
I w"h for th" text  
to re#e$ my thoughts, intere%s,  
everything I have been trying 
to under%and and my process 
over the pa% year. I want  
th" text to be of help for a 
deeper under%anding of cra&s.  
For myself, but for you '  
we(, reading it. Whether it "  
to help me to get a closer  
comprehension of my pra$ice,  
or to get a closer apprehension, 
or interpretation of what 
cra&smanship " and of what it  
could be. I am deeply f'cinated 
by cra&smanship, th" recent 
year gave me the opportunity to  
come to that realization  
and subsequently, to develop 
my pra$ice and ra"ed my 
awareness to my desires and 
d"intere%s. Th" text " a  
record of what goes through my  
mind before I create, during 
the creative process, when I  
look back at what I did, and 
of anything related to my  
process and my making.
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Rede"ning cra#smanship: 
seeing beyond ourselves
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Mo% of us makers, tend to 
think and to proje! cra#s as a pur-  
suit we have in life. Maybe to earn 
a living, or purely for the sake of 
making. For the sake of beauty,  
utility, or personal creative expres-
sion. But if I look up the de"nition  
of cra#smanship, this is one of  
the "r% results: according to the  
Cambridge Di!ionary, cra#s-
manship is the “skill at making 
things.”  •1

One thought 
that crossed my mind   
is that we rarely ques-  
 tion whether this de" nition delin-
eates humans only as makers. At 
lea% I haven’t que%ioned this until  
now. It comes as a deeply implied  
fa!; only humans are cra#ers.  
But now that I come to re'e! on  

  •1     “Cra#smanship.” 
Cambridge Di"ionary. 
h(ps://di!ionary.cam-
bridge.org/di!ionary/
english/cra#smanship

I.
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I.it, %ill based on that previous 
de"nition, nothing %ates that 
fa!. It makes me wonder if in-
deed, humans are the only cra#ers 
or if we might be surrounded  
by di*erent entities that would be  
shaping our surroundings with-
out us being aware of it. 

Intricate pa(erns on a  
bu(er'y’s wings, the movement 
of a "re, carefully con%ru!ed 
beehives. Perhaps cra#smanship 
takes place in various and unex-
pe!ed ways all around us? If that 
is the case, in what way does that 
impa! the process of us makers, 
can we collaborate with natural 
processes? In what way could we  
serve them? And in what way 
could they serve us? What kind of  
exchange would be possible?





De!ning:  
se!ing ide"

I.I
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For the purpose of this research 
essay, I wish to set an initial view of cra#s-
manship, and its place in society and hi%ory.

The way I have been perceiving cra#s-
manship until recently was very divided. I 
imagined two categories: the cra#makers 
dedicating their whole life to their making: a  
woodworker spending mo% of his time and life  
creating furniture, in order to make a living  
out of it. And the arts and cra#s people: cra#ing  
for fun, when they "nd the time to do so.  
Unconsciously, I perceived the second category  
with a very negative connotation, for in%ance 
I like using the world cra!smanship over cra!s, 
but what really drives this preference? 

My "r% association with the word cra# 
was the Arts and Cra#s movement, there-  
fore, it felt natural to me to engage with it as 
a beginning to my research. Hi%orian and  
author, Alan Crawford focused his work on 
the development of this movement, which 
originated in the United Kingdom in the mid 
18th century, and described its core %ating 
that “Arts and Cra#s people saw dark fa!ories,  
men losing their souls in day a#er days of 
minding machines. That made it feel good to  
%itch a binding by hand, or to mix a new 

I.I
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batch of enamels.”  •.      
What I under%and from  
this quote is that this move-
ment was a re sponse to the 
in du%rialization going on  
at the time. A generalized anxiety emerged 
from it and hence resulted in a deep desire for  
decorative art. As a result of the Indu%rial 
Revolution, making was made possible by 
machines, dehumanizing the a!. This move-
ment %ood in opposition to this. To mass 
produ!ion and human deprived obje!s. The 
cra#makers were not needed anymore, their 
hands were replaced by machines, which en-
couraged them to create for the sake of making.

