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FOREWORD

Simon recounted a strange experience to me not so long ago. It was 

from a time before art making fully occupied him as it does today 

– when he was an employee of a visualisation company, spending 

his days creating computer simulations of yet to be constructed 

environments for a range of clients from around the world. On a 

rare afternoon away from the computer screen, Simon attended the 

recently launched Melbourne Sports and Aquatic Centre with the 

intention of swimming laps for the first time in the newly built 50-metre 

pool. Launching himself into the water, he had yet to complete his 

initial lap when he was overcome with a sensation somewhat akin to 

déjà vu. He’d been here before. He knew what was coming. Part way 

down the length of the pool, he was taken by the idea that there was a 

large hole beneath the water’s surface that he would encounter at the 

lane’s end. It was, of course, a ridiculous proposition, as he had never 

swum this pool before. But still, he couldn’t shake the feeling that he 

knew the hole would be there. The real shock came as he approached 

the end of this first lap and the hole he had envisaged – a structural 

feature of the pool – came into sight.

It was several perplexing and unsettling moments before the 

explanation dawned on Simon. Although he hadn’t swum in this pool 

before, its design had been one of innumerable projects he had 

contributed to the rendering of. It had merged into a cognitive matrix 

of spaces he had encountered but never inhabited. Simon had been 

in this space – immersed in its schematics and minutiae – but only 

virtually.

This paradox of experience – a kind of reversal of the way we usually 

gather knowledge about our worlds – a transgression of the boundary 

between the real and the faked – seeps into the generative space 

where Simon now makes art. The distinction between simulated and 

tangible dissolves and an easy give and take – a slipping between 

the two states – pervades the materiality of his practice. Naturalistic 

charcoal representations emerge from silhouettes of engineered 

structures, themselves drawn off the screen of a Mac perched above 

a drafting table. Their first articulation occurs in a digital space. 

Animated sequences flow and pulse on screens, their individual 

frames taken from copious hand inked drawings – the source, again, 

originating in the virtual world. And finally these structures find form 

– concrete and corporeal – as sculptures or installations or models. 

The exact classification isn’t always clear. It all points to a future where 

these divisions and characterisations of ‘actual’ and ‘not’ might cease 

to matter anymore.

I would like to congratulate the Curator, Paul Northam, for his 

dedication to this exhibition and his sensitivity to the subtleties and 

complexities of Simon’s work. His embrace of emptiness and his 

exercise of curatorial restraint provides a palpable tension in the 

space between works that allows for Simon’s project to come to the 

fore. I would also like to extend a sincere thank-you to the staff at 

LUMA. They have again been central to realising this exhibition and 

without them – as always – such projects could not take place. And 

finally I would like to thank Simon for his excitement and enthusiasm 

throughout this undertaking. It has been a privilege to see this 

exhibition take shape and to be granted such an intimate experience 

of his work and the stories behind their making.

Michael Brennan 
Acting Artistic Director 
LUMA | La Trobe University Museum of Art
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The Erasure of the World by 
Representation: Simon Finn’s 
Catastrophic Formalism

COLDNESS. Theo Angelopolous’ Ulysses’ Gaze at a certain point 

presents us with a snowbound landscape littered with the stillness of 

frozen figures, seemingly real people-become-monuments scattered 

across a field of vision. The strangeness of this image is not its 

improbable poetic or its political allegory but the violence of its stasis. 

So it is with Simon Finn’s formalism. The tone of Finn’s dark world 

is catastrophic, fixated on entropy and images of demise, of the 

watchtower, the alarm, and the vengeance of the infinite - the tsunami, 

the flood, of an antagonistic Nature carrying everything before it. The 

persistent content is one of the optics of emergency.

Finn’s sense of emergency is throughout his work from the first and 

it is relentless. Except that it is not real. Central to it were images, for 

example, of a generic ocean wiping out a generic pier. It begins in 

the deathly stasis of the first image, computer generated, not of a 

thing in the world but the concept of a thing from artificial intelligence 

by which the world itself and its appearance is from the beginning 

representation. In this sense the vortex of self-reference is completely 

trapped in its totalising referential field. The watchtowers are no real 

watchtower in the world but a generic composite from the landscape 

of data, a cipher. The mise-en-scene is one the self-laceration of the 

world-concept in its dissipation. The world is erased in its image. 

