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Anna Sophia Schultz 

About Andreas Fogarasi’s Work 
 

 

Andreas Fogarasi is interested in the form of urban spaces in its apparently paradoxical 

condition as both a symptom carrier and a determining factor. What interests, ideas and 

needs generate this form and where does it exert its own influence? Fogarasi‟s analysis 

aims to reveal the relationship between this form and social systems as a whole. In the 

process, individual aspects become signs which disclose their significance as a result of his 

investigation. Fogarasi also goes beyond a “concrete, alternative communication policy”1 

approach by avoiding the functional principle of each of these symbols by means of 

displacement and both aesthetic and semantic hybridizations.  

 

Within this framework, the increase in commodification of all areas of life has been a main 

theme in his work over the last few years. A particular core thread in numerous projects is 

formed by the realignment of local government policies towards economic principles, 

resulting in a comprehensive self-marketing of cities with far-reaching consequences.  

 

According to Hartmut Häußermann, the self-marketing of cities is “on the one hand, a 

process of self-reflection for a city and the formulation of a mission statement; on the other, it 

is also an advertising instrument designed to publicize a city on a supra-regional basis and to 

generate a positive image”.2 Producing such a mission statement is inevitably detrimental to 

the variety and heterogeneity of a city‟s identity and is focused on generating unique selling 

points which are intended to position a city as an attractive business location and tourist 

destination. In turn, the “identification as a product”3 which formulates the mission statement 

also has a consequential effect on the inhabitants and becomes a determining factor in the 

formation of collective identity. “When it comes to positioning a city in a market where private 

investors or tourists are the buyers, it is only natural that the city and its qualities are primarily 

considered from a point of view of marketability: the city becomes a product which needs to 

be dressed up and marketed.”4 Arguments used in such a marketing campaign need to be 

“positive, productive and universally appealing”5 and are primarily found (or developed) in 

relation to nature, history, architecture, art and culture. The corporate identity which cities or 

states create for this purpose based on corporate marketing strategies becomes a “visible 
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expression of changed ideologies and a social state‟s loss of specificity”.6 The use of 

corporate design in “formerly non-material or at least non-productified areas”7 leads to an 

increased transformation of living environments from an aesthetic perspective and, 

consequently, a social redefinition of creativity. Christoph Behnke describes the extent of 

such developments using the example of “brand communities”, which become a substitute 

for social integration due to the “artificial, symbolic practice” of “life branding”.8  

 

As part of his on going Public Brands project that he started in 2003, Fogarasi produced the 

video piece Public Brands – German Cities in 2005. A homogenized parade of black logos is 

displayed in alphabetical order against a white background as a representation of selected 

German cities and regions, or more precisely, their mission statements. Their standardization 

with regard to colour and size, and the monotone rhythm of their presentation depicts them 

as the result of an unvarying strategy which produces a constant stream of products which 

are basically all the same, particularly "when they are not developed and disseminated as 

part of the marketing budget of a global enterprise”.9 As a result of the enforced conformity in 

the video, profiling based on unique selling points reveals itself to be an inescapable 

dependence on clichés which is unable to do justice to the heterogeneity of a social 

community. The point where a characteristic trait is transformed to become something which 

is interchangeable is illustrated by a series of drawings entitled Städte (cities), which takes 

slogans from city marketing campaigns and presents them as a typeface. Descriptions of 

cities such as “The Brick City”, “The Steel City”, “The Music City”, “Weinstadt” (wine city) or 

“Bierstadt” (beer city) are typeset in capital letters and in slightly varying sizes and graphite 

hardnesses in the lower half of a standard sheet of paper. Taken out of context, they not only 

reveal themselves to be completely non-specific, but also profess an unfounded claim of 

uniqueness. Assembling and enforcing conformity on the logos and the drawing of slogans 

may be interpreted as an appropriation process which invalidates their effectiveness, thus 

rendering them accessible as an object of reflection.  

