Vanessa Safavi - Portfolio

GENERAL
Safavi’s ongoing research around rubber materials is an investigation into the history of the human
body. In her work, she often creates an analogy between these pliable and soft materials and the body
and the skin. For Safavi, the complexion of the skin is a fundamental creator of identity and deeply
rooted in a cultural history. In this way, when cultural history changes, the same happens to the understanding of our body and thus to the value of our skin.”
Using conceptual systems of language and a personal narrative, Safavi explores and inquires after the
contemporary identity of the body in relation to the constant optimization of technologies and their cultural impacts in our hyper-organized society. This mechanism has unequivocally driven society to a new
sphere of identity, in addition to a complex, vulnerable and schizophrenic fragility. To this end, Safavi’s
work recalls the weakness of our bodies, along with the poetry that emerges from them.

VELVET
It was while trying to make her own sheets of latex, to use in her sculptures that Safavi discovered the
factory of PRIMUS GLOVES. Its location, its architecture and its operation immediately excited her interest in that they evoke a second central theme of her recent work: that, always related to an idea of
modernity, the urban, the rational, the effective.
The production lines of the PRIMUS GLOVES latex glove factory stage the paradoxes and tensions
of globalized capitalism and the images it produces: the tools for the most cutting-edge technology in
the world. an environment at the Metropolis; an industrial production chain that monkeys human forms
by making mechanized human bodies work; cyclic and organic movements and complex shapes for a
synthetic and disposable product. There is also a tension between an essentially linear movement that
seems to tend towards no end, a movement that seems inevitably exhausted but consists of innumerable new, perpetual revolutions.
The images shot in India in January 2018 go beyond the simple documentary project and are not only
intended to show how this factory works. For the artist, they are a form in their own right which, by their
aesthetics and their slow and repeated movement, re-presents, in the strong sense of the term, a state
of the world, a state of beings and bodies in the world.

LINK OF THE VIDEO :
https://www.youtube.com/watch?v=3fx-DBGD2YQ&feature=youtu.be

Velvet, 2019
HD video
(Color, sound)
12min
Original music by Ariel Garcia and Luc Müller
Images by Xavier Ripolles and Vanessa Safavi
Produced by Vanessa Safavi with the additional support of Fonds Culturel Fribourg Switzerland

Coral Pink, 2019, glazed ceramic, 18 x 58 cm
Exhibition view “MILCH”, Stalletta Madulain Switzerland

Une Femme à la Plage, 2019, Fabric, silicone, pigments, frame 25,4 x 21,4 x 8,6 cm
Wir sind alle kleine dysfunktionale Monster, 2019 / Latex, glass eyes, fabric, 29 x 38 x 5 cm
Exhibition view “MILCH”, Stalletta Madulain Switzerland

I opened my esh books and all the characters suddenly disappeared, 2019, silicone, latex, cotton, 87,5 x 120 x 2,5 cm
Exhibition view “MILCH”, Stalletta Madulain Switzerland

There is a place in hell for you, 2019 silicone, latex, styrene-butadiene rubber, paper, cotton / 87,5 x 120 x 2,5 cm
Exhibition view “MILCH”, Stalletta Madulain Switzerland

Black Corners, 2019, silicone, pigments, latex, frame 50 x 38 x 3 cm
Body/Space, (Vijñāna), 2019 silicone, latex, aluminum, plexiglas, wood
Exhibition view “MILCH”, Stalletta Madulain Switzerland

Exhibition view “MILCH”, Stalletta Madulain Switzerland

Untiled, 2019, inkjet print, frame, silicone, pigments, 67 x 47 x 3,5 cm; 41 x 31 x 3,5 cm (dyptich)
Exhibition view “MILCH”, Stalletta Madulain Switzerland