Roland Barthes in an entirely different key. Subsumed in its empire of 

signs, the erasure of the world by representation is the writing of the 

fear of life, an infinite regress of a miasmic representational virtuality 

every reference ricochets from falseness to falseness, a world without 

realities except in their own terms: that is, a formalism. Finn’s images 

of ocean are not from water but from photographs of water, or from 

the virtual simulation of water which requires no external first state, 

simply code.

If the subject is an oceanic idea, the subject itself is a representation 

of a representation. Plato condemned art as subaltern because of 

this. If the world is a cast shadow of the real, as he would have it, 

then art is a representation of a representation and degenerate. In 

the regime of data, the representation of a representation is from 

threefold into an infinite regress, representation of a representation of 

a representation... The attempt by art to capture the infinite in the idea 

of the infinite is vain, except in terms of its own formalism, which is 

endemic, viral. 

With Finn’s oceanic leanings, three immediate references are evoked 

- Leonardo da Vinci’s Deluge drawings, Veja Celmins’ drawings and 

Gerhard Richter’s paintings. With Richter the paintings of the ocean 

from photographs exude the life of an observed as a fragment of the 

appearance of reality, animated by the vitality of his painting and the 

romance of his colour. With Celmins and Finn this is reversed - it is the 

reality of appearance, that is of representation alone. It is black and 

white. Finn is closer to Celmins in that the water has no horizon line 

and is therefore not placed, but her renderings are subtle and soft, 

suggestive of water itself whereas Finn’s waterworlds are completely 

dry, signs for water, a violence lodged in its stasis, the illusion at a 
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distance dissolving into an aridity close up, the dryness exacerbated 

by their renderings. They are scorched with coldness. They could be 

the surface of the moon. The complication is from the sense that the 

surface is that of being seen from underwater, the surface vision from 

drowning. 

It is the mise-en-scene of the schematic. The elegant curves of 

Leonardo da Vinci’s Deluge drawings are its antecedents, seemingly 

concerning the catastrophic but contradicted by symmetry, by 

the codes of his formalism. Even Finn’s animations contradict the 

meaning of animation, that is, of being alive. They are not, they are 

simply in motion, in the hands of Finn rendered according to the Zeno 

paradox as an inescapable succession of frozen moments where 

movement itself is unattainable, a fiction of succession. Movement is 

replaced by mere succession. His renderings are cold and heavy. The 

register is demonic. In Dante’s Inferno, hell’s centre, its ninth circle, is 

not fire and brimstone. It is ice. Hell is life locked out in coldness, in 

stillness. Nothing is animated except for the beating of an ice trapped 

Satan’s six Satanic wings blowing its coldness through eternity. 

The circles of hell in Dante are calibrated to sins. The ninth circle is 

treachery and in the Medieval imagination the greatest sin is treason 

against God. What Finn presents is the catastrophe of the problem, 

the violence of the truncation of life in Nature by the treason of its 

concept. The so-called Pathetic Fallacy is when Nature as a circulation 

of energies with only a physical logic is falsely attributed human 

qualities as though it is a consciousness possessing emotions and 

values. The vengeance of Nature against its concept, what Finn 

has represented as the cut of the optic cone, the viewing frustum 

particularly relevant to computing by which everything outside the 

field of vision is severed from our understanding, is proposed as the 

consequence of irrecognition of that excluded content which amounts 

to the force of life. Finn’s version of the Pathetic Fallacy. Except that 

his point is to turn the Pathetic Fallacy on its head. What is revealed 

is a psychosis of repression. The oceanic is to be understood in 

the psychoanalytic sense as an overwhelming. The laceration of the 

understanding of Nature by us is our self-laceration. The vengeance of 

Nature is the vengeance of us against ourselves by virtue of our own 

limits. It is self-vengeance, all too human. There is no exit from our 

own finitude. Nature is us and in us. Or from his Finnitude. What Finn 

is luxuriating in is the coldness of Nature in us, an absolute delight in 

dissipation and dissolution, in demise, in rendering the infinite static. 

Something sadistic is in Finn’s jouissance. He sees the necessity for 

a beyond to the frustum, the optics of the cut of understanding, but 

his revelry is in the cut itself.  He is toying with Art’s perpetual romance 

with death.