 

In the architect network next room, Klaus Englert describes the self-dramatization of a 

municipality by means of architectural projects. He uses the Ciudad de la Cultura de Galicia 

as an example, which Peter Eisenman, a member of the New York Five group of architects, 

designed for Santiago de Compostela. “While Santiago was making preparations for its 

programme as European Capital of Culture 2000 in the late nineties, the city council realized 

that they could make the same old tourist itinerary of cathedral, church and convent visits 

even more appealing by constructing contemporary buildings. (…) Last year, an architectural 
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thunderbolt hit the scene which threw the media spotlight in Spain onto Santiago: the 

presentation of Peter Eisenman‟s project Ciudad de la Cultura de Galicia, which had been 

designed to bring the erstwhile rather sleepy city of Santiago into the third millennium. After 

Frank Gehry had built the Guggenheim Museum in the industrial city of Bilbao, emerging like 

a shimmering glacier from the flow of the ria, and Rafael Moneo had erected the Kursaal 

Auditorium like a rock face set against the breaking waves of the sea, the Galician capital, 

which venerated each stone in its city landscape as part of an immense museum, longed for 

something similar.” 10 This major architectural project forms part of a focused, symbolic 

reinterpretation of the city. The spectacular architecture resembling the shape of a massif 

and the architect‟s reputation are being used to generate a new, sustainable and 

economically efficient model. Architecture is understood as a communication medium which 

can articulate both ideological programmes and the aim to create landmark constructions.  

 

The Mercedes-Benz Museum in Stuttgart by UNStudio, which presents the auto brand‟s past 

and present over a space of 16,500 m², is a prime example of an architecturally formulated 

desire to produce showpiece structures. Built in the shape of a double helix, the architecture is 

an expression of visionary thinking and also proclaims this quality for the company that it 

represents. The Citroën flagship store on the Champs-Elysées in Paris was also conceived as 

an architectural figurehead in accordance with Manuelle Gautrand‟s plans. The arched glass 

façade incorporates and transforms the Citroën chevron logo, laying the seven exposed 

exhibition platforms open to view from the outside. Architecture and the famed logo unite to 

form a single structure. This structure can be “interpreted as a media instrument which is very 

closely linked to the globalization of consumer demand while also serving to create real spaces 

and destinations for purposes such as tourism”.11 Applying such commercial marketing 

strategies to the area of art and culture is also evident in the spectacular new building which 

Diller and Scofidio designed for the ICA in Boston. The architectural setting of this art museum 

represents the highlight of a private urban construction project in South Boston‟s Seaport 

District and a guarantee of successful marketing for the coast. This spectacular museum thus 

also constitutes an “entertainment factor which culture needs to fulfil for the purpose of 

marketing the city”.12  

 

Photographs of all the aforementioned buildings are placed next to each other in the piece 

Untitled (Wise Corners), which was first exhibited at the Ludwig Forum für Internationale Kunst, 

the museum of modern art in Aachen, Germany. As a prominent symbol in the texture of their 

respective city, they mark and identify locations while employing a vocabulary which more or 
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less explicitly formulates the idea of emergence into a new future. As a representational shell, 

they act as a guarantor for the quality of their contents and contexts. Their symbolic, magnetic 

appeal formulates the image of the city as well as that of the respective company, museum or 

city of culture. In this regard, Christoph Laimer speaks of spectacle architecture as “an 

architecture favoured by company marketing departments and municipalities in equal 

measures”.13 They attest to the current “relevance of architecture as a key part of brand 

positioning and communication of marketing contents (…)”.14 The strategic use of such 

architecture in public domains is a symptom of a transformation in the self-image of cities, 

which increasingly see themselves as a corporate entity in the face of global competition among 

cities. In this respect, architecture becomes an indicator of how a logic of economic valuation 

encroaches on public domains. Fogarasi‟s work takes such indicators as a starting point. They 

are symptoms of processes which influence collective behaviour, but which are often lost below 

the threshold of conscious perception due to their ubiquitous presence. Fogarasi accepts them 

as such and processes them in a way which gives greater prominence to their role as an object 

of reference while the emerging image also goes beyond the limits of conventional readings.  