“Disenchanted with the imper-
sonal, mechanized dire!ion of society  
in the 19th/century, they sought to re-
turn to a simpler, more ful"lling way of 
living.”  •0     
John Ruskin’s ideas 
contributed to the de - 
velopment of this 

arti%ic movement. The 
writer and poet said: “We 
have much %udied and much perfe!ed, of late, 
the great civilized invention of the division  
of labor; only we give it a false name. It is not, 

(1) (2)
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  •3     Peter Clericuzio. 
The Arts & Cra!s Movement 
Overview and Analys&.  
The Art Story, 2017.  
h(ps://www.theart%ory.
org/movement/arts-and-
cra#s/

  •2     Alan Crawford. 
Ide% and Obje"s: The Arts 
and Cra!s Movement in 
Britain. The MIT Press, 
1997 : p.18-19.
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   (1)     Women Working Machines at the  
American Woolen Company, Bo"on. 1912. 



(2)



   (2)     William Morris. Strawberry Thief, 
furnishing fabric, made by Morris & Co.. 1883.
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truly speaking, the labor that is divided; 
but the men:—Divided into mere segments 
of men—broken into small fragments and 
crumbs of life; so that all the li(le piece of 
intelligence that is le# in a man is not enough 
to make a pin, or a nail, but exhau%s itself  
in making the point of a pin, or the head of a 
nail.”  •1     

Ruskin %rongly be-
lieved that the indu%rializa-
tion would take inspiration 
away from humans and 
break them down. According  
to him, that revolution had nothing positive to  
bring to humans and makers, it would only 
take away from them and their process. Does 
this sugge% that the protagoni%s of the 
movement were not creating any kind of hier-
archy within cra#makers? What ma(ers here 
is the rehumanization of the a! of making, 
in a more hands on approach. Cra#smanship 
and cra# are becoming one. It was more im-
portant to reunite with the a! of creating by 
hand, than to try and make a di*erence be-
tween the two. What is truly signi"cant is not 
the way we cra#, but the fa! that we do.

I.I

  •4     John Ruskin.  
The Stones of Venice, vol. 2. 
Proje! Gutenberg, 1851-
1853: p.165. h(ps://www.
gutenberg.org/cache/
epub/30755/pg30755-im-
ages.html#page151
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In our current We%ern society,  
cra#smanship o#en is the opposite of mass- 
produced obje!s and is o#en seen as some-
thing precious. In her thesis, which explores 
the interse!ion of cra#smanship and indu%ry  
in a luxury se(ing, Camilla Salzillo %ated  
that “Luxury goods has exi%ed for centuries,  
and the artisanal component has always been  
at the basis of luxury produ!ion, as it managed  
to exalt its highe% quality, uniqueness and 
care in its cra#ing.”  •3     . 
There is a certain privilege 
in knowing that a piece  
has been created by a cra#s-
person who spend a con-
siderable amount of time 
making it. When saying that 
something was made by an artisan, it elevates 
its value. In our society, we value care and  
the amount of time necessary to the creation 
of a work. In her writing, Salzillo focuses  
on a very speci"c aspe! of cra#s: luxury. But  
in my opinion, what she debates re'e!s on  
the whole world of cra#smanship. For ex-
ample, what she says here: “the luxury world is  
facing some challenges trying to integrate  
their core values with new technologies”  •4     ,  
surpasses the realms of the luxury world, 
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  •5     Camilla Salzillo. 
Cra!smanship vs Indu(ry 
4.0: An Empirical Analys& 
of the Luxury Perception 
of Cartier Jewels through 
Advert&ing. Università 
degli Studi di Padova, 
2022: p.4.
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cra#smanship as whole is 
%ruggling with the idea  
of technologies taking over,  
could they replace our 
making in a more e6cient 
and less co%ly way? Could 
jewellery, or woodwork be made by machines 
from %art to "nish? Salzillo’s observations 
highlight a key point: the value we associate 
with the time spent cra#ing compared to the  
e6ciency of technology. This time and care 
seem to give cra#smanship more value, which 
%ands in contra% to the e6ciency of mass 
produ!ion. When I position myself as a buyer,  
not a maker, I have the feeling that I would 
want something made with time, away from 
technologies and machines. But as a maker, 
this perspe!ive might slightly shi#.