TURNS AND RETURNED
An image of a anonymous blonde woman in a plane, this time arranged next to a yellow plastic sheet of
silicone. For her third solo show at the gallery Safavi proposes recent sculptural and photographic works
including these silicones framed monochromes combined together with an image investigating the ephemerality of an event.
It is clear that the artist choose her color panel by building up associations. Her concerns are fundamentally
experimental. The artist interests lay in the accidental and ephemeral nature of things and the observation
of their natural particularities, like color. Safavi’s approach creates different observation angles associating a sheet of silicone with an image of a plastic bucket. If the color of the silicone remains in the image of
the bucket, she delicately suggests its physical encounter. The ephemeral event draws with and within the
space. Safavi takes the Breeder’s surprising architecture as a tool using the corners, the wide openings
and the lower parts for their particularities to emphasize the space’s own narration.
The series of assemblages of different materials such as concrete, wood, plaster and layers of colored
silicone strips result from working within a limited field of materials and actions, which the artist collects
around her home or while traveling, made and arranged in her studio. Simple forms are simple gestures
and create a fundamental visual vocabulary borrowing impressions of architecture and surfaces. Back and
forth, turns and come backs are symbolically simulated by colorful silicone strips. These works reflect the
intimacy of thought and an attempt to work through materials, in search of an event in constant circulation
and fluctuation.
The colors play an important part is Safavi’s work and result mostly from her travel impressions but also
from contemporary culture. They belong to a subtil system she organizes ingeniously. Color and materials
hold social and cultural meanings; her silicone based works attest that precisely. However, the materiality
of the silicone and its folded skin-like characteristic suggests also a living breath that it is alive and that
sweat air bubbles. A little blue monochrome (silicone) titled “Untitled” (after Courbet’s blue), 2014 refers to
Courbet famous seascapes. Untitled (Notebook 2010-2012), 2013 wasthe artist notebook between 2010
to 2012. Safavi is equally interested in the monochromic yellow and the weight of words that figure in the
book. The artist intentionally drilled an hole through the book and placed a little mirror in the back cover
that one can reflect its own image while looking at it. Once again, that work depicts the notion of travels and
strates, the returns and come back is emphasized and pilled through the layers of the paper.
A few floor and wall pieces show “naively shaped” silicone breasts and plastic buckets that the artist commonly use for the making of her sculptures. Forming oversized vaginas and bellies, these fragmented
body-parts ironically increase female stereotype. Titled “Uterine Furies” Safavi refers to the famous Sèvres
porcelain milk bowl, complete with a nipple made in 1788 as part of a 65-piece dining set that Louis XVI
commissioned for his queen, Marie Antoinette, to use at the royal dairy at the Château de Rambouillet.
There were a set of four Breast cups made for drinking milk from. These late 18th-century Sèvres breast
cups are modeled after a Greek drinking cup produced by Athenian potters, a mastos (meaning breast,
udder), made from terracotta in the shape of a female breast, with nipple.
During the Age of Sensibility the aristocracy and Marie Antoinette longed for a simpler life. They looked to
a Romanticized peasant life. Marie-Antoinette’s laiterie at Rambouillet, a temple of milk and cheese, was
a monument to celebrate peasant life and all that was natural. Also the Breast cups make a reference to
breast-feeding. Medical treatises published in this period, many of which were written by physicians attached to the court, encouraged husbands and colleagues to forcibly transplant women to the countryside
if they refused to go gently in order to be “cured.” “Uterine furies” was a popular term for the sexually specific form of hysteria or the vapors and its literature is filled with scurrilous accounts of wayward women.