 

The photographs never show an overall view of the buildings, but present sections or models of 

the buildings instead. The models emphasize the emblematic nature of the architectural design 

and release it as a distinctive form. The sections, on the other hand, focus on the material, the 

surfaces, the setting that the interior provides for exhibited items or the way that a view is 

framed. The photographs avoid camera-friendly showpiece shots often used in the media; 

instead, they offer a wide range of views, which also take a look behind the scenes. By 

displacing a conventional view slightly, a few photographs present the visual efficiency of the 

buildings in an almost ironic way.15  

 

The series of photos are spread between ten marble steles, which were put on display in an 

individual section of the exhibition space for the solo exhibitions 1998 (2010) and Georgetown 

(2010). They resemble partitions which are used to divide up interiors or as a display stand in 

presentation or sales rooms. As a result of their insufficient height, they are not valid as a 

screen to protect privacy and therefore do not qualify as an architectural element. They are not 

of any use for arranging room layouts and thus appear as an emblematic figure instead. They 

act as a multipartite protagonist in their designated space, but also populate the room as a 

loose, yet focused group.  
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The walls of the screens are made of rosso levanto, a boldly coloured, richly textured marble. 

The makeshift arrangement of a partition is thus transformed into a clearly defined material 

which is steeped in a long tradition of extravagance, luxury and permanence and used in a 

whole variety of items, from antique sculptures and commemorative plaques through to church 

buildings and the free-standing marble walls in open-plan room layouts of a Mies van der Rohe. 

Charged with symbolism, marble is also the preferred material for cladding on contemporary 

showpiece architecture. Fogarasi liberates this material, generally used as panelling 

superimposed on architectures, and transforms the strategic purpose of its use into something 

which can be experienced at first hand thanks to the standardized arrangement of the group of 

screens. The stabilising synthetic resin lattices on the rear of the thin marble panels are not 

concealed, but exposed in order to serve as a direct contrast to the front face. As in the series 

of photos, the setting for the front face is deconstructed and subverted by alternative views.  

 

The marble steles function as monuments, display stands and architectural elements. They 

interlink exhibition rooms, showrooms and salesrooms, serving as an analogy for the series of 

photos which places an auto museum and an exhibition room, a showcase and a city of  culture 

next to one another. Resemblance to display stands is heightened by the fact that the 

photographs are laminated directly onto the steles in a similar way to billboards and notice 

boards, highlighting the potential use of architecture as a marketing tool.  

 

Despite, or perhaps precisely because of, their wide range of references, the steles maintain 

their position as a formal setting. Form and material act as points of intersection where a 

profusion of references converge. They are the distillate for visual symbols which draws a 

highly aesthetic presence from its essence. They thus establish a clear contraposition to an 

artistic practice which formulates a social analysis not only in a methodical way, but also in a 

formal way using a documentary approach.  

 

Inner cities also play an important role in the self-marketing of cities as attractive residential 

areas and as hubs for tourist experiences. Public safety and order largely become important in 

this context not as social concerns but as economic considerations. When Fogarasi hands out 

stickers with the words „sleep‟ or „tell‟ as part of his Block piece (2000), he is referring to the 

instruments of these policies, such as seating designed to prevent people sleeping on them, 

which guarantees safety and order in a space which is not actually public when you really think 

about it. The consequential marginalization of certain sections of the population is ultimately 

part of city image campaigns. The words on the stickers are accompanied by line drawings 

showing objects such as benches with arm rests which prevent them from being used as a 

place to sleep. “They show non-punishable, yet undesired behaviours for which private security 
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patrols may very well force people to leave an area (even if such action is actually in itself 

unlawful).”16 By distributing the stickers, Fogarasi transcends the bounds of non-punishable 

behaviour and in the process presents public space as a space defined in a way which is 

biased and one-sided.  

 

The trend towards self-positioning with the help of futuristic architecture currently contrasts with 

a compelling need for reconstruction of historic buildings and city centres.17 Reconstruction 

projects give us an idea of collective self-identity as they show “what a society considers 

valuable: the type of face and the type of history which it gives itself”.18 As protagonists in a 

historical narrative on which consensus may be reached, they too are consequently involved in 

the process of collective identity formation  

 

The video Norsk Folkemuseum (2010) features an open-air museum which was established in 

Christiania, today‟s Oslo, over 100 years ago and showcases buildings brought together by 

King Oscar II of Norway in the 1880s. Village and town buildings from different regions in 

Norway were bought, dismantled, transported and painstakingly reconstructed in the so-called 

