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Ferenc Domokos, Míra Mónika Magyar, 

András Nagy, Sára Tomcsányi

The Frequently Seen Stranger

We Are Looking for an Enthusiastic Intern! The Invisible Struc-
tures of the Internship System in Contemporary Art examines  
a position within the Hungarian contemporary art scene that is 
rarely discussed yet fundamentally important: the internship.

In his book Dark Matter, Gregory Sholette writes about a cre-
ative dark matter that, in our postindustrial society, makes up the 
bulk of artistic activity and, in doing so, keeps the art world running.! 
The concept encompasses the occasional, informal, unofficial, 
amateur and autonomous, extra-institutional and self-organized 
practices that emerge in the shadow of the official art world. Like 
its astronomical namesake, it remains invisible, above all to those 
who make up the art world themselves: Sholette includes here 
critics, art historians, dealers, collectors, curators and museum 
staff. We argue that although the internship is nominally part of 
the institutional system, it follows a similar logic, not least because 
members of the art world largely disregard it, even though many 
of them depend on it themselves.

As master's students in the Contemporary Art Theory and 
Curatorial Studies program at the Hungarian University of Fine 
Arts (MKE), we examine this topic in our diploma project through 
three approaches: an anonymous survey, an exhibition held at art 
quarter budapest (aqb), and this publication. The aim of the pub-
lication is to place the structural findings of the research within a 
conceptual and discursive framework, bringing together texts that 
address the problem from different perspectives. It thus covers, 
among other things, the relationship between artistic labor and 
paid employment, the concept of volunteering, the question of 
integration into higher education and the responsibility of univer-
sities, as well as the structure and experience of well-functioning 
internship programs.

Within the Hungarian contemporary art institutional system, the 
internship is marked by a peculiar duality. On the one hand, it func-
tions as a form of professional socialization that feels obligatory, 
one that allows entry into the field, mapping and getting to know 
its professional networks, and trying out tasks in real situations 

! Gregory Sholette, Dark Matter: Art and Politics in the Age of Enterprise 
Culture, London: Pluto Press, 2010.
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that are not possible within the walls of the university. On the other 
hand, it is also a form of labor. In this respect, however, it fails to 
meet the usual conditions of employment: it most often takes 
place unpaid, frequently without a contract or predefined profes-
sional tasks, and without any sense of being valued. Interns are 
in many cases expected to have relevant higher education stud-
ies, prior experience at cultural institutions, language skills, and  
a commitment to art," yet in return are offered only vague prom-
ises or lofty marketing language that has little bearing on reality.³

Starting from our own experience, our project asks what hap-
pens when we question how the internship actually works. We do 
this within a field that has effectively been bled dry, where these 
unpaid positions often keep cultural venues afloat while simulta-
neously serving as a form of invisible workforce substitution. The 
intern is the one who organizes shelves and storage rooms, makes 
coffee, cleans the exhibition space, and runs errands to the post 
office or for pastries.

The mandatory professional practicum prescribed by the cur-
riculum works in the institutions' favor, because the work formally 
counts as voluntary, which means that professional promises 
mostly remain unenforceable. This creates a situation in which the 
intern is simultaneously an employee and a student, while also fall-
ing outside both categories at once: a seasoned outsider, at best 
a useful friend, and at other times, despite every effort, a burden.

Because the field is so small, personal relationships and posi-
tions of power are closely intertwined, meaning that personal 
opinions and relations can influence professional advancement. 
Voicing criticism can also be risky, since even a single dissatis-
fied post can affect future collaborations and one's professional 
reputation. Our position within this project is not neutral, since 

" "We are looking for university students who show a deep interest in 
contemporary $ne art, are flexible with their schedules, are able to 
work as part of a team, speak at least one foreign language, and can 
actively take part in the day-to-day life of the gallery." https://www.
facebook.com/eltebtkbudapest/posts/gyakornoki-lehet!ség-a-vár-
fok-galériában/647263424331831/ (Accessed: 18 May 2026). 
In some cases, quite surprising expectations can be found, such as an 
extensive network of cultural contacts, or knowledge of photography 
and artwork photography. https://www.instagram.com/p/DPToCz4D_
o2/ (Accessed: 18 May 2026); 
https://www.facebook.com/GodotGallery/photos/a-godot-galéria-
gyakornokot-keres-a-következ!-id!szakra-ha-szeretnél-a-m"kere-
ske/1197442345758766/ (Accessed: 18 May 2026)

³ Cf.: "The internship program is unpaid, but we can certify the professional 
practicum, and you are guaranteed to gain valuable, real experience 
that you may not get elsewhere during your studies." https://www.face-
book.com/molnaranigaleria/posts/a-molnár-ani-galéria-gyakornokot-
keres-a-molnár-ani-galéria-immár-15-éve-a-hazai/1376088857731048/ 
(Accessed: 19 May 2026).



59

we experience the problem ourselves, and the question therefore 
also concerns the start of our own careers.

While comparing internship experiences across different cul-
tural institutions is a common topic in informal settings, it remains 
sparsely addressed in theoretical discourse at the structural level. 
Beyond the thoughtlessness of the everyday "housekeeping"-type 
tasks listed above, the current form of the internship also symbol-
ically carries the socioeconomic inequalities of entry into the art 
world. The possibility of taking on an internship position can itself 
be read as a kind of socioeconomic filter, since one basic condi-
tion for filling the position is that the worker can afford to take on 
low-paid or entirely unpaid work. In this way, the Hungarian con-
temporary art scene determines what kind of social background a 
person needs in order to even attempt entry into the professional 
field, continually reproducing inequalities of access to art and the 
art world.

It was important to us not to rely solely on our own experience, 
but to consult as many former and current colleagues as possible 
in order to gain as accurate a picture as possible of the state of 
internships in Hungary. Sociologist Noémi Loncsák assisted us 
in developing and evaluating the survey. We distributed the sur-
vey to universities that offer programs in art theory (e.g. MOME, 
ELTE, METU, MKE, etc.), and made an effort to circulate it on 
every online platform (various Facebook groups, Instagram sto-
ries) where young people active in the Hungarian cultural sphere 
might potentially be present. The survey received more than one 
hundred responses. While this is not statistically representative, it 
is still a large enough sample to draw relevant conclusions from. 
Below, we present the results and conclusions without any claim 
to completeness.

Most of the respondents were based in Budapest, recent grad-
uates, early in their careers, and women. Their answers echo con-
sistent individual experiences from which structural correlations 
and a distinctive pattern of an institutional model emerge. The 
first such pattern concerns economic background. It is perhaps 
not surprising that 76.3 percent of respondents were not paid by 
their host institution; what is more striking is that around two-
thirds of respondents (62.3%) supported themselves during their 
internship through parental support, a scholarship (50.9%), or 
another, parallel paid job% (50%), or some combination of these. 
In addition, 31.6 percent also took on occasional jobs. Fully 57.9 
percent of respondents stated outright that the position would not 
have been feasible without savings or family support, from which 

% These were, as a rule, jobs advertised outside the cultural sector.
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we can draw our first important conclusion: respondents consider 
access to internship positions to be class-based. 86 percent stated 
as much, and, perhaps most tellingly, not a single respondent 
rejected this claim. It is perhaps not an exaggeration to say that 
anyone unable to work for months without income, or for very low 
pay, drops out of the field before even being able to enter it.

The second pattern to emerge concerned the relationship 
between tasks and promises. 63.2 percent of respondents reported 
doing administrative work, 54.4 percent exhibition assistance, and, 
here comes the bitter reality, 36.8 percent making coffee, pouring 
wine and cleaning, with a further 31.6 percent reporting moving 
materials and running errands as couriers. Meanwhile, the end-
lessly repeated rhetoric of internship calls promises professional 
development, mentoring and networking, as though institutions 
were simply copy-pasting each other’s job postings. A strange sit-
uation results: more than half of respondents (59.6%) clearly feel 
that their work replaced that of a paid employee, and 78.1 percent 
of respondents think of the system as a whole as a form of hidden 
workforce substitution.

It is worth highlighting a phenomenon that keeps many ear-
ly-career professionals within the system despite unfavorable 
experiences. A majority of respondents answered either yes (53.5%) 
or partly yes (27.2%) to the question of whether they had ever 
worked "out of passion," meaning whether their commitment to 
culture had ever overridden poor working conditions or negative 
experiences. The data suggest that one of the most important ele-
ments sustaining the system is a sense of vocation itself, and that 
exploiting this sense of vocation drains interns’ emotional capital.

The largest share of respondents (85.1%) said they missed 
being paid, closely followed by the lack of opportunities for pro-
fessional advancement (48.2%), and, not far behind, structured 
learning content (40.4%). In other words, while institutions com-
pensate for the lack of pay by dangling the prospect of opportunity, 
that opportunity most often never materializes. This has clearly 
visible emotional consequences: after their internship, nearly half 
of respondents (43.9%) feel ambivalent about the profession, 22.8 
percent feel disillusioned, 21.9 percent feel less certain, and only 
27.2 percent feel that the experience reinforced their intention to 
pursue a career in art.

There is one figure we must point to without fail, one that 
expresses how responsibly, in interns' own view, Hungarian art 
institutions treat them. Of the 114 respondents, only a single one 
gave the highest possible rating, and a certain conclusion can be 
drawn from this. If unpaid labor is normalized, if interns fill miss-
ing positions as a hidden labor force, and if most professional 
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promises go unfulfilled, then the question of responsible treat-
ment cannot even properly be asked. The research clearly shows 
that the Hungarian model of art internships is problematic as a 
whole, because it is built to rely on the invisible, unpaid labor of 
its participants, a fact confirmed by interns' own answers and per-
sonal experiences.

Zsolt K. Horváth's essay in the publication, titled Cui prodest 
scelus, is fecit. The Condition of Being an Intern in the Cultural 
Scene, provides a theoretical framework for the topic of intern-
ships. The author situates the problem of unpaid cultural labor on 
Marxist foundations, stretched between interwar working-class 
culture and contemporary neoliberal university policy; the title, 
borrowed from Seneca, "who profits by a sin has done the sin," 
already signals the direction of the approach. Zsolt K. Horváth's 
essay shows why it is not enough to interpret the internship solely 
as a sectoral or generational phenomenon, and why it is better 
understood as a structural, deeply embedded problem.

