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Exhibitions (selection)

Curriculum Vitae

2027
Deichtorhallen, Hamburg (DE) (upcoming)

ISSP Gallery, Riga (LV) (upcoming)

2026
FOTODOK, Utrecht (NL) (upcoming)

Pyxis, Lausanne, Shortfilm screening (Upcoming)

Kornhausforum, Echo)) (Upcoming)

Junkere 11, Bern, (Upcoming)

Fotomuseum Winterthur, Shortfilm screening

2025 

La Nef, St. Ursanne, Cantonale Bern Jura

Kunsthaus Interlaken, Cantonale Bern Jura

Photoforum Pasquart in Biel, Swiss Photo Month 2025

Centre Photographie Genève, Swiss Photo Month 2025

Journées photographiques de Bienne, Biel, Juraplatz 

Journées photographiques de Bienne, Biel, Rue Basse

WIP Salon, Zurich

2024 
Prozess Raum Bern, Swiss Photo Month 2024

Pool Collective Summer Show, The Great Adam Brody, Zürich

2023
Cantonale Berne Jura 2023/24, Kunsthaus Pasquart Bienne

BelleVue, Ort für Fotografie, Basel

2026
Grant for Fine Arts from the Canton of Bern

Visarte Switzerland, Studio Grant, Cite Inter. des Arts, Paris

Pro Helvetia, Global research Grant

2025 

Focus Photo Grant, Pro Helvetia

Metron Förderpreis

2022 

Prix Photoforum winner 2022

2021
‹Continuer› Research Grant of the Canton of Bern

2024—2025	

CAS in theory and history of photography, Universität Zurich

2018—2020	

Master of Arts in Contemporary Arts Practice, 

Bern University of the Arts

2014—2015	

Masterclass Anzenberger, Wien

2004—2005	
GaF, Gruppe Autodidaktischer Fotograf*innen, Bern

Ausstellungsraum Klingental, Basel

cerco Kollektiv, Zwischennutzung Hardturmstrasse, Zurich

Musée d’art de Pully, du Nil de Leman

2022 

Prix Photoforum 2022, Photoforum Pasquart, Biel/Bienne

Kunstraum Dreiviertel, Bern

2021 
Cantonale Berne Jura 2021/22, Kunsthaus Langenthal

Noorderlicht International Photography Festival, Groningen, NL

Prozess Kulturraum, Bern

ARFF International Film Festival

2020 

Whiteout, Kunstmuseum Thun, Cantonale Berne Jura 2020

Common Ground, Kunsthaus Pasquart Biel, Diploma Exhibition

Awards, Grants (Selection)

Education

2026
Cantonal Art Commission of Bern, acquisition

2021
Bern University of the Arts, acquisition

Cantonal Art Commission of Bern, acquisition

Institutional acquisitions / collections
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Camera Obscura, Type III, 2024
Large format camera (40 × 50 cm) made from aircraft wreckage

3Camera Obscura Typ III, Work in Progress (Preview)

Video, 0’44’’ -> Click here 

3

https://vimeo.com/1034559140


Aircraft Fragments
Stack of found material in Laos originating from the wreckage of shot-down aircraft.

4

To be seen 2026/2027

@FOTODOK, Utrecht (NL)

@Deichtorhallen, Hamburg (DE)

@ISSP Gallery, Riga (LV)

The project investigates Switzerland’s entanglement in global 
conflict through the material remains of Pilatus PC-6 Porter air-
craft used during the Secret War in Laos. It begins with a local 
practice of transforming war debris into everyday objects. 
Building on this, I construct cameras from aircraft wreckage and 
use them to photograph sites where little or no visible traces 
remain.

A key moment is the return of the camera to Switzerland, where 
it is used to document the sites of its original manufacture. This 
movement connects places of production and destruction, 
linking distant geographies through the material itself.

The work combines field research in Laos with archival research 
in Switzerland, bringing together fragments such as objects, 
photographs, found footage, and documents. These material 
and visual traces function as unstable archives, mediating be-
tween past and present.

By assembling these fragments, the project develops a non-lin-
ear form of historiography that reveals gaps in historical records 
and reflects on the conditions from which these traces emerge.

4





Camera Obscura Photograph
Large format direct positive on silver gelatin paper (40 × 50 cm)
Former Oerlikon-Bührle production site, Zürich Oerlikon.



Camera Obscura and Photograph
Camera Obscura, Type III, presenting a large format photograph in the artist’s studio in Bern.



