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I founded the Department of Seaweed (DoS) at the beginning of a six-

month residency in the Victoria and Albert Museum (V&A) in the summer 

of 2013. As an AHRC-funded PhD student at the Royal College of Art (RCA) 

and the V&A I was offered the residency space to undertake my practice-

based research. The Department of Seaweed was the first doctoral research 

residency at the V&A. I brought in a team of students and practitioners to 

collaborate with. This appendix gives an overview of the things we made 

and shows some of the sketches, notes and processes behind the work. 

The figure numbers are referenced in the main text as A.fig.x. 
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This is how the residency space 

in the V&A looked on the day 

we moved in at the beginning of 

April 2013 (fig.1). I had previously 

set up a prototype of the depart-

ment in my studio in Hamburg, so 

that I would hit the ball running 

and make the most of my time 

in the V&A. Marcis Ziemins, an 

intern from Latvia studying at the 

Design Academy Eindhoven, had 

already joined as a member of the 

Department of Seaweed (DoS) in 

Hamburg and worked together 

with Claire Morgan from Australia 

on early masks and prototypes as 

well as architectural models and 

material tests. We then drove the 

materials, models and mock-ups 

over to the UK and set the DoS 

up. The time in Hamburg meant 

that from day one there were 

visual prompts in the studio, and 

we had materials there to start 

working immediately. We brought 

cloth-lines and pegs for our sam-

ples, tools and materials, rattan of 

various strengths, and also some 

seaweed. In the first week I got 

together with my Japanese friend 

Emiko Oki as a translator and or-

dered seaweed from a Japanese 

company (fig.2). We asked for 

samples of the six types that were 

most likely work best, due to their 

blade sizes and strengths: Naga, 

Hidaka, Kagome, Rishiri, Rausu, 

Ma Kombu natural, Ma kombu 

forced. Some of the seaweed 

names relate to place names in 

Japan and different regions are 

famous for different types of 

seaweed, so for example the first 

kombu I used was Hashiri saihin 

(natural/wild) Hidaka Kombu 

from Mitsuishi in Hokkaido. The 

Japanese term ‘Kombu/ Konbu’ 

refers to all the types of seaweed 

we ordered, as it describes the 

useage in the kitchen rather than 

the genus of the algae. Interna-

tionally, kombu is described as 

Laminaria japonica, but clearly, 

the different types of seaweed 

I ordered differed in much more 

than just in the location of their 

growth. They are different spe-

cies, possibly of the same family. 

I am not even sure that they are 

all ‘brown kelp’, as some types 

clearly have fucoxanthin, the 

brown colourant that generates 

energy in the algae much like 

chlorophyll does, and others do 

not. This becomes very ob-

vious when, after a few weeks, 

the chlorophyl in the finished 

seaweed object is disintegrated 

by UV light and the fucoxanthin is 

the only colourant that remains. 

All types of kelp are dark green 

in the beginning, but some turn 

to yellow, while others become 

brown (see fig. 99).

I was amazed that some of the 

blades were up to six meter long 

(fig.3-5). One particularly long 

and sturdy blade became our 

departmental flag (fig.4, fig.80). 

fig. 1) Setting up the DoS

fig. 2) Kelp from Japan

fig. 3) 6m long Ma Kombu

fig. 4) Gero and Marcis under 

the seaweed flag we raised

fig. 5) unfolding Ma

fig. 1 

fig. 2 

fig. 3 

fig. 4 fig. 5 
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fig. 6 

fig. 7 

fig. 8 

fig. 6) Gagome kombu

fig. 7) main feature: sticky

fig. 8) also: strong

In Europe, brown kelp is found in the oceans around 

the British Isles, Iceland, Scandinavia and Northern 

France (e.g. Laminaria digitata, Saccharina latissima). 

However, we decided to focus our work on Japa-

nese brown kelp (Kombu) because it is harvested 

and dried commercially and we were able to buy it 

in large quantities without having to dive, dry and 

process it ourselves. 

We tested six types of Kombu, dry and wet, before 

deciding on which ones to work with. We settled on 

Ma kombu and Naga kombu.
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fig. 09) First ever rattan structure

fig.10-13) Test pieces with rattan 

and memory wire

fig.14)  Enfolded spiral

fig.15) Rattan structure

fig.16) Netting structures

fig.17) Plastic crinoline structure

fig.18) Wood-slatted-spines

fig.19) Soaked Naga kombu

We combined kelp with other materials to complement its structural 

properities. Seaweed is suitable for creating pliable or rigid surfaces, so 

we investigated materials for the creation of support structures. Plastic 

and Aluminium work. Combinations with other metals are prone to 

rusting and require silicone or rubber coatings so that the seaweed does 

not directly touch the metal. We found wood and rattan to be the most 

suitable structures for our work. 