I love the idea of creating and making 
outside the boundaries of mass produ!ion, but  
let’s not forget how helpful it can be to makers.  
Let’s take the example of Piet Hein Eek, in  
an interview about his work  •7     , he described  
his process. The designer 
uses the set mass produ!ion 
sy%em around him to  
de'e! it: “the way it’s made 
is completely %andardized. 

  86     Camilla 
Salzillo. Cra!smanship vs 
Indu(ry 4.0: An Empirical 
Analys& of the Luxury 
Perception of Cartier Jewels 
through Advert&ing.  
Università degli Studi di 
Padova, 2022: p.5.
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  •7     Dutch Pro)les: 
Piet Hein Eek. YouTube. 
h(ps://www.youtube.
com/watch?v=qS2X-
DL7VdOI
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So, although the produ! is di*erent 
every time, it can %ill be produced”. While the  
designer might not explicitly identify as a  
cra#sman, his approach challenges the bound - 
aries of traditional cra#smanship. To me, 
Eek’s pra!ice is an example of what rede"ned 
cra#smanship can be, showing me that mass 
produ!ion sy%ems don’t have to con'i! with  
individuality or creativity, but can also be 
used to enhance it. What it comes to in the end  
is the mindful process of the maker, and not 
only the fa! that the "nal produ! is made in  
a way that would be considered traditional 
and made by hand.

Richard Senne(’s idea about cra#sman-
ship further su%ains Piet Hein Eek’s way  

of working. In his book The Cra!sman, Senne(  
highlights “the Cra#sman explores these di-
mensions of skill, commitment, and judgment 
in a particular way. It focuses on the intimate 
conne!ion between hand and head. Every 
good cra#sman condu!s a dialogue between 
concrete pra!ices and thinking; this dialogue 
evolves into su%aining habits, and these habits 
e%ablish a rhythm between 
problem solving and prob- 
lem "nding.”  •:     I take  

(3)
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  88     Richard Senne(. 
The Cra!sman. Penguin 
Books, 2008: p.9.



(3)



   (3)     Piet Hein Eek. Wa#e Tile Cabinet 8 & 9. 2019.
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this to mean that a skilled cra#maker  
does not only make use of their hands, but also  
of their head. Piet Hein Eek does this by 
mimicking sy%ems of mass produ!ion in  
a creative way. In%ead of ju% making identical  
produ!s, he tweaks the process, so that  
each piece is unique but %ill e6ciently made. 

This shows that indu%rial tools don’t 
have to take away from cra#smanship. They can  
support it. Eek’s approach challenges the  
idea that cra#smanship is limited to traditional  
methods only, which sugge%s that what it 
comes down to is how the maker engages with  
the tools to create something unique. 

Let’s dive back into the arts and cra#s, 
not in terms of the art movement, but as  
the term enveloping a large category of things 
created by a maker. Nowadays, I am sur-
rounded by arti%s and makers who tend to look  
down at that term. I imagine four categories:  
arti%s, designers and cra#speople, and then 
the arts and cra#s people. If you would ask me  
what comes to my mind when I hear that,  
it would be kids making necklaces out of 
cheap pla%ic pearls, someone who assembled 
2 wooden pallets to create their bedframe  
or maybe a DIY YouTube video to learn how 

I.I
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to make paper 'owers. It doesn’t really 
scream skilled work and high quality, right? 
But how come that I have the feeling that the 
meaning of these few words, or even the word 
cra! by itself has changed? To me, its conno-
tation di*ers from cra!smanship and is closer  
to cra!y. Let’s look at the American Cra# 
Museum, that in 2002, changed their name to 
the Museum of Arts and Design. That change 
sugge%s a general desire to e%range from  
the word cra!. According to their website “the 
in%itution’s new name […] re'e!s [a] wider 
spe!rum of intere%, as well as the increasingly 
interdisciplinary nature of MAD’s permanent 
colle!ion and exhibition programming.”  
The replacement of cra! by art into the  
museum’s name seems telling. Was cra! not 
good enough? Where does this separation 
come from and what does it mean?