Working space in the artist’s studio with the Camera, photographs, notes, and sketches related to project in progress.

88



Research Material
A selection of contextual material from the research process.

99



10Presentation proposal

Exhibition try-outs

This project has not yet been exhibited, and therefore no installa-
tion views exist. Instead, I propose several possible exhibition ideas, 
illustrated by studio work-in-progress images that show how the 
materials are currently arranged and examined.
One possible approach is to place the reconstructed camera as a 
central object in the space, around which the different materials of 

the project unfold. The installation could combine industrial im-
age films from the aircraft manufacturer, found photographs and 
footage of the aircraft in Laos, historical documents, and frag-
ments of aircraft material. Through this exhibition structure, the 
different elements form associative fields, allowing connections 
between images, materials, and historical fragments to emerge. 
Parts of the research material may be presented directly in the ex-
hibition — for example arranged on white paper on the floor — 

making the investigative process visible.
The installation also includes the large-format photographs pro-
duced with the camera in Laos and at sites in Switzerland connect-
ed to the aircraft’s production. These photographs may be pre-
sented in black viewing boxes that visitors look into individually, 
creating focused encounters with the images. Additional elements 
include a newspaper composed of historical press articles, printed 
as a larger edition and made available to visitors.

Video viewing box with photograph, 0’17’’

Presentation proposal 10

https://vimeo.com/1207706136?fl=pl&fe=sh
https://vimeo.com/1207706136?fl=pl&fe=sh


11Presentation proposal

11

3

Exhibition try-outs II

Camera Type III, open at the back, containing one of the 
photographs produced with the camera.

Table installation combining moving images, Images, newspapers, 
camera prototypes, and aircraft material. Moving images are 
presented on different devices: images exchanged with a collabora-
tor in Laos appear as a video loop on an iPhone      , while a screen 
loops photographs made with the camera, accompanied by audio 
from The Red Report (1960s), an American anti-communist propa-
ganda film.

Photographs produced with the camera, shown as a floor 
installation, alongside process images presented as wallpaper 
and framed prints. The number of photographs varies according 
to the available space. Depending on the configuration, selected 
research materials may also be displayed on the floor on a white 
backdrop. Including the Found footage from the aircraft 
manufacturer’s promotional film is presented on an iPad      .

2

View Video, 3’49’’

11
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12The War Movie, video (digital master version, TV edition, 4:3 format, shown on an analog CRT TV), 720×576px, b/w, sound, 2025, 68 min.

Installation views: La Nef, St. Ursanne, 2025

2026

Purchase of the 

Cantonal Art C
ommission 

of Bern

12



13The War Movie, video (digital master version, TV edition, 4:3 format, shown on an analog CRT TV), 720×576px, b/w, sound, 2025, 68 min.

Filmstills from The War Movie, 2025

13



14The War Movie, video (digital master version, TV edition, 4:3 format, shown on an analog CRT TV), 720×576px, b/w, sound, 2025, 68 min.

The War Movie is an image-less video that presents a 
complete list of all wars since the industrialization of 
warfare, beginning with the American Civil War of 
1861 and continuing up to October 2025, formatted 
in the style of end credits. The soundtrack consists of 
a heavily distorted version of the U.S. national anthem, 
“The Star-Spangled Banner.”

The work references, among other things, key ques-
tions in image politics: how violence and war can be 
represented without reproducing them.

Video,  -> Click here 

14

https://vimeo.com/1073660729
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seen

@Fotomuseum 

Winterthur, 

shortfilmscreening 

11.04.26

Kite Studies, Reedited 2026 Version, Video, HD, color, sound, 2025, 3:20 Min. 

Kite Studies, Video, HD, color, sound, 2026, 3’20’’

15

https://vimeo.com/1110226257?fl=pl&fe=sh


16Kite Studies, Video, HD, color, sound, 2026, 3’20’’ 16
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Installation View: Screening Fotomuseum Winterthur 2026

Set on the former CIA airbase in Long Tieng, 
Laos, Kite Studies is a three-minute video that in-
terweaves archival footage from the 1960s and 
present-day images shot at the same location in 
early 2025. The historical material includes imag-
es of Swiss-manufactured aircraft in Long 
Tieng—an operational hub during the so-called 
“Secret War.”

In stark contrast, today’s footage captures local 
children running freely along the same runway, 
flying a handmade kite constructed from rem-
nants of military material. Camouflaged on one 
side and reflective silver on the other, the kite 
becomes both artifact and metaphor—rising, 
faltering, and crashing back onto the same 
ground.