Eszter &ze is a researcher of the transformation of Hungarian 
cultural policy after 2010, with whom we spoke about changes in 
the Hungarian contemporary art institutional system as well as 
about the lived experience of internship positions. In the conver-
sation we discussed what has (not) changed in the field of intern-
ships over the past ten to fifteen years, and we also touched on 
the gap between paid and unpaid internships, the blurring of the 

"volunteer" and "intern" positions, and the duality that makes the 
internship both an entry point and, in Eszter &ze’s words, a kind of 

"apparent opportunity."
János Szoboszlai's essay, titled Win-Win Paradise (Or Not). 

Notes on University Professional Practicums, reflects on intern-
ships from within the higher education institutional system. During 
his university studies, the author was an intern at Artpool; he later 
ran internship programs as director of the Institute of Contempo-
rary Art, Dunaújváros, and of acb Gallery, and subsequently also 
headed the Department of Fine Art Theory at the Hungarian Uni-
versity of Fine Arts. In his strongly personal, anecdotal essay, we 
read both about the structural problems of the institutional frame-
work and about the student attitudes that ultimately determine 
how useful the practicum turns out to be.

Our interview with graphic designer Zoltán Visnyai concerns 
the borderlands of the scene. For several years, as a former edi-
tor of Képz'.art and a member of the FALU collective, Visnyai has 
been an active shaper of grassroots, knowledge-sharing alterna-
tives closely tied to the contemporary art field. In the interview, he 
talks about his own internship experience and reports on the alter-
native forms of (community) organizing and knowledge-sharing 
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that emerged in response to the very shortcomings we ourselves 
have identified.

Dóra Kolocz's case study presents the internship program of 
the Miksa Róth Memorial House and Collection. Running since 
2021, this community museum program was working with 26 
interns at the time of writing, who receive theoretical training in 
addition to mentoring. It is worth emphasizing that most of the 
institution's current staff began as interns in this very program. 
Looking at the project as a whole, we consider it important to 
include, alongside the problems of the internship structure, a rare 
but real positive example, one that, according to the experience of 
its participants, genuinely offers learning opportunities and pro-
fessional advancement.

The aim of the publication, and of the project as a whole, is to 
open up a discursive space, or more precisely, to demonstrate that 
this discursive space has not existed until now. The texts, together 
with the works featured in the exhibition held in the spaces of aqb, 
show that the problem can indeed be articulated, and that the 
professional risk of articulating it can be gradually reduced if the 
act of speaking out happens collectively. We hope that this publi-
cation, alongside the research and the exhibition, can help launch 
a dialogue that the Hungarian contemporary art scene has long 
needed.
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Zsolt K. Horváth

Cui prodest scelus, is fecit
The Condition of Being an Intern in the Cultural Scene¹

“Society does not consist of individuals, but expresses the sum 
of interrelations, the relations within which these individuals 
stand. As if someone were to say: Seen from the perspec-
tive of society, there are no slaves and no citizens: both are 
human beings. Rather, they are that outside society. To be 
a slave, to be a citizen, are social characteristics, relations 
between human beings A and B. Human being A, as such, is 
not a slave. He is a slave in and through society.” "

Karl Marx: Grundrisse

Eight years ago, an engaging exchange of ideas took place on 
the Tranzit blog about the cultural regime change. In that series, 
researchers of culture and society asked: what global structural 
transformations took place in Hungarian culture during the late 
period of state socialism? What short-term experiential conse-
quences did these have from the 1980s onward, and what longer-
term effects can still be seen a decade later, at the midpoint of the 
reign of terror of the NER (the System of National Cooperation), 
which has since come to an end? The article by Eszter &ze and 
Júlia Perczel speci$cally raised the structural problems of “volun-
tary,” that is, unpaid cultural labor.³ The phenomenon is primarily  
a burden for those starting their careers, though it frequently 
afflicts experienced researchers as well.

The problem can be grasped in the question of whether culture 
can function in a way where those working within it receive, so to 
speak, not a single penny for their activity, while at the same time 
having to take on other work, usually entirely unrelated to culture, 
to support themselves. Where does the simultaneous presence of 
work done “out of love” and work done out of necessity lead, when 
a day still only has 24 hours for all of us? The situation is made 

! “Who pro$ts by a sin has done the sin.” Seneca, Medea, lines 500–501, 
transl. Frank Justus Miller, Seneca's Tragedies, Loeb Classical Library, 
Cambridge, MA: Harvard University Press; London: William Heinemann, 
1917. (The Hungarian text quotes a Hungarian translation by Csilla 
Kárpáty, published in Seneca drámái [The Plays of Seneca], ed. Attila 
Ferenczi and László Takács, Budapest: Szenzár, 2006, vol. III, pp. 144–145.)

" Karl Marx, Grundrisse: Foundations of the Critique of Political Economy 
(Rough Draft), trans. Martin Nicolaus, London: Penguin Books in asso-
ciation with New Left Review, 1973, p. 265. (The Hungarian text cites the 
Hungarian edition: Budapest: Kossuth, 1972, vol. I, p. 168.)

³ Eszter &ze – Júlia Perczel, Az emberi elme csodálatos m"ve az önkéntes 
verejtékes munka [The Human Mind’s Marvelous Creation Is Voluntary, 
Sweaty Labor], Tranzit.blog, 22 March 2018.
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even more dif$cult by the fact that, for those who wish to work in 
the $eld, unpaid cultural work is a structural compulsion, insofar 
as internship programs form part of higher education studies in 
art and culture. If, as a student, someone is given the opportunity 
to acquire the practical basics of the profession alongside an 
experienced colleague at, say, a prestigious institution, then they 
should be “grateful,” but not complain about wages. Universities, 
meanwhile, have built this into the curriculum on the grounds that 
it raises the “marketability” of students’ degrees, since the labor 
market expects young people starting their careers to already 
have practical experience.

The circle closes. If a young person wants a job, the prospective 
employer expects work experience, which they can only obtain 
by working instead of, or alongside, preparing for their university 
studies. The university instructor is dissatis$ed, because instead of 
organized self-education, the student wastes their time acquiring 
practical things that they could easily pick up within a few weeks 
after starting a job. The student isn’t happy either, because they 
are “torn apart” between university requirements and the expec-
tations of the internship: according to their thesis supervisor, they 
don’t devote enough attention to their thesis topic, while at their 
practical placement they are constantly told not to waste their time 
on unnecessary theory. Finally, the designated staff member at the 
internship site is also dissatis$ed, because they spend their own 
eight-hour workday on the futile task of instructing university stu-
dents who have been “dumped on them,” even though they don’t 
have enough time to carry out their assigned institutional duties as 
it is. In other words, managing interns at the practical placement 
and meaningfully organizing their time there places a considera-
ble amount of extra work on staff who are often already overbur-
dened to begin with.

In his own contribution to the debate mentioned above, the 
present author likewise argued that whether cultural work is 
judged to be paid or unpaid in nature actually depends on what 
kind of good we consider culture to be. Under state socialism, 
culture and education were classi$ed as a public good, and their 
role was cultural emancipation, so that occasional participation in  
a given event naturally remained unpaid. This orientation presum-
ably drew on the value structure of the interwar socialist and social 
democratic working-class culture, which in many respects rested 
on Marxist foundations.% As Marx points out, “the devaluation of 
the world of men is in direct proportion to the increasing value 

% Cf. Zsolt K. Horváth, Szívképzés. Variációk embernevelés és közvetlen 
demokrácia viszonyára [Education of the Heart: Variations on the Rela-
tionship Between Human Formation and Direct Democracy], Budapest: 
METU, 2024, pp. 217–218.
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of the world of things. Labor produces not only commodities; it 
produces itself and the worker as a commodity – and this at the 
same rate at which it produces commodities in general.”( Workers 
were consequently aware that wage labor does not merely bring 
into being objects understood as commodities, but that, in this 
same process, the social relations that determine them are also 
reproduced.)

Insofar as the worker relates to the end product of their wage 
labor as to something alien, we can speak only of an alienated 
activity, one that is admittedly necessary for subsistence but does 
not in any way contribute to their becoming a species-being. In 
short, alienated wage labor produces hierarchical and exploita-
tive relations that are incompatible with creative work undertaken 
voluntarily, out of passion, in which the worker, in fact, “duplicates 
himself not only, as in consciousness, intellectually, but also 
actively, in reality, and therefore he sees himself in a world that 
he has created.”⁷ This is precisely why, in the interwar labor move-
ment, cultural work was regarded as a chosen, self-organized 
activity that people carried out out of political conviction, and it 
was exactly this commitment that distinguished it from alienated 
wage labor performed under compulsion. This, however, may hold 
true, with certain quali$cations, in a broader context as well, in 
milieus barely touched by Marxism. An artisans’ choir, a bourgeois 
hiking association, or a village theater troupe, for instance, were 
likewise characterized by voluntarily undertaken cultural activity, 
and their appeal likewise lay in the collective nature of a chosen 
activity. In general, then, it can be said that capitalism, understood 
as a historical construction, also changes over time, and eventually 
commodi$es, turns into merchandise, a whole range of activities 
that had previously been more or less free of this influence.⁸

So what has changed in the meantime? Under state socialism, 
as noted above, education and learning were, for the most part, 
classi$ed as chosen activities free from the world of alienated 
wage labor. In the years following the political transition, however, 
the economic and social world restructured itself at such a dra-
matic pace that it eventually reached cultural work in the broader 

( Karl Marx, Economic and Philosophic Manuscripts of 1844, trans. Mar-
tin Milligan, Moscow: Progress Publishers, 1959 (also New York: Interna-
tional Publishers, 1964), “Estranged Labour.” (The Hungarian text cites 
the Hungarian edition: Budapest: Kossuth, 1970, p. 45.)

) Patrick Joyce, “The Historical Meanings of Work: An Introduction,” in 
The Historical Meanings of Work, ed. Patrick Joyce, Cambridge: Cam-
bridge University Press, 1987, p. 7.