fig. 9 

fig. 10 fig. 11 

fig. 12 fig. 13 

fig. 14 fig. 15 

fig. 16 fig. 17 fig. 18 

fig. 19 
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fig. 20) Marcis’ and Lenka’s masks

fig. 21) Marcis mask

fig. 22) Marcis mask

fig. 23) Elephant mask

fig. 24) Claire’s fox mask

fig. 25) Sewing test 1

fig. 26) Sewing test 2

fig. 27) Sewing test 3

fig. 28) Sewing test 4

fig. 29) Sewing test 5

fig. 30) Sewing test 6

fig. 31) Collar 

fig. 32) Collar

MASKS

Masks were perfect objects to 

learn the techniques of com-

bining rattan and kelp on. Not 

too big and unwieldy, building 

on thousands of years of human 

culture, easily customisable and 

related to the maker’s body.

In Hamburg I had developed a 

simple rattan swirl that I gave new 

members of the department and 

they then first remade the swirl in 

rattan and then customised it to 

make their own mask within the 

first week in the Department. Fig. 

20 shows Marcis Ziemin’s mask on 

the left and Lenka Dobranska’s 

on the right. The fact that such a 

mask can be made in a few days 

shows how easy and accessible 

it is to work with seaweed and 

rattan. Thus kelp could become an 

ideal and sustainable material for 

craft workshops with participants 

of all abilities, the only hinderance 

being, that it is affixed on a frame 

with superglue (Ethyl 2-cyano-

acrylate), which, due to health 

and safety concerns cannot be 

utilised by participants of work-

shops in public institutions, which 

also affects the V&A. Because of 

this and because of the sustain-

ability concerns with superglue 

we are investigating alternative 

methods of affixing seaweed to 

rattan and to itself (fig. 25-30).

COLLAR

These two pictures of the 

same object illustrate how 

much translucency influences 

the appearance of the object. 

Without light shining through 

(fig. 31) the most immediate 

associations are wood, leather 

and bark. With light shining 

through (fig. 32), the object 

raises material associations of 

parchment, glass, plastic and 

semi-precious stone. 

fig. 20 fig. 21 fig. 22 

fig. 23 fig. 24 fig. 25 fig. 26 

fig. 27 fig. 28 fig. 29 fig. 30 

fig. 31 

fig. 32 
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fig. 33, 34) Neckpiece Nodosum

Naga Kombu, fake plastic pearls, 

fishing line, crimps

fig. 35) Neckpiece construct

Naga, Aluminium, fishing line

Made by Moya Hoke

fig. 36, 40) Ma-Kombu tie

made by Marcis Ziemins

fig. 37) Guitar string jewellery

Moya Hoke & Julia Lohmann

fig. 38, 39) Mermaid’s purse

Second hand purses covered 

with Ma-kombu

fig. 41) Medal, Fashion jewellery 

covered with Naga kombu

fig. 42) Guitar string test

fig. 43, 44) Guitar string jewellery

fig. 45) Jewellery, worn

ACCESSORIES

The things on these pages relate 

to accessories, jewellery and 

fashion and probe how we assign 

value. The plastic pearls, golden 

coloured and patent leather purses 

and cheap jewellery pretended to 

be valuable by assimilating pearls, 

gold, crystal. Aging and wear 

found the objects out and they 

ended up in charity shops 

for less than a pound each, 

devalued as obvious fakes. 

Can a kelp treatment reframe the 

objects from worn-out fakes to 

washed-up treasures – imperfect 

yet full of character, beautiful 

through aging, not despite of it? 

fig. 33 fig. 34 fig. 35 fig. 36 

fig. 37 fig. 38 fig. 39 fig. 40 

fig. 41 fig. 42 fig. 43 fig. 44 

fig. 45 
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fig. 46) Wings, worn

fig. 47, 48) Wings, ma-kombu 

and rattan. Wings made by Moya 

Hoke. Inspired by costumes in the 

V&A David Bowie exhibition. 

fig. 49, 50) Carapace, ma-kombu 

and rattan, Moya Hoke & Julia 

Lohmann

fig. 51) Mermaid’s bag

fig. 52,53) Collar, ma-kombu and 

rattan. Inspired by costumes in 

the V&A David Bowie exhibition.

fig.54) Collar, modeled by 

Laetrishka Anthony, who came 

into the DoS as a visitor and 

agreed to become our model.