THE COOK AND THE SMOKE DETECTOR
On a hot summer day, steamy and crowded public transport is, beyond doubts, one of the worst place
to find yourself in. But it is to this scenario and its hidden poetic of countless possibilities that Vanessa
Safavi dedicates her third solo exhibition with ChertLüdde.
Titled The Cook and the Smoke Detector the show evokes an odd yet familiar setting through a new
series of sculptures based on the accidental properties of an object or a situation. With a sharp playfulness, Safavi investigates again the topics of body and trauma, exposing how trivial misfortune acts on
the complex mind-body relationship.
Safavi likes to hijack our common sense and to give unexpected meanings to what we usually take for
granted. In this exhibition, she uses the familiarity of our urban everyday environment — from public
transport handrail to a fried egg.
Her ongoing series Holding Substitute concerns the experience of the desarticulated body, questioning
the relationship between the brain and the flesh. Gathering pictures of public transport’s grab handles
that she has been taking during her travels, Safavi attempts to overcome their mere function as passenger support. Rather than being synonyms of imbalance, disability or stabilisation, they suggest a narrative dramaturgy in which all bodies become actors of a forced and involuntary dance.
She describes urban public transport as: “the place where everybody is equal, anonymous and therefore
the best place to understand society. I imagine public transport like a contemporary theatre, were actors
and public melt into one another”.
Using conceptual systems of language and a personal narrative, Safavi explores and enquiries the contemporary identity of the body, in relation to the constant optimisation of technologies and its cultural impacts in our hyper-organised society. This mechanism has unequivocally driven society to a new sphere
of identity, in addition to a complex, vulnerable and schizophrenic fragility. To this end, Safavi work recalls
the weakness of our bodies, along with the poetry that emerges from them.
Being interested in the materiality of the silicone by analogy with the skin and the human body, the artist
states: “Silicone is an interesting element to look at in order to understand contemporary fashions and
human behaviours. The complexion of the skin is a fundamental creator of identity and it is so deeply
rooted in a cultural history. In this way, when cultural history changes, the same happens to the understanding of our body and thus to the value of our skin.”

Untitled, Inkjet print, framed, 26.5x21.5x3.2 cm and 35.5x27x3.5 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Extensible Innocence, 2018, colored silicone, framed, 102x83x7 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Untitled, 2018 Concrete, silicone straps 29x15.5x5 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Untitled, 2018 Concrete, silicone straps 35x16x5.5 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Untitled, 2018, Concrete, silicone straps, 12.5x20x5 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens
Untitled, 2018 Concrete, silicone straps 31x47x6 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Green Shades (South), 2018 Colored silicone, framed, 30x24x4 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Untitled, (Note book from 2010 2012), 2013, book, mirror, plexiglas, 22.6x16.5x4.5 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Uterine Furries (II), 2018 Plastic buckets, colored silicone, rope 83x43x14 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Uterine Furries (I), 2018 Plastic bucket, colored silicone 58x38x18 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

Uterine Furries (III), 2018 Plastic buckets, colored silicone 100x30x12 cm
“Turns and Returned”, 2018, Exhibition view at The Breeder, Athens

“The Girl Who Kept Walking on Other People’s Feet” (holding substitute), 2017
“The Cook and the Smoke Detector”, 2017, Exhibition view at ChertLüdde, Berlin

“The Cook and the Smoke Detector”, 2017, Exhibition view at ChertLüdde, Berlin

“The Cook and the Smoke Detector”, 2017, Exhibition view at ChertLüdde, Berlin

“Hello Lobster!”, 2017, silicone, wood frame, ø 57 cm
“The Cook and the Smoke Detector”, 2017, at ChertLüdde, Berlin

“Complex social life – The triangle of atrocity (holding substitute)”, 2017, steel, paint, 325 cm ø 4 cm
“The Cook and the Smoke Detector”, 2017, at ChertLüdde, Berlin

“The witness”, 2017, silicone, wood frame, 35 x 30 x 11 cm
“The Cook and the Smoke Detector”, 2017, at ChertLüdde, Berlin

“The murderer”, 2017, silicone, wood frame, 25 x 25 x 12 cm
“The Cook and the Smoke Detector”, 2017, at ChertLüdde, Berlin

“The victim”, 2017, silicone, wood frame, 28 x 22 x 10 cm
“The Cook and the Smoke Detector”, 2017, at ChertLüdde, Berlin