⁷ Marx, Economic and Philosophic Manuscripts of 1844, trans. Milligan, 
“Estranged Labour.” (The Hungarian text cites: Budapest: Kossuth, 1970, p. 50.)
⁸ Maurice Godelier, “Le travail et ses représentations,” Bulletin de l’Asso-
ciation française des anthropologues, no. 5 (1981), pp. 10–14.
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sense as well. This transformation, though, could not have taken 
place without the neoliberal restructuring of universities. One key 
element of this complex process was the so-called widening of 

“intake.” This meant that, instead of the earlier $ve-year programs 
tailored to individual disciplines and requiring serious depth of 
study, institutions created bachelor’s and master’s programs that 
supposedly “better matched labor-market demands.” One of the 
assumed goals of these new, shorter programs, which for the 
most part only super$cially integrated results from several disci-
plines, was the development of so-called practical training, which, 
according to the neoliberal reformers of higher education, better 
matched presumed market expectations. Countless programs 
launched in the 2000s ultimately proved unviable in the longer 
run, programs whose point neither students nor even instructors 
could really see (as an example I will mention only the humanities 
faculty’s “moderator” program or the of$ce-administration minor).

It is also fair to add, however, that from the mid-1990s onward, 
the global cultural and art scene saw the professionalization of 
activity areas and sub-$elds that had previously been almost 
unimaginable as independent $elds. Behind this, though, lay not 
only market voluntarism but also changes inherent to the given 
$eld itself, changes that, over the longer term, genuinely gave rise 
to new professions. As Paul O’Neill writes, “the ascendancy of this 
‘curatorial gesture’ in the 1990s (as well as the professionalization 
of contemporary curating) began to establish curatorial practice 
as a potential space for critique.”, The launch of curatorial train-
ing programs in Hungary, which run under various names, cannot 
therefore be attributed purely to derivatives of market mecha-
nisms, since a profession genuinely mobilizing serious prior knowl-
edge and new skills did emerge worldwide; at the same time, it 
cannot be said that, in semi-peripheral Hungary, this change could 
be isolated from the neoliberal restructuring of universities. The 
latter, after all, was domestically interested in lowering academic 
output requirements and in market conformity, and so it necessar-
ily absorbed the internship logic discussed above. The manner in 
which a new $eld of work becomes professionalized can therefore 
never be separated from its economic and social context.

The artistic and scholarly legitimacy, as well as the practical 

, Paul O’Neill, “The Curatorial Turn: From Practice to Discourse,” in Judith 
Rugg and Michèle Sedgwick (eds.), Issues in Curating Contemporary Art 
and Performance, Bristol: Intellect Books, 2007, p. 14. (The Hungarian 
text quotes a Hungarian translation, slightly modi$ed by the author, pub-
lished in A gyakorlattól a diskurzusig: Kortárs m"vészetelméleti szöveg-
gy"jtemény [From Practice to Discourse: A Contemporary Art Theory 
Reader], eds. Zoltán Kékesi, Eszter Lázár, Tünde Varga, and János Szo-
boszlai, Budapest: MKE, 2012, p. 325.)



69

viability, of certain programs, however, encourages higher-ed-
ucation management to turn the organization, oversight, and 
administration of ever more cultural $elds, in the broad sense of 
the word, into university programs. This kind of managerial vol-
untarism necessarily leads to the fragmentation of the given $eld, 
to the splintering of individual activities and operations, in other 
words, to what is commonly called over-professionalization. The 
excessive professionalization of the sphere also indicates that ever 
greater pressure is placed on artists and cultural workers to adopt 
entrepreneurial norms and skills for the sake of $nancing projects 
and securing their own careers. This effort, however, frequently 
comes at the expense of creative artistic freedom and the mode 
of expression proper to the $eld. Its moral low point is reached 
when the evaluation system for artistic or cultural work treats as 
authoritative not internal professional norms, but easily quanti$a-
ble indicators automatically lifted from economic life. The resulting 
portfolio careers, to my mind, represent the complete surrender of 
the artistic and cultural $eld. This truly is the “Museum of Uncon-
ditional Surrender.”!-

Beyond all this, perhaps what is most infuriating is that a kind of 
double standard can be felt within cultural work. On the one hand, 
those working in the $eld are told that their work is so interest-
ing and creative that it’s worth taking on even for free or for lower 
pay (this includes unpaid internship work); on the other hand, the 
managerial-capitalist outlook that is increasingly gaining ground 
in the contemporary cultural scene expects those involved to keep 
professionalizing continuously. Today it seems as if managerial 
capitalism’s imaginary Michurin were crossbreeding, within the 
concept and practice of cultural work, two mutually incompatible 
expectations: it fuses the unpaid, leisure-time, committed passion 
of the interwar labor movement’s culture with the goal-rational, 
pro$t-oriented professionalism of late managerial capitalism. The 
intern working in the cultural or artistic $eld is thus a prisoner 
of this complex system.!! “Who pro$ts by a sin has done the sin,” 
Seneca warns us, and only a transformation of the system will 
show us to what extent the shamelessness of faceless capital logic 
can be given a human face.

!- Cf. Dubravka Ugre.i/, The Museum of Unconditional Surrender, Hun-
garian edition, Budapest: Európa, 2000.

!! I. V. Michurin (1855–1935) was a Russian agrobiologist and plant breeder 
held aloft by Stalinist Soviet science under the name of T. D. Lysenko. In 
the 1950s and 1960s, countless jokes were made about the impossibility 
of the Soviet agro-genetic project. These jokes were always about com-
bining incompatible things, for example, “why it’s useful to crossbreed a 
flea with a watermelon.”
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"The Whole Internship Seems to Condense  
All the Problems of the Art World"

Eszter "ze in conversation with Míra Mónika Magyar,  
András Nagy and Sára Tomcsányi

Míra Magyar: Where were you an intern, and what experience did 
you have there?

Eszter "ze: I was at FKSE for almost a year, when Borbála Szalai 
was the secretary, and it was a really good experience. At the time I 
was doing my BA in art history, which was a different environment, 
and through FKSE I got to know a completely different slice of the 
art $eld. One of my main tasks was expanding the website; a lot of 
us worked on making a clearly organized interface with informa-
tion on all the members. It was endlessly boring, but at the same 
time interesting in a way, because I learned a lot about the mem-
bership. So it was an exciting internship position that lasted quite a 
long time, but I think I mainly enjoyed it because I grew fond of the 
institution itself, the whole environment, the parties, the kitchen.

Besides that, there were shorter projects, at the Ludwig 
Museum and a few other places, internships where I assisted  
a curator on an exhibition. I also spent some time in Germany, 
at the Galerie für Zeitgenössische Kunst, the contemporary art 
museum there, as an Erasmus intern for a semester. That was 
where I $rst encountered the fact that, in Germany, institutions 
are legally required to pay interns, so after the $rst month I too 
received some pay, which was astonishing at the time. It also gave 
me a lot professionally, and it was obviously different from intern-
ing at a Hungarian institution: it was more about getting to know  
a new institutional environment.

M.M.: In your experience, how did the internship system in 
Germany differ from the one in Hungary?

E.".: At the GfZK in Leipzig, the system was that every intern had 
a mentor, and since it's a large institution, there were various sub-
units: museum education, the curatorial department, there was  
a huge library, and even a café-restaurant in the middle of a large 
park, which also counted as a museum sub-unit. So they worked 
with all kinds of people, and almost every unit had several interns, 
even operations and $nance. It seemed like a good method that 
there was a mentor speci$cally responsible for me (and for the 
other interns in the unit). The kind of attention an institution can 
give an intern as part of the job, I really received there, mainly from 
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the head of the institution, Franciska Zólyom, who was my mentor 
within that system, and I think that was only possible because of 
the system itself.

E.".: But if we're talking about the differences, and about criticism 
too, what do you think the problems are here at Hungary?

M.M.: I think one of the big problems is the lack of knowledge 
transfer. Often nobody teaches or explains how to carry out cer-
tain tasks. Many people mentioned this in the survey too, and they 
also wrote that they would be satis$ed, despite the lack of pay, if 
there were a genuine opportunity to gain professional experience.

Sára Tomcsányi: We also talked a lot about the fact that there’s 
no pay, which basically says everything about the cultural sys-
tem. Internship calls never mention pay, but under "what we offer" 
there’s a list of ten things that sound fantastic, yet in reality there’s 
very little overlap with the truth. The role of universities is also 
problematic, because they produce interns by making the profes-
sional practicum mandatory, for credits, but they don’t hold insti-
tutions accountable for how exploitatively they treat the students 
who show up there, who are then left alone in this situation.

András Nagy: I think a lot of institutions abuse this situation. In 
the art sector it has by now become the norm that interns aren’t 
paid, while doing work for which pay would normally be expected. 
Instead of hiring a permanent staff member, institutions repeat-
edly advertise internship positions, within which they substitute 
for the missing employee. It’s also interesting that everyone work-
ing at these institutions was once an intern themselves and has 
already been through the very same experiences. Yet as soon as 
they move up the ladder, they carry on doing exactly what they 
themselves probably experienced as a bad experience, which 
is why there’s never any real change. We jokingly named this 

“trans-professional generational trauma.”1

E.".: In your view, how class-based is access to the institution of 
cultural internships? What I mean is: who can actually afford to 
take on this kind of work, when it often amounts to a part-time 
job? How is it possible to take this on alongside university, when 
you’d need a paying job to support yourself anyway? How does 
this reproduce the situation where only a few, only certain social 
strata, can access culture and art?

! Ferenc Domokos, oral communication, 3 November 2025.
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A.N.: Based on our survey research, the majority, 61% of respond-
ents, can only take on internship work with parental support.

S.T.: If someone moves from the countryside to Budapest, or to 
another big city where such institutions even exist, it’s hard to 
access the knowledge of where it’s even worth applying. I felt this 
too, even though I’m from Budapest. Conversations about this 
happen in informal settings, so it isn’t transparent, and it takes  
a long time and a lot of energy before someone becomes informed.