WEARABLE OBJECTS

Together with Moya Hoke we 

made a series of wearable collars 

and wings inspired by the Bowie 

exhibition, Victorian crinoline 

cages and the costume collection 

of the V&A. The objects helped 

us to understand the deformative 

power of kelp when it dries on 

structures and how it reacts to 

different diameters of rattan. We 

wore the pieces during two late 

night events around the museum 

they ignited many conversations 

with passer-bys around the 

shapes and colour and what 

mateiral it might be. Every time 

someone posed the question we 

asked back: What do you think 

it could be? The most common 

answer was ‘leather’ followed by  

plant-skin, bark, animal skin, latex 

or composite material. 

fig. 46 

fig. 47 fig. 48 

fig. 49 fig. 50 

fig. 51 

fig. 52 fig. 53 

fig. 54 
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fig. 55, 56) Kelp Stetson, faded

fig. 57, 58) Bespoke hat

fig. 59, 60) Fascinator 1

fig. 61, 62) Fascinator 2

fig. 63, 64) Fascinator 3

fig. 65) Kelp Stetson, still green

fig. 66) Seaweedness expressed

fig. 67) Bespoke hat, worn

HATS AND FASCINATORS

Austrian designer Moya Hoke 

joined the DoS for a month and 

we continued a collaboration 

we began at the Vienna Design 

Week in 2012. Having been 

trained in millinery during her 

industrial design studies, Moya 

brought not only an awareness of 

the expanded field of design to 

the table, but also added specific 

craft skills. The hats were our way 

to negotiate seaweedness – the 

inherent characteristics of kelp 

– and hatness – the properties 

that make an object a hat. Fig. 65 

is very much a hat and does not 

portray all the seaweed’s specific 

qualities other than its translucen-

cy. Fig. 66 is full of the seaweed’s 

character with the curve pulled 

into the form by two pieces of 

kelp that differ in strength. It can 

just about be called a hat, as the 

diameter of the rattan circle fits 

around and the seaweed covers 

the head. Object properties like 

hatness seem to be defined by 

the context of use: in this case 

whether the object can be worn 

like a hat. Seaweedness is inhe-

rent in the material and can be 

brought to the fore or disguised.

fig. 55 fig. 56 fig. 57 fig. 58 

fig. 59 fig. 60 fig. 61 fig. 62 

fig. 63 fig. 64 

fig. 65 

fig. 66 

fig. 67 
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fig.68, 69) Lasercut lamp

fig.70) Impressed troll

fig.71) Impressed Mon 

fig.72) Impressed pattern

fig.73) Kelp object holders

fig.74) Impressed troll

fig.75) Fabric-like MA kombu

fig.76) Kelp marquetry

fig.77) Riverbed-veneer

fig.78) Laser-cut seaweed 

LASERCUTTING

We lasercut intricate patterns 

into kelp and made lampshades 

(fig. 68,69) and textile-like pieces 

(fig. 75). 

MARQUETRY

Rafal Wiesniewski of luxury 

furniture company Linley, helped 

us develop techniques for kelp 

marquetry. As we were not able 

use the laser cutter of the V&A due 

to health and safety concerns 

amid a missing extraction, I went 

up to Rafal’s workshop in Carlisle 

to work with him there 

(fig. 75, 76, 78).

PRESSED MON

In the DoS we developed a 

technique with which to press 

patterns (or Japanese Mon) into 

the seaweed. Against the light, 

the patterns look translucent, 

aginst a dark backdrop they look 

dark and shiny. 

SEAWEED DISPLAYS

I found many unused object 

holders from previous exhibitions 

in the V&A workshop (fig. 73) and 

covered them with seaweed. We 

used them to display and serve 

sushi during our V&A Connect 

evening (fig.147, p. 60). 

fig. 68 fig. 69 fig. 70 

fig. 71 fig. 72 

fig. 73 

fig. 74 

fig. 75 fig. 76 fig. 77 

fig. 78 
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fig. 79 fig. 80 

fig. 80) Seaweed flag close up 

We hung this ‘flag’ up in the department. Being 6 m 

long and 30 cm wide it served as a visual example of 

some of the material qualities of brown kelp: large 

surface area, sturdiness, colour, texture.

fig. 79) Fox mask, worn by Laetrishka Anthony
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fig. 81 fig. 82 

Fig. 81) depicts the development of materials, 

to tests and samples and finally prototypes that 

negotiate hatness and seaweedness. 

