
In the preface to their Posthuman Glossary (2018), 
Rosi Braidotti and Maria Hlavajova ask what might 
become the emblematic image of the posthuman 
condition: “The spectacular, shiny body of cyber-
netic mechanism” or “the more humble icon that is 
the anti-conception Pill?” In her novel The Left Hand 
of Darkness (1969), sci-fi heroine Ursula K. Le Guin 
imagines a world whose human inhabitants have no 
fixed gender at all: their sexual roles are determined 
by context and express themselves only once every 
month. What these speculations on the future have 
in common with Cajsa von Zeipel’s artistic practice, 
is that they foreground the often neglected catego-
ries of gender and reproduction in the rapidly grow-
ing fields of posthumanist theory and new materi-
alisms. 

Cajsa von Zeipel works with human bodies as her 
primary sculptural form. Entangled, sharing limbs 
with one another, with objects and prosthetics grow-
ing in and out of their translucent skin. A tentacular 
mess of capitalist commodities, von Zeipel’s hyper 
realistically sculpted figures expand beyond their 
human boundaries, becoming extended versions of 
themselves, other species even. In an email corre-
spondence with writer and curator Linnéa Bake, the 
artist reflects on her love affair with silicone and oth-
er material fetishes, lesbian futurism, shared corpo-
reality in the pandemic, and her dream of becoming 
a plastic surgeon.

LINNÉA BAKE: Looking at your works, I feel this cra-
zy urge to touch them. Right now – not being able 
to touch and physically experience objects or peo-
ple in the same way as we knew it before the pan-
demic – I think this seductive pull is only reinforced. 
Of course, silicone as a material has such a haptic 
appeal and specific connotations, too: it’s what sex 
toys and breast implants are made of… How would 
you describe your relation to material and objects, 
in the context of your way of working as a sculptor, 
but also beyond that? 

CAJSA VON ZEIPEL: I love to hear that your 
first reaction went through your body and not 
your mind. It resembles the way we as humans 
meet each other, and it is definitely something 
I strive for in my work. Naturally, material be-
comes a huge interest of mine. I like to think 
about material as women: I give them person-
al traits and turn to them in different stages 
of the process of making a new piece. They 
are like friends or lovers, they carry skills and 
weaknesses. 
I was in a tight bond with Miss Styrofoam and 
Miss Plaster for nearly ten years. It's not that 
we don't hang out anymore, just a lot less fre-
quently. They're still on speed dial. Styrofoam 
is electric and the first one I turn to; she is cru-
cial just to get the party started. She listens to 
deep techno and loves that whole lifestyle but 
no need to try to get close to her. She is very 
easily manipulated and a bit annoying, fol-
lowing you literally everywhere. Miss Plaster 
comes from a good family, is well known and 
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respected. Hanging out with her automati-
cally makes you connect with history, but you 
have to be aware of her extreme mood swings. 
You pour some water over her and she gets 
hot until the point of burning, then she cools 
off quite fast and becomes hard as stone – 
but if she falls, she cracks. She is so fragile 
in the end. My current girlfriend, Miss Silicone, 
was hanging around in my group of material 
friends for a while and I always had an eye on 
her, thinking she looked gorgeous everytime 
she came around. But it was only about two 
and a half years ago when we finally hit it off. 
What a woman! She is so bouncy, inviting and 
lucid. When she falls to the floor, she jumps 
right back at you. She is social in the way that 
she can hang out with objects of all sorts, nev-
er making any fuss. She has experience from 
being inside of our chests and on top of our 
butts. She is part of those tools the surgeons 
use on our organs, our kitchen tools and sex 
toys, as well as being the basic material used 
to make computer chips. Infiltrating us. She is 
a genius. 

Turning materials into lovers, that is a kind of fet-
ishism too, no? I guess the word is most commonly 
associated with sexual or erotic fetishism; the sexu-
al fixation on a particular object, item of clothing or 
body part. But more generally speaking, fetishism 
describes the attribution of inherent value, or pow-
ers, to a worshipped object – the “fetish” being the 
(mostly human- or artificially-made) object itself, 
which brings me back to your practice as a sculptor. 
In your work, the object I would refer to is not just 
the sculpture as such, I am thinking rather about 
the way that objects seem to grow out of the human 
bodies you create, as technological and mechanical 
extensions, or seep under their translucent skin like 
leaking toxins. Bongs, dildos, phone cords, spin-
ners, handbags… your installations form an orgias-
tic mess of bodies, objects and capitalist commod-
ities, growing together and vomiting each other out 
again. Do you see your work at all in relation to the 
meanings of fetishism I described above?