E.".: You’ve mentioned a lot of things that give me the impression 
that the system hasn’t changed at all in the ten-odd years since I 
was an intern. I lean toward thinking that pay would change a great 
deal. Beyond that, looking at it from the institutions’ side, there’s the 
question of how much time and energy the staff member respon-
sible for the intern actually has to pay attention to the person who 
has come there to learn. After all, the goal is supposedly for the 
intern to go there to learn, not to serve pastries. This is a pedagog-
ical situation, and it would require a lot of energy on the other side 
too; it would matter a great deal if the institution actually intended 
to ful$ll this pedagogical function, and if there were a staff mem-
ber whose own workplace recognized this work as work. If that 
isn’t there, and the institution doesn’t make an effort to integrate 
the person who comes to work for them for free, then the situa-
tion genuinely becomes exploitative; I $nd it hard to call it anything 
else. That’s also why I consider pay important: it could help ensure 
that the internship is actually regarded as work. This complicated 
situation is made even worse by the fact that what the institution 
produces, the creation of art itself, and this whole process, is not 
considered work, because it’s seen as a means of self-expression, 
of free existence, an autonomous activity rather than labor. It’s dis-
concerting how often this gets psychologized on top of everything: 
creation is self-expression, a person does what they love, so it’s 
understandable, in a way, that it also feels uncomfortable to ask for 
money for it, since the creator isn’t selling their soul, they’re doing 
what they love, what others do for relaxation. This makes it genu-
inely hard to see the internship work connected to it as real work. 
If we don’t call the one thing work, how could we call the other one 
work? The situation is complicated further by the fact that the peo-
ple employed at the institution do get paid; more or less, in Hun-
gary more less than more, but they still make a living from it, they 
perform labor. And what is assumed about the person who enters 
as an intern, what are they actually doing there? Expressing them-
selves? Working, without getting paid for it? Or learning, in which 
case we’re back to the original problem regarding the pedagogical 
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situation, which institutions, often burdened with too many other 
tasks placed on their staff, are unable to ful$ll.

S.T.: It’s also interesting how the term "volunteer" keeps coming 
back. What counts as an internship and what counts as volunteer-
ing blur together. You can already see it in the calls: some say you 
$ll an internship position on a voluntary basis. And the Hungarian 
word for "voluntary," önkéntes, itself begins with the pre$x “self-” 
(ön-), just like "self-expression" (önkifejezés) and "self-motivation" 
(önszorgalom), as if these two ideas had blurred into one.

E.".: In your view, what’s the difference between volunteer work 
and internship work?

S.T.: For example, at the museum where I worked, there are volun-
teers who sign up for a speci$c role that they don’t see as a tempo-
rary station on the way to something else. They take on things like 
staf$ng the information desk, welcoming visitors, giving informa-
tion about the exhibitions on view, giving practical guidance about 
the layout of the institution, telling people what’s where, and so 
on. In volunteering, knowledge transfer plays much less of a role, 
because what matters more is that you want to connect with an 
institution and help its work, and in exchange you get, say, free 
entry to the exhibitions. An internship, on the other hand, is usually 
the $rst step toward someone later working in the $eld. The intern 
is looking for a chance to advance, and to be able to do that, they 
need to acquire knowledge.

E.".: As far as I know, the model of museum volunteering comes 
from the United States in the 1970s, tied to the idea that, instead of 
state involvement, culture draws on the invested capital of “ordi-
nary people”: this model was really designed for the middle-class, 
single-earner households of that era, where funding culture was 
treated as a kind of feminized labor, because its upkeep had 
essentially been outsourced: the wives of well-paid, mid-level exec-
utive husbands, who stayed at home, were not paid for the work of 
maintaining the household, and were instead encouraged, in order 
to raise or maintain their social status, to get involved in funding 
art, whether through their own labor (unpaid work, such as vol-
unteer museum guides) or through their family’s money (spon-
sorship). Institutions in this region also tried to adopt this model, 
and setting aside how deeply problematic I think this support sys-
tem is in itself, in Hungary, in a context where there was no such 
thing as a well-paid middle class even by the late eighties, unlike 
in the US in the seventies, and where there’s no such sponsorship 
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framework to build on, and where the economic and social frame-
work is entirely different from the start, it’s essentially unworkable. 
It’s genuinely startling that this ended up blurring together with 
internship work. On the one hand, this milieu still barely exists in 
Hungary: the private collector who has money for this sort of thing 
generally doesn’t go volunteering. On the other hand, volunteering 
doesn’t come with the promise that you might one day become  
a curator; that idea never even came up in the original concept. It’s 
an entirely different situation for someone to choose, of their own 
free will, to devote their free time to something, compared with 
someone being told that they’ll gain capital in this $eld in return. 
Of course I’m not saying this is some deliberate, sinister scheme 
on the part of institutions, but rather the consequence of a flawed 
system that doesn’t reflect local conditions.

S.T.: It also raises further questions that internship positions are 
advertised in a way that requires putting together an outstand-
ing CV. And the applicant is supposed to feel honored just to be 
accepted at all. It’s common for permanent staff to convey a sense 
that the intern was specially chosen, that the intern should appre-
ciate being allowed to work at the institution; this is a recurring 
pattern too, not just our own opinion.

E.".: Especially since, if there’s genuinely no attention paid to 
the intern and no real professional work they’re brought into, the 
whole situation becomes self-contradictory: it has no real sub-
stance. You have to put together a wonderful CV, show that you 
can write and that you know every function in Excel, only to end up 
serving pastries in the end. That really is perverse.

A.N.: Whoever we talk to about internships, it always happens 
informally, and it never appears publicly. What do you think is the 
reason for that, and how could someone give feedback to an insti-
tution without the person involved being harmed later on? After 
all, this is a closed circle, and if any kind of attack hits them, news 
travels fast. Is there any possibility, under these conditions, of  
formulating any kind of public criticism?

E.".: As we talk about this, it’s as if the whole internship experi-
ence condenses all the problems of the art world: lack of money, 
closedness, informality, an astonishing state of overdrive, meaning 
a huge amount of work and invested capital for very little recog-
nition. Of course it would be good if this could be reported back 
and made transparent. If this is work, then whoever does it also 
expects certain things in return, and if they didn’t get them, they 
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would get up and say: thank you very much, goodbye. It’s just that, 
$rst, this isn’t an employment relationship, second, the number 
of places is limited, and third, there’s this closed-off environment, 
so there really is a kind of punishment involved; maybe that’s too 
strong a word. At the same time, if someone is already on their 
third or fourth internship position, people will look at it strangely: 
how is it that you tried this one too, and that one, and didn’t stay 
anywhere? And if they explain that the promise was regular pro-
fessional conversations, involvement in preparing the exhibition, 
individual development, but none of that happened, and instead 
they were pouring wine, then the institution starts wondering: do 
we really need someone this “subversive”?

In a certain sense, the institution’s position is also understand-
able, and it’s likewise a classic problem of a poorly functioning, 
underfunded cultural $eld. It’s not that it’s understandable that 
they give nothing, but rather that there could well be institutions 
that don’t recognize that advertising an internship position is also 
work for them, because someone has to deal with that person. 
There’s simply a task that they can’t hire anyone for because there 
isn’t a funded position for it, so an intern will do it instead. Here’s 
the semi-rhetorical question: then why isn’t the actual task that 
needs $lling advertised as such?

S.T.: What do you think the role of universities could be in this?

E.".: The university can’t require institutions to pay, but it could at 
least ask institutions to transfer knowledge. If that doesn’t happen, 
the university could, and should, be able to report this back to the 
institution. It’s just that neither the university, nor the students, nor 
the teachers have any real power to enforce this: if they say, from 
now on we won’t send you students, another university will simply 
send theirs instead. It could work through some kind of collective 
action: that no university sends students to certain places until 
there’s a change; a kind of blacklist could be created.

A.N.: There are calls that are sent out speci$cally to certain uni-
versities, so anyone who isn’t in arts higher education, or isn’t at 
that particular institution, is left out. Do you see any way for this 
community’s interests to be represented? Do you think it would be 
possible to form an intern’s trade union?

E.".: Trade union organizing would be good, but I don’t think it 
makes sense to fragment the $eld into separate areas and assign 
each its own union representation. I keep thinking that the solution 
might be for those affected not to form a small separate group just 
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to be heard, but to represent this together, as a problem of the 
system as a whole. Together with universities, and even with those 
who take on internship positions and start working for horri$cally 
low wages. It’s a bit like a wave: it starts with unpaid internships, 
and from there it keeps taking shape into all the other problems 
of the $eld. It could, say, be channeled under the trade union of art 
workers, or the trade union of university faculty. But either way, it’s 
hard to determine exactly who needs to join forces, and what the 
message should be.

A.N.: So far people have mentioned pay and knowledge transfer; 
these are the two points that emerge from the survey.
Eszter &ze: Maybe this is being overexplained, and the answer is 
very simple: there should be either money or time.
Sári: The answers also show that most people feel that the intern-
ship functions as a substitute for paid labor. This is also hard to 
criticize, because if we start disturbing it, it’s like pulling out a very 
important card from the house of cards that is the underfunded 
art sector; even though it sits at the very bottom, it’s often what 
allows a given place to keep functioning at all. That’s also why it’s 
hard to demand anything: on a personal level these things are bad, 
but they’re symptoms.

E.".: The Cultural Public Employment Program ran from 2013 to 
2017, under which cultural institutions sought workers with at least 
a secondary-level quali$cation, for a minimal wage, a net 35,000 
to 45,000 forints. People with at least a school-leaving certi$cate 
could apply to the program, so quite often people with degrees 
ended up working as quasi public-works employees. This naturally 
suited institutions well, since it meant cheap labor. The Program 
effectively ended in early 2017 and hasn’t been relaunched since. 
It had been introduced as a kind of ‘solution’ to the fact that, even 
back then, wages in cultural institutions were already recognized 
as a problem: the idea was to create a ‘reserve army’ of people 
without jobs, who would depend on this astonishingly low wage 
and keep the positions running. There were many cultural pub-
lic-works employees in libraries and museums. Retirees could 
also apply; what I $nd particularly vile about the whole thing is that, 
from time to time, someone would be reemployed in this position 
in their own former job after retiring, because they couldn’t live on 
their pension. It was an incredibly cynical attempt at a solution to 
the labor shortage in cultural institutions.

This came to mind because it $ts into the problems and lack 
of money of the $eld, into which interns $t too. We could say that 
they’re the ones keeping institutions running. That expression, 
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"dark matter," really applies here: there’s a certain quantity of peo-
ple who function as dark matter within the institutional system, 
completely invisible, yet without them a great deal simply wouldn’t 
work. An internship is almost like a conscious entry into that role. 
Have you had experiences where, despite being in an invisible role, 
everything still depended on you for something to actually work?