Fig. 82) Rattan frame of the hat worn in fig. 67
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fig. 83 fig. 84 fig. 85 

fig. 86 

fig. 87 fig. 88 

fig. 89 

fig. 90 

fig.83) Ma Kombu lampshade form

fig.84) Wet Ma Kombu lampshade

fig.85) Dry Ma Kombu lampshade

fig.86) Lit Ma Kombu lampshade

fig.87) Möbius Ring

fig.88) Moya Hoke, steaming rattan

fig.89) Dolphin neckpiece, process

fig.90) Dolphin neckpiece

The Möbius-ring (fig.87) is made by adapting the 

beading process to make a necklace: wooden 

wedges act as spacers on two rattan canes and the 

construction is covered with seaweed. As a sample 

this points towards jewellery applications and shows 

potential for furniture pieces. A similar technique is 

employed in the dolphin neckpiece (fig.89,90). The 

title hints at the origin of the spacers that come from 

a plywood dolphin construction kit.
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fig. 91) Samples, hanging

fig. 92) Marcis’ chair

fig. 93) Trophy 1 veneer to skin 

on frame sample, sewn

fig. 94, 95) Trophy 2 veneer to skin 

on frame sample, glued

fig. 96) Sketches on the wall

overleaf:

fig. 97) Marcis making the mask

fig. 98) Mask and wings worn

Veneering and upholstery are both techniques that 

can be adapted to seaweed. Can the techniques be 

combined? We made structures on which a single 

piece of seaweed is applied as a veneer on one side 

and an upholstered surface or skin on frame struc-

ture on the other. It seemed to work, so I and began 

to make sketches for furniture pieces that have not 

been realised yet.

fig. 91 

fig. 92 

fig. 93 

fig. 94 fig. 95 

fig. 96 
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fig. 97 fig. 98 
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fig. 99 
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fig. 100 

fig. 102 fig. 103 

fig. 104 fig. 101 

previous page

fig. 99) Three colours of seaweed

fig. 100) Pressed seaweed @ Natural History Museum

fig. 101) Naturally green seaweed constructs

fig. 102, 103) Icelandic seaweed, natural colours

fig. 104) Icelandic seaweed
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fig. 104) Icelandic seaweed

fig. 105) Icelandic seaweed on the beach

fig. 106, 107) Colours of Icelandic seaweed

fig. 108) Marcis dyeing seaweed

fig. 109) Seaweed colour-chart 

COLOURING SEAWEED

Most of the objects we made in the Department of Seaweed were 

intentionally left in the colour of the seaweed, but we experimented 

with dying, coating, and painting seaweed. In Hamburg we had already 

conducted some dying tests (fig. 108) and we continued our experiments 

at the V&A: Boris Pretzel from the conservation department helped us to 

test different coatings with their UV lightbox, simulating many years of 

UV exposure in the timespan of just a few days.

The Sackler Centre’s artist-run programme of textile and craft workshops 

helped us to conduct further tests: we invited the artists up to the 

studio in their lunch break or visited them downstairs and asked kindly 

whether they would test some of their techniques on a piece of seaweed 

as well as their usual materials. Emma D’Arcey of ao-textiles dyed 

pieces of seaweed with indigo (fig. 110) and marbeled other pieces of 

seaweed (fig. 112, 114). Inserting a piece of seaweed into an ongoing 

process was an easy way to quickly gauge the possible success of a 

technique without having to set up the entire infrastructure for just one 

test. We lacked the time to immediately incorporate all results into the 

ongoing work, but the samples signposted promising directions of 

inquiry to be explored at a later date. Moya Hoke experimented with 

gilding seaweed (fig. 115-117). She discovered an astonishing sea-change 

in the material: 

As the chlorophyllic seaweed-green was disintegrated by the UV light 

and faded within a few days and weeks, the hydrophil nature of the 

blade initiated a transformation process that seemingly embedded 

the metallic surface coating into the blade, which turned translucent 

copper-green, through and through. (fig. 117). 

We glued all test swatches onto a rattan-grid in an old window-frame 

(fig. 109) that served as our diagram and on which we could study the 

changes of colour with continued light exposure (fig. 113).

fig. 105 

fig. 108 

fig. 109 fig. 107 fig. 106 
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fig. 110) Indigo dyed seaweed by aotextiles

fig. 111) Claire and Julia behind the chart

fig. 112) Marbling seaweed test by aotextiles

fig. 113) Faded seaweed colour-chart (in 2016)

fig. 114) Marbled seaweed test by aotextiles

fig. 115, 116) Gilding test by Moya Hoke

fig. 117) Copper-green gilding test

fig. 118) Top-hat construct made with Moya

overleaf:

fig. 119) Colour-chart

fig. 110 

fig. 111 fig. 112 

fig. 115 

fig. 116 fig. 117 

fig. 113 fig. 114 

fig. 118 
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fig. 119 
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DAVID BOWIE FRIDAY LATE

Once a month on a Friday 

evening, the Victoria and Albert 

Museum runs a public event 

programme across the museum 

that is related to the current ex-

hibition. The David Bowie Friday 

Late event offered us a chance to 

extend the Department’s scope 

across the museum by wearing 

the Bowie-inspired seaweed 

pieces we had made. For us, 

these events primarily were fun, 

but they also allowed us to 

engage with another type of 

public through our kelp objects. 

