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Night of Judgement / Daddy Kills People

A note on an Exhibition of Works by Mamali Shafahi
January 7 _ February 4 ,2022

This essay is written by Fatemeh Kazemi in
collaboration with Mehrdad Khan and Yasaman
Nozari

Translation: Shorab Mahdavi






Hereditary Fountain / Velvet Dream

Mamali Shafahi is enthralled by change. He
calls it "life's magic.” The way a drop of
liquid transforms into creative
consciousness is an example of this magic.
Water and the fountain have stood as
symbols of life-giving power since ancient
times. The Hereditary Fountain (following
the artist's "Heirloom Velvet" collection) is
central to this exhibition, outlining the
creative relationship between Mamali
Shafahi and his father. Inspired by
paintings of Reza Shafahi — Mamali's
father, a self-taught painter and a former
wrestling champion - the Fountain is in the
form of a sculptural relief coated in a
velvety material in ultramarine (the artist
finds it close to Klein Blue). The large
fountain leads to a pool in which a pink
fluorescent liquid flows. Heads in the pools
stare out at the Fountain; it's as if they are
submerged in the pink flow. The brilliant
pink color can be traced throughout all the
works in the show. Some are sprinkled on
the reliefs like dust, while a pink grid
connects the different elements of the show
together. The unending and continuous
flow of water from the fountain, prior to any
form or appearance, is the mainstay of
creation.
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Scorpion-danger / Eye-universe /
Pink dust-time / Torture

The scorpion-like seat sits atop the sketch
of an eye with a protruded pupil on the
ground. On the wall, facing the seat, five
reliefs appear, coated this time in
"automotive paint" rather than the velvet
coating. The importance of details become
apparent when we move closer and see the
pink sprinkled on some of the works, as
though the reliefs are bearing the dust of
time. At the same time, with a little change
of angle, the brilliant reflection of light off
of colorful surfaces gives us the illusion of
being in a euphoric atmosphere (ecstasy).
Here, too, the paintings of Reza Shafahi
(images of the five relief figures) are
keystone. The empty Scorpion Seat is
rotating clockwise, slowly. Mamali Shafahi
plays the role of the receptor and protector
of timeless narratives while at the same
time, he is processing these narratives
according to his own set design (using light
and different media). According to Mamali,
this process is a form of "making the world
over" by an individual. There is a
conjunctive relationship between the
narratives and the fables that Reza depicts
and Mamali manipulates: the importance
of showing the multilayered relationship
between father and son, and the opening of
the narrative to images that the father has
created and combining it with visual
sources in their details borrowed from
prehistoric art through a play of light and
aggrandizement.
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Drummer / Goats / Basketball
player/ Flutist woman on a grid

The experimental and experiential
performances leave behind aroma, faeces,
and sound in their wake, creating a sense of
presence/absence for the spectator before
stepping in. What is underlined through
these performances is the importance of
oral narratives and their persistence. The
woman plays flute, goats roam in-between
the installation pieces, the basketball player
dribbles the columns aimlessly and the
drummer plays drums under the
hallucinatory lighting. These performative
devices highlight Mamali Shafahi's
penchant for the role of the director and
allow the installation to turn into a movie
set. "Smell and energy endure," says the
artist, and he is looking for "A spectacle of a
cinematic kind." He is using the capacity of
installation for set design in order to give a
temporal dimension to the before-and-after
dynamics of this "after-part”.

By moving from a past reality to a
documented reality, Mamali Shafahi calls
the spectator into play. The spectator is
looking at a staged and edited video of all
the performances. Using technology (the
Spectacle-making device), the artist is
turning an oral narrative into a documented
one, deforming the narration altogether;
however, the whole undertaking is useless.
Part of the performance sediments for the
artist to pay him due to what has happened.
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The Deep Throat / The Gorillas

The Gorillas are visual cues for primitivism
and it is as if we see them in amusement
parks or in a fantasy/monster movie.
Mamali Shafahi ties this uncanny and
wonder-filled element to the “after-party”
for the spectator to not take objects for
granted. Every piece is coming from a
future a past has prefigured. The jaws of the
gorilla mask are projecting an eternal cry to
fill the space with a mixture of illusion and
horror.

In every column, the head of a gorilla is
connected to the head of another gorilla. It
is as if they have been hit in the head so
much that a unique creature has emerged.
The jaws of these newly-born creatures
have transmogrified into the skull of
another and lost their natural shape. As a
result, we are left with a sense of danger.
Whether standing up or laying on the
ground, these columns are pointing to the
demise of this “after-party” world.

The show is placing the spectator in a
temporal suspension while asking
observers to evaluate their relationship
with the present. These objects belong at
once to a distant past and an imminent
future. The spectator is looking at this
world in bewilderment and is taking stock
of the future in this way. These columns are
in fact installed on the main columns of
Parallel Circuit and three columns are
prone on the ground at the end of the
space. "This is a metaphor for lifelessness
versus livelihood," says the artist of the
Gorillas, "as if I am playing with the reality
of this space and presenting an image that
here, instead of seven columns, there was
once ten columns."
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Beards / Watchful Sages

Images of several figures are also in relief.
They represent the Sages or the Great
Spirits in the show. With the exception of
one, they are all beholding the Hereditary
Fountain. These figures are mummified in
Plexiglas molds, watching over the
backstage, so to speak, the “after-party”
world. Their overgrown beard is nothing
but grotesque. Mamali Shafahi is
questioning History for upholding the
narrative of power, which our ancestors
have left behind for us. A game is going on
among these five figures. The idea of an
overlord appearing in the show is also
inspired by the paintings of Reza Shafahi.
These Great Spirits are Sages who are
looking at Society. Mamali Shafahi is the
curator of this ancient narrative. He is
retelling the narrative to pose new
questions against age-old questions.

This essay is written by Fatemeh Kazemi in
collaboration with Mehrdad Khan and Yasaman
Nozari

Translation: Shorab Mahdavi
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