This separation is very blurry, and in my 
opinion, drawing a clear line of what falls into 
the category of "ne arts and what falls into 
cra#smanship is almo% impossible. Here, the 
arti% Kri%in Harsma, describes this con%ant 
ba(le in a work of research about why that 
divide is being made: “The need to de"ne the 
di*erence between art and cra# has become 
an arduous and ultimately unnecessary task. 

I.I
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They are dependent on each other and 
the line between the two is under con%ant 
change within the arti%ic community. Arti%s 
are ba(ling the %igma that cra# is low art  
and high art is only achieved by artwork that 
falls within painting or sculpture.”  •9     I 
align with this %atement,  
a separation is usually made 
between what art is and  
what cra# is, it is o#en 
based on people’s perspec-
tive on intent, on cultural 
perception of value, and on the emphasis on  
tradition or innovation. But they are symbiotic,  
relying on one another, and whil% under-
%anding there is a di*erence between the two 
is important, they are not the same. Trying  
to clearly de"ne where one %ops and where the  
other one begins feels like a relentless never- 
ending task. Harsma also evokes the idea of  
"ne arts as being superior, which Paul Mathieu,  
a cerami%, illu%rate in his article Toward a 
Uni)ed Theory of Cra!s: The Reconciliation of 
Di*erences:  •1=     The arti% 
uses the example of frames 
and plinths, that are obje!s  
of cra#smanship used  
to support a painting, or  

  89     Kri%in Harsma. 
Crossing the Divide between 
Art and Cra!. Journal of 
Undergraduate Research at 
Minnesota State University. 
Minnesota State Universi-
ty, 2010: p.2

I.I

  810     Paul Mathieu. 
Toward a Uni)ed Theory of 
Cra!s: The Reconciliation of 
Di*erences. Studio Po(er. 
h(ps://%udiopo(er.
org/toward-uni"ed-the-
ory-cra#s-reconcilia-
tion-di*erences
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sculpture. He %ates that even though 
they are carefully cra#ed, they barely exi% to us  
and almo% disappear when they are next to 
"ne art: “How o#en have I seen in exhibitions  
and in museums worldwide, paintings ex-
hibited in frames carved and painted by the 
arti%, where the identi"cation label simply 
%ated ‘oil on canvas,’ with no mention of the 
frame whatsoever!” Why is it that when cra# 
is placed alongside "ne arts, it seems to dis-
appear? Mathieu describes a hierarchy among 
makers, art supposed to be superior, makes 
cra#s almo% invisible when the two are next 
to each other.

But if I %rongly believe that this separa-
tion should not be made, why do I "nd myself 
drawn towards cra#smanship in%ead of art?

Even though I don’t think a harsh 
separation should be made between the two, 
they are di*erent. But cra#s exi%s within  
art, and art exi%s within cra#s, skills and  
traditional techniques might be used in "ne art  
such as in painting or sculpture, and the 
dimension of concept present in art can also 
exi% in cra#s such as po(ery for example. 
Before working on this text, I would have  

I.I
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de"ned cra#smanship as something that  
needs to be handmade, made to be one of a 
kind, in line with the principles that inspired 
the creation of the “Arts and Cra#s” movement. 
But Piet Hein Eek’s example opened up my 
perspe!ive. Cra#smanship, to me is about how  
the maker’s mindful engagement with their  
work, shapes the process. It’s in the a(entive-
ness to details, in the dialogue between hands  
and material, and in the respe! for what 
cra#smanship is. This conne!ion between 
maker and creation is what draws me to cra#s - 
manship. It is something that can be found 
under many forms, maybe even into the mo% 
surprising ones.