We were asked what material 

the objects are made from and 

discussed the properties and 

possibilities of seaweed as 

a material with strangers. 

fig. 120) Julia, Moya and Marcis 

welcoming the guests

fig. 121, 122) Illustrious creatures

fig. 123) Figuring in the V&A

fig. 120 

fig. 121 

fig. 122 fig. 123 
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fig. 124 

fig. 125 

fig. 126 

fig. 124) Making kelp marquetry

fig. 125) Kelp marquetry samples

fig. 126) Marquetry leftovers

MARQUETRY

Henrietta Padmore introduced me to luxury goods 

company Linley, and they agreed to help me test 

the making of seaweed marquetry. Their marquetry 

craftsman Rafal Wisniewsky came to the V&A and 

we made some cutting and gluing tests. The 

marquetry samples looked very promising, so 

I scheduled to go up to Raf’s workshop in Carlisle 

to continue our experiments.
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VACUUM PRESSING

Raf explained to us a vacuum-forming technique he uses when applying 

marquetry on an uneven surface. When he returned to the V&A with his 

samples he brought the machine so that we could experiment with it 

together. We folded seaweed over a bowl (fig. 128) and covered it with 

a net to imprint a structure into it. Then we placed it into the vacuum-

bag over night, to dry it into the desired shape. Afterwards the bowl 

is imprinted with the net structure (fig. 129). The challenge with this 

technique is to negotiate three parallel processes that interfere with 

each other and that each incorporate multiple variables: 

PRESSING

Pressing is done by applying a vacuum. The variables in the process are 

duration in time and level of pressure, the requirement is air-tightness.

DRYING

To hold the shape it is pressed into, the seaweed needs to be moist 

in the beginning to be malleable and dry after pressing. The variables 

of the drying process are the moisture content of the seaweed in the 

beginning and at the end of the pressing. This is dependent on the 

pre-processing of the seaweed, type of seaweed, duration of the pres-

sing process, conditions in the room (humidity, temperature, sunlight 

exposure) and conditions in the vacuum bag. Drying is inhibited by 

the sealed nature of the vacuum, unless the moisture escapes into a 

material placed into the vacuum with the seaweed, such as a wooden 

plank or plaster-cast, which would add another set of variables, such as 

the fact that the alginate from the seaweed might clog the pores of the 

material and inhibit soaking. Drying is important to hold the pressed 

shape, unless it is glued into place.

fig. 127) Vacuum forming bowls

seaweed stretched over bowl with 

netting on top in the vacuum bag

fig. 128) Before the vacuum pressing

fig. 129) After the vacuum pressing

fig. 130) Rafal Wisniewsky

fig. 131) Vacuuming a fragile bowl

fig. 127 

fig. 128 fig. 129 

fig. 130 

fig. 131 

GLUEING

Most, but not all gluing processes need the pressure of the vacuum. 

The variables depending on the type of glue are: What materials are 

glued, how long it takes, whether pressure needs to be applied or not, 

whether air needs to be present or not. Glueing is either facilitated or 

inhibited by moisture and needs the pressure of the vacuum during 

the process. If the piece is glued but still moist, it might hold its shape 

throught he drying process even though without the pressure of the 

vacuum, but it might be prone to warping. 

This description of variables illustrates perhaps a difference between 

gaining knowledge or gaining expertise. When seeking scientific know-

ledge all variables have to be pryed apart into individual inquiries. In a 

practical enquiry the focus is less on the knowledge and more on fin-

ding a solution. To achieve it, a method of expertise informed intuition 

leads to iterative cycles of trial and error.

A maker approaches this systemic interrelation with a series of tests 

that give him the additional information needed and fill blanks in his ex-

perience without completely prying all other aspects apart. A scientist 

would probably aim to decrease complexity for the benefit of accuracy. 

He might compile scientific knowledge about each of the elements 

and, if required, test them individually and only much later combine the 

different parts again. The maker is acting in flux, and his tool is intuition 

informed by embodied knowledge.

overleaf:

fig. 132) Fragile bowl, close up

fig. 133) Fragile bowl
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fig. 132 

fig. 133 
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Thirteen design students from the HFBK Hamburg 

joined me for a week at the V&A.Together we 

organised an event in which we discussed design as 

a method for transdisciplinary bridge-building (fig. 

