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ABOUT NOMALD

nomad is a magazine for design and society. For nomad, design is a process of shaping the future,

and a catalyst for social developments and individual lifestyles.

from its status as an extraordinary phenomenon

nomad seeks to change the perspective of design
to a concept more rooted in the everyday: a progression that engenders natural appreciation. Alongside
a focus on the end-result of the design process and the designers themselves, other aspects are explored
and the effects and future potential of design culture, in terms of individuals and society as a whole, are

investigated within the framework of a broader understanding of design.

In this way, nomad aims to adopt new stances. The magazine offers views on a wide range of stand-

points: personal and economic, cultural and global. By doing so, nomad covers a wide range of topics
juxtaposing design, social and lifestyle issues with aspects of shaping the future, providing revelations

and inspiration in the process.

THE MAGAZINE FOR NEW DESIGN CULTURE,
BUSINESS AFFAIRS
& CONTEMPORARY LIFESTYLE
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makers and sound artists and we
commissioned a local curator,
Hanan Benammar, to organise Au-
man scarecrows as a COntinUoUs
presence for the first seven days
after seeding that would somehow
distract the birds. It was lovely. On
the seventh day, the grass started
to grow. The seeds had survived!
Usually the seeds had gone in the
first few days. But there was a
sound artist that camped out in
the field and made weird sounds
and probed the soil, another artist
who had a library of bird books,
and another who played her violin

in the field.

We worked with the commission-
ing body and Ministry of Culture,
the Ministry of Agriculture, the
Norwegian Farmers’ Union and the
bakers’ union. So that opened up
a space in the traditional farming
community. | would say it was like
the baking process where you mix,
you wait, you let it rest, you mix,
you gather and it keeps growing.

How did it change over time?

L
M

The community became bigger
and every year people initiated
their own projects. A group of
young women started The Her-
banists, a small herb garden used
to grow medicinal herbs. The
Jarmers union partnered with us
to share a salary for a full-time
Jarmer. So people and interests
started to claim the place and the
programme. And indeed, in 2018
——the last year we came ——
we were doing some stuff for the
programme and people were ask-
ing ‘Who are you? What are you
doing?” For us, this was a sign of
success. It is nice that people
really take over and you can leave

NOMAD

with a happy feeling that the
thing will go on and that it’s not
ours. I mean, that's the whole idea
of drawing up a manifesto and
creating a space for self-organi-
sation. If you end up as a stranger,
I guess it worked. So that's nice.

Was it the biggest project you've
done?

A
F

FOF me, yes.

L
Vv

Working as an architect, I have

done bigger projects———1I mean,

there were bigger budgets, but the

results were less impressive and

less important, I think. But yes, as

an artist, that was the biggest one,
1 suppose.

A
F

The only other project of similar
breadth that we worked on was
the Victory Gardens project in
2007, which was how we got the
Oslo project. That was the first
time I’d worked with the govern-
ment. At that time Futurefarmers
were more activists and anarchists
in a smash the state kind of way.
But in Victory Gardens we worked
with the state, which opened a
new way of thinking; there was
the potential to have conversa-
tions in order to change things in
the dynamic of we are the state.
That programme started an urban
farming initiative in San Francisco
that received funding. We planted
a demonstration garden in front
of the city hall and created a plan
for urban farming. Later on it be-
came a city-supported network of
urban farmers that grow, distrib-
ute and support home gardens and

131

urban farming and also educate
through free workshops.

Do you see yourself more as ac-
tivists or artists, or even designers?

L
\'

[ like to think of an activist as
someone who creates a space for
action. Rather than fighting ideo-
logy with ideology, we like to
shape opportunities of self-organ-
tsation, make spaces where people
can do something, can ‘act’. It is
my belief that by being active,
things evolve and society changes.

A
F

Although | often avoid these titles
of artist or activist, | think it’s in-
teresting to have you, Lode, say-
ing clearly, These days I'm an ar-
chitect and philosopher. But | do
think we have our skills and I've
felt more comfortable saying arz-
ist in the last few years, because
the space of the art world has giv-
en us the most freedom to do what
we do. | mean, we've worked in the
design context as well, and actu-
ally | love being in between the
realms of art, design, activism and
architecture. For example, some-
times it’s very refreshing to be in
the design world, where there’s
a strong foundation of trying to
solve something in a concrete way.
Even just designing a tea kettle
that doesn’t explode somehow.
On the other hand, art offers a
more open framework
made up of questions that invite
more questions.

one

Thank you very much for your

time, Amy and Lode.
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INDREA TRIMARCHTI AND SIMONE FARBESIN
IRE STUDIO FORMAFANTASMA