Vanessa Safavis works reflect the intensive examination and her research on the human body, his transformation and alienation in the public, private, digital and medical sphere. She critically questions the physical
aesthetics of synthetically modified bodies that are increasingly taken for granted in today‘s society. Constantly proceeding medical possibilities represent an inestimable value for us. At the same time this progress
is related to the increase of the body culture over the last decades, where the body becomes a designable,
always modifiable and perfectible product. The contemporary phenomenon of the aspiration for optimisation
means relief but at the same time the alienation of the original nature of our bodies. Against this background
Vanessa Safavi‘s works enquire about our understanding and perception of the human body and its values.
For her sculptures of organic and inorganic subjects she also chooses objects and materials like shells or
silicon, that evoke a more or less obvious association with human body-parts or organs. Therefore we find
ourselves at a place where we can explore the different aspects of the human bodywith a joyful lightness
discover new, unknown things and try to understand them.
Vanessa Safavi‘s works reveal a playful lightness and an ironically humorous nonchalance: Biscuits that
tumble down make us smile, the unpredictability and risk of gambling. And the doorhandles creating an illusion, where the massive walls become doors that lead into an imaginary room, further into the internal bodyThus Vanessa Safavi‘s works cannot solely be interpreted as provocation or critique of the contemporary
body perception and its alienation. She doesn‘t wish to consider the body as an object, but rather celebrate
it as a strong, creative and communicative tool.

Mauvaises Langues (I), 2016
Ceramic and porcelain
Meaning Can Only Grow Out Of Intimacy, Les Urbaines – 20th edition, Lausanne, 2016

Ménage à trois (I), 2016
Ceramic and porcelain
Meaning Can Only Grow Out Of Intimacy, Les Urbaines – 20th edition, Lausanne, 2016

Protection (I), 2016
Ceramic, paint
Meaning Can Only Grow Out Of Intimacy, Les Urbaines – 20th edition, Lausanne, 2016

Meaning Can Only Grow Out Of Intimacy, Les Urbaines – 20th edition, Lausanne, 2016

Lies, 2016
glazed porcelain, each 17 cm (6 3/4")
Meaning Can Only Grow Out Of Intimacy, Les Urbaines – 20th edition, Lausanne, 2016
Medulla Plaza, Kunstverein Grafschaft Bentheim , Neuenhaus, 2016
The World No Longer Exists, with Mathis Altmann, Hannah Black, Oliver Laric, Jan Vorisek, curated by Christina Lenhert, KURATOR Rapperswill

Postponed Figure, 2016
Rigid PVC foam, paint, latex, chopsticks, coffee cups
Cycle Music and Art Festival 2017, Iceland, Cycle music and art festival , Kópavogur, 2016

Perspectives à l’Envers, 2016
Rigid PVC foam, paint, latex, chopsticks, coffee cups
Cycle Music and Art Festival 2017, Iceland, Cycle music and art festival , Kópavogur, 2016

Reasons and Disguise, glazed porcelain, each finger : 27 x 14 x 10 cm (10 5/8” x 5 1/2” x 3 7/8”)
An ear, severed, listens, ChertLüdde Berlin 2017.

No Omlett without breaking Eggs, (Holding Substitute IV), 2016
Painted steel, foam, ginger biscuits, PVC, paint, chopstick, 100 cm
Lonesome Wife, Seventeen Gallery London

Walking on Eggs, (Holding Substitute V), 2016
Painted steel,silicon, cotton strap, buckle, 100 cm
Lonesome Wife, Seventeen Gallery London

So Many Banana Skins in the Pathway, (Holding Substitue I), 2016
Painted steel,silicon, cotton strap, buckle, 100 cm
Barbara Seiler Gallery, Zürich

Blind Date, 2016
Painted steel,PVC, variable dimensions
FAIR PLAY, Barbara Seiler Gallery, Zürich 2016

Les Figures Autonomes, 2011, exhibition view RESORTS, Kunsthaus Glarus, Switzerland