146). We prepared word stencils for a conceptual 

game (fig. 145) around the task of building designer-

ly bridges between two words such as politics and 

maths, healthcare and poetry. We made a ‘seaweed 

buffet’ consisting of sushi and other seaweed- and 

seafood-related dishes, displayed on a student-

designed seaweed display and individual seaweed-

covered object holders decommissioned by the 

V&A (fig. 147), as well as Welsh laver pies (fig. 137), 

flash-fried kombu knots  (fig. 139, 140, 142) and Japa-

nese-inspired jellies made from Agar Agar (fig. 138, 

143), displayed on seaweed-veneered boards. We 

hung seaweed bunting all along the hallway leading 

towards the department (fig. 148). 

fig. 134) HFBK students Klas 

Pikull and Ludwig Jenssen are 

building a drying rack installation

fig. 135) Wooden structure, de-

tail, made from left-over wooden 

beams and found venetian 

blinds. 

fig. 136) View of the department 

with the finished rack and a 

seaweed octopus made by 

students Luisa Hilmer and 

Deborah Fortes.

overleaf:

fig. 137) Tsuru Sushi and home-

made Welsh laver kelpcakes

fig. 134 

fig. 135 

fig. 136 
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fig. 137 
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Fig. 073

fig. 138 

fig. 139 fig. 140 

fig. 141 

fig. 142 

fig. 138) Green tea kanten, 

Japanese-inspired Agar Agar jelly

fig. 139) Fried kelp

fig. 140) Fried kelp knots

fig. 141) V&A Connect event buffet, 

made together with HFBK students

fig. 142) Kelp Tempura

overleaf:

fig. 143) Kanten Agar Agar sweets 

on kelp-veneer boards

p. 60/61:

fig. 144) V&A Connect event

fig. 145) Design as trans-

disciplinary bridge-building

fig. 146) HFBK Design students 

discussing design in the DoS

fig. 147) Seaweed sushi dis-

play with sushi holders

fig. 148) Seaweed bunting 

leading towards the DoS
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fig. 143 
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Fig. 073

Fig. 073 Fig. 073

fig. 144 

fig. 145 fig. 146 

fig. 147 fig. 148 
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The back door of the residency 

studio led to what we called the 

‘Escher staircase’ (after the surre-

alist artist). We used the hidden 

staircase that is excluded from 

public use due to a balustrade 

too low for today’s health and 

safety standards for hanging 

large amounts of wet seaweed. 

The smell of the sea wafted up 

the staircase and gave the DoS 

an unmistakable presence. 

The window of the main resiency 

space opened up to Exhibition 

Road, which was full of visitors to 

exhibition road, tourists, families, 

school-classes, etc. We saw the 

window as a surrealist display for 

the department and sometimes 

mocked the museum speak by 

improvising public engagements 

in which we waved our seaweed 

flag or wore our masks and waved 

like the Queen from her balcony. 

We imagined the tourists getting 

home and looking at the pictures 

they took of us, thinking: ‘What 

was actually going on there?’ 

and the short performative breaks 

lightened up our studio time. 

fig. 149 

fig. 150 

fig. 151 

fig. 152 

fig. 149) Escher staircase behind 

the residency studio 

fig. 150) Drying seaweed over 

the Escher staircase balustrade

fig. 151) Public engagement on 

Exhibition Road

fig. 152) The view from the DoS 

onto Exhibition Road
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fig. 153 fig. 154 
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fig. 155 

fig. 156 

fig. 157 

fig. 158 fig. 159 

fig. 160 fig. 161 

Previous page:

fig. 153) Concentrated at work

fig. 154) Mooreish Figure

This page:

fig. 155) Showcasing models 

and samples in the DoS

fig. 156) Secondary school workshop

fig. 157) Pippa Joiner and pupils 

from the Compton school, Barnet

fig. 160, 161) Pupils working 

with seaweed to cover their 

architectural models

Overleaf: 

fig. 162) A day off

fig. 163) Down a seaweed hole

SCHOOL WORKSHOP

Together with Pippa Joiner from the learning de-

partment we ran a workshop for a class of secondary 

school children from Barnet. The task for the stu-

dents was to build architectural models from rattan, 

cane and seaweed. On their first day in the museum, 

the class visited me in the studio and I presented 

my work. I then showed them ways to work with 

seaweed: soaking, cutting, clamping, glueing and 

sewing techniques. Later, we walked around the V&A 

and I showed them the objects that most inspired 

my work and explained to them why. We spent some 

time in the glass exhibition where the pupils drew 

the shapes whilst thinking about their architectural 

models. I gave them rattan and seaweed to take 

away to their school with them. The next time the 

students came they brought their models with them, 

and I instructed and helped them to cover their 

structures with seaweed. It was fascinating to see 

how much they had achieved in a very short frame 

of time. 
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fig. 162 fig. 163 
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FAMILY ACTIVITIES 

My husband Gero Grundmann and our four-year-old 

son Johannes were frequent guests in our studio. 

