artists is especially 
topical today. Those Hungarians pursu-
ing living, organic architecture arrived at 
a crossroads as did once the Art Nou-
veau architects leaving the group of 
historicists. 

On their buildings becoming more 
and more bare, they could keep some 
folk art type ornament stripes, or could 
completely abandon them, however, 
disproving their ambitions for innova-
tion, as well as considering the expecta-
tions of some kind of official course, a 
few years later they attached neo-ba-
roque applications to their buildings. 
Only a few ventured to radically recon-
sider the operation of buildings. Today 

– in an analogous manner – the majority 
of architects in contact with Hungarian 
organic architecture, on their paths in-
tended to be self-evolving, are moving 
close to the course-elite surviving the 
age of form asceticism.

The statement of János Gerle is still 
authoritative today: Hungarian late Art 
Nouveau is one of the earliest manifesta-
tions of European Art Deco. (János 
Gerle – Attila kovács – Imre Makovecz: 
A századforduló magyar építészete 
[Hungarian architecture at the turn of 
the century]. Bp., 1990.)  In other words, 
several works that we included within 
late Art Nouveau, have won a new posi-
tion with the acceptance of the Art Deco 
designation. According to Gerle, just like 
in the case of Art Nouveau, we may claim 
about Art Deco as well that it (also) has 
characteristically Hungarian features. 

“During the 1910s, several representatives 
of Hungarian national romanticism 
came under the influence of the decora-
tive style of Wiener Werkstätte, concen-
trating on surface, spectacle instead of 
structure. The expansion of Vienna taste 
is a controversial phenomenon as art at 
the turn of the century, building nation-
al identity, defined itself exactly as op-
posed to Vienna; folk art, as a pure source, 
provided the credit for this process.” Ac-
cording to Gerle, the architectural works 
presented at the 1925 Paris exhibition of 
Exposition des arts décoratifs had al-
ready been visible in significantly earlier 
buildings in Budapest and Paris.

János Gerle, with the approach of an 
architect, considers the following to be 
the characteristics of Art Deco: “empha-
sis of the significance of the surface, for 
example with powerful plastic interpre-
tation, horizontal and vertical emphases, 
which do not derive from the structure 
but create the appearance of structure; 
the geometric, cubistic character of 
plastic forms; rich, sculptural formation 
of certain structural elements – supports, 
sills above the windows, bars, door 
screens; spectacular decorative fields 
representing plant, animal, and human 
forms is a stylized manner.” The author 
also adds that “the complete develop-

ment of late Art Nouveau Art Deco can 
expressly be connected to the figure of 
Béla Lajta.” The Szent Gellért spa-hotel 
designed in 1909 by Artúr Sebestyén, 
Izidor Sterk, and Ármin Hegedűs is a 
composition designed with the softness 
of Art Nouveau, together with the pow-
erful features of Art Deco. Mentioning 
this work is topical also because a few 
years ago the appearance of the square 
in front of the spa (forming one unit with 
the other side of the Danube, connected 
by the Ferenc József Bridge) was de-
signed by Sándor Dévényi. The Gresham 
palace, built in 1907 and designed by 
Zsigmond Quittner and the Vágó broth-
ers in 1905, shall also be mentioned as its 
counterpart with unrivalled beauty. 

Paris, 1925 – 
The Beginning or Zenith?

It was Le Corbusier who used the expres-
sion Art Deco for the first time in con-
nection with the exhibition called Expo-
sition Internationale des Arts Décoratifs 
et Industriels Modernes (planned for 1912 
but realized only in 1925). The 1966 exhi-
bition of Bevis Hillier (Paris, ‘Les Années 
25’ , Art Deco in its subtitle) and his 1968 
book also located the beginning of Art 
Deco in the 1925 exhibition, others, how-

Hungarian historicist pavilion of Zoltán Bálint and Lajos Jámbor in Paris, 1900          •  Pavilions of the 1900 Paris World Fair from the Seine

ever, rendered the zenith of Art deco to 
this year. The recent exhibition of the 
Victoria Albert Museum indicated 1919 
as the starting year.

During the 1910s the upper middle 
class elite of Hungary, a country larger 
than England at that time, sent hundreds 
of young people to noted industrial 
designers, architect offices of major 
European cities to acquire modern 
knowledge. These young people did not 
have to collect motifs in distant countries 
to be recycled, for the purposes of in-
creasing art-dealer value, as they had 
available the perishing culture of the 
peasant world which was treated as an 
internal colony. The elite emerging this 
way was able to finance its presence at 
the world fairs of the beginning of the 
century using their own wealth. Even 
though they were successful at this time, 
attention to prominent representatives 
of the maimed country vanished after 
the world war.