Dr. Bernhard Sachs 
Phd Co-ordinator/Graduate Coursework Co-ordinator 
School of Art | VCA - University of Melbourne

From the morning of the next day and the next day and the next.  
(apologies to D.B. where Finitude became manifest once again)

Steady State Disturbance 2015
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Seeing the Foreseeable 
Conversation: Simon Finn 
and Paul Northam

You mentioned during your remarks at the launch of Deluge 
Rotations at Fehily Contemporary in June this year that you often 
feel awkward bringing new work from the studio to the gallery 
walls - that you have a feeling of uncertainty about the work, that 
you think of it like a puzzle which you are still in the process of 
solving. Yet the work seems content, comfortable with its own 
unforced meaning. Do you need a response before it makes 
sense? 

 

First of all, thanks for curating ‘Beyond the Frustum’; this is a great 

opportunity for me to travel the new works from LUMA to the La Trobe 

University Visual Arts Centre in Bendigo.

In answer to your question, I would say uncertainty is one my central 

motivations for creating artworks and without it, the process may 

cease. I can find meaning for future works when in a raw state and 

not over thought. It feels like a fine balancing act, between creating 

something that is too obvious in its intent or so vague that is unable to 

trigger anything new. For me, one artwork leads into the next artwork. 

This balancing act continues beyond the studio, where I can be in 

a state of reflection to investigate if a work can represent its own 

truth. I guess it’s a necessary awkwardness that is a kind of poetic 

speculation, where the technology and materials are just as important 

as my input.

I do need a response from the work, in order to follow its lead. 

You have described the observation tower as both a place for 
looking and a place to be looked at, and also a point from which 
you can transmit your own broadcast. You suggest that the tower 
can be interpreted variously as symbolic of human constructs, 
surveillance, religious and scientific ideologies, and political 
agendas. You describe your work generally as ‘ideas flung into 
the world’. What message are you broadcasting?  

The tower has become quite a potent motif for me in the last two years 

due to its many possible symbolic interpretations. Its original stimulus 

was from fire observation towers, and tsunami viewing platforms, 

positions from where to view future impending disaster. I like the idea 

of looking beyond the now through sight, and witness our desire to 

look at the oncoming natural world for self-preservation. 

I guess the broadcast signals may have been crossed, as the 

meaning of the work has opened to many other interpretations 

including the spread of surveillance, authoritarian structure, big 

government, indoctrination and the spread of fundamental ideologies. 

All of which are fragile and useless.

It is intended as a broadcast message of community, love of life and 

strength of reason as a tool for deciphering bullshit. For some, the 

broadcast may be only static.



On the coast of West Java in October 2015 you built an 
observation tower. It was constructed from materials that once 
formed the houses of thirty-six families displaced due to local 
government demolition, to make way for new construction 
projects. What was the relevance of this project to your practice?

My residency at the Bandung Institute of Technology was to construct 

an observation tower in the tsunami affected regions of West Java 

and Sumatra. The intent was to follow a line of inquiry that began as 

a virtual reconstruction of impending disaster into a region that had 

been devastated by the 2004 tsunami. I was interested in the early 

warning devices/systems that the Australian Government (JATWC) 

had offered in the aid of future events.

However after I had arrived, away from the coastline, the tower began 

to manifest in an entirely different capacity. I was given the opportunity 

to work with the Ba-Ur project in Bandung, where I was able to 

embed memory and meaning into the materials. It was built using 

the remnants of the communities housing after demolition. The tower 

was intended to be temporary, rise from the rubble and fall back into 

the chaos, ephemeral. However, this was not the case as it remains 

standing today, as an emotive icon of the past swept aside by a 

tsunami of progress.

The resulting public sculpture (titled, ‘birth from destruction, death 
by construction’) really highlighted the tower as a place to view the 

oppressive power of social control, rather than solely a symbol of its 

seeming power.

 

We are constantly coming to terms with events and challenges 
without sufficient data to understand them in the present. Your 
vocabulary of fluid, flexible, chaotic, disassembling, unraveling 
imagery speaks directly to the pervasive sense of disruption and 
uncertainty in contemporary society. We have been adapting 
successfully for centuries. Are you optimistic about the future of 
humanity and our home in the universe?   

grip on sensation. Leonardo Da Vinci’s final works reveal a truth that I 

am unable to explain with reverence.

 

You generate 3D constructions using digital imaging programs, 
violently deconstruct them, then translate selected time fragments 
meticulously in the most primary medium of all: drawing. From 
digital to analogue, and more recently back to digital with multiple 
drawings used to create animations. Does drawing have more 
validity as an art form than computer generated images? 