During the summer vacation, the V&A offered a DoS 

inspired drop-in family activity in the courtyard. This 

was run by the V&A learning team and planned by 

them with my assistance and instructions on how to 

work with seaweed. 

fig. 164) Johannes and Gero at the DoS

fig. 165-171) Seaweed Special! Drop-in family activity 

in the V&A courtyard, attended by over 500 people

fig. 172) Discussing design research with Bianca 

Elzenbaumer, Gero and Johannes (who is more 

interested in tube trains)

fig. 164 

fig. 165 

fig. 166 fig. 167 

fig. 168 fig. 169 fig. 170 fig. 171 

fig. 172 
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COMMUNITY

One of many lunches in the 

department. Here my friend 

Emiko Oki, who had helped to 

buy the kelp from Japan, brought 

some Japanese friends over. The 

man was an IP lawyer and we 

discussed the advantages and 

disadvantages of patenting new 

knowledge. 

TAILORING

Tailor Gulsum Meti gave the DoS 

team tuition in her craft. We spent 

a day at her studio in East London 

and tested how to sew and pleat 

the seaweed and how to drape it 

over a mannequin. We continued 

to experiment with the newly lear-

ned techniques in the following 

days and weeks.

fig. 173) Ruched seaweed 

neckpiece made by Gulsun Metin

fig. 174) The DoS Team lunch with 

Gero, Elvire, Lenka, Johannes, 

Miryam, Emiko and her friends

fig. 175) Gulsun sewing seaweed

fig. 176) Making Nodosum pieces

fig. 177) Pleating seaweed

fig. 173 

fig. 174 

fig. 175 fig. 176 

fig. 177 
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fig. 178 

fig. 179 

fig. 180 

fig. 181 

DUNGENESS

After weeks of hard work the DoS team enjoyed 

a field trip to Dungeness. Of course we also 

collected some seaweed and other flotsam.

fig. 178) Field trip to Dungeness

fig. 179) Fishermen’s huts

fig. 180) Johannes ecstatic about 

the narrow gauge railway 

fig. 181) Who is the Green Goddess?
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fig. 182 

fig. 183 fig. 184 

fig. 185 fig. 186 

fig. 187 

fig.182-184) Dungeness impressions

fig.185) Collecting seaweed again

fig.186) Abandoned ship

fig.187) Our bounty heightens the 

smell of the sea in the studio

Overleaf: 

fig.188) Micro Zen Garden

fig.189) Skin of the seasnake
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fig. 188 

fig. 189 
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fig. 190 

fig. 191 

fig. 192 

fig. 193 fig. 194 

fig. 190) Model for Oki N.

made by Elvire Blanc Briard

fig. 191) Drawing of Oki N. 

by Spyros Kizis

fig. 192) Model detail

fig. 193) Building the model

fig. 194) Wireframe limb
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MAKING THE FRAMES FOR THE OKI NAGANODE

From August onwards we were all working on the Oki Naga-

node. Marcis Ziemins became a specialist in making frames 

(fig.195-196), working together with Miryam Pippich (fig.197) 

and Lenka Dobranska (fig.200).

 

Elvire Blanc Briand worked on soldering the 1:10 model (fig. 

190). Greek designer Spyros Kizis drew and built a three 

dimensional rendering of the Oki Naganode. Lenka, Miryam 

and Elvire covered the skeletal structures with seaweed (fig. 

204-210). Although everyone was able to do all steps in the 

process, there was a diverse enough range of work to go 

around so that everyone could find their own favourite tasks 

organically. In the end the computer-rendered model of the 

Oki Naganode proved less helpful in mapping which parts we 

needed for the entire structure than a combination of sketches 

and the wireframe model on which we marked and measured 

individual parts and amended the structure as required. 

All together we had five sizes of modular aluminium rings 

(fig.198) that fit into each other and allowed for assembly of 

the Oki Naganode in different configurations. We worked with 

three diameters of rattan – 3, 4 and 5 mm – and developed 

ways of merging individual strands of the material. The smaller 

‘branches’ of the Oki Naganode were lighter and had a 

smaller diameter, so we were able to make their structure from 

thinner rattan. This made the structure proportional, much like 

the branches of an organism that grow in girth over time. fig. 195 

fig. 196 

fig.195, 196) Marcis building frames
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fig. 197 

fig. 200 

fig. 197) Marcis and Miryam making 

a large limb structure

fig. 198) Rings prepared

fig. 199) One of the big body-parts

fig. 200) Lenka and Marcis constructing

fig. 198 fig. 199

Overleaf:

fig. 201) Marcis instructing us in how to 

make the frames before he left the DoS

fig. 202) Spyros and Lenka in the DoS

Following page:

fig. 203) Lenka and Miryam 

with plenty of work ahead
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Fig. 073
fig. 201 fig. 202 
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fig. 203 
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fig. 204 fig. 205 

fig. 206 

fig. 204) Soaked seaweed, ready to work with

fig. 205) Miryam hanging up the seaweed

fig. 206) Naga Kombu in the soak
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fig. 207 fig. 208 

fig. 209 

fig. 210 

fig. 207) Varnishing Oki part

fig. 208) Cutting of leftovers

fig. 209) Elvire covering frame

fig. 210) Lenka and Miryam 

covering individual parts
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fig. 211 

fig. 212 

THE SKIN OF THE OKI NAGANODE
The rattan is spaced so that one blade 
of seaweed can be glued exactly 
between two rods. In the triangular 
sections at the base of two separating 
sections the seaweed pieces are 
glued to one another.