LES FIGURES AUTONOMES (2011)
Safavi’s interests lie both in detecting features of a universal nature of humankind, but also in how specific
groups and their cultural identities can develop within a population. Her observations rely both on meeting
individual people as part of a community, and on exploring the environment that influences them. Safavi
incorporates her interest in social and political issues into her work. This results in the use of a wide range of
disparate materials which she joins together, always with a special focus on selecting the right set of materials for a particular work. Les Figures Autonomes, which shows a sculptural group whose range of forms is
reminiscent of Formalism. These slender metal sculptures are abstract and yet highly singular and individual
imitations of bodies. Each of them symbolises an entirely autonomous character, and they appear to exist
individually and independently of each other. At the same time, their “expressionlessness” suggests alienated individuals. Painted in different colours and composed of a variety of geometrical forms, they present
both similarities and differences. This is an artwork that describes a multicultural society in which different
cultures exist alongside one another in a seemingly natural way, where coexistence appears to produce no
conflicts.

Real Life is Elsewhere, 2011, sand, exhibition view RESORTS, Kunsthaus Glarus, Switzerland

REAL LIFE IS ELSEWHERE (2011)
Of special interest in this connection is the work of Robert Smithson and his concept of the (non-)site. His
non-sites in the exhibition space refer to real sites whose lack of order and whose denaturing prevent any
simple categorisation and thus challenge us to think about the processes of civilisation. Robert Smithson is
interested in modern types of industry, quarries and salt lakes, prehistoric layers of sediment and puzzling
ruins of ancient and modern civilisation. He transfers rocks and debris from these places into geometric
settings, like cartographic landscapes in the exhibition space and provides geological information and photographic documentation to go with them. In this way he tries to make the incomprehensibility of the places
comprehensible as “three-dimensional cartographic metaphors” in abstract condensation. Robert Smithson
is always interested in the geological and mental layers of civilised materials that form in an intuitively selected site.
Like Robert Smithson, Vanessa Safavi is a passionate traveller and her rather nomadic lifestyle leads her to
many remote places. Moreover, she also explores sites virtually. She loves to travel to the most unobserved
and forgotten sites by clicking a mouse on Google Earth, and in doing so she discovers abstract landscapes
from the macro-perspective. In the exhibition space, however, she constructs fictitious micro-perspectives:
she creates imaginary images, between dystopia and utopia, which could be presented in extreme enlargement on a screen only as coarse pixels. While Robert Smithson searched in vain for backgrounds to the
ancient Mayan culture during his travels which parallel the Mirror Displacements and reaches the conclusion
that “Yucatan is elsewhere”, Vanessa Safavi’s installation concludes that “Real Life is Elsewhere”. While
Robert Smithson focuses on the incomprehensibility of cultural layers in real space and transfers their abstracted extract to the exhibition space, Vanessa Safavi constructs mysterious fictitious sceneries that she
could locate in the empty spaces on the virtual map and which achieve their own metaphorical existence as
imaginary images for the transformation of cultural processes.

The interest in topography and especially in cartography combined with images of what might be happening in empty parts of the map are matters that already concerned the explorers of the new worlds and also
shaped perceptions of the Eurocentric world view. When they wanted to draw up maps of Africa, especially
remote areas, as late as 1800 geographers of the colonial nations depended on the unreliable and sometimes fantastic descriptions and sketches of Greek, Roman and Arab merchants, some of whom were still
influenced by the medieval cosmology of Ptolemaic cartography. Wild ideas abounded about what went
on in the interior of the unexplored continent. Africa stood for everything unknown. The blanks on the map
were a stimulus to projecting excrescences of the imagination combined with longings and fears, stories of
weird foreign places and the loss of innocence. Today by means of satellites or the photographs on Google
Earth we can get more or less realistic impressions of every imaginable place on earth. And yet, especially
in the deserts, there are still blind spots in the middle of nowhere that are veiled from general perception and
where no human being ever travels unless in the virtual world of satellite vision.