At the 1900 Paris World Fair Hungary 
was represented by the historicist style 
mixture popular all over Europe (name-
ly by Bálint and Jámbor who switched 
to Art Nouveau soon after). However, 
from 1906 those young people began 
to appear at worlds fairs, who had be-
come recognized in Europe connected 

to the allegedly Hungarian-style archi-
tectural experiments of Ödön Lechner.

While buildings of Mackintosh de-
signed at the beginning of the century 
have become known and acknowl-
edged, the Hungarian László Lajta, Géza 
Maróti, who was successful during his 
years in the United States, and espe-
cially István Medgyaszay and Lajos 
kozma have been forgotten – similarly 
to the significance of Hungarian Art 
Deco experiments.

The façade of Parisiana in Budapest, 
designed by László Lajta and Géza 
Maróti, two stars of the 1906 Milan World 
Fair, in 1907, has been described by the 
profession until recently as an Art Nou-
veau style leaning towards the modern. 
Until this day, it has not achieved its 
rightful position reflecting its architec-
tural significance. Numerous other early 
Art Deco buildings – mostly in Budapest 

– had the same fate. History of the past 
half century played a major role in this 
process of forgetting as did the world of 
Horthy-baroque. One of the few refresh-
ing exceptions was created around the 
1930s by István Sajó, returning from the 
United States, with his 1928 zigzag mod-
ern apartment building in Debrecen.

In 1931 Jenő Lechner expressed his 
appreciation of Ödön Lechner as the 
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creator of national building style, how-
ever by praising his eclectic works of “no 
lesser value.” At the same time, he stated 
that the pavilion of the millennial his-
toric exhibition was “assembled by Alpár 
from the most outstanding façade parts 
of Hungarian monuments.” “The fortified 
castle-like picturesque building group 
represented such architectural art value 
that following the demolishing of the 
exhibition it was rebuilt from permanent 
material.” In 1931 he wrote the following 
also: the architectural activities of Béla 
Lajta, Bálint and Jámbor, Artur Sebestyén, 
Ármin Hegedűs, Izidor Sterk, Ambrus 
Orth, Guido Hoepfer, Lipót Baumhorn 
and others was mostly characterized by 
the ambitions of the newer style, thus 
they are outside the scope of the present 
chapter, while the chapter was titled: A 
magyar építőművészet ötven esztendeje 
1879-1929 [Fifty years of Hungarian archi-
tectural art, 1879-1929]. (jubilee edition of 
the 50 year old Vállalkozók Lapja, 1931.)

Following Trianon, innovative Hungar-
ian scientific and intellectual attempts 
lost their value, they could be obtained, 
appropriated, depreciated, and forgot-
ten easily. If we do not articulate the 
achievements and real significance of 
artists at the beginning of the century, 
who else will show what kind of intel-
lectual, technical accomplishments ori-
ginated from the Hungarian Empire 
(applying the term used in the 1911 En-
cyclopedia Britannica) or even from the 
fragmented country depreciated as a 
defeated party? 

The architectural expressions of the 
world fairs at the beginning of the cen-
tury make it clear that the ruling elite 
expected a sparkling eclecticism homo-
genized with a bit of Art Nouveau flavor 
from the artist elite of Europe. In Paris in 
1900 millions admired the accumulation 
of style characteristics from various eras 
on one building. The millennial Vajda-
hunyad castle by Ignác Alpár was adu-
lated by the Hungarian national architect 
profession. The captivating effect of the 
open-worked iron structure of the Eiffel 
tower had an indisputable influence on 
Art Deco experiments. 

Within a few years, these unusual slants 
appeared in paintings, posters – often 
spread out in plane – and Tatlin’s Third 
International plan came out, as the con-
structivist relative of the Eiffel structure.

This compositional characteristic was 
featured in art deco architectural works 
only in the details. (Actually it was fea-
tured in the entirety of the buildings in 
the deconstructive works of Eisenman 
and Pritz for the first time.) This process 
can be compared to the development 
when the background landscapes of 
Renaissance paintings became autono-
mous pictures centuries later; this is how 
details of the Eiffel tower also became 
independent compositions.

The influence of the Behrens office 
can be selected from among the archi-
tectural works classified into numerous 
styles only with a strongly subjective 
approach, also referring to the work’s 
early date of creation. The work of Gro-
pius between 1912 and 1914 and the 
Hoechst administration building of Be-
hrens, designed during his professorship 
in Vienna.

