You graduated from the University of Theatre and Film Arts (SZFE) with Mom’s Cat, earning your MA in
Film Directing. Did you encounter any obstacles during production? What were your experiences with
the institutional expectations of art universities?

There are many challenges in making a diploma film — and they’re not only technical. The emotional pressure
can be just as heavy. Since it's your first “big” work, it often comes with high expectations — both from yourself
and from the university. On top of that, the pandemic hit our post-production in 2020 and significantly delayed the
process.

My film tells a personal story — a toxic parent-child relationship, and the emotional hunger that forms in a child
due to an oppressive parental dynamic. | spent a long time trying to find a visual language for it that wouldn’t feel
cliché. | first encountered mascots in New York, which led me down the rabbit hole — eventually, | ended up
discovering the furry subculture, which fascinated me. | instantly felt it had powerful potential for metaphorical
storytelling.

However, this idea resonated more with the younger professors at the university — probably because they were
more familiar with cosplay. Some of the other teachers found it harder to connect with. That was the first obstacle
| encountered. | understood their perspective, but their discouragement became a real challenge to my ability to
trust my creative instincts.

| believe that faith in your own vision is crucial. David Lynch once wrote: “Fear kills creativity.” Luckily, in my case,
it didn’t — but | learned through personal experience that the most important thing is to stay authentic and not let
shame or the need for approval suppress your vision.

Since then, the film has screened at many festivals, and I've seen how strongly people react to it — they laugh,
they’re moved, sometimes even afraid or disturbed. Many recognize the oppressive family dynamic in their own
lives, or they know someone who suffers from it. So despite all the “weirdness,” they can feel that behind the
costume lies a universal human story.

The main character is in his thirties, living with his mother, struggling with social rejection, and even
loses his job in a bizarre costume-based workplace. The tone of the film is dark and unsettling, similar to
Joker (2019), with social isolation and the distortion of human relationships as central themes. Was that a
conscious choice, or did it just seep in as a reflection of the world we live in?

It's a fitting comparison — Joker explores the ache of being an outsider, a theme at the heart of my film as well.
That quiet, persistent feeling of being pushed to the margins, and how over time, it bends and distorts the soul. |
don’t see it as a purely “contemporary” condition — outsiders have always existed. But in recent decades,
perhaps they've become more visible.

For me, this film was a way of reworking my own past — in many ways, it's an “origin story.” The furry element
didn’t come from personal experience — | was never drawn to role-playing worlds — but | was struck by how
deeply it's rooted in Western comic book and pop culture. | sensed a powerful contrast between that and the
faded, post-socialist world | come from as an Eastern European. That clash — between decaying spaces and
vibrant self-expression — became a central visual motif. The peeling tropical wallpaper in Félix's home, for
instance, speaks to me of abandoned dreams.

The mother only appears in fragmented ways until a key moment in the film: as a massive shadowed
head, as a cartoon-like torso cut off at the neck, or as a grotesque, flesh-eating presence. Can you talk
about that decision?

| deliberately avoided giving the mother a distinct face — | wanted her to feel more like a suffocating,
ever-present energy. Like a dark cloud hanging over the space, ready to strike at any moment. She doesn’t
represent one specific mother, but rather that internal voice that can feel torturous. The cartoon references — like
the way Ms. Bellum is shown in The Powerpuff Girls or the faceless mom in Tom & Jerry — helped me portray
this “dark cloud” in a more playful visual way.

Her full appearance in the film marks a breaking point: the moment when the son is most vulnerable and receives
the most brutal rejection. That dramatic reveal isn’'t about understanding — it's about humiliation.

You approached the furry subculture not from the inside, but through dedicated research. Is this kind of
process close to your heart? What other subjects would you explore with this same depth?



| encountered the furry community as an outsider, which is why | approached it with particular care and
sensitivity. | didn’t just watch videos or read forums — | went to community events, spoke with members, and
even attended furry parties with the actor playing Félix, Attila Fritz, so he could experience that world firsthand.

What surprised me during this research was how many furries had personal backstories of toxic childhoods
behind their fursonas — which not only deepened my empathy for the theme, but also reassured me that | was
on the right track with my creative instincts. That's why it meant so much when members of the community said
the film felt authentic. A few even told me, “If you captured it this well, then you’re one of us.”

This is the same research method | use for other topics too, and it's very close to my heart. Right now, I'm
working on an animated film about grief. As part of that, I've been exploring different religious and spiritual
perspectives on death — from Zen Buddhism and Christianity to Indigenous traditions in North America, just to
name a few.

This new project, Grief Can Be Yellow, is currently being developed through the three-year scholarship program
of the Hungarian Academy of Arts.

Félix’s fursona, Sungbat, grows wings when his mother pushes him away. You once said that if you had a
fursona, it would be a Hawaiian-shirt-wearing koala or a deer-dragon chimera. But what would your own
origin myth be?