Ourselves in Black Holes like Small Silences, 2013, silicone, rubber, 95 x 41 cm
Exhibition view HERALD STREET, London

In the black depths of the sea there exist aquatic creatures who create light out of themselves. It is one thing whom
occur to me. What we see before us is just one tiny part of the world. We get into the habit of thinking, “this is the
world”, but that’s not true at all. The real world is in a much darker and deeper place than this, and most of it is occupied by jellyfish and things. We just happen to forget all that, 2012. Plastic balls, (dyptich), plexiglass, pedestal.
Dimensions variable, exhibition view “I Wish I could be Water”, CRAC Alsace

AIRBAGS
The first pictures of the earth and the moon triggered a global awareness of the unique and fragile nature of
our planet. The Apollo program promoted the dissemination of innovations in the field of materials science
and engineering and promoted advances in computers and technology.
The exhibition “AIRBAGS” at MOT International in Brussels (2015), was inspired initially by NASA tests and
simulations of crashes, accidents or gravity tests used to prepare astronauts for space missions. A decrease
in bone density and muscle mass, balance disorders, sleep disturbances, cardiovascular irregularities and
immune system depression are common symptoms experienced by astronauts during a mission. Intense
preparations are required in order to reduce the syndromes. The title Airbags evokes impact, when the physicality of the matter meets the human body. At the very moment or the very limit when the body transcends
to a different sphere, it enters a process that Lygia Clark located as “where the frontier between body and
object is broken.”
Safavi is interested in the alienation that we have with our body. She believes that this alienation exists in
the hybridity between the tool, the unconscious desiring machine and hyperreal object.
The exhibition developed her research on the interpretation of the body as a physical form more than social
or cultural entity. More generally, she is interested in the way our modern cultures colonize nature. When the
space mission sent advance technology satellites and space probes to observe and collect data from space,
it was a form of colonization. But more than that, developing intelligent machines to increase this form of
colonization provoked political fears and human curiosity.
This phenomena of hybridization prompted Safavi to develop a new series of sculptures made from steel,
silicones and bandages. The works attempt to be a synthesis between the human body, the satellite and
prosthetic devices. Like all the pieces in the show, they endure the mutability between nature and technology. Fragile, delicate, and aerial, their physicality stands between floating satellites and medical devices
irregularly shaped, with anthropomorphic banded shapes covered by silicones—hybrids of human organs
and asteroids.A
Safavi makes clear references to post-minimalistic practices, inspired by soft sculptures made from pliable
industrial materials that appear in transition between different states: solid, liquid, animated. Working with
silicones allows her to suggest a topologic ensemble of forces and materials that draw a vast world of connections between body fluids, the suffocation of the skin and the organs and the information between inside
and outside.
Evoking the atrophied body, the work of Safavi also highlights a certain vision of the female body. Through
the use of fragile materials and vulnerable gestures, she composes a fiction of the body, which becomes
itself an object, the receptacle of a lived physical experience. Her work, marked by poetry, emphasises all
at once the pain, shock and conscience of the body when it is ‘out of whack’.
Safavi’s reference to Lygia Clark lays in the relation to the alienation of the body, the ‘quasi-body’. Clark’s
urge for an intimate sensation of the interior life allowed her to cease classical production and to step
towards a healing and therapeutic practice by making her “participative sculptures” happenings, which included people and healing objects. Looking into this practice but nonetheless witnessing her contemporary
posture, Safavi combines materials to explore new forms and fashions that evolve our media technological
being without however denying a therapeutic need.

