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Filterin
a Distillation

Central figures in the international contemporary design scene,
Andrea Trimarchi and Simone Farresin of Formafantasma have
initiated a new narrative in the design of our daily lives. Tradition
and experimentation are key to this narrative and are combined in
the creative process to produce objects that transcend disciplinary
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boundaries; objects that become part of a wider perceptive and

conceptual perspective.

Andrea Trimarchi and Simone Farresin
Photo by Delfino Legnani Sisto

Marco Petroni: The study of techniques and the knowledge
of craftsmanship meet the desire to explore unknown territo-
ries in the logic of industrial production. What is your role as
designers in contemporary society?

Formafantasma: As designers, every time we start a new proj-
ect or investigate a material, our first intention is to question
stereotypes and clichés. Often, more than giving solutions we
propose questions or possible alternatives. To give you an ex-
ample, with Botanica (commissioned by the Plart Foundation)
we investigated pre-industrial polymers and translated them
into a collection of handmade vessels. While plastics are usu-
ally considered to be modern or contemporary, with Botanica
we highlight the history of the materials. If plastics are used for
their perfect surfaces, we crafted them by hand. Where indus-
trial evolutionhas discarded these materials and their research

in favor of petrol-based polymers, we revisited their potential
as underestimated materials. In general, we believe the role of
a designer is to respond to the social and cultural necessities
of a society. A designer should be critical and have the ability
to open up possibilities and new ways of intending design as
adiscipline.

MP: From Autarchy to Charcoal, made for the Vitra Design Mu-
seum, you show great attention to the ethical dimension of
projects. From the choice of materials to the shape of objects,
each creation reveals a story about techniques, people and
places. Your planning philosophy seems to be a critical inter-
section between local and global, between man and object.
Every production seems to represent an opportunity to inves-
tigate new methods and processes...

F: Our fascination for objects lies in their ability to represent
human history and even possible futures. We see design as a
discipline meant to question and envision social, cultural and
even political changes. Despite this, our projects always start
from our own personal fascinations. The translation of these
intuitions into design sees the translation of these intimate
ideas into more sharable concepts. As designers, we work al-
most as filters. Our projects are the result of a process of distil-
lation. We always know where we have started but never where
we are going to end up.

MP: After studying at the prestigious Design Academy Eind-
hoven you decided to open your studio in the small Dutch
city. It seems to be an unusual choice of location to develop
research that is mainly focused on the culture of Italian mate-
rials, especially those from Southern Italy.

F: The geography of culture is changing and we really enjoy
that. We live in the Netherlands and our network is global,






From the project Charcoal/Vitra DesignMuseum, 2012.
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Bells-Lights, 2012.
From the project Craftica.

Protective Masks, 2012.
From the project Craftica.

but our references are mostly inspired by Italian culture. Nev-
ertheless, the issues we explore have a contemporary and
globally understandable relevance. With works like Moulding
Tradition or Colony we investigated the complex relationship
between Italy and the northern regions of Africa. This was a
way to explore ideas like cultural heritage and national iden-
tity. We do not feel that we belong to either the Italian design
context or the Dutch design context. Too often national iden-
tity is used to categorize design. To return to your question,
we think that studying in the Netherlands at Design Academy
Eindhoven improved our critical and conceptual attitude, and
helped us rediscover a critical propensity that was typical of
Italian design, but which has been recently ignored in Italian
design education - or at least the one we experienced during
our bachelor’s degree.

MP: At the last edition of Miami/Basel, as part of the Fendi
Performance, you presented Craftica. It was a collection of
furniture and accessories made using scraps of leather from
the Fendi laboratories, combined with skins and fish scales,
with food waste and vegetable skins, and treated with natural
substances, such as tree bark and cork. The skins were com-
bined with marble, oxidized metal, glass, wood and other un-
processed natural materials, such as bones, shells and sponge
grown on a navy farm, which was used as a substitute for indus-
trial foam. The contamination of materials, the hybridization
of techniques and processes, were your reply to the philosophy
of Fendi Performance, which since 2009 has offered the public
the chance to see the work of designers live and to understand
how the processes of craft and design work together. Art, de-
sign, industry: how do these seemingly distant worlds commu-
nicate? What kind of relationships set Craftica in motion?

F: Art, design and industry have always been linked, especially
in Italy. The early debates within the design discipline consid-
ered industry as a way to make art available to everybody. In this
sense we don’t feel that the three disciplines youmentioned are
particularly distant from one another. Moreover, since everyday

Water Containers, 2012.
From the project Craftica.

Room Divider, 2012.
From the project Craftica.

objects found their way into the art world (Dadaism, Arte Po-
vera and so on) more possibilities were opened up for designers
too. That said, we understand the complexity of the relation-
ships between the three disciplines.

Regarding the collaboration with Fendi, we were very much in-
terested in investigating the idea of the exotic. Often rare skins
are used in leather craft, while more common skins are consid-
ered by clients to be weird or non-precious. In the collection we
wanted to use skins from really common animals, like pigs and
salmon, which are discarded by the food industry. Despite the
texture and material combinations of the pieces appearing ex-
otic, the majority of the leather and material we used was stan-
dard. The skins were tanned to maintain their original colorand
texture. The project was also a real collaboration with Fendi’s
craftsmen. Fendi is a special partner to work with. These days
the word ‘craft’ is used increasingly as a marketing tool, but in
Fendi’s case craft is genuinely at the core of what they do. It has
been inspiring to visit their production companies in Florence
and to collaborate on certain phases of production with the
craftsmen there. The project was really challenging on several
levels. Leather is a fantastic material to work with, but we felt it
needed to be treated with the right care and respect.

MP: What are you working on and what are your plans for the
future?

F: At the moment we’re working on two exhibitions for the
Dutch Design Week. In fact, we’ve been nominated as finalists
forthe Young Dutch Design Award and the ‘Doen Materiaalpri-
js.” We'’re also working on a few projects for some Italian indus-
trial companies and a Portuguese porcelain producer. We're
also in the early stages of researching lava stone as a material.
This research will lead to a presentation in one of our galleries.
And much, much more...

All photos by Luisa Zanzani



Salmom Stool, 2012.
From the project Craftica.
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