I would say that the images generated with the aid of computation are 

drawings in their own right. Sometimes I see the computer graphic 

formation as being more closely aligned to the meaning of drawing 

than the final output in charcoal. The meticulous works on paper, if I 

had to classify them, would fall slightly away from ‘drawing’ and into 

the ‘rendering’ category. 

There is something about creating and viewing works on screen that 

is not satisfying, too easy and instantly in abundance. After many 

years working as a visualization artist, working with coders and game 

developers I am aware of the intricacies of CGI production. I think the 

digital opportunities are overwhelmingly exciting, however the charcoal 

renderings act like a filter through which I am required to spend quality 

time with the image. It could be seen as a reaction against disposable 

image production.

Advanced technology meets simplified cave art. 

 

Your charcoal drawings are built through a slow process of 
mark making and removal. It is a painstaking, time consuming 
endeavor. What do you think about when you draw?

Sometimes I get lost, a kind of release from thought. Sometimes two 

hours can pass in an instant, other times it is gruelling torture. That’s 

when music needs to be inserted to appease the mental dialogue. 

Thoughts come and go. Nothing in particular comes to mind. I like the 

I think the level of uncertainty in contemporary society is no greater 

now than at any other time in human history. I feel that, especially in 

Australia, we are in a very comfortable, economically prosperous, 

tolerant and stable position. This may differ and change pending your 

media infusion.

There are many issues that could possibly cause the ill fate of our 

species, including the rise of artificial intelligence, nuclear warfare 

or environmental collapse to name a few. However, when you 

pose the question in relation to the universe I feel these issues are 

inconsequential and our significance is somewhat diminished. The 

universe appears impartial.

In terms of mortality, yes we are going to pass; however this does 

not necessarily represent pessimism. When viewing a skull, it can be 

a viewed as death self-pity, however I prefer the half full celebration 

of mortality that takes place in the Mexican ‘day of the dead’ where 

the acknowledgement of mortality can have positive effects for life 

affirming motivation.   

 

The last time I visited your studio several prints of the Deluge 
drawings by Leonardo da Vinci were pinned to the wall. These 
works depicting cataclysmic storms, created with ink and wash, 
are clearly important to you. Why?

I was first drawn to the Deluge series through studies into static 

representations of movement. Leonardo’s examples are the best 

examples I have since found, and have resulted in a visit to view 

the works in the Royal Collection (London) and reading many 

interpretations of the drawing series. His remarkable visual articulation 

of movement through drawing and the inclusion of a liquid force go 

to the heart of why they resonate with me. They exemplify years of 

implementation and rigor.

In his writings he states the images came into existence ‘when the 

separation between art and science itself becomes a fluid boundary’. I 

feel they were his finest balancing act, created at a point before death 

when he may have loosened his control on logic and tightened his 

way Brian Eno equates the creative process with that of surfing, where 

the process of making is in equilibrium between control and surrender, 

riding and being propelled. I would add to this that the motivation is a 

search for moments inside the tube/sweet spot and then resulting with 

the need to re-engage with the addictive sensation. Searching for the 

quiet moments, where time dissolves. 

 

The ground of your drawings is an entirely empty space. The 
Japanese word ‘Ma’ describes empty space as an interval that 
gives shape to the whole. I recall Isaac Stern describing music as 
‘that little bit between each note - silences which give the form’.  Is 
your work informed by the Japanese notion of ’negative space’, 
and what is the meaning and purpose of the emptiness that 
surrounds and supports your drawings?

Absolutely, negative space is essential. It simply allows the eye to rest 

and offers contrast to images that are quite often busy and display 

multiple moments in duration. The duality between positive and 

negative space is not an overly conscious decision, rather an intuitive 

visual balance to keep a focus on the representation. 

 

The term frustum is commonly understood to refer to the three-
dimensional region visible on a computer graphics screen. Are 
you seeking to describe the unknowable in reaching beyond the 
frustum?