Exhibition view “Airbags”, MOT International, Brussels

Uncertainty, 2015, metal, bandages, plaster, silicon, 66 x 120 x 220 cm, exhibition view “Airbags”, MOT International,
Brussels

Astronaut on drugs (ANTI-MOON DUST), 2015, silicon, frame. 47 x 7 x 6 cm

Astronaut on drugs (XANAX), 2015, silicone, frame. 47.7 x 6 cm

CLOUD METAL CITIES
The exhibition Cloud Metal Cities (2014) could relate to a science fiction scenario. The cloud – simultaneously natural and virtual – gathers the humidity of nature, the pollution of the city and in the same time
stocks a constant flux of digital information. Influenced by the crystallized visions of her travel the artist
describes the city physically, emotionally, and virtually with a taste for fantastic surrealism. HThe choice to
use aluminum came also as a reference to Lygia Cark’s sculptures, titled Bichos (Critters) for their organic
character. They represent the last stage of Lygia Clarks’s geometric research before she started exploring
more conceptually ephemeral and sensory forms. Alluding to Lygia Clark’s body of work, Safavi designed a
series of sculptures made of aluminum sheets that display her failure to reproduce Bichos. These sculptures
are labeled as “failures” because they exist in a context that has changed, referring to a past which the artist
has never encountered. Safavi thus prefers to give them the shape of a new existence.
Displayed on the floor, her works structure the void and remain sculptures at same time. As ruins in an
abandoned city, their surfaces reflect all sources of light and sketch distorted, almost psychedelic images.
Up close, crystalline dashes of an unknown liquid seem to flow down the metallic surfaces. Silent and enigmatic, almost invisible, what is on the surface is unknown, but the title Antropofàgia is nevertheless a clear
reference to Clark’s work and Brazilian art history. It evokes the organic softness in a “swallowed-up” past
and a raw physical murmur.

Cloud Metal Cities, 2014, aluminum, light, missed connection messages printed on paper, variable dimensions,
exhibition view “cloud metal cities” Kunsthalle Sao Paulo

Cloud Metal Cities, 2014, aluminum, light, missed connection messages printed on paper, variable dimensions,
exhibition view “cloud metal cities” Kunsthalle Sao Paulo

Cloud Metal Cities, 2014, aluminum, light, missed connection messages printed on paper, variable dimensions,
exhibition view “cloud metal cities” Kunsthalle Sao Paulo

3 POUNDS OF JELLY
drinking a coke in a glass bottle and trying to picture myself living in the air bubbles
the little gas particles popping and stretching to the surface like little splash explosions.
a Paul Klee tree house
living on a branch
the context is yourself
and all tiny particles are atoms of the mind
tits

For 3 Pounds of Jelly (2013), Vanessa Safavi has produced a new series of sculptures developed from her
recent research on plastic materials. The sculptures represent a series of “desire-objects” as she defines
them. Beyond objectivity, this series, or “soft sculptures”, attempt to articulate their own language of the
formless and the internal, offering a deeper look into interiority.
In the lower gallery, the floor sculptures made of silicone sheets revolve around landscapes of shells and
sand, merging the phenomenological material with the inner world of the imagination. As suggested by the
title, “Intérieures” are metaphors of the skin, the body and the organs. Skin suffocates the organs and the
desire for anything other than the self. The layers of soft, creamy silicon represent internal sculptures we
can only fantasize about.
“Desiring Machine 1, 2 and 3” stand on the top floor of the gallery. The shared title refers to Deleuze and
Guattari philosophical concept in their famous “Anti Oedipe” manifesto (1972). The desiring machine attempts to describe the concept of the unconscious as a “productive factory model”. In opposition to Freud’s
concept, they assume that desire is not an imaginary manifestation built by trauma, but a productive force. A
pile of drawers filled with breasts and sand, two leaves holding a bizarre ball in elastic hairs, or a enigmatic
ouroboros creature seem to all symbolize the “factory model” producing a potential flux of emotions.
In each piece the female body is present. Safavi’s aesthetic is inspired by artists such as Carol Rama, Alina
Szapocznikow, Lynda Benglis, Louise Bourgeois, Marisa Merz, among others. For them, the female body is
more than a social tool against male dominance; it is a playful vessel through which to explore other forms
of life and creativity.
To evoke this depth, this interpenetration of psychic and material planes, Louise Bourgeois proposed the
term “fantastic reality”. The term elicits surrealist associations, suggesting a projection of unconscious desire into the realm of the real. “Fantastic reality”, however, counters the surreal with a psychoanalytic metaphor of depth and the physical reality of sculpture.
Needing something to exist materially, something that would act in the physical world, seeking a “fantastic
reality”, a desiring machine that arises not in the mind, but through a bodily unconscious: “3 Pounds of Jelly”
develops Safavi’s artistic practice engaged toward the urge of contemplation, dream and desire.