M.M.: My most memorable personal example was when I had to 
solve technical tasks for which I had neither the quali$cations nor 
the right knowledge, even though both would have been needed. 
Despite that, I bore a lot of responsibility for whether a given part 
of the exhibition would come together, because it was too much 
for the one available specialist to handle alone. So, in the end, I had 
to stand in as a layperson for a technical expert. When I signed up 
for the volunteer work, I didn’t know this yet; it only became clear 
over time.

E.".: And yet that isn’t what you signed up for; you signed up to 
be a volunteer on a given project. Still, responsibilities ended up 
placed on you that you might not have taken on, had you read 
them in the call, or had you been asked at the very start of the 
job whether you were willing to take on these responsibilities, you 
might have thought it over. In situations like this, a person can 
even end up giving a bad impression of themselves if they can’t 
bear the weight of the responsibility. What happens if something 
serious goes wrong with the work, or with the part of the exhibition 
you were responsible for?

M.M.: Regarding that particular part, full responsibility wasn’t 
actually on me; I think I could have gone to any of the leaders. And 
yet I felt it was my responsibility, because I was present throughout 
that entire work process. I’ve noticed that if you say yes to every 
task as an intern or volunteer, people get used to it, and you get 
given far more tasks than your peers who are seen as less reliable. 
Whoever people can count on gets loaded with more and more, 
because they’ve gotten used to that person just doing it. That’s  
a perverse situation too.

E.".: It ought to be part of the professional onboarding process 
for someone to gradually learn their profession, to learn how to 
say no in a proper way, to $gure out what falls outside their com-
petence. But again, this is an educational situation: a person can 
only say no, I don’t want to do this and I can’t do this, if they trust 
that there will be someone who either shows them how, or does 
it for them, and says: next time, you’ll do it. But if the only choice is 
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to either disappear or take it on, then that again relies on individ-
ual skills: how con$dent someone is, what kind of prior skills they 
already have.

A.N. , M.M. , S.T. : In two of your earlier pieces of writing, you dealt 
with the transformations of Hungarian cultural policy after 2010, 
highlighting the lack of entry opportunities in the art sector. In 
these, together with your co-authors, you mention that “because 
of the restructuring of the institutional system, the leading con-
temporary museum institutions inadequately ful$ll the necessary 
task of canon formation, while the commercial sector increas-
ingly takes on tasks that are typically institutional and nonpro$t 
in nature,”" and that, with the erosion of the institutional system’s 
step-by-step structure, it can no longer offer early-career profes-
sionals either a realistic career path or entry points.³ These have 
developed in interesting ways since then from many perspectives, 
but what I would highlight now is that internship programs, too, 
have largely been taken over by commercial galleries; from this 
point of view, entry into the art world in many cases now happens 
through these institutions. Budapest museums rarely tend to 
advertise public internship programs, or if they are expecting an 
intern, they only send the opportunity to certain institutions and 
their students, while at nonpro$t venues only one or two people 
work, so there wouldn’t be room for more interns or assistants 
alongside them. For example, I was an intern at a municipal gallery, 
where I helped the artistic director with whatever was needed, but 
they didn’t need another $ve interns there, so it couldn’t turn into 
a program. By contrast, at Várfok Gallery, or at Molnár Ani Gallery, 
and other commercial venues, there have been open internship 
positions every semester for years, because the team is bigger 
and there’s more work, though these aren’t consciously developed 
programs either. The constant presence of these entry opportuni-
ties also sends the message that it’s really the commercial sphere 
where you can $nd work later on, which further reinforces the very 
phenomenon that is also the stake of your mentioned writings: 
that nonpro$t venues are being pushed back.

E.".: And do you happen to know of any research on how effec-
tively someone stays in the $eld depending on whether they do 

" Eszter &ze – Júlia Perczel: Az emberi elme csodálatos m"ve az 
önkéntes verejtékes munka [The Human Mind’s Marvelous Creation Is 
Voluntary, Sweaty Labor], tranzitblog.hu, 2018

³ Fanni Magyar – Eszter &ze: Hiányzó lépcs!fokok – A pályakezdés 
nehézségei a képz!m"vészetben [Missing Steps: The Dif$culties of 
Starting a Career in Fine Art], Új Egyenl!ség, 2020.
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their internship at place a or place b? This is a semi-naive question; 
I suspect there isn’t.

S.T.: It also depends on whether you’re in the right place at the 
right time. I don’t think it depends on the institutions; timing is 
more the decisive factor, along with whether the person who’s 
been sitting in that chair actually gets up. Because there’s no such 
thing as bringing in an extra chair. It takes a lot of luck to be able 
to move up from an internship position; in my experience, that’s 
more what keeps someone in the $eld.

E.".: What you said at the very beginning, that it also depends 
on whether the person is, say, from Budapest, and whether their 
parents can support them. If someone is able to be an intern at 
an institution for years on end, they become organically embed-
ded there, and if a position opens up, they’ll obviously, or in a bet-
ter case perhaps they’ll, be the one hired. If someone has to work 
alongside university, and on top of that also has to do an intern-
ship, then this necessarily $lters, at the level of class, who is even 
able to get in. The internship, in this way, often really is just an 
apparent opportunity; and there are people who don’t even get as 
far as being offered that appearance.
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János Szoboszlai 

Win-win Paradise (or Not)
Notes on University Internships

Where It Works

It is easy to design an internship programme around standard-
ized, transparently structured, so routine work processes. Those 
managing workplaces know which activities an intern arriving with 
previously acquired professional competencies can join at a given 
stage of the work process, while responsibilities and objectives 
are clearly de$ned. It is also clear that the internship bene$ts both 
parties. The intern gains experience, builds professional networks, 
develops a professional identity and vision of the future, while their 
personality is also shaped - ideally, they mature. The employer 
receives free labour and identi$es talented individuals, although 
this fundamentally educational process also requires an invest-
ment of time and energy if its bene$ts are to become measurable. 
(I am not dealing with the anomalies here yet.!) In some countries 
internships are regulated by law (covering insurance, wages, 
social security contributions, and the use of intellectual property), 
elsewhere they are based solely on agreements between univer-
sities and companies or other organisations. In the Hungarian art 
world, the agreement is concluded between the student and the 
host institution - often only verbally.

Among the institutions of contemporary art (where I have 
spent my time since 1988), I have never encountered an internship 
programme that realized this win-win paradise in a standardized, 
sustainable, and reliable manner. A few examples and experiences 
illustrate this well.

The Overachiever

As an art history student at ELTE, I completed my compulsory 
internship at Artpool in 1992–93. ELTE (the Department of Art 
History) approved the placement, the host institution accepted 
the required number of hours, and that was essentially the extent 
of the administration. I received no $nancial remuneration. I had 
to climb ladders to mount Fluxus slogans onto the trees in Liszt 

! If interns are treated like slaves and they rebel, they are genuinely 
maturing. But if they submit to arbitrary treatment and gain nothing from 
the internship (apart from a certi$cate worth academic credit), then they 
have not developed at all. If the host institution has to devote a dispro-
portionate amount of time and energy to mentoring the intern (since for 
many this is their $rst real workplace and their $rst experience of both 
human greatness and pettiness), then the internship is ultimately more 
of a burden than a bene$t for the institution.
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Ferenc Square, cut wooden boards with a jigsaw, and catalogue 
the VHS holdings of the archive in a spiral notebook. I did all of 
this perfectly well, obtained the required certi$cate, and received 
the grade in my index. Except that I had asked to be placed there 
for entirely different reasons. I was obsessed with the avant-
garde, and in the absence of publications and specialist literature 
I wanted to copy for myself (onto paper, VHS tapes, and audio 
cassettes) everything I possibly could. On the one hand, this 
was illegal and unacceptable. On the other hand, I had grown 
up in a culture of unauthorized copying, where everyone copied 
everything" - including the of$cial media - and Miklós Erdély's 
sentence on the wall of Artpool also encouraged me: "Avoid every 
form of organizing and institutionalization."³ For me, this meant an 
encouragement to disobedience and to breaking the rules (I now 
know that this was not what he meant). My very $rst attempt ended 
in complete failure: after working hours, György Galántai walked 
in at the exact moment I started copying a Spions cassette. I had 
never heard Spions before; I thought I would $nally be able to get 
hold of it, that I would enter paradise at last, but the cassette went 
back into its coded box. "Listen, that's simply not Artpool's function," 
came the profoundly true, justi$ed, and devastating judgement. In 
six months I did not manage to photocopy even a single miserable 
mail art envelope.

It sounds terribly swot-like, but acquiring knowledge, gaining 
access to sources, and bringing what was distant within reach 
were genuinely my motivations. In other words, for me the intern-
ship meant exploiting the employer as fully as possible. This all 
took place during the transitional period (the late 1980s and early 
1990s), when specialist literature either did not yet exist or could 
only be obtained at great expense in Vienna, while the artworks 
themselves could not be seen, heard, or studied - at least not 
those that interested me. Counterfeit Joy Division cassettes could 
be bought at the Polish market and copied further; Spions could 
not. And I did not come from an artist-intellectual family where the 
previous generation happened to have a Spions recording some-
where on the shelf between the Fluxus and Happening catalogue 
and the volumes of Quellenschriften für Kunstgeschichte.% (

" I myself $rst encountered Joseph Beuys's catalogue in the form of an 
illegal copy, handed to me (as it was to everyone else) by Imre Makovecz 
at the architecture faculty's dormitory on Bercsényi Street.

³ Miklós Erdély, Optimistic Lecture, in: Miklós Erdély, Writings on Art. 
(Selected Studies in Art Theory I), edited by Miklós Peternák. Budapest: 
Képz'm0vészeti Kiadó, 1991, p. 133.

% Exhibition catalogue, happening & fluxus, Kölnischer Kunstverein, 6 
November 1970 – 6 January 1971, curated by Harald Szeemann.