When connecting objects to the silicone bod-
ies I make, or adding them as prosthetics, I 
tend to use items that channel human states. 
For instance, the dildo obviously brings play-
fulness to mind, or the bong brings with it a 
sense of paranoia. Almost exclusively, I turn 
towards new items, I want them to come fresh 
without previous use and owners. It's also 
important for me when handling and guiding 
the objects into their new state, that there is 
an unclear line between what is original and 
what’s not. What I made, what Target pro-
duced, where an object starts and another one 
takes over. I am looking for that smooth tran-
sition where these objects are still familiar but 
become something else. Like the lava lamp I 
used as a strap-on in Aqua Aura. For me, it is 
representing youth and the idea of futuristic 

ascetics, but mainly, I wanted to bring it into 
the scene because of how the bubbles remind 
me of eggs. It's like her ovaries moved outside 
of her body into a phallic form, creating a new 
gendered tool. 
I’m very amused by thinking about what a fu-
ture fertilization process might look like. It's 
mind-blowing to read that there could be an 
end to the old-fashioned way of making eggs 
or sperm in the ovaries and testicles. In the 
not-too-distant future, it may be possible to 
use cells from almost any part of the body to 
create germ cells. For a lesbian couple that 
means skin cells from one partner could be 
turned into sperm cells used to fertilize the 
other partner’s eggs. No man would be need-
ed in the creation of a baby – so the lava lamp 
design might not be so out there after all. But 
already today, our phone is as important as 
our arm, right? It has become an extension of 
our own bodies. And it is advertised to make 
us believe we need this stuff! 

Obviously the human body itself is very central to 
your practice. And then there is this futuristic, may-
be post-apocalyptic notion to your way of intertwin-
ing human limbs with prosthetics such as the dildo, 
an object which, according to Paul B. Preciado’s 
Countersexual Manifesto, reveals the body itself as 
prosthetic. Cyborgs come to mind…
From the perspective of science, we are now in a 
better position to raise the status of the materiali-
ty of which we are composed. In our bodies, we are 
outnumbered by non-human cells – substances 
passing through our bodies, and all the bodies that 
pass through those substances. If we need these 
organisms to function, could this argument actually 
be a chance for us to stop seeing the body as the 
only location for identity? In using human bodies as 
your primary sculptural form, do you ever struggle 
with such or similar questions of representation and 
subjecthood?

The cyborg is definitely something I relate to. 
I am trying to build an identity with no genet-
ic material, a psyche with no lived life. I am 
still battling with finding out the percentage 
of “aliveness” my figures carry. When I leave 
the studio, I tell them good night… We have 
already talked about objects in relation to my 
sculptures – while the objects are allowed to 
surround the bodies, I have always been busy 
with removing my girls from that term in an 
attempt to protect them from being mere ob-
jects. However, I'm not delusional and I did 
choose to make my sculptures in the same 
material as dildos, so where does that end up? 
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Writer and science historian Daisy Hildyard’s an-
swer is an attempt at imagining two human bodies: 
One being our physical body contained by our skin, 
and the second one comprising all the extensions 
of our existence outside ourselves, our imprint, our 
waste, our material and immaterial impact. Hildyard 
considers “the global presence of the individual 
body” as a physical second body, just like our first 
one. I thought of this reference, as I feel like this 
“first” and “second” body seem to collapse into one 
and the same in your practice?

I can see where you come from, in the sense 
that the human figures I create carry all of their 
stuff with them; it's like they are prepared for 
whatever is out there. But I have to say that the 
process of creating them makes the “second-
ary body” of theirs very much a reality. 
I basically always work on a group of sculp-
tures at the same time, they lend attitudes, 
colour palettes and heads to one another. 
The way I start sketching for a new work is by 
placing stuff in large piles on the floor, which 
then gets edited until a personality or situation 
starts to emerge. I love working with undefined 
objects, they carry liberation. So, I try to find 
stores where my knowledge is limited, like this 
equestrian store that I am currently obsessed 
with. I have no idea what most of the things in 
there are made for, just how I can make them 
adapt to my work. 
For my two latest shows, I designed a wallpa-
per. It was something I felt could fill the gaps, 
in search of what you refer to as the “second 
body”. In the wallpaper, pictures of the sculpt-
ed figures appear – they are like celebrities 
within their own universes and become per-

sonalities beyond the actual thing itself. In the 
show Futuristic Lesbian (2019), you could find 
Mademoiselle 35 standing in front of her own 
image, giving her an existence outside of the 
physical world. One year later, she turned up in 
Nine Lives (2020) as a lenticular image within a 
landscape of computer screens, which formed 
a tree shaped sculpture. There she was again! 
Networking in something like a zoom meeting 
with some of my other girls, having their egos 
and their presence repeated and used as ma-
terials in a new work. 

You mentioned your recent exhibition Nine Lives, 
which quoted Ursula K. Le Guin’s 1968 sci-fi novel 
in its title. In the early 1960s, when Le Guin began 
to publish, science fiction was dominated by so-
called “hard” sci-fi: speculative fiction grounded 
in physics, chemistry, and sometimes biology. In 
her work, by contrast, the natural sciences became 
perhaps less important than philosophy, religion or 
anthropology. She actually said in an interview that 
for most of her career “getting that label – sci-fi – 
slapped on you was, critically, a kiss of death”, also 
because of the expectations that come with such a 
categorisation.
As your sculptures expand beyond their human 
boundaries to become futuristic bodies, other spe-
cies even, I’m curious to what degree authors like 
Ursula K. Le Guin are an inspiration to you? 