Intérieures (3), 2013 silicon, sea shells, 12 x 84 x 87 cm
Exhibition view “3 Pounds of Jelly”, ChertLüdde, Berlin

Intérieures (2), 2013 silicon, red sand, sea shell, 14 x 60 x 67 cm
Exhibition view “3 Pounds of Jelly”, ChertLüdde, Berlin

´Desiring Machine 1´, 2013 13 old drawers, squeeze balls, 115 x 60 x 55 cm
Exhibition view “3 Pounds of Jelly”, ChertLüdde, Berlin

Vital Energy and Relaxed Being (Water), 2012, silicone, frame, 162 x 114 cm
Exhibition view “One Torino”, Castello di Rivoli, Turin

Vital Energy and Relaxed Being (Air), 2012, silicone, frame, 162 x 114 cm
Exhibition view “One Torino”, Castello di Rivoli, Turin

Exhibition view “One Torino”, Castello di Rivoli, Turin

Each Color is A Gift for You, (detail), 2012, taxidermy, variable dimensions
Exhibition view “I wish Blue Could Be Water”, CRAC Alsace

Each Color is A Gift for You, (detail), 2012, taxidermy, variable dimensions

EACH COLOR IS A GIFT FOR YOU (2012)
Each Colour is a Gift For You, a 17-part work, consists of stuffed budgerigars, located along the skirting
board in one of the exhibition rooms. The birds are clearly dead, and appear to have been discarded, as
if they had simply been forgotten. As an artwork, they have a definite presence, but as animals, they are
inactive and, in a certain way, very sad to look at. What they symbolize is merely the idea of an exotic animal; they are also a reference to our relationship with nature. Here, we see the artist taking her interaction
with the exotic and our relationship with it a step further by showing, in a very critical way, how the western
world’s notions of exotic lands are expressed. Our enthusiasm for foreignness appears as an illusion – in
spite of all our enthusiasm for foreignness, we impose certain expectations on it. Exotic birds symbolise
foreignness and are a part of what one is in search of when one travels. Each Colour is a Gift For You,
however, shows foreignness as a remnant, as a forgotten material, making it far more realistic than the
exotic utopia celebrated in advertising and marketing.

Plenty of None, 2010, sand, sport wear, resin, variable dimensions,
Exhibition view “Between the tree and the plastic chair”, ChertLüdde, Berlin

Plenty of None, 2010, sand, sport wear, resin, variable dimensions,
Exhibition view “Between the tree and the plastic chair”, ChertLüdde, Berlin

PLENTY OF NONE (2010)
Like many of Safavi’s works, the installations are open to interpretation. In all three cases, she focuses in
on the idea of the desert as pure, virginal, even. “In human history the desert has always been a location
for innocence and a simple existence close to nature. Many modern cultures project their longing for authenticity, purification and clarity onto the nomadic archaic life of ancient times,” she explains.
Safavi, whose interest in topography and cartography developed through a fascination with what could be
happening in empty parts of the globe, began her desert-orientated efforts in 2010 with Plenty of None, a
sand, clothing, and epoxy paint work centered around desert ecology and the relationships we have with
nature. “The relation between the white sand and the sport clothes evokes the colonization of nature by
men,” she explains. “The high-tech fabrics made to retain perspiration and to dry faster are made to be
more performative and therefore resist the nature, and [the piece] obviously alludes to a possible catastrophe, disappearance, extinction.”
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