Frustum in the title is more suggestive of an acknowledgement of 

our perceptual and sensory limitations. What lies beyond may never 

exist for us, especially if it is devised in a virtual, mathematical, illusory 

environment. Virtual interaction with the world is becoming more 

prevalent through advancing new technologies, which is where the 

majority of my new works have been born. I am really interested in 

Tele-presence and the way we are able to interface and recognize an 

environment prior to ‘real’ visitation, and then the way the environment 

has been altered in our further understanding and interaction.
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In his 2015 essay Steady State Disruption: Simon Finn’s Frozen 
Moment Dr Eliich Tosaki describes you as the ‘boy on the beach’, 
making structures in sand to observe their destruction. Tosaki 
also paints a poetic image of you as a deep sea diver who has 
gained insight through his own insignificance within the vast and 
powerful ocean. Can you explain your fascination with the surface 
of the ocean and ’the thin layer that separates ocean and air’?

I spend a ridiculous amount of time in the cold coastal waters of 

southern Victoria, freediving, scuba diving and surfing. In fact, so 

much time that bone growth has altered both of my ears in order to 

protect the eardrum from the cold. I have spent a large portion of 

my life playing in the waters around the world, from around Central 

America, twice to the Hawaiian Islands, three journeys through 

Indonesia and also the Philippines, Fiji and Europe.

I find it an alluring environment, a place that is diverse and only 

fractionally understood in relation to its impact on the ecology on the 

rest of the globe. It can be a place for play, wonder within energy that 

has been transmitted around the globe. Below the surface, gravity, 

oxygen and light appears to be altered in its intensity, accessibility and 

resonance. It is not always a comfortable experience, but always a 

rewarding challenge, that I imagine could only equate with traversing 

space.

The ocean presents a direct engagement with a drastically changing 

environment and a source of constant sustenance. Visually, the 

surface represents a fraction of the formidable force that lies beneath.

2016

A slice of a simulated oceanic moment 
transported into physicality.“

“
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Surfaced Extension One (installation) 2016
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Surfaced Extension One 2016
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Surfaced Extension One (detail) 2016
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Submerged (video still 1 + 2) 2016
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Submerged (video still 3 + 4) 2016
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Liquified Tower (frame 16) 2016
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Liquified Tower (frame 8) 2016
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Tower and Water 2016
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Navigation and Panopticon 

New Year’s Eve 2015, people in Bandung welcomed terrace 

Cikapundung as a new public space. It is located directly on the side 

of Jalan Siliwangi and directly adjacent to Cikapundung. Only a few 

meters from the terrace of Cikapundung, stands a deserted and silent 

wooden tower. The probable question that the crowds who gather 

may be asking, “Why is there a wooden observation tower in the patio 

area of Cikapundung?”.

In November 2015, an observation tower measuring approximately four 

metres was constructed under the initiative of Australian artist, Simon 

Finn. The construction was chaired by Mr. Herman, whom managed to 

build the art installation as a collective memory of artifacts, both artistic 

and poetic. Interestingly, the tower was built from waste material from 

the Kampung Collage eviction in October 2015 by citizens of former 

Kampung Collage.

The literal meaning of ‘tower’ is adopted from Arabic, Manara or 

manar. The term Manar is rooted from the meaning nar (fire place / 

place of fire) or nur (light spot / place of light). But the tower built by 

Simon and former residents of Kampung Collage is not the place to 

put the flames, however the light is made in the form of artwork.

Cikapundung tower was not merely a visual icon as it can also be 

climbed at anytime by up to 3 or 4 people. From the top of the tower, 

the viewer  can witness traffic surrounding Jalan Siliwangi and the 

entire patio area Cikapundung. Structurally the observation tower 

is  built by using recycled wood from the demolished settlement, 

therefore clearly communicating weakness and fragility. This lack of 

durability represents the weakness and helplessness associated with 

the community eviction in October 2015.

Towers constructed on the coast usually function as a lighthouse, 

to warn of hazard, is not entirely different from the conceptual 

background for the construction of the tower in Cikapundung. 

Lighthouses are built as an early warning system for the successful 

navigation of travelling ships. The artist, Simon Finn gave directions 

and a marker for the successful organization of the local community.

A navigation system interpreted through the tower never denies 

the existence of the greater cosmos. For ships, the tower always 

provides a level of accuracy of precision for safety. However, Simon 

and the people involved in this project do not directly associate 

as an oceanographer and cosmologist, but together they appear 

to understand how to respond to to the idea of  memory space 

using symbolism. The erection of the tower demands the collective 

consciousness of all people that ever existed in the Dihidup 

community. This memory resides in the materials used to construct 

the tower even though they are  not as vibrant as the solid properties 

of the lighting and solid materials of the new Cikapundung terrace. 