fig. 211) Cutting off the leftover 

seaweed from a big Oki N. part

fig. 212) Segment of the torso 
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fig. 213 

fig. 213) Lenka, Miryam, Spyros and Julia

Overleaf:

fig. 214) Oki N. is coming together

fig. 215) Close up of torso part
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Fig. 073
fig. 214 fig. 215 
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fig. 216 

fig. 217 
fig. 218 

fig. 216) LDF Studio talk with a room full of people

fig. 217) DoS Logo development

fig. 218) Photographer Petr Krejci & Elvire Blanc Briard

Following pages:

fig. 219) Entering the DoS

fig. 220) Action and Reflection

fig. 221) The DoS in September
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Fig. 073fig. 219 fig. 220 
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Fig. 073fig. 221 
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fig. 222 fig. 223 

fig. 224 fig. 225 fig. 227 fig. 228 

fig. 222) Lenka varnishing Oki N. torso

fig. 223-226) Details of the construction

fig. 227, 228) Measuring the Oki Naganode 

fig. 226 
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fig. 229 

fig. 230 

fig. 229) Engineer Manja van de Worp of 

Nous Collective is making a structural analysis 

fig. 230) Dudu is floored by the Oki N.

fig. 231) Nimble limbs 

fig. 231 
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fig. 232) Before set up

fig. 233) Planning ahead: How 

will the Oki N. travel to Germany? 

fig. 234) Setup

Overleaf:

fig. 235) Built or grown? 

Following pages:

fig. 236) Detail of Oki Naganode

fig. 237) Detail Oki Naganode

fig. 238) Late at night we leave the 

museum and as we look around 

we see her for the first time. 

fig. 239) The DoS team attending 

the David Bowie exhibition opening 

at the V&A. From front, clockwise: 

Julia Lohmann with mask, Alexandra 

Violette, who interned with us for her 

summer holidays, Miryam Pippich, 

student from HFBK Hamburg and 

Lenka Dobranska, long term collabo-

rator who joined the DoS in May and 

stayed until the end of the residency.

fig. 232 

fig. 233 fig. 234 
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Fig. 073Fig. 073fig. 235 
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fig. 236 

fig. 237 
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fig. 238 
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fig. 239 



SKETCHES AND NOTES
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fig. 240 

fig. 241 

fig. 242 fig. 240-338) Notes, sketches, diagrams and selected diary pages
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fig. 243 

fig. 244 

fig. 245 

fig. 246 
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fig. 247 

fig. 248 

fig. 249 
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fig. 250 fig. 251 
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fig. 252 

fig. 253 fig. 255 

Speculation as future seed bombing

fig. 254 
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fig. 256 fig. 257 
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fig. 258 fig. 259 
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fig. 260 

fig. 261 

fig. 262 

fig. 263 
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fig. 264 fig. 265 
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fig. 266 fig. 267 
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fig. 268 fig. 269 
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fig. 272 

fig. 270 

fig. 271 
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fig. 273 

fig. 274 

fig. 276 

fig. 275 

fig. 278 

fig. 277 
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fig. 279 fig. 280 
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fig. 281 fig. 282 
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fig. 283 fig. 284 
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fig. 285 fig. 286 
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fig. 287 
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fig. 288 

fig. 289 fig. 290 

fig. 291 fig. 292 fig. 293 

fig. 294 fig. 295 fig. 296 

fig. 297 fig. 298 fig. 299 
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fig. 300 
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fig. 301 
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fig. 302 fig. 303 
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fig. 304 fig. 305 
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fig. 306 

fig. 307 

fig. 308 
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fig. 309 

fig. 310 

fig. 311 
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fig. 312 fig. 313 
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fig. 314 
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fig. 315 

fig. 316 fig. 317 fig. 318 



177176 fig. 319 

fig. 320 

fig. 321 

fig. 322 
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fig. 323 

fig. 324 

fig. 325 

fig. 326 
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fig. 327 

fig. 328 

fig. 329 fig. 330 
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fig. 331 fig. 332 
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fig. 333 
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fig. 334 
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fig. 335 

fig. 336 
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Fig. 073 Fig. 073fig. 337 
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