I.I
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When I initially began my research 
into cra#smanship as a topic, I was looking for  
a way to go away from what our society expe! 
cra#smanship to be but was unsure of which 
way to go. I decided one night to watch a movie  
with my roommate: Fire of love  •11     . In this 
"lm, we follow the que%s  
of a volcanologi% couple, 
the Kra?s, who went 
everywhere on the planet  
in a goal of researching volcanoes. But what 
really %ruck me were the compelling images 
of the melting and molten lava.

To this day, pinpointing the exa!  
moment when lava and/or gas will 'ow 

and be released is almo% impossible: “there  
is always some uncertainty in a foreca%, both 
because of the limits of available knowledge 
and the inherent uncertainty in natural  
sy%ems.”  •1.     Swelling of  
the earth, earthquakes, 
tremors, increased %eaming 
a!ivity, development of 
thermal areas.

Volcanic eruptions are  
the result of years and years of rock melting 
within the Earth. Yet with all of the knowledge 
we have accumulated and all of the research 

(4) (5) (6)
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  811     Sara Dosa.  
Fire of Love, 2022.

  •12     How can we te+ 
when a volcano wi+ erupt 
and how do we prepare for  
an eruption? 2024. 
h(ps://chis.nrcan.gc.ca/
volcano-volcan/how-
comment-en.php
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   (4)     Nick Selway.  
Lava Art - Photos of Hawaii Lava Flow. 



(5)



   (5)     Jan Erik Waider.  
Of Similarity and Strangeness. 2020.
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   (6)     Grant Ordelheide. Lava Textures. 
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that has been made, this phenomenon is  
%ill very much unpredi!able. 1200°C, this  
is approximately the temperature at which the  
lava will leak out of a volcano and 'ow down, 
creating pa(erns, volumes, shapes, textures, 
designing and forever changing the land that 
it oozes out on. We have data, yes, and we 
know when the bowels of a volcano begins to 
%ir, so how come we can expe!, but not  
plan precisely?

In this chapter, I want to challenge the  
idea that humans, and humans only are cra#-
makers. A#er watching that movie, it ju% 
makes sense to me that it goes so far beyond us.

One part of the de"nition of cra#s-
manship involves the maker having skills 
while creating. According to the Cambridge  
Di!ionary, a skill is the ability to do some-
thing well  •10     . Now, 
doing something we+ can be 
subje!ive, but if you were  
to ask me if molten lava is 
we+ made, I would say yes without hesitation.  
It seems as if every small detail of it was 
thought to be made perfe!ly, and intention to  
me is an important part of what de"nes a 

I.II

  •13     “Skill.”  
Cambridge Di"ionary. 
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cra#maker. I enjoy how the colors, shapes  
and textures work together to create, in my 
opinion, something beautiful. 

If we think of volcanoes as people and of  
eruptions as their "nished proje!s, each  
one has its own unique process. Some take 
years to deliver a result, needing ju% as long 
before the next, while others create with 
remarkable speed. Isn’t this what sets one 
creator apart from another? Even with shared 
techniques or training, each of us has a di%in! 
way of making.

Spiders are a good example here, their 
webs more speci"cally. While two might look 
alike, they are never the same. Every single 
one of them is di*erent. Even though they are  
useful, whether it is to catch prey, or to create 
egg sacs, they also look like a work of art to  
me. Tomás Saraceno, a research driven arti% 
drew much inspiration from spiders. In his 
work Arachnid Orche(ra. Jam session (see  (21)    ) 
the arti% made use of the %ru!ural properties 
of spider webs and of the way they commu-
nicate through almo% indete!able vibrations 
to turn them into acou%ic rhythms. To realize  
such a thing, Saraceno had to dive deep  
into what spiders are and how they behave. And  
in my opinion, it is fascinating. Saraceno 

I.II
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transforms something as delicate and 
fun!ional as a spider’s web into an immersive 
experience, making invisible vibrations tangible  
and challenging the boundaries between art 
and Nature.

