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Julia Greenway: Could you start by 
describing your recent series of sculptural 
works? It interprets vessels found in nature, 
such as nests or pods. How did these forms 
come about, and what has been the process 
of developing and expanding their structure?  

Victor Seaward: Containment and display 
have been in my work since the beginning. 
Over the last year, I was thinking about the 
idea of containment in more of an organic 
way, which quickly led to this nested form. 
I was looking at weaver bird nests, which 
are very architectural and expressive in 
their bulbous form. From there, I started 
to learn how to use 3D modelling software. 
Previously, I worked with scanning ready-
made objects, but had never digitally 
fabricated my own. I spent a few weeks 
modelling various interpretations of weaver 
bird nests I had in my mind, which I then 
sent out to have 3D printed. It was a new 
way of working for me, in which I could 
create the work digitally and generate a 
physical outcome quite quickly.  

JG: Your most recent nest Oracle 
(Nocturne) is the focal point of your Invites 
presentation. Why did it feel important to 
build the installation around this work?

VS: Sometimes you make an artwork 
and you’re surprised by it – by how it 
looks, but also by how it functions as a 
physical or conceptual object. I was very 



surprised, in a good way, by the nest. I 
wanted to be responsive to the space itself, 
and it felt very intuitive to have the nest 
centrally installed and hanging from one 
of the beams. The installation was then 
built around this work aesthetically and 
conceptually. 

JG: Facilitating a moment of discovery in 
your viewer seems particularly important 
with this work. Why is this type of enquiry 
exciting to you?

VS: I like the fact that the form of the nest 
attracts the viewer to peek inside. I respond 
to artworks that reward a little curiosity. 
The show in general requires close 
inspection; without this, some elements 
could easily be missed. I want the viewer 
to be active and truly investigate the 
installation. 

JG: Did the exhibition space inspire you to 
make certain decisions?

VS: Absolutely – I respond to its rawness 
and history. The windows, for example, are 
so beautiful. I felt like I wanted to generate 
work in response to their unique design, so 
I’ve installed a lifelike 3D printed fly on one 
of them. The work is really on the edge of 
what can feasibly be 3D printed. The legs 
are really thin, so it takes several attempts 
to fully execute one fly. Once installed, 
it’s essentially a single-use artwork as it 
completely adheres to its environment. 



The work can’t be removed without 
completely degrading.

JG: Could you define trompe l’oeil as a term, 
and what it means for you and your work?

VS: Historically it was a term used to 
describe paintings that realistically depicted 
three-dimensional objects as optical illusions 
– it means ‘tricking the eye’. The 3D printed 
elements, such as the fly, are printed in full 
colour from 3D scans, with the intention of 
simulating the source material as closely as 
possible. I used to call this method trompe 
l’oeil but now it feels more like a deepfake: 
a synthetic form of digital media that uses 
machine learning and/or artificial intelligence 
to manipulate visual and audio content with 
a high level of accuracy. Like trompe l’oeils, 
deepfakes aim to deceive the viewer. I’m 
interested in how you can create convincing 
illusions just from data, from seemingly 
banal binary ones and zeros.  
 
JG: That’s true: deepfakes are very much 
a contemporary form of trompe l’oeil – 
perhaps a bit more sinister in their intended 
outcome, but misrepresentation is very 
much a part of our reality. Interestingly, 
you are working with a similar set of 
technological tools to produce very realistic 
digitally rendered socks, for example. 

VS: Yes – that stems from the history of 
how data has been manipulated and shaped 



throughout our lives. It’s changed a lot, 
especially when it comes to the sanctity of 
images and how we think about materiality. 
I’ve always been interested in the inherent 
agency of objects.
 
JG: You have digitally fabricated a fly, 
multiple socks, chamomile flowers and slices 
of white bread for this exhibition. Why are 
these everyday objects an interesting source 
material for you? 