( Quellenschriften für Kunstgeschichte und Kunsttechnik des Mittelalters 
und der Renaissance. Vienna: W. Braumüller, 1871.
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The Employer
Both the ICA-D) (where I worked between 1997 and 2001) and 

acb⁷ (where I worked between 2003 and 2009) had interns, pri-
marily, but not exclusively, art history students. The framework 
of the internship programme was extremely simple: universities 
required con$rmation that the students had completed a spec-
i$ed number of working hours, while the students submitted  
a professional report describing the activities they had carried out. 
To my knowledge, neither was ever checked by anyone. Neither 
curatorial projects nor the art market offered standardized, trans-
parently structured, so routine work processes into which interns 
could easily be integrated. Every project differed in its content, 
form, and dynamics. Consequently, in curatorial and management 
work it was impossible to de$ne working hours or job descriptions 
precisely, and the competencies students brought with them were 
rarely applicable, with only a few exceptions - such as text editing, 
translation, or data veri$cation. The appeal of these institutions 
lay in the opportunity to gain experience within newly established, 
conceptually unconventional organisations dedicated to contem-
porary art. Since neither ICA-D nor acb operated according to 
standardized working methods, what remained for the interns was 
simply to be present, to observe, and occasionally to carry out spe-
ci$c tasks (such as updating mailing lists, stuf$ng envelopes with 
invitations, painting walls, assembling extension cords, or purchas-
ing equipment and materials). The position and responsibilities of 
a curatorial assistant were not originally part of our institutional 
structure, but something gradually began to emerge from those 
tasks that could be delegated and did not require responsibility.

The result was that the anomaly prevailed: explaining things, 
introducing interns to the work, and piecing together all the details 
consumed an enormous amount of time - which was undoubtedly 
bene$cial for the interns, since these were things they had never 
learned before. For the employer (that is, for me), however, all of 
this represented an additional burden, and eventually the intern-
ship programme withered away in both organisations.⁸ Even when 
the motivation, drive, and ambition were present, the framework 
itself did not help transform the arrangement into a genuine win-
win situation. Nevertheless, the interns' professional identities were 
undoubtedly shaped by their presence in these institutions, some-
thing I can say on the basis of later conversations with many of them. 

) Institute of Contemporary Art – Dunaújváros (ICA-D), www.ica-d.hu.
⁷ acb Contemporary Art Gallery, acbgaleria.hu.
⁸ At acb, the internship programme was revived during the 2010s, albeit 

within a different organisational structure.
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The ¹²⁰-Hour Internship
The BA and MA programmes of the Department of Theory of 

Fine Arts, require students to complete a 120-hour, credit-bearing 
internship. The fundamental aim of both programmes is that by the 
end of their studies students should have developed a professional 
identity, gained a clear understanding of the motivation driving 
their desire to become either social researchers or cultural work-
ers, and articulated the ambitions they hold as emerging profes-
sionals. The answers to these questions depend to a considerable 
extent on the experience gained during internships, opportunities 
for which have become signi$cantly more accessible to students 
since the 2010s than they had been previously. The two experi-
ences described above form the basis of how this system oper-
ates: the individual's own drive and the suitability of the institution. 

Students choose their own internship placements, which may 
take the form of an institution or an individual project, and they 
may complete the required hours within a single placement or 
across several different projects. The only mandatory requirement 
is the submission, during the graduation semester, of con$rma-
tion from the host institution(s) together with the professional 
report(s), since completing these is one of the conditions for 
being admitted to the $nal examination. Rather than relying on 
strict administrative veri$cation after the fact, the department 
regulates internships by requiring that placements be announced 
in advance and approved by the head of department. One of the 
criteria for approval is that the student should genuinely partic-
ipate in contemporary visual art projects. Such projects may 
involve supervised work within museum departments (curatorial, 
collections management, communications, or research), but they 
may equally consist of participation in publicly accessible projects 
initiated by the students themselves (including curatorial, organi-
sational, communication, and similar activities). Another important 
consideration is that the student should undertake work that gen-
uinely helps them determine whether they are on the right profes-
sional path or whether they should reconsider their direction - in 
other words, how the internship contributes to the formation of 
their professional identity.

Asymmetrical Paradises

Experience shows that there are students who – just as with 
any other course – want to get through the internship without 
investing any serious attention, participation, or effort. In their 
case, either professional interest, drive, and ambition are lacking, 

, Hungarian University of Fine Arts, Department of Theory of Fine Arts, BA 
in Theory of Fine Arts and MA in Contemporary Curatorial and Art Theory 
Studies, https://mke.hu/kepzomuveszet_elmelet_tanszek/index.php.
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or their professional identity is so uncertain that they make no real 
attempt to acquire the knowledge and experience their studies 
could offer. Formally, they ful$l the requirements, even if they are 
bored or feel they are being treated like cheap labour.

The other type is the student who undertakes so many intern-
ships and projects that they far exceed the compulsory 120 hours. 
They understand that, alongside seminars and lectures, real work 
and practical experience are of immeasurable value in the $eld of 
contemporary art. Thus, personal motivation, drive, and ambition 
are the decisive factors. For these students, gaining human expe-
rience is equally important: learning to recognize liars, traitors, the 
incompetent, backstabbers, authoritarian personalities, and free 
riders, and learning how to deal with conflicts involving them.

In the $rst case, leaving the profession is common. In the second, 
after graduation the student typically begins working in one of the 
many different institutions that make up the art world: museums, 
the editorial of$ces of professional journals, commercial galleries, 
NGOs, arts organisations, or cultural media. Very often these posi-
tions grow directly out of internships. Ideally, therefore, students 
should complete internships at several different types of institu-
tions. They should con$dently move on once they have acquired 
knowledge and experience (or if they realise they are merely wast-
ing their time), allowing themselves to become acquainted with 
something else as well. This is not only an ideal but also a realistic 
possibility. All this is possible despite the fact that the university 
regulation of internships is relatively loose, treating students as 
partners and thereby placing greater responsibility on them than 
if they were merely following rules and carrying out formal, largely 
meaningless tasks. In other words, they assume responsibility 
for their own development. Surprisingly enough, this also occurs 
among members of Generation Z.

In short, a compulsory internship prescribed by an institution of 
higher education in the arts is no different from any other course: 
its usefulness ultimately depends on the student's own attitude. 
This remains true even though art institutions do not always offer 
standardized, transparently structured, so routine work processes. 
It remains true even though those managing these institutions 
do not always know which activities an intern arriving with previ-
ously acquired professional competencies can meaningfully join 
at a particular stage of the work process. And since professional 
work in our $eld requires constant shifts of perspective, creativity, 
innovation, and flexibility (every contemporary art project is such!) 
there are times when the intern becomes the driving force behind 
the project, or at the very least a genuine partner to the project 
leader (the curator?). 
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“If there is no criticism, then there  
is no opportunity for change either”

Mónika Magyar Míra and Sára Tomcsányi  
in conversation with Zoltán Visnyai

Sára Tomcsányi: If you were to imagine an internship as an animal, 
what do you think it would be like?
 
Zoltán Visnyai: I think it would be a labrador, watching its own-
er’s every move and smiling happily no matter what happens. Will-
ing and receptive – and this association shouldn’t really apply, but  
a little self-effacing – whilst constantly paying attention. The lat-
ter stems from the fact that, as an intern, you enter a workplace 
with no prior experience, and you don’t necessarily yet possess 
the basics that you’d have by your third job – for example, know-
ing when, how and what to communicate and do. That’s why your 
first job is so important, because it sets patterns that are difficult 
to change later on.

Míra Magyar: Where did you do your internship, and what sort of 
experience did you gain there? 

V.Z.: I spent a short time at an agency that handled communications 
for large corporations. It was a traumatic experience for a number 
of reasons; for example, the overtime that’s common in agencies 
extended even to the internship period – other staff were paid for 
it, but I wasn’t, which made my already poor pay even worse. I also 
felt that my suggestions were taken as a personal attack, which 
was strange because it was common practice in my social circle 
and at school to brainstorm together and share our insights with 
one another. It never even occurred to me that you weren’t allowed 
to speak up in a team meeting, or that as an intern I was supposed 
to sit quietly and listen. This internship did, however, help me gain 
an insight into how an agency operates. I think interns are under-
paid because they aren’t as efficient as a fully qualified employee, 
but I feel that in most cases, they aren’t supported in their devel-
opment, learning or career progression. I had a contract that 
took ages to draw up, and by the time it was finalised, I’d already 
handed in my notice, but of course they shoved the confidential-
ity agreement under my nose in a matter of minutes. Based on 
my Erasmus experience, internships at foreign universities were 
done for credits and a salary, forming part of the training period. 

T.S.: This is also the case at the Academy of Fine Arts, on the Fine 
Art Theory and curatorial studies course; students must complete 
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a 120-hour professional placement to earn credits. It is the stu-
dent’s own responsibility to find an institution, and there is no 
database whatsoever where institutions are listed, or where expe-
riences from previous years might be compiled. At the start of the 
project, we wanted to create an open database modelled on ‘mark-
myprofessor’, but we were advised against it. The profession is so 
small that, despite anonymity, it would be possible to trace which 
intern had written a review, and this could backfire on the person 
concerned. However, it is important that those starting their train-
ing later should not have to follow the same path that others have 
already taken, and that the arts profession should become more 
accessible. It is interesting that, when it comes to internships in 
the arts, ‘invisible work’ is the first concept that springs to mind, 
and this is perpetuated by a fear of expressing one’s opinion. On 
numerous occasions, interns carry out tasks similar to those of  
a curator’s or gallery assistant, yet their names are typically not 
credited anywhere, and often there are no contracts either; in 
other words, the institution itself frequently lacks a comprehensive 
overview of the internship programme it runs.

V.Z.: Reflection on the nature of internships typically takes place 
towards the end of a course, even though this could play a greater 
role and have a greater influence at the very start of a course. Insti-
tutional collaborations would be of great help – institutions need 
to come together; otherwise, the entire burden falls on the individ-
ual’s own resources. There could be partnerships between univer-
sities and arts and cultural institutions, which students wouldn’t 
be obliged to take up, but could join to earn credits. In this case, 
students wouldn’t feel as though they were working themselves to 
the bone somewhere else alongside their studies, but rather that 
they were completing their course and gaining further benefits 
from it, in addition to the experience itself. I fully understand that 
this is difficult due to a lack of capacity and resources; however, 
organised from the bottom up, or step by step at departmental 
level, individual collaborations could be launched. 