Meeuwenlaan 106 G, 1ozt JL, Amsterdam
The Netherlands
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Woods come into view; thick, dense woods,
seen from above, with white, tightly curled
treetops like florets of cauliflower. The higher
they are, the whiter, contrasting with the
deep blood-red of the lower undergrowth in
a clear portrayal of the complex structure of
this white forest. The camera pans slowly over
the forest at a measured pace, exploring, seek-
ing to understand, yet also enraptured, trans-
ported. Avoiceis heard, clear and firm, speak-
ing slowly with deliberate pauses between
the words. The tree is speaking to us. It says,
You probably are surprised to hear me speak-
ing. You've always imagined us as incapable
of intelligence, language, empathy. You can
think of me only as a raw material for build-
ing your world. In your mind we have been,
and continue to be, obtuse green stones, brown-
ish, mineral zombies, at best green spots at
the edge of your sight. Yet I am alive, just like
the pets that surround you or, probably, more
intensely alive than them. You have spent the
last years and decades trying to acknowledge
the rights of animals; you have extended your
human privileges to them. Now we are claim-
ing those rights. e do so because in the end,
ninety per cent of the biomass on this planet
is vegetal matter. We are alive——— exactly
like you, although we live much longer than
you do. Therefore, we know your lineage, we
know your story; we are, after all, old friends.
The tree talks and talks, explaining how it
sheds its leaves in winter to deal with the cold
more effectively, and reminding us that we
are incapable of shedding parts of our body
because, unlike its leaves, our limbs do not
regrow. Perhaps this is a moment for us to
stop short and contemplate as we listen. Per-
haps we will wonder whether the forest is
truly superior to us, whether we can learn
from it———and whether we can exist with-
out it.

The film is entitled Quercus, the Latin term
for the oak tree. The script was written by phi-

CAMBIO
SERPENTINE GALLERY

Cambio is an ongoing investigation into
the extraction, production and distri-
bution of wood products. The multi-
disciplinary approach highlights the
crueial role thar design can play in our
environment, and its responsibility

to look beyond the r'r."gr’.\' of its borders.
Cambio, from the medieval Latin
cambium, means ‘change, erchange’.
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Jal di Fiemme Faia
Storm

Fal di Fiemme
Sawmill

losopher and botanist Emanuele Coccia. Coc-
cia’s scriptinvestigates the relationship which
humankind has developed with the forest by
itself adopting the perspective of an imagi-
nary forest. We need to grasp the inseparable
connection which exists between trees and
humans before we can explore more radical
ways of living amidst this complex ecosystem
and protecting it. The woods in the film are
actually an oak forest in Virginia; it is seen
from an unaccustomed perspective using Li-
dar technology,which employs reflected laser
light and measurement of distances to scan
and record large areas. In recent years the
technology has become widespread in the
timber industry, where it is used to support
the management of selective felling.

The video is part of Cambio, the latest com-
prehensive research and design project by
designer duo Andrea Trimarchi and Simone
Farresin, better known as Formafantasma.
There’s no overlooking, or overhearing, the
fact that these two charismatic, sophistica-
ted and stylish men are both from ltaly. Al-
though from different environments and
backgrounds Andrea is from Sicily in
the south and Simone from the north of the
country they have developed a unique,
symbiotic and successful way of working to-
gether. The two first met in Florence as de-
sign undergraduates at the age of 19. They
quickly realised they had no interest in con-

tinually creating new forms for objects, but
instead sought to rethink objects themselves.

EAST GALLERY

Microscopic Analysis and Thiinen Institute

Moving on, they applied to the Design Acad-
emy in Eindhoven, beginning their studies
with a joint portfolio and concluding them
in the same way, with a joint final disserta-
tion. Formafantasma has become their driv-
ing principle, a perpetually open-ended pro-
cess of questioning, researching and investi-
gating, guiding them to the form which only
reveals itself at the end. Their formula or
approach has made them world-famous in
design circles and beyond; their customer
roster includes Fendi, Hermes, J. & L. Lob-
meyr, Established & Sons, Lexus, Krizia
International and Flos. But do not be deceived
by the idea that these prestigious brands com-
mission the duo to design classically attrac-
tive and functional products.
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Botanica, one of their earlier projects from
2011, is an example of their conceptual and
critical approach, with its focus on explora-
tion of materials and histories. The project
examines topics including sustainability, tra-
dition and the significance of objects as ele-
ments of cultural connection. Botanica was
created by Studio Formafantasma for Fon-
dazione Plart, an ltalian institution for the
research, restoration and conservation of art-
works and design objects made from plastics.
Theidea was to create plastic objects asif the
Age of Qil we now live in had never taken
place, taking botany one of the most
ancient of sciences as inspiration. Dur-
ing their research the designers uncovered
ancient botanical lore and long-forgotten