After reading Nine Lives, it stayed with me 
how Le Guin describes the search for human 
traits in the clone. How the emotions shared 
between the clones are heavily developed and 
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how they cannot reach out of themselves. The 
idea of one entity being split up into several 
bodies reminded me of how I work. I sculpt the 
faces in clay before I cast them into silicone. 
Naturally, I can't avoid looking at my own face, 
for example when I need to know what a nos-
tril looks like from underneath, so therefore 
I give information, physical guidance to the 
work, almost like “cell free” genetic material. 
It can also happen that I make multiple silicon 
faces from the same original clay face. This 
process creates clones, twins or sometimes 
triplets. I then rework the faces – silicone is a 
flexible material, so I can open up the mouth, 
shorten the back of the nose, make the next 
face wider, or add some extra cheekbones. If 
I ever get tired of making sculpture, I dream 
of being a plastic surgeon. I already work with 
the same tools, so there you go. 

And in terms of the “kiss of death” Le Guin men-
tions, do you ever experience similar effects of be-
ing placed in a certain category or discourse? Queer, 
lesbian, futuristic, posthuman, post-Internet, even 
the category of “sculpture”… you name it. 

Haha, my “kiss of death”. Well, there is a lot 
being said about me and my work that I am 
tired of and that I don't necessarily agree with. 
For example, I am so bored of being Swedish; 
nationality is something that is put on all of 
us, but who really needs to know that in the 
first sentence of a bio? Making “figurative 
sculpture” is also such a thing I feel carries a 
lack of substance, but at the same time, that 
is what I do. Lesbian, queer – you’re welcome; 
it’s something I am happy to see being men-
tioned, it becomes a problem when it’s not. 

You previously spoke about future fertilization pro-
cesses beyond gender binaries, which is such a rel-
evant question for sci-fi authors like Le Guin, as well 
as current research into the so-called “posthuman 
condition”. What these speculations on the future 
have in common, is that they foreground the often 
neglected category of gender and reproduction, and 
thus forms of biopolitics that we can already wit-
ness today. Certain bodies are cultivated and grown 
for the purpose of enhancing life and reproduction, 
while others are neglected into death.
I find this especially revealing right now, living the 
experience of a global pandemic, where health has 
in a way become like a fetish itself. How has the ex-
perience of the Covid-19 pandemic affected your 
way of working, and maybe changed your way of 
thinking about bodies – as a site of struggle, in re-
lation to each other, or, in the context of a potential 
“health fetish”, in their intactness and their defects?

The first thing that comes to my mind is how 
the materials of the pandemic started to be-
come the medium of my work. Feeling a bit 
corny about it at first, I started to bring in 
things like plexi face shields and casting the 
hands into latex gloves. 

You see it clearly in Catch and Kill, where two 
figures are suspended from the ceiling in a sex 
swing. Nothing dirty is going on. One of them 
seems upset while she is reading the latest 
updates of the newsfeed that is leaking out 
of her girlfriends sweatpants. The other one, 
I imagine, is some sort of a lab worker in the 
midst of a breakthrough trying to stay awake 
with yet another cup of coffee. They are en-
tangled, kind of sharing limbs with one anoth-
er, referring partly to how we locked ourselves 
in and nested, but also in a broader sense of 
how we nowadays are thinking in terms of the 
bigger body. Trying to calculate the risk your 
friends and loved ones are exposing them-
selves to, and figuring out your part in that. I 
mean, if my wife gets Covid, I would not even 
bother to get a test, her body is ours now. Re-
turning back to Ursula K. Le Guin’s novel Nine 
Lives, doesn't that feeling of a collective body 
remind you of how Kaph, the surviving clone 
of the 10, is reliving his 9 clones’ deaths? Our 
connection and awareness of others' bodies 
has really grown, I believe. 
Another aspect of my work that I believe came 
with Covid, hand in hand with the U.S. elec-
tion, is fear. The first time ever, I felt the urge to 
clearly date the sculptures that I was working 
on. The piece What the Heel depicts a single 
woman sitting in front of her computer, in a 
temporary office she set up on her bathroom 
counter. Her facial expression is signaling 
that whatever she just saw, in the dark inter-
net on the other side of the screen, changes 
everything. This work went through several 
identity crises before finding its way into her 
bathroom, all relating to what the pandem-
ic brought upon us: She started off as a ger-
mophobe on the L-train; that was in March, 
when the pandemic started here in the U.S. 
She then transformed into a FOX news anchor 
dealing with the outcry after Trump suggest-
ed injecting disinfectant as a treatment; that 
was in May. Her mental state, her eyes nearly 
popping out of her skull, was the core element 
that stayed through the different versions. The 
fear of what is coming next, it's gonna survive, 
even after the virus. 
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