However, it is important that those starting their training later 
should not have to follow the same path that others have already 
taken, and that arts education should become more accessible 
This certainly requires human resources, but if institutions receive 
free labour as part of the training programme, then it becomes  
a give-and-take situation. If a database were to collect and record 
what a given institution promises, what tasks it expects and what it 
offers in return, then the institution’s responsibility to ensure these 
are fulfilled would become clear.
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M.M.: You work as a graphic designer, but you often find yourself 
in circles where there are artists, curators, aesthetes and art his-
torians. Based on their experiences and your own, how do you see 
the entry threshold – and the internships that often represent this 

– changing across the various art sectors? 

V.Z.: I feel that as a graphic designer, it’s easier to get started; it’s 
easier to take on smaller-scale projects. For example, designing 
the cover for an event isn’t a high-risk undertaking, but if oth-
ers like it, it can lead to more substantial work, such as posters 
or brand identity, and this can build up organically. On the other 
hand, securing an exhibition space (even if only for a few days) and 
organising an exhibition is a much greater responsibility. I think it’s 
a longer journey before someone can achieve this on their own. 
Also, when it comes to a graphic designer’s work, it’s quicker to 
form an opinion; you look at their work and you know whether you 
like it or not – there isn’t as much of a ‘pig in a poke’ factor. With  
a curator or a theorist, it’s not immediately obvious what level of 
professional competence they possess. 

What is the same, however – and is also evident among graphic 
designers – is the internalised culture of internships, where we 
work on large-scale projects virtually for free or for minimal pay. It 
is often the case that we take on a job because we hope that our 
previous experience will be taken into account later on and that 
we will be able to work for better pay. For this reason, it is, unfor-
tunately, all too common for people to work for years in underpaid 
roles in exchange for gaining experience. However, there is no real 
promise; it is merely the perceived potential that the next project 
might be more substantial and prestigious.

T.S.: Do you think this path is clearer for graphic designers, or is 
the uncertainty factor similar? In theory, it’s impossible to know 
where a project will lead, and this can create a vicious cycle of false 
hope that masks poor working conditions.

V.Z.: I have two answers to this: on the one hand, yes, if it’s handled 
consciously. On the other hand, however, it’s dangerous because, 
as a career starter, you often feel you can’t be choosy about your 
options, and you end up taking on jobs out of necessity but with  
a bad feeling about it; it’s then easy to get stuck in a particular 
sector, as you’ll be asked to do similar things afterwards, but this 
hides the potential that you could be doing work at a much higher 
level. It was my type design tutor, Tuomas Kortteinen, who made 
me realise this during my Erasmus year in Finland, which led me 
to start publishing almost exclusively my publication design and 
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typeface design projects. Within a year, these had shaped the 
direction of my career. 

M.M.: You often come across calls for interns based on com-
pulsory university work placements in the form of social media 
adverts; these remain exactly the same year after year – you could 
almost recite them by heart. The aim of these flowery phrases 
is clearly to attract as many people as possible, but these prom-
ises often fail to materialise. How would you write an internship 
advertisement? 

V.Z.: I’d steer well clear of marketing jargon in job adverts, because 
nobody wants to see the workplace’s most glamorous side, but 
rather its most realistic one. I think it’s also in the organisation’s 
interest that people don’t go in with expectations that will only lead 
to disappointment later on, and vice versa. It’s enough to com-
municate transparently what the expectations and requirements 
are, and what they offer – even if these are minor details. It will 
come to light anyway if the promise doesn’t match reality, and that 
demotivates the intern. 

T.S.: When the idea came up that we’d like to talk to you about 
the project, we were thinking of the FALU collective, as well as 
the FALU training programme taking place for the first time this 
year, and the editorial approach of Képz'.art, which you led for  
a long time as editor-in-chief. Both are good examples of how to cre-
ate grassroots organisations that emphasise knowledge-sharing.  
Could you tell us a bit about them?

V.Z.: I believe that both FALU and Képz'.art are attempts to find  
a way of operating in which we can be a healthy, functioning organ-
isation whilst maintaining a high level of professionalism. We have 
spent years optimising the way Képz'.art operates; time and again 
the question arose as to how much authority and responsibility 
each role requires, how individuals can be held to account, and 
whether this is even possible when we operate entirely on a vol-
untary basis. We realised that the flatter the hierarchy, the more 
energy we have to invest in the organisation and in reflecting on 
and providing feedback regarding each other’s work. We’ve learnt 
to thank one another for even the smallest tasks we’ve completed. 
  The FALU community was set up because a great deal of informa-
tion gets lost; on an individual level, we keep going round in circles 
or making the same mistakes that someone else has already made 
before us, so we created a platform where this knowledge can be 
passed on. In other words, this is exactly what you’ve raised. At a 
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university, it’s harder to create a safe space where people dare to 
speak out and aren’t afraid that voicing negative criticism will have 
consequences. 

M.M.: Beyond informal settings, why do you think there is no criti-
cism of the way the internship system operates, or of the difficulties 
involved in starting a career and entering the profession?

V.Z.: On the one hand, there is a fear that criticism will stigmatise  
a person and that they will have no further opportunities; on the 
other hand, once someone has stepped away from an uncom-
fortable situation, they generally no longer want to deal with it, 
not even in their thoughts. That is precisely why, if no dialogue 
is initiated, and there is no dedicated space for people to articu-
late their criticism, then these experiences and insights can easily 
fade into obscurity. That is also why I think your project is impor-
tant, because it creates a space for discourse. It is important to 
bring these issues to the fore and highlight the connections. The 
fact that someone works unpaid for years only to later end up in 
a position that is still underpaid represents a huge investment 
of energy. We need to recognise that behind this lie not just indi-
vidual stories, but a collectively accepted system that is often not 
even questioned. Just as we do not question how maintaining our 
standard of living (which is, in fact, a declining standard of living) 
actually takes up every minute of our time. These interconnections 
do not begin with internships, nor do they end there; that is why 
it is important to think critically about them and discuss them – 
even if this may be uncomfortable for those who are part of and 
uphold this system. Without criticism, there can be no possibility 
of change either.
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Dóra Koloncz

Internship program at the Róth Miksa  
Memorial House and Collection

The Miksa Róth Memorial House and Collection is located in 
Erzsébetváros, Budapest, in the former home of the renowned 
Hungarian decorative artist Miksa Róth (1865-1944) and his family. 
The buildings at 26 Nefelejcs Street were constructed during the 
first half of the 1890s, and to this day they retain the artistic and 
industrial atmosphere of the turn of the twentieth century that cap-
tivated one of Hungary's most distinguished stained – glass artists.

For Miksa Róth, the house was not only a family home but also 
the centre of his flourishing business. In the early twentieth cen-
tury, he established his workshop for the production of stained 
glass and mosaics in the building that still stands at the rear of the 
courtyard. Following the Second World War and until the political 
transition of 1989-1990, the buildings remained in state ownership, 
while the family's surviving members safeguarded much of the 
estate. In the 1990s, both the property and the preserved family 
legacy came under the ownership of Budapest's Seventh District, 
where the process of establishing the museum began.

The Miksa Róth Memorial House and Collection has operated 
as a museum since 1999. Its holdings comprise the artistic legacy 
of Miksa Róth, his family, and his workshop, and preserving this 
heritage has become one of Erzsébetváros's key cultural respon-
sibilities. Our shared cultural heritage is promoted through exten-
sive research, publications, exhibitions, and public programmes, 
with greater intensity in recent years than ever before.

Community, Heritage, Culture

In 2021, the Miksa Róth Memorial House and Collection was 
reorganised around a new strategic vision. The community 
museum model established at that time has shaped the institu-
tion's everyday operations, professional activities, and long– term 
objectives for the past six years. As stated in the opening lines of 
the strategy: "The Miksa Róth Memorial House and Collection col-
lects, preserves, researches, and presents the works and objects 
associated with Miksa Róth and his workshop, as well as the fam-
ily estate and personal relics of his descendants. The institution 
regards public accessibility and the engagement of the widest pos-
sible audience in exploring, reinterpreting, and socially activating 
our shared historical and artistic heritage as its primary mission. 
By creating communities and integrating them into the life of the 
museum, it fosters a vibrant contemporary environment in which 
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traditional and modern values and cultures meet, transforming 
the museum into a genuine community space." This mission state-
ment has remained unchanged through 2026, while work toward 
achieving its goals began as early as the spring of 2021.

The renewal of the Miksa Róth Memorial House and Collection 
rested on three fundamental pillars!: ful$lling the core responsi-
bilities of a museum as an institution; complying with Hungarian 
museum legislation and professional ethical standards; and imple-
menting the principles of the community museum model (partici-
patory museum practice). From the outset, these three objectives 
were inseparable. Our foremost responsibility has always been to 
ensure the professional operation of the museum in accordance 
with legal requirements, professional principles, and twenty – 
$rst – century museum methodology. At the same time, we have 
sought to achieve these goals not solely through the work of the 
museum's professional staff, but together with a continuously 
evolving community. We believe that both the collections and the 
knowledge entrusted to our care belong to everyone, and that the 
museum itself represents a shared cultural heritage. This convic-
tion provides the foundation for welcoming diverse opinions, ideas, 
and creativity within our walls, giving rise to a creative community 
whose members come from many different backgrounds but are 
united by a strong connection to the legacy of Miksa Róth.

By 2026, the museum's community-based operation rests on 
three principal pillars. The $rst is a wide range of programmes and 
services designed for the residents of Budapest's Seventh Dis-
trict." The second consists of art therapy programmes for adults 
and craft workshops that foster the development of their own 
communities. The third – and by now indispensable – pillar is the 
internship programme launched in 2021. The origins of the intern-
ship programme were straightforward. At the time, the museum's 
newly appointed professional director could not, as a single indi-
vidual, ful$l all of the professional responsibilities required under 
Hungarian museum legislation. While this situation did not neces-
sarily call for the establishment of an internship programme, the 
newly appointed director brought with them extensive personal 

! Due to space constraints, a more detailed discussion of these objectives 
cannot be provided here.