Kite Studies, Video, HD, color, sound, 2026, 3’20’’ 17
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Installation visualization (photomontage)
Proposed presentation of Machinery for Crisis Management with twelve 
27-inch monitors arranged in a wall-mounted grid. Presented simultaneously, 
the screens form a monitoring wall and visual archive of militarized economies. 
Each monitor shows a video loop generated from historical stock market data 
of 12 selected arms manufacturer or military supplier.

18Machinery for Crisis Management
12 Historical Stock Market Graphs from the Global Arms Industry, 2016–2026



19

1 Major Swiss arms companies such as RUAG and             	
  Pilatus Aircraft are not publicly traded.

Prototype display of a single video work. Documentation of one video work presented on a monitor. Each graph is generated from 
historical stock market data of a selected defense-related company and functions as an autonomous moving image.

Documentation of all twelve video objects displayed sequentially on a single monitor. The video 
demonstrates the visual language, rhythm, and formal structure of the installation.

Machinery for Crisis Management is a series of 12 
minimalist video loops that visualize the price and pro-
fit developments of major international arms compa-
nies1—including Rheinmetall, Lockheed Martin, Elbit 
Systems, BAE Systems, General Dynamics, Caterpil-
lar, and STMicroelectronics—over the period from 
2016 to 2026.

The video loops are generated from actual historical 
stock market data and are not simulations or symbolic 
representations, but visual translations of recorded 
market activity.

The selected decade encompasses a period marked 
by renewed global rearmament, escalating geopoliti-
cal tensions, and a significant increase in military 
spending.

Each graph is presented as an individual video object, 
formally identical yet shaped by geopolitical events. 
The line itself becomes an image: a silent, neutral, yet 
deeply charged temporal trace of economic interests. 
The work reflects abstract structures of violence and 
the visibility of military economies. The videos are 
shown in an installation in which visitors navigate bet-
ween individual “economic portraits.”

19Machinery for Crisis Management

https://vimeo.com/1196754597?fl=pl&fe=sh
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Building a Future, Newspaperprint, 2025

“Building a Future” evolves from my series «Pink Landscapes» and responds to a 
world shaped by geopolitical uncertainty, the global rearmament of armies, and the 
enduring material legacies of conflict. The work reflects on how futures are construc-
ted—politically, physically, and imaginatively—amid systems of violence and extracti-
on. Through the transformation of war-related materials into photographic tools and 
images, it questions what it means to build hope from the remnants of destruction

At first glance, the photographs show idyllic landscapes bathed in colourful light, 
appearing almost utopian—promising happiness and harmony. The images depict 
wounded terrains and historic sites in Laos—remnants of the U.S. secret war. Shot 
on expired film, they produce a distinctive palette of faded, unpredictable colours 
that deepen memory and loss. On their reverse, advertising slogans from global 
arms corporations and institutional users—such as intelligence agencies and military 
forces—are revealed. Phrases like “building a future we can all trust,” or “be all you 
can be” come from weapons manufacturers’ marketing rhetoric. Stripped of context, 
they resemble self-help or motivational quotes—harmless, even uplifting. This ambi-
valence is intentional: the softened language of war collides with an ostensibly happy 
surface.

These companies often use images and slogans evoking a safe, optimistic future. 
Landscapes and calm colours reinforce messages of protection and peace—conce-
aling the violent reality behind the products. Building a Future contrasts this sanitized 
aesthetic with underlying power and militarization. All slogans appear in original 
wording but unified typography. Like newspaper headlines, they are set in bold, 
compact sans-serif fonts. I chose Franklin Gothic, a typeface common in U.S. 
newspapers, to reinforce the link to public messaging and mass communication. 
These slogans are printed on the reverse of the images on thin, translucent news-
print. The mirrored typography shimmers subtly through the fragile paper like ghostly 
traces, becoming partially legible yet fragmented, and inviting viewers to decipher 
the hidden layer beneath the polished surface of beauty and bliss.

This is not cynical, but a critical reflection on the interplay of image, language, and 
ideology. Researching this piece, I was struck by how often future appears in slo-
gans and brochures of global defense firms. It’s loaded with positive connotations 
and used to sell a violent reality as visionary hope. «Building a Future» exposes this 
rhetorical strategy—confronting it with a multi-layered, ambiguous visual language.

20Building a Future, newspaper, 12 images, 12 slogans, 2025
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The camera obscura Typ II was commissioned 
from a local craftsman and built from the 
remains of a cluster bomb dropped in Laos and 
a shot down American aircraft.