VS: I think these objects help to convince 
people that what they are seeing is a small 
flower or a bit of bread. If the objects I 
chose were more precious, the viewer 
may be warier and less convinced of their 
authenticity in some way. The objects I work 
with are throwaways, with no inherent value. 
This method supports the kind of trickery 
I am after. I am also interested in the act 
of putting this type of mundane source 
material through a ridiculous technological 
manufacture. For me, this is important to 
highlight the complex industrial processes 
and histories of the materials that surround 
us.

JG: Building a narrative seems to be an 
integral part of your work. Something like 
the 3D printed sock is a very expansive 
story to you.

VS: I’ve started trying to think about 
my work on a more instinctual level. 



It’s important for there to be a conceptual 
underpinning to the objects included 
in this presentation. Socks are hyper-
ubiquitous, yet have a really surprising 
history. There was a point in time where 
they were reserved for royalty, then during 
the Industrial Revolution and thanks to 
technological advancements they became 
so omnipresent that they are now almost 
disposable. Pretty much everyone in the 
world has worn a pair of socks, yet less than 
250 years ago they were reserved for the 
elite. I am inherently interested in the poetic 
histories of these objects that we all use 
every day.

JG: There is a history of industrialisation 
contained in the objects as well. Could 
you speak particularly about the nod to 
Wedgwood in this exhibition? 
 
VS: There’s a panel in the show which has 
a Wedgwood motif around the edge. I think 
Wedgwood jasperware is just perfection. 
They’re beautiful things, I have such a 
nostalgic appreciation for the motifs and 
colour palette. I also admire the ingenuity 
of Josiah Wedgwood and his envisioned 
industrialisation of porcelain manufacture – 
which also drove forward other advances 
in weaving and cotton milling that now 
contributes to the manufacturing of 
socks. In 2022 these types of textiles and 
homewares are common and disposable, 
which largely contributes to the destruction 



of our planet. But there was a time when 
these objects were rare and revered by 
aristocracy. For me, it’s that leap from 
exclusivity to over-saturation as a result of 
advanced manufacturing that is compelling, 
revealing and concerning all at once. 

JG: Can you describe a selection of 
the objects in the installation, and their 
significance?  

VS: Each element within the installation 
has a story, but they don’t necessarily have 
a clear reading together. The nest at the 
entry point to the exhibition contains a tonic 
jelly that fluoresces under UV light due to 
its quinine content. Quinine has a strange 
relationship to medicine and empire. It was 
brought to Europe by the Spanish Jesuits in 
the seventeenth century. It was so effective 
as an anti-malarial treatment that it was 
given to British soldiers in colonial India, and 
to mask its bitter taste, they mixed it with 
sugar and gin, leading to the now classic gin 
& tonic.

The 3D printed stool is more of a support 
structure for the chamomile flowers. These 
have a truly ancient medicinal legacy, as 
traces of the flower have been found in 
skeletons of Neanderthal people. The 
flower has little to no nutritional value, so 
this shows that Neanderthals were aware 
of its medicinal properties. I find it deeply 
fascinating that remedies we still use today 



were once consumed by a different species 
of humans.

There’s also a fly in the show, as we have 
discussed. Flies are the most important 
organism in genetic experiments and 
testing. Flies are seen as pests and carriers 
of disease, yet they play an invaluable role 
in understanding the genetic history – 
and future – of all living things. Quinine, 
chamomile and the fly each contain naturally 
occurring properties that play a critical role 
in the survival of our species.    

JG: Why did you decide to bring these 
individual objects together in this way? 
Particularly, why are you intersecting 
the narratives and histories of naturally 
occurring medicines and manufacturing?

VS: I’m interested in the stories and 
intricacies embedded within objects and 
organisms on a conceptual and visual 
level. There are so many strands in their 
manufacture: technological, empirical, 
historical, global. And those are my interests 
and the conceptual framework that drives 
the work. In the end, I think it’s the human 
ingenuity behind these seemingly disposable 
objects that I feel compelled to unlock.
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