" Residents of Erzsébetváros may visit the permanent exhibitions of 
the Miksa Róth Memorial House and Collection free of charge. Kinder-
gartens and schools in the district are offered museum education pro-
grammes at no cost, while, in cooperation with the district's elderly care 
service, the museum also organises museum gerontology programmes 
for retired residents. In addition, every two months we offer guided pro-
grammes exclusively for residents of the Seventh District, including exhi-
bition tours, architectural history programmes, and guided urban walks.
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and professional experience in community – based cultural work, 
having previously served as a volunteer, intern, and volunteer 
coordinator at numerous institutions and organisations. The $rst 
internship programme, announced in February 2021, was not mod-
elled on any existing Hungarian or international example. Rather, it 
emerged directly from the circumstances of the time. Inspired by 
the vision of the museum's new professional leader, the institution 
began implementing a model that appeared highly promising in 
theory but had not previously been tested in Hungarian museum 
practice. Initially conceived as an experimental initiative, its long- 
term impact could not yet be foreseen. The $rst cohort consisted 
of thirteen participants, including conservators, humanities grad-
uates, museum educators, and professionals from the creative 
industries. Although they came from diverse educational and 
professional backgrounds, they all shared a common motivation: 
to acquire practical knowledge and real professional experience 
that had not been adequately provided by their academic studies 
or previous training. Working together under close professional 
mentorship, the newly formed team began reorganising the 
Miksa Róth Memorial House and Collection and de$ning its new 
priorities and responsibilities. The $rst interns participated in the 
programme under conditions very similar to those experienced 
by those joining the museum today. The programme combined 
theoretical training with practical experience. During the theoret-
ical sessions, participants became familiar with museums as insti-
tutions, learning about the legal framework governing museums, 
their operation, and their professional responsibilities. At the same 
time, they gradually became involved in an increasing number of 
practical tasks under the continuous guidance of the museum's 
professional director. These theoretical sessions have been an 
integral component of the programme from the very beginning. 
Their purpose has always been to ensure that interns understand 
the legislation, regulations, and professional standards govern-
ing museum work. This knowledge enables them to work more 
effectively and con$dently while signi$cantly increasing their value 
as future museum professionals. Although many interns – from 
the $rst cohort to the present day – have arrived from university 
programmes that theoretically prepare students for museum 
work, practical experience has consistently demonstrated that 
important competencies are often missing. Essential knowledge 
required for museum practice is either absent or presented in 
a fragmented manner within higher education curricula. These 
gaps range from collections management and public engagement 
to project development and implementation, encompassing both 
traditional museum functions and contemporary approaches to 



98

museum interpretation. After the $rst six-month cycle, recruitment 
for a second cohort began. By then, much of the structure that 
continues to de$ne the programme today had already been estab-
lished. Interns participate in six- month placements alongside the 
museum's professional staff, receive both theoretical instruction 
and personalised guidance in practical tasks, gain progressively 
deeper insight into the institution's operations, and simultaneously 
contribute fresh ideas and strengthen the museum's growing 
community.

The First Major Successes and the Next Stage of Development

By 2021, the newly launched internship programme had already 
achieved two signi$cant milestones. The $rst was the creation of 
the museum's new visual identity by one of the interns as part 
of a learning and practical training project. The outcome proved 
so successful that the museum continues to use the same visual 
identity to this day. The second major achievement was the grad-
ual but noticeable expansion of the museum's professional staff. 
The second professional employee of the Miksa Róth Memorial 
House and Collection was recruited directly from the internship 
programme that the institution had launched only a few months 
earlier as part of its community museum model.

With each successive cohort, the internship programme con-
tinued to evolve while retaining its core principles. The number of 
theoretical training sessions increased, with community museum 
practice becoming an integral part of the curriculum. Interns 
assumed progressively greater responsibilities in the museum's 
daily operations, and several outstanding participants eventually 
developed and led their own public programmes within the insti-
tution. As the programme matured, the museum was also able to 
expand its permanent professional team. Today, the institution 
employs four museum professionals, all of whom – except for 
the Head of Collections – began their careers as interns within 
the programme. During the seventh internship cycle in 2024, the 
programme's two-person coordination team³ introduced another 
experimental initiative: a three-tier structure consisting of Senior, 
Medior, and Junior interns. This development reflected the grow-
ing number of participants who had remained in the programme for 
multiple consecutive terms – some completing their sixth or even 
seventh semester at the museum. Compared with newly admit-
ted interns, these long – term participants possessed extensive 

³ Beginning with the second and third internship cohorts, the museum's 
second professional staff member – who had himself joined the institu-
tion through the internship programme – also became involved in coor-
dinating the programme.
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knowledge of museum practice as well as a deep understanding 
of the Miksa Róth Memorial House and Collection. The introduc-
tion of this tiered system did not alter the collaborative spirit that 
forms the foundation of the internship community. Instead, it 
created opportunities for experienced interns to act as mentors 
to new participants, facilitating a more structured and differen-
tiated approach to teamwork while strengthening peer-to-peer 
learning. From 2024 onwards, the size of the internship cohorts 
also increased considerably. By the spring of 2026, the Miksa 
Róth Memorial House and Collection hosted 26 active interns, 
the highest number in the programme's history. This represents  
a record in every respect: never before has the museum's profes-
sional community included so many interns, nor have so many 
participants chosen to remain in the programme across multiple 
consecutive cohorts. During the most recent recruitment cycle, 
only a small proportion of applicants – just six new interns – were 
admitted, as the majority of places were occupied by returning 
participants from previous cohorts.%

2026: Is the Miksa Róth Memorial House  
and Collection a Community Museum?

A community museum is generally understood to be an insti-
tution in which local residents and civil society organisations 
actively participate in planning, implementing, and evaluating 
the museum's activities, and where this participatory approach 
is reflected in the institution's governing documents, such as its 
organisational and operational regulations or founding charter.( 
In Hungarian museum discourse, the concept of community- 
based museum practice has traditionally been associated with 
engaging local communities. This is perhaps because building 
and sustaining other forms of communities is considerably more 
challenging. The ICOM Code of Ethics for Museums de$nes 
the role of museums as follows: "A museum is open to the pub-
lic, accessible and inclusive. It fosters diversity and sustainability. 
Museums operate and communicate ethically, professionally and 
with the participation of communities, offering varied experiences 
for education, enjoyment, reflection and knowledge sharing." To 

% One of the most tangible indicators of the internship programme's suc-
cess, which is announced every six months, is the consistently high level 
of demand. For several years, the programme has been signi$cantly 
oversubscribed, and by 2025-2026 the number of applicants was already 
$ve to eight times greater than the number of places available.

( For a more detailed discussion, see: Arapovics Mária – Bereczki Ibolya –  
Nagy Magdolna (szerk.): Múzuemi közösségek – Közösségi múzeumok. 
Múzeumi irányt0 13. Szentendre, Szabadtéri Néprajzi Múzeum – 
Múzeumi Oktatási és Módszertani Központ, 2018.
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date, the Miksa Róth Memorial House and Collection has served 
as a place of professional learning, a community, and – whether 
for a single internship cycle or several – a second home for more 
than eighty interns. Members of the internship programme are 
actively involved in every aspect of the museum's work. No major 
museum event is organised without consulting the community; 
no publication is produced without the contribution of interns. 
In 2025, to mark the 160th anniversary of Miksa Róth's birth, we 
developed our $rst temporary exhibition together with them. Over 
the past few years, our interns have designed dozens of the-
matic guided tours and helped organise numerous events that 
the museum would never have been able to realise without their 
contribution due to limited human resources. Events such as the 
Night of Museums and the Museums' May Festival are only two 
prominent examples illustrating the scale of the programmes that 
would simply not be possible without our internship community. 
In 2025, during the Budapest100 festival, we organised an entire 
weekend of programmes at the museum in which the majority of 
events were led by interns, who also carried out almost all opera-
tional tasks within the building. At the same time, another part of 
the team represented the museum at the Museums' May Festival 
in the garden of the Hungarian National Museum. Throughout 
that weekend, twenty interns worked alongside the museum's four 
professional staff members to create meaningful experiences for 
our visitors. In 2026, we organised our own Community Weekend 
independently. On 14-15 March, every operational role within the 
museum was $lled by interns. From the moment visitors entered 
the building, they were welcomed by members of the internship 
programme and participated exclusively in activities designed 
and delivered by them over the course of the two-day event. More 
than 600 visitors took the opportunity to meet the members of 
our internship programme and to discover Miksa Róth's former 
home during the Hungarian National Day weekend. Alongside 
these public events, the museum community has collaborated on 
countless collection-related projects, jointly authored blog articles, 
co-created exhibitions and publications, and organised numerous 
informal community gatherings. Over the years, this has devel-
oped into a network approaching one hundred members – indi-
viduals for whom Miksa Róth's former home has become, or once 
was, an important place in their personal and professional lives. 
This seems particularly $tting in light of Miksa Róth's own commit-
ment to education. During his lifetime, he placed great emphasis 
on mentoring apprentices in his workshop and repeatedly pointed 
out that vocational education alone could not adequately prepare 
young craftsmen for the realities of professional practice. In this 
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sense, his legacy appears to have continued – almost impercep-
tibly – within the very building that today serves as a museum. By 
2026, the Miksa Róth Memorial House and Collection is operated 
by a community of thirty- one people – $ve professional staff 
members and twenty-six interns. Together, they attend theoretical 
lectures on museum studies, participate in workshops on guided 
interpretation, museum writing, and exhibition development, con-
tribute to the processing of the museum's collections, and take 
part in ongoing research projects. As a community, they care for 
and reinterpret the cultural heritage entrusted to them by Miksa 
Róth. Building and sustaining a community is never an easy task. 
It requires time, commitment, continuous organisation, develop-
ment, and a willingness to embrace new challenges. At the Miksa 
Róth Memorial House and Collection, community coordination 
has grown into a responsibility that could easily constitute a full –  
time position in its own right. Yet the shared achievements and the 
strength of the community provide an enduring source of motiva-
tion, helping the museum overcome dif$cult periods and ensur-
ing that Erzsébetváros's community museum continues to renew 
itself – welcoming visitors with inspiring programmes, new ideas, 
and a vibrant, committed community.
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