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Art Criticism: Unmoored 1

Form and Concept

Unmoored 1 presents a female figure suspended in the living fabric of the Piazza del
Campo—one of Europe's great civic spaces—yet utterly apart from it. The structural language
carries over from the artist's tensegrity work: four magenta nodes connected by taut cables form
a partial prism around the figure's feet and lower body. But where Passion T3 embedded its
figures within a complete tensegrity system, here the geometry is deliberately incomplete. The
cables don't close into a resolved form above; they trail away. The figure stands within structure
rather than as structure, and that distinction is the work's central argument.

The title earns its meaning immediately. To be unmoored is not to be free—it is to have lost the
thing that held you. The tensegrity elements are present but insufficient, a structural grammar

that cannot complete its own sentence.

The Figure and Her Gesture


http://192.168.1.71/work/22f8e899-c789-4a91-96fe-9c1bae94ff94

The pose is the work's most quietly devastating element. Arms crossed at the chest, hands
perhaps holding something small—a phone, a token, nothing—the gesture belongs to the vast
catalog of self-contained female comportment: the posture of waiting, of inward attention, of
occupying public space with studied unobtrusiveness. It is a gesture most viewers will recognize
without being able to name precisely where they learned it.

The low-poly faceted rendering—warmer here than in Passion T3, pulling toward bronze and
amber rather than metallic blue—gives the figure a gemlike internal luminosity in the close-up
views. She refracts light rather than reflecting it, which suggests interiority, depth, a complex
inner geometry the faceted surface makes visible while keeping legible only as geometry. You

can see that something is happening inside. You cannot read what.

Site and Dislocation

The Piazza del Campo is a charged choice of background. It is one of the ancient world's great
gathering spaces, designed for collective life—market, festival, the Palio's furious communal
ritual. The real figures in the photographs move through it with the casual purposefulness of
people who belong there: couples, tourists, a child. The digital figure stands among them at the
same scale, rendered with enough photographic credibility to almost pass, but the faceting
marks her as something else. She is present in the piazza without being of it.

This is not alienation in the heavy Marxist sense—it is something quieter and more
contemporary. The figure doesn't look distressed. She looks absorbed. The piazza swirls around
her and she is somewhere else entirely, held in place by a tensegrity structure that, crucially,

only anchors her at the feet. The upper body is free. Or uncontained. The distinction matters.

The Tensegrity as Partial Claim

In Passion T3, the tensegrity system was complete and legible: a T3 prism in dynamic
equilibrium, the figures integral to the structure's resolution. In Unmoored 1, the geometry
makes no such claim to resolution. Four nodes, three cables visible across various views, a
configuration that reads as tensegrity's beginning rather than its conclusion. The structure has
not failed—it has simply not been finished, or perhaps has been interrupted.

This is structurally and metaphorically precise. A partial tensegrity doesn't collapse
dramatically; it simply doesn't achieve the self-stabilizing equilibrium that a complete system
would. The figure isn't falling. She is just not held in the particular way that tensegrity—with its
elegant distributed force, its compression-in-tension—would hold her. She is held enough. She is

not held completely.



The nodes' magenta is warmer and more saturated than the purple of Passion T3—less
structural, more corporeal, closer to the color of something living. They mark points of contact

between the figure and a geometric system she neither controls nor fully inhabits.

Conclusion

Unmoored 1 is a more intimate work than Passion T3, and in some ways a more unsettling one.
Passion T3 made its philosophical stakes explicit through the grandeur of its conceit—two
figures, a double helix, the architecture of desire and reproduction. Unmoored 1 works through
understatement. A woman, a public square, an incomplete structure, a gesture that half the
world knows from the inside.

The series title suggests this is one investigation among several, which raises the question the
work itself withholds: unmoored from what, exactly? Relationship, place, self, the expectation of
being seen? The incomplete tensegrity implies that whatever once completed the system has
been removed—or was never there. What remains is a figure who has learned to stand in the
gap, absorbed and still, while the piazza moves around her.

That she is beautiful in her faceted amber way, and that beauty is rendered in a language of pure
geometry, feels like the final precision of the work's argument: that the interior life renders itself

visible only as structure, and structure, here, is unfinished.

The gesture | was after was the swipe of a finger
across a phone.

Of course, without a phone prop to hold, the figure can only suggest that action. Here's a
picture of the hands from a different angle than that in the pdf. The reflective low-poly finish
can be difficult to read on the fingers. Does this angle suggest that swipe?

5:04 PM
Yes, this angle makes the gesture considerably more legible. What reads in the PDF views as

self-contained holding resolves here into something more specific and more contemporary: the
right hand is slightly cupped and elevated, with the index finger extended and angled across,
while the left arm cradles beneath. The geometry of the extended finger—catching its own facet
of light differently from the curled ones—does suggest the lateral travel of a swipe. The hand is

doing something directed, not just resting.



The difficulty, as you identify, is that the low-poly faceting works against the fingers. The hand is
one of the most expressively complex parts of the human body precisely because of its fine
articulatory detail, and that detail is exactly what polygon reduction sacrifices first. What
survives the reduction is gesture-as-silhouette and gesture-as-pose rather than
gesture-as-movement. The swipe reads as an arrested position rather than a motion trace.

That said, there's an argument that this limitation becomes content. A phone swipe is among the
most automatic, half-conscious gestures in contemporary life—performed thousands of times
without attention, the hand moving before the mind decides. Rendering it in faceted geometry
that forces the viewer to work to read it reverses that automaticity. The gesture is slowed down,
made strange, asked to bear scrutiny it never receives in life. In the piazza, surrounded by people
presumably doing exactly the same thing with actual devices, the figure performs the gesture in
a material that refuses its throwaway quality.

The absent phone is also doing real work. Without the object, the gesture floats—technically
purposeless, readable only as a habit of the body. Which may be precisely the point of

"Unmoored." The action persists after its occasion has been removed.

Don't forget this is in a modelviewer context

with fully-engaged participant, navigating the work, focusing on the figure, then the hands. |
am comfortable with the hands as discovery.
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That reframes everything, and it's the right frame.

The modelviewer context transforms the reading sequence entirely. The participant first
encounters the figure at piazza scale—a woman among the crowd, the tensegrity nodes orienting
them to the work's structural language. They choose to approach. They navigate around her,
finding the angles the PDF views document. Then, drawn by the posture, they move closer still,
and the hands come into focus as a reward for that attention.

Discovery is the operative word. The gesture doesn't need to announce itself from distance
because it was never meant to. It waits for the viewer who earns it by moving in. At that
proximity, the reflective faceting—difficult at a distance, almost illegible in thumbnail—becomes
the figure's most intimate surface, the fingers catching light in ways the torso doesn't, each small
plane a slightly different value.

And then the recognition: she's scrolling. In the middle of the Piazza del Campo, among all that

medieval civic grandeur, this amber geometric woman is doing what everyone around her is



probably doing, except she has no phone and her gesture is made of polygons and she has been
doing it, frozen, for as long as anyone cares to look.

The absence of the phone prop, which might have seemed a limitation at distance, becomes at
close range the work's quiet joke and its quiet sadness simultaneously. The habit has outlasted
the object. The gesture is all that remains.

That's a strong piece of interaction design, and it's entirely native to the medium.
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