If a human had created these by weaving  
one thread a#er another, these would likely be  
considered ma%erpieces. Why don’t we  
que%ion the exi%ence of these other cra# 
forms, exi%ing outside the realms of human 
capabilities? 

I would like to look at natural processes 
as something that exi%s and cohabits 

with us humans. I want to acknowledge them, 
but not que%ion or doubt their reasons. I want  
to dive deep into their process and compare  
it to mine, can I work for them? Can they work for  
me? Can we work together?

Humans have had Nature work for them  
for quite some time. We tend to dive in  
Nature to look for inspiration, therefore many  
of our inventions are rooted  
in natural processes. In 
2008, researchers created  
a less painful needle  •11      
looking at mosquitoes, 
surgical glue was inspired by 

(7) (8)
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  •14     Angela Dixon, 
Isabelle Vondra.  
Biting Innovations of  
Mosquito-B%ed Biomaterials 
and Medical Devices.  
Materials, 2022. h(ps://
pmc.ncbi.nlm.nih.gov/
articles/PMC9267633/
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   (7)     Pi#ure of an Indian  
Violet Tarantula Web Tunnel.



(8)



   (8)     Tomás Saraceno.  
Arachnid Orche#ra : Jam Sessions. 2015.
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slug’s slime  •13     , engineers observed  
birds to create planes  •14     . 

I have been obsessing  
over that thought of the 
Earth as a cra#maker, and 
of natural processes as 
skills. These concepts are 
vague and 'oat in my mind 
as something I cannot  
fully grasp yet. In a process 
to try to make it make sense I tie everything 
back to my own personal making and process. 
This a!s out my desire to make things tangible,  
and to create something that I can touch and 
manipulate. I want to que%ion the exi%ence 
of a potential collaboration between Earth 
and makers. 

Re'e!ing on this que%ion, I had the 
idea to make a piece of lace and to use it as a  
medium to grow grass on. But when dis-
cussing this intention, it was brought to my  
a(ention that I would fully be in control, giving 
no chance to “unwanted” natural processes  
to happen where I didn’t plan them to. Finding  
a right balance here is complicated, I’ll always  
be the one guiding the proje!, taking it 
where I decide, so what are the possibilities to  

I.II

  •15     Surgical Adhesive 
In,ired by Slug Slime. 
National In%itute of 
Dental and Craniofacial 
Research, 2021.  
h(ps://www.nidcr.nih.
gov/news-events/nid-
cr-news/2021/surgical-ad-
hesive-inspired-slug-slime

  •16     John Lienhard, 
The Airplane % a Bird. 
University of Hou%on. 
h(ps://engines.egr.
uh.edu/episode/373
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collaborate with the Earth while not 
overtake it? How can I let it space to “express” 
itself?

I think that when working with Nature, 
arti%s tend to bring it inside the con"ned white 
cube gallery space.

Santiago Serra and Kri%ian Nygår are 
very good examples of that. Their in - 

tentions were very di*erent, but I would like 
to mainly focus on the process here, and  
on that a! of bringing very big amounts of 
Nature indoors, mud for one, a grass "eld for 
the other. These two works are quite similar 
in a few points, visitors were allowed and 
en couraged to intera! with the materials. 
Walking, running, playing, these a!s shaping 
and chang ing the works with time. But in  
my opinion, in these two works, the arti%s are  
not collaborating in any way with a natural 
process. They simply took mud and/or grass, 
to bring it in a space where they are not usually 
found, there is no exchange between the 
maker and what they bring inside the space. In  
my opinion, the visitors are the ones passively 
collaborating, they are the ones shaping it. 
So, in these two artworks, the collaboration is 

(9) (10)
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   (9)     Santiago Serra. Ho$e in Mud. 2005.
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   (10)     Kri"ian Nygård. Not Red but Green. 2014.
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not conscious, the arti%s are giving us the  
opportunity to intera!, but there is no a!ive 
work of collaboration.