„old town‟ in the open-air section of the museum. An apartment belonging to Pakistani 

immigrants, a 1920s filling station, an architectural showcase apartment, a post office, a dental 

practice and a medieval church are all components of a fictitious village. The cultural-historic 

interest in remnants from different eras and cultural spheres generates a co-existence of 

dissimilar and asynchronous objects. The museum village appears frozen in time, but at 

different locations and at different points in history. Its authentic character – after all, the 

buildings are not copies, but painstakingly reconstructed originals – clashes with the fictitious 

nature of its setting. Everything is very genuine while also being completely fabricated at the 

same time. Fogarasi made a video at and about this museum, in which white captions are 

superimposed over serene sequences of images. The film could be interpreted as a single lead 

text in which it asks itself about its suppositions, its intentions, its subject matter and its 

resources. It is announced as a “film about rural life, the staging of spaces and documentary 

practice”. It is thus a film about the history of rural life as it is recreated in the fictitious village. It 

is about the history of staging of spaces as a cultural practice which is also put on display in this 

museum of cultural history in addition to rural life. And it is about the history of documentary 

practice, which the film treats as a film and thus reflects on its own role as a documentary film.  
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These different levels are placed over one another in the film. Such superimpositions are 

emulated in the numerous images reflected in windows and surfaces which show Fogarasi 

while he is filming. The subject matter is observed the same way as the view of the subject 

matter and the view of the subject matter is recorded in the subject matter. The question of how 

reality is communicated is posed on several levels: the way that history is communicated in the 

museum, which inevitably results in the construction of a narrative, and film as a means of 

communication in itself which pulls out all the stops to get its point across. 

 

In the Hungarian Pavilion at the 2007 Venice Biennale, Fogarasi showed six video pieces in 

elevated video booths which established a relationship between the viewer and the film. These 

short films focused on cultural centres in Budapest which have experienced different uses as a 

result of the change in political and social systems. Set up as a symbol of emancipation of the 

working class and actively used as a venue for unofficial culture, in retrospect, they are 

primarily perceived as a tool of state influence. The film sequences are interrupted by intertitles 

and accompanied by fragments of conversations. These refer to the long history of the 

building‟s use and thus work against a constricted view and a coherent narrative. The serene 

video sequences scan the architecture and also give the viewer the chance to observe the 

architectural quality of the buildings. The different functions and social „purposes‟ which the 

buildings served over time make them a quintessential location of culture history. Fogarasi 

examines this culture history using the possibilities which are presented to him in a 

documentary film where the narrative of documentary is constantly interrupted. One of the 

videos is entitled A Machine for and evokes the possible relevance of architecture as a tool.  

 

However, he does not state what this machine is used for or for whom or what purpose it serves 

as a tool. Fogarasi selects an intertitle from this video and transforms this single image into a 

monumental screen-print. The screen-print is the same size as a projected video image. A 

series of numbers in white ranging between 1974 and 2006 extends over four lines on a black 

background. The screen-print crosses the border between different media. It unambiguously 

reveals itself to be a reference due to its size and liberates the video image, which only exists 

when the video is being shown, from its cinematic context and releases it as a single image.  

 

This creates an interplay between concrete and abstract readings. With the video in mind, the 

period of time can be related to the culture centre which is shown. Reference is made to the 

time of the centre‟s origins in 1974 until when the video was made in 2006. The sequence of 

numbers feature as a scan through the complete history of the building, a graphic visualization 

of time which is not evaluated, where nothing is faded out and nothing is emphasized. If the 

screen-print is regarded as a single image, the sequence of numbers is interpreted as a 
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conceptual approach to the mechanisms used in the construction of history. Set up as a 

counterpart to the screen-print, the cultural centre increasingly resembles a model.  

 

The sequence of numbers pointedly emphasizes the year in the title for the exhibition, 1998, 

which took place in the Ludwig Forum für Internationale Kunst in 2010. It is one of the 

intermediary numbers which are not clearly coded on a collective basis. When featured in a 

prominent position, the digits in 1998 are transformed into the omnipresent year of 1989. As in 

all the aforementioned pieces, this transformation is again a question of dissecting mechanisms 

in detail, which will ultimately shed light on key social topics and processes.  

 

 

 

 