Building a Future, 2025

Building a Future, Newspaperprint, 2025

21



22Building a Future, 2025

Installation view: Building a Future, Newspaperprint, 2025, Kunsthaus Interlaken

22



23Photographs Camera Obscura Type I, 2020

Silver gelatin print uniques, 13×18 cm, February 2020, images of historical sites and former war zones

In Laos, the first camera type was built from 
bomb debris and used directly on site for 
image production. This working method 
reflects an artistic practice that plays with 
control, chance, and material limitation. The 
photographs were exposed directly onto 13×18 
cm direct-positive baryta paper and developed 
analogously, making each image a unique 
object.

This process also produced photographs in 
which nothing seems visible at first glance. 
These apparent voids are understood as an 
integral part of the project and are read as a 

visual reference to the “Secret War” in Laos. 
The images depict historical sites, including the 
runway of Long Tieng, the former CIA head-
quarters.

Through backlighting, landscapes and traces of 
the war gradually emerge from within these 
dark pictures upon closer inspection. In doing 
so, they point to the invisibility of this conflict 
and bring light into the darkness—both meta-
phorically and literally. 

-> Winner of the Prix Photoforum 2022
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Camera Obscura Images - Pictures from Historical and War Sites 

1    Pile of clay jars in a field in the Plain of Jars, Phonsavan, Xieng Khouang, Laos, February 12, 2020.
2    View from the karst mountains towards the former headquarters and airstrip of the CIA in Laos, Long Tieng, 
      Xaisomboun, February 4, 2020 
3    Rice field with cows, a typical Lao landscape, Nak Ho, Xieng Khoung, Laos, Feb. 12, 2020
4    A tree growing out of a bomb crater, Pakheo, Xieng Khoung, Laos, February 13, 2020.
5    Burnt soil, Phonsavan, Xieng Khoung, northeastern Laos, February 12, 2020.
6    View from inside a 400-pound bomb crater with a diameter of 30m, 
      Ban Khangthat, 1st visit, Xieng Khoung, Laos, February 4, 2020
7    Bomb crater with tree in Plain of Jars, Phonsavan, Xieng Khoung, Laos, Feb. 12, 2020
8    Scenic view of Plain of Jars, Phonsavan, Xieng Khoung, Laos, February 12, 2020.
9    Tree in the foreground of a Phatet Lao cave (Revolutionary Movement hiding place) in the Plain of Jars, 
      Phonsavan, Xieng Khoung, Laos, February 12, 2020.
10  View from inside a 400-pound bomb crater with a diameter of 30m, 
      Ban Khangthat, 2nd visit, Image II, Xieng Khoung, Northeast Laos, February 13, 2020

Photographs, Camera Obscura Type I, 2020 (backlit with light installation) 24
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Installation views: 9 framed uniques, 13 × 18 cm, installation with light and timing device, Austellungsraum Bellevue, Basel 2023 

Photographs Camera Obscura Typ I 25
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Digesting History is a site-specific, performative 
work that negotiates material history, memory 
culture, and global entanglements through a 
quiet yet precise gesture. During a shared meal, 
each person receives a spoon – discreetly exch-
anged by me at a decisive moment – that has 
been crafted in Laos from melted bomb frag-
ments. The metal originates from the casings of 
U.S. cluster munitions dropped on Laos during 
the “Secret War.”

At the center of the work are spoons produced in 
a small workshop in northeastern Laos. Such 
spoons are still in everyday use in affected re-
gions and testify to a remarkable material trans-
formation: remnants of violence are turned into 
ordinary tools.

The performance transfers these spoons into a 
new context – Switzerland. At a long, simply set 
table, during a meal or reception, Khao Piak, a 
traditional Lao noodle soup, is served. The 
guests begin eating without knowing, until they 
gradually become aware of what the spoons are 
made of. The act of eating thus becomes a quiet, 
bodily encounter with transformed war violence.

26Digesting History, Performance / Installation (2025)
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665 Spoons from Laos

27Digesting History, Performance / Installation (2025)
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Camera Obscura, Type III, Large format 40x50cm, year of construction 2024

In my artistic practice, I build cameras—not because there 
are none, but because I understand the photographic image 
as an object that is more than merely the result of an imaging 
device. For me, the camera is not only a technical instrument 
but an integral part of the artistic process—and ultimately 
part of the work itself.