World fairs organized during the years 
of early Art Deco endeavors indicate 
when and to what extent did the build-
ings leave behind the historicist and Art 
Nouveau formalities. In 1906, in Milan, 
supposedly even the organizers ad-
mired the exhibition area of Géza 
Maróti, improved with István Medgyas-
zay (received half-ready and which burnt 
down soon afterwards), which was 
considered by Maróti before its furnish-
ing to be a terribly incommodious large 
room lacking good taste. In 1909 it was 
Géza Maróti who constructed the Art 
Nouveau Hungarian pavilion of the 
Venice Biennale. In Turin (1911), the build-
ing of Emil Tőri, Móric Pogány, and Dénes 
György, with its massive cubes, uniform 
appearance and new architectural tool-
bar, and with an “ancient Hungarian” 
character according to contemporary 
media, was a huge success.

The star of the 1929 Barcelona World 
Fair was the German pavilion of Mies van 
der Rohe, but the Hungarian pavilion 
also achieved significant success, with 

Above: One of the elevators of the Eiffel tower, engraving, 1889 
below: E. Tőri, M. Pogány and D. Györgyi: the entrance of the Hungarian Pavilion, 1911

Bernhard Hoetger: Bremen, Boettcherstrasse (today Paula-Becker-Modersohn-House)
below: Bernhard Hoetger: Boettcherstrasse 6
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Sándor Dévényi: Budapest, Szent Gellért (St. Gerard) Square, ”Fountain house”

its cubist mass divided by fine “false or-
namentation.” From the beginning of the 
century to the end of the 1930s, the ex-
ploitation of colonies came together 
with the almost perverse exhibiting of 
colonial cultures. It was not only Wright 
who was inspired during the copying of 
the ornaments of Mexican pyramids. The 

“ancient Hungarian” towers also indicate 
the influence of these exhibitions on 
their creators.

Colonial exhibitions 

From the middle of the 1920s, those 
works classified today as Art Deco were 
known as deco style, jazz-modern, zig-

known from late Art Nouveau façades.) 
These dented stripes are probably the 
most characteristic features of Art Deco 
metallurgist industrial art works. 

In Germany, during the 1920s build-
ings emerged with geometrized mass 
formation and rich in lyrical details, which 
due to their special historical context 
were almost condemned to inhibition. 

After 1925, the specifically Art Deco 
type of „distorted” geometric playfulness 
became fashionable all over the world. 
The patterns stiffened and it became 
perceivable that the application of these 
patterns is the new eclecticism of origi-
nal formation. By the 1930s, the patterns 
of Art Deco that could be used repeat-
edly spread all over the world, from 
South Africa to Shanghai. Compared to 
the “headless” box-towers following the 
40s, they appeared with refreshing sil-
houettes in major cities, and with bus-
tling masses, terraces also made after the 
same pattern, and with curved lines at 
the corners, in the world of holiday 
homes of the elite. 

For a brief moment let us look back at 
the 1931 London colonial exhibition, to 
the profane images of the unwavering 
exploitation of colonies. During the 
1930s the recently mutilated Hungary 
was trying to survive an economic crisis 
sent exactly from American landscapes.

 The Art Deco institution buildings of 
colonial powers were built for another 
15 years. The Hungarian László Hudecz 
excelled in Hong kong in the creation 
of such works. The following years have 
numerous surprises in store and not only 
for researchers of Art Deco. For example 
it became known only a few years ago 
how rich Mumbai is in Art Deco build-
ings erected during the 30s with the 
collaboration of local artists. 

Today, the major buildings of far away 
continents have become available on 
the Internet, an abundance of captivat-
ing, but deteriorating art deco buildings 
have appeared as a special gift from 
earlier colonists. In the global art market 
of the day they are doomed to insignifi-
cance, even more than the architecture 
of Central Europe after the lost wars.

zag modern, streamline modern or 
modern. The seeming spontaneity of 
compositions, vividness, small differ-
ences in angle, and unexpected chang-
es of direction were close to jazz im-
provisation and to the vigorousness of 
dance moves found in tango and char-
leston, two styles of great popularity 
during the 20s. Liberal formation was 
also transposed to the ornaments of 
buildings, the looseness of formation 
manifested itself on entrances and roof 
zones, and in the patterned stripes of 
risalits on buildings. The fluting of an-
cient Greek columns was laid out on the 
façades, as the first vibrations of so many 
hyperbolas. (Such a technique is also 

New India Assurance Mumbai,  Design: N. G. Parsare 1936
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