EAST GALLERY

On the Anatomy of Trade

methods for producing natural polymers. They
immersed themselves in the past, going back
to the 18th and 19th centuries and discov-
ering formulations from a time when scien-
tists were just beginning to use vegetable and
animal products to create natural plastics. The
objects made using these methods have
organic shapes and amber hues that affirm
the natural origin of their materials. They are
a link between the Bakelite age of the early
20th century and a new post-industrial aes-
thetic, simultaneously archaic and contem-
porary. By reinterpreting old techniques
that had been lost to the rise of mass-pro-
duction, Botanica opened up new perspec-
tives for plastics. Many pieces by Studio For-
mafantasma are now part of international

SOUTH PO DER
GALLER)

Cambio Visual Essay

collections including MoMA in New York,
Victoria and Albert Museum in London,
Stedelijk Museum in Amsterdam, MAK
Museum in Vienna and Les Arts Décoratifs
and Cnap in Paris, to name but a few. As
early as 2011, influential design curator Paola
Antonelli included Trimarchi and Farresin in
her select list of personalities that would s/ape

the future of design.

This year they launched a master’s course en-
titled Geo-Design at the Design Academy in
Eindhoven. The concept of this new course
primarily seeks to investigate the extent to
which social, economic, territorial and geo-
political influences shape design today: In their
teaching as in many other of their projects,
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Farresin and Trimarchi explore the framework

of diverse knowledge -from material his-
tories to cultural world-views, from human-
ism to ecology, from plant and animal rights
to artificial intelligence, from the Earth’s core
to outer space. Their vision posits designers

as critical agents in the global system, whose

skillset and perspective must expand rapidly

beyond isolated, self-referential processes.

Cambio, the exhibition commissioned by
curator Hans Ulrich Obrist and currently
showing at the Serpentine Gallery in London,
revolves around forests, trees and wood. But
Trimarchi and Farresin look beyond the con-
ventional picture of trees as suppliers of raw
material for buildings, furniture and packag-

GALLEIR) YORTH GALLER)

Seeing the Hood for the Trees

The archive of lost forests

ing; instead, they research and present the
global and ecological contextsinvolvedin the
harvesting, production and sale of wood and
timber products. The history and science of
wood is only the starting-point; their project
goes further and reveals the hidden under-
belly of the timber industry and its impacts
on society and the environment. The exhi-
bition confounds expectations by not includ-
ing a single designer piece made from wood,
and yet the material has played an important
role in design history and undergone a pro-
cess of constant reinvention. Wood was the
basis for furniture manufacturers Thonet and
their Chair No. 14 for cafes at the beginning
of the industrial age and extends to Jurgen
Bey’s Tree Trunk Bench from 1999 and the
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business model of Berlin organization Cuc-
ula, training refugees in carpentry skills based
on Enzo Mari’s Autoprogettazione do-it-your-
self furniture designs. In Cambio, Trimarchi
and Farresin were actually relieved to be free
from the need to design products, usually
the bread and butter of their assignments.
The only items they designed were the ex-
tremely simple and low-key display and seat-
ing elements for the exhibition, specifically
created with reuse in mind. #e wanted the
pieces to have the chance of survival, of a life
beyond the exhibition. These are only small
gestures, but I believe that the exhibition has
gone some way towards highlighting the com-
plexity of the theme, even though our attempts
to approach these complex topics have been

WEST GA4LLERY

habitants of the valley, exhorting them to
take increased biodiversity as their goal in
order to safeguard their forests as the basis
of all life. A video assembly of animated pho-
tographs documenting the damage caused
by the storm shows a core sample being drilled
out of that very tree. The core sample pro-
vides information including the age of the
tree 162
factors like temperatures and rainfall, which
also have a direct effect on the tree’s growth.
The tree is thus a repository of information
on the impacts of climate change.

but also environmental

Andyet thereis one designed piece in Cambio:
areplica of a wooden step stool, a mass-mar-
ket product sold all over the world by IKEA.

Maps, Social cartography

on asmall and modest scale, explains Simone
in a similarly modest way.

Formafantasma’s exhibition has the purpose
of presenting wood as something greater than
a mere material, detached from its original
context and the method of its harvesting; to
consistently illustrate this purpose, they
chose not just any wood for the exhibition
elements, but wood from a tree from Val di
Fiemme in northern ltaly, which had to be
felled in the aftermath of Storm Vaia in 2018.
Over thirteen million of these damaged trees
were felled to prevent the forest from releas-
ing unprecedented volumes of carbon diox-
ide into the atmosphere as it decayed. The
disaster also served as a warning to the in-
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