I take full control of the image-production process, yet I allow 
material imperfections and disruptions to surface—those 
that arise from the limitations of the methods and materials. 
These “errors” are not flaws but often the very elements that 
bring the image to life. It is an attempt to locate the magical 
within the technical—in the mechanics of the camera, in the 
materiality of the paper, in the moment an image comes into 
being.

In Laos, four camera types have been developed and built so 
far. These devices are made from recycled aluminium sour-
ced from remnants of warfare—including parts of aircraft 
manufactured in Switzerland and used by the CIA during the 
“Secret War” in Laos. Transforming this material into 
image-making instruments forms a central aspect of the pro-
ject: relics of military destruction become tools for seeing, 
reflection, and remembrance.

Over the years, both the formats of the photographic papers 
and the technical and conceptual requirements of the de-
vices have evolved. Insights from earlier research and expe-
riments continuously informed the development of subse-
quent cameras. Each new iteration carries traces of its 
predecessors—both as a continuation and as a response to 
its specific environment and material conditions.

Video, 0’44’’ -> Click hier 

28Cameras Typ I–IV (2020–2024): Material Studies in Recycled War Aluminium

https://vimeo.com/1034559140
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Construction drawings, large format Camera Obscura, 2024

29Cameras Typ I–IV (2020–2024): Material Studies in Recycled War Aluminium
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Camera Obscura, type III, year of construction 2024

30Cameras Typ I–IV (2020–2024): Material Studies in Recycled War Aluminium
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Camera Obscura, type II, year of construction 2023 Camera Obscura, type I, 13x18cm, year of construction 2020

31Cameras Typ I–IV (2020–2024): Material Studies in Recycled War Aluminium
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Installation View: Noorderlicht Fotofestival Groningen, 2021 

32Puzzle (6090 pieces), 2021



33Puzzle (6090 pieces), 2021

The large-format image (70 × 87 
cm) consists of a total of 6,090 puz-
zle pieces, each with an edge length 
of 1 cm. It is presented flat on the 
floor of the exhibition space and is 
not protected by markings or barri-
ers. The exhibition area is deliber-
ately left open – it is expected that 
visitors may accidentally step on the 
puzzle. This potential disturbance of 
the work is an integral part of the ar-
tistic concept: the destruction does 
not occur intentionally, but inciden-

tally – making the fragility and muta-
bility of the image visible. As the 
puzzle pieces disperse within the 
space, the work expands beyond its 
original form.

The phases of decay.Installation view: Noorderlicht Fotofestival Groningen, 2021 

33
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This work is dedicated to the documentation 
and archiving of a specific typology of arte-
facts: everyday objects crafted by the Lao 
population from the remnants of bomb material. 
From fragments of war emerge cutlery, tools, 
pieces of jewelry, or decorative objects—testi-
monies to an inventive yet fragile engagement 
with the material burdens of the past.

The objects were systematically grouped, and 
their respective functions were precisely 

Artifact Typologies, 2020–2025

recorded. In doing so, a material as well as 
social archive takes shape, one that reveals 
both the creativity and the historical and 
political inscriptions embedded in these items.

The project understands itself as an attempt not 
only to document these processes of transfor-
mation, but to take them seriously as a cultural 
practice: as an act that translates destruction 
into function and renegotiates it within everyday 
gestures.

34
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Audio starten, 11:40 min

Installation View: 100 Artifacts, Austellungsraum Bellevue, Basel 2023 

Artifact Typologies, 2020–2025 35
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Audio starten, 11:40 min

Installation View: (Audio, Photography), Austellungsraum Bellevue, Basel 2023 

Artifact Typologies, 2020–2025 36
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Audio starten, 11:40 min

Installation View: Bieler Fototage 2025, Rue Basse  

Artifact Typologies, 2020–2025 37



38Pink Landscapes, 2025

Due to improper storage and the passage of decades 
beyond their expiration date, the chemical compo-
nents of slide films begin to degrade. The layers start 
to deteriorate, with cyan and magenta often persisting 
the longest. As a result, less information is retained in 
the image. Using this method, I photographed wound-
ed landscapes, destroyed cultural monuments, and 
former war zones in Laos.

A central theme of my work is the ambivalence be-
tween documentation and aestheticization in the de-
piction of conflict. Seemingly beautiful images can 
unconsciously draw us into problematic representa-
tions. My work questions whether images are truly 
capable of adequately capturing war, trauma, and 
devastated landscapes. By using expired film materi-
al, I aim to encourage reflection on how aesthetics 
influence our perception of destructive events.