It's interesting how there’s often some kind of inner wound behind a fursona. If | had to define my own origin
myth... that's a hard one. | think I've already poured parts of myself into Sungbat. If | were to describe it now, |
wouldn’t think of an animal — more like a flower petal. One that's been blown off and carried by the wind —
sometimes wildly, sometimes gently. A petal that can’t find the tree it came from, and always feels a little lost.
Until, one day, it realizes it doesn’t need to return to where it came from — and finds home in itself instead.

What were the challenges of filming with a cat?

Filming with animals is always challenging — and unlike dogs, cats are much harder to train. We worked with two
nearly identical cats provided by Arpi Haldsz and his team, and they were surprisingly cooperative. To make
things easier, we kept the set quiet and calm, with only a small crew present.

Some scenes were simple, like the cat sitting in someone’s lap. Others were more complex — like getting it to
walk across the room or jump onto a counter to nibble a sandwich (that one didn’t make the final cut though). A
few ideas were dropped at the script stage when we realized they’d be too stressful — like Félix trying to scare
the cat with a cucumber, inspired by viral videos.

All'in all, the cats did incredibly well, and the shoot went more smoothly than we expected.

The costume was designed by you, with the Art Director of the film, Eszter Horvath, and built by Gabor
Kalacska and Barbara Marta. What became of it over the years?

The costume is with me now, carefully packed in a suitcase so it doesn’t collect dust. Kali and Barbi did an
amazing job, and | was genuinely sad when | had to return the suit to the production company — | thought I'd
never see it again. But somehow, Sungbat found his way back to me. | guess the production company realized it
was too specific to reuse in anything else.

Since then, | even wore it to a furry party — in the same Hungarian community where | later led a workshop. So
you could say Sungbat came back to his “mom.” (laughs)

In Mom’s Cat, you let your imagination run free and push boundaries. But are there any cinematic
conventions you’d never break — something you always try to preserve?

Yes — for example, | think exposition is essential. Early in a film, | want to clearly establish the setting, the
characters, and the core conflict. In Mom’s Cat, we immediately see the main character trying to speak while his
mother silences him — this instantly defines their relationship and the oppressive atmosphere.

Even when | abstract the narrative, most of my stories still follow the eight-point dramatic structure | learned at
university. But it's also important to me that the character’s motivation is always clear.



In a previous interview, you mentioned surrounding yourself with fantasy worlds since childhood. Could
you share a bit about them — and are any of them still with you today?

I've been telling stories since | was little — and | think that’s really just an act of playing with your imagination. |
remember playing with my grandfather — we’d take turns continuing an imaginary story, and | think that's where
my desire for storytelling began.

As an adult, | see life like a film: when | pass someone on the street, | imagine what kind of character they’d be
and what story might suit them. Even when | write, | think back on real people from my life, and use their traits to
create new characters. | also have an inner musical world — melodies often pop into my head, and | record them.
Maybe one day they’ll “come out of the drawer” too.

Moreover, | like to think my fantasy world has long carried a kind of spiritual dimension. I've always been drawn to
myths, legends, and even conspiracy theories — not because | believe in them, but because I'm fascinated by
how they evolve into modern myths or urban legends.

Mom’s Cat has screened at numerous prestigious international festivals. Could you share a bit about the
festival circuit and how the Student Academy Award qualification system works?

The basic rule is: start by submitting to the big festivals — even if it feels a bit delulu. Entry fees can be high, but
there are creative ways around them. For example, | got a waiver for the Nashville Film Festival by volunteering
as a pre-screener — essentially working off the fee. | also heard of a director who sent her no-budget film’s trailer
to Locarno and received a free submission code in return.

It's worth trying — ask for waiver codes, use the Student Academy Awards’ festival list, and don’t underestimate
smaller festivals either! Many are more open than you'd think.

To qualify for the Student Academy Awards long list, your film needs to screen in competition at least three
Oscar-qualifying festivals — or win one. For me, those were the 52nd Nashville, the 40th Flickers’ Rhode Island,
and the 70th Melbourne International Film Festival.

Melbourne was especially memorable: | flew for the longest time in my life — 40 hours alone. But as for the
festival itself, they covered my accommodation, and Mom’s Cat even became the cover image of the program
booklet — despite sharing a block with a film starring Amanda Seyfried. It felt surreal.

Oddly, the film's premiere at the 43rd Moscow International Film Festival (an A-category and Oscar-qualifying
event) wasn’t recognized by the SAA, according to their official list. But once | had three listed festivals, |
submitted the film via FilmFreeway. It didn’t make the shortlist, but reaching the long list was already a huge
honor. I'm deeply grateful to everyone who helped me make this film — their support made it all possible.

What matters most, though, is staying true to your vision. Because behind every submission, there has to be a
story that’s truly yours.