The narrative built into the tower shines beyond the new development 

with a deeper historical nutrition. 

In the book Discipline and Punish (Michel Foucault , 1975), the 

concept of the tower has a close link with the theory of power. At 

the end of the 18th century, Jeremy Bentham adapted Foucault’s 

Birth from destruction, death by construction Bandung, West Java Indonesia. 2015



theory into the science of architecture. Jeremy coined the term 

panopticon which consists of two words, namely “pan” meaning 

“all” and “optikon” which means “to observe”. The all observing  can 

be understood in the design of a building that allows one party to 

supervise the attendees without the understanding of supervision.

The panopticon concept is entwined within the meaning and reasons 

for building the observation tower in Cikapundung. It is clearly evident 

when viewing from the top of the tower, as everybody is invited to see 

anything that has historically been lost.

Assimilation, Symbolic, and Poetic

Viewing the tower from the creative process, the construction passed 

through many obstacles. Firstly, due to language difficulties, Simon 

and the residents experienced communication issues. It is essential 

that we remember that the village was also born on a combination of 

collage creation residents and collage artist from Australia, Deborah 

Kelly. Therefore this is the second time the residents of Kampung 

Collage have partaken in a creative process like this. To be clear these 

projects are not a form of assimilation across countries and across 

social classes attractive to dicermarti. The process of employment of 

the tower as a work of installation art also managed to show a social 

realism that negates the idea of class. Contrary to the appearance of 

Cikapundung terrace which resides next to the tower, it is  feared that 

Simon’s presence may only meet the “thrill of pleasure” public “class 

pajamas”.

Cikapundung Tower is designed with a very simple objective, just 

like the former settlement of Kampung Collages that was built with 

makeshift materials. However, the art collaboration between the 

former residents of Kampung Collage and Simon also reminds me 

of the words from Gaston Bachelard in his Poetics of Space (1969), 

“the humblest dwelling has beauty”. The tower was successful in 

getting the viewer involved in a spiritual journey to justify that beauty 

in residential design is not necessarily beauty in living. Terrace 

Cikapundung  can also be criticized for sedekoratif that was made 

possible by the City Government of Bandung. 

The fragile tower was surprisingly still standing (until today 

(31/01/2016).  The conceptual leagcy  continues to create a degree 

of polarization in its location. That does not mean its upright position 

serves as a type of visual chaos or emitting threats. Rather, it invites 

us to appreciate the value and the narrative behind the eviction of 

original Kampung collage community that once lived there. The poetic 

value can not be calculated or be embodied in a happiness index by 

simply using economic indicators. However, it can be intimately felt by 

involving a sense of empathy. There is always a suffering associated 

with people forced to leave their beautiful living spaces, and this 

beauty will always be a reflected when viewing the area from the top of 

the tower.

Citizens of former Kampung Collage certainly do not want the 

observation tower to be transformed into a “cold tower”, which in the 

Great Indonesian Dictionary is touted as a  phrase that represents 

a higher position. This is far from the resounding  point of  the tower 

experience, as a transformation of power is being seized instead 

by the viewer. Nothing has been done by the former residents of 

Kampung Collage and Simon also reminds us of the words of the 

book Gaston Bachelard’s Poetics of Space (1969), “we are never real 

Historians, but always near poets”.

Férri Ahrial 
Pasundan University 
Parsitipative Reseacher of Kampung Kolase

Birth from destruction, death by construction Bandung, West Java Indonesia. 2015
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List of Works
Measurements: height precedes width in centimetres of image

All works courtesy of Simon Finn

Surfaced Extension One 2016
Scorched Jelutong
80 x 600 x 6 cm 

Down Surge 2016
Ink on paper, 44 individual works
52 x 38 cm each panel

Downward Surge 2016
HD video, 1920 x 1080P 
4 minutes 32 seconds
edition of 5 (+2AP)

Submerged 2016
HD video, 1920 x 1080P 
4 minutes
edition of 5 (+2AP)

Liquified Tower 2016
Ink on paper, 32 individual works
42 x 30 cm each panel

Liquified Tower Animation 2016
HD video, 1920 x 1080P 
34 seconds (loop)
edition of 5 (+2AP)

Tower and Water 2016
Medium: Synthetic polymer resin and enamel and burnt wood
80 x 20 x 20 cm
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