38
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Camera Obscura, type II, year of construction 2023

Pink Landscapes 

Installation view: Biel/Bienne Festival of Photography 2025, Juraplatz

39



40Pink Landscapes 

Sketches and notes of the photographed sites and landscapes

40



41Pink Landscapes a

Contact prints of the Pink Landscape series

41



42Videobook, 2020

Video, 16:9, 16:10, stereo. 
Click to watch the video.

42

https://vimeo.com/460278841
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04:0403:3503:30 03:59

06:4406:1205:41 07:10

05:3104:4504:31 04:56

07:32 10:4707:58 13:46

Videostills 43



44Reviews / Newspaper / TV Interview / Publications

“Der Bund” Newspaper Articel (german) Switzerland, 1.12.22
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“WOZ” Newspaper Articel (german) Switzerland, 26.01.23

Reviews / Newspaper / TV Interview / Publications 45
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“Le Temps” Newspaper (French) Switzerland, 05.05.25

Reviews / Newspaper / TV Interview / Publications 46
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“Le Journal de Jura” Newspaper (French) Switzerland, 01.05.25

Reviews / Newspaper / TV Interview / Publications 47
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“Atlas of Aspect change” Tine Melzer, Switzerland 2023

Reviews / Newspaper / TV Interview / Publications 48



49Publications

“Neue Wege” Magazine Article (German) Switzerland, January 2023

49
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Marco Frauchiger - Portfolio, Biografie&VitaMarco Frauchiger - Portfolio, Biografie&Vita

Marco Frauchiger (*1976) is an artist based Bern. Working primarily 
with photography and video, his artistic practice investigates im-
age politics, particularly in relation to Switzerland’s global entan-
glements. 

From 2004 to 2005, he was a member of the group of self-taught 
photographers (GaF) in Bern, Switzerland. In 2013, a grant enabled 
him to undertake an extended working stay in Laos, where he de-
veloped a new body of work and collaborated with NGOs. In 2014, 
he attended a one-year masterclass in Vienna, followed by further 
education programs and workshops in photography.

From 2018 to 2020, he completed the Master in Contemporary Art 
Practice (CAP) at the Bern University of the Arts. In 2022, he was 
awarded the Prix Photoforum for his work how to dismantle a bomb.
Through his nomination by Danaé Panchaud (Centre de la photog-
raphie Genève) and his participation in the Futures Photography 
mentoring programme, he was selected with Camera Obscura Typ 
III, the work proposed here, for exhibitions at FOTODOK (Utrecht), 
ISSP Gallery (Riga), and Deichtorhallen Hamburg.

Marco Frauchiger is a member of NEAR – Swiss Photographers, the 
Pool Collective, Visarte Switzerland. In spring 2025, he completed 
the CAS Theory and History of Photography at the University of Zu-
rich.

Biography 50
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In my artistic practice, I engage with socio-political 
questions, particularly the global entanglements of 
Switzerland and the visual politics of war and vio-
lence. I am interested in how conflicts are visually 
constructed and in the power relations that inscribe 
themselves into photographic and cinematic narra-
tives. Working with documentary images becomes 
a critical space of reflection in which I question the 
representational promise of the medium and expose 
the ideological framings embedded in journalistic 
and war-related imagery.

Central to my work is the question of how war can 
be made visible without reproducing images of 

violence or reinforcing the aestheticisation of trau-
ma. I work with forms of abstraction, materiality, and 
media-internal disturbances to make the structures 
and consequences of violence perceptible without 
placing spectacle at the forefront. Rather than repli-
cating scenes of destruction, I seek visual strategies 
that reveal the mechanisms of representation them-
selves and assume responsibility in dealing with 
what is shown.

My practice operates in the tension between docu-
mentary precision and aesthetic seduction. Colour, 
composition, or the supposed beauty of an object 
can distort perception—an ambivalence I address 

Artist Statement

consciously. My work not only investigates how 
images of war, memory, or geopolitical power struc-
tures are produced, but also asks whether cameras 
are capable of depicting the invisible, the unspeak-
able, or the traumatically overlaid.

By working with photography, video, installation, 
and self-built apparatuses, the medium itself be-
comes an object of inquiry: its materiality, its nar-
ratives, its limitations, and its responsibilities. My 
works open spaces for decelerated seeing and for 
reflection on how we produce, share, and interpret 
images—within a world in which visual regimes fun-
damentally shape our perception of reality.
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