I would like to introduce the work of 
Ana Mendieta, an arti% who, in my opinion,  
had a very good way of not overcontrolling 
nature while working with it. In her series of  
works Silueta, the arti% uses her body and  
the Nature around her as medium. When you 
asked Mendieta about her work, this is what 
she would say: “My art is the way I ree%ablish 
the bonds that unite me to the Universe.  
It is a return to the maternal source”  •17     .

In her work, the arti% 
is seeking for a lo% con-
ne!ion with Nature, she 
had been separated from  
her family as a child, and that  
separation felt like her being taken away from 
what should be natural. She was reaching for  
that “one universal energy which runs through  
everything: from inse! to man, from man  
to spe!re, from spe!re to plant, from plant 
to galaxy”  •1:     . Here, 
everything is an exchange, an  
exchange of energies. She  
is giving herself, her body to  

I.II

  •17     Ana Mendieta, 
h(ps://www.anamendi-
etaarti%.com/about

  •18     Ana Mendieta.  
A Sele"ion of Statements  
and Notes. Sulfur no. 22,  
1988: p.70.
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Nature, as she is being given grounding,  
she was trying to become one with the Earth.

  Ana Mendieta called her works, the 
earth-body works. This is incredibly in-  

tere%ing to me, it feels like more than a  
mere collab oration: the way the arti% works 
allows Nature to take over, it feels as they  
are working together, not as if she is using it. 
Her bond to Earth is ju% exi%ing, it doesn’t 
feel forced for the time of a proje!, they are in  
symbiosis. She is pu(ing herself out there, 
her body, or the imprint of it, and Nature 
decides what to do with it. What I also "nd very  
captivating, is that those works are temporary,  
rare were the people who witnessed her  
exchange with Earth, the results available to 
the public are photographs, captivating a 
glimpse of her experience. I admire that a!, 
she didn’t come together with the Earth in  
a public performance, she shared a part of it, 
but the re% was their moment, Nature’s and 
hers. They made these works together, they 
would not exi% if Mendieta was not seeking for  
that conne!ion, nor if the Earth was not ready  
to give it to her.

(11) (12) (13)

I.II
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   (11)     Ana Mendieta. Siluet". 1973–1980.
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   (12)     Ana Mendieta. Siluet". 1973–1980.
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   (13)     Ana Mendieta. Siluet". 1973–1980.
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I adore that concept of considering  
the Earth, and Nature as makers, I adore the 
fa! that we can, in full consciousness, collabo-
rate with them. They are not merely means  
to an end, they can be part of the process, we 
can communicate, exchange and grow in  
parallel to each other. Natural processes usually  
exi% for a reason, as well as my work, and  
I want to combine the two. 

I want to collaborate with the Earth. 

This conne!ion to Nature broadens my  
under%anding of cra#smanship. It made me 
realize that making is not solely a human a!, 
but that it is a process that we share with the 
world around us. By embracing Nature as a 
collaborator, I wish to expand the boundaries 
of cra#smanship.

I.II





Part  

Everything I make owns me and I own it: 
facets of my pra"ice 

II



I create with inten-
tion, driven by a profound 
sense of satisfa#ion. Each 
piece I produce embod - 
ies a part of myself, an  
exchange where everything  
I make owns me and I  
own it. Each piece is !lled 
with emotions, 

anger, fru"ration, love.

Consi"ently !lled 
with emotions along with 
time, always.

My process is deeply 
ta#ile: I !nd purpose  
in working with my hands, 
in the a# of shaping, 
touch ing, sensing, and 
transforming raw materials.
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A year ago, I faced the realiza - 
tion that I had no idea where  
my pra!ice was going, and I had  
to address the fa! that I was lo% 
and hone%ly, a bit confused.  
Writing an arti% %atement at this 
time, is a big part of what helped 
me to get back on track with  
my making, as it helped me realize 
what I wished my work to be. 

II
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II“I dig into the idea 
of my cra#s being made with - 
out centering any crowd,  
in the fa! that anybody can  
"nd in tere%, and make up 
their own under%anding and  
inter pretation. I am deeply  
intere%ed in how cra#s are 
and have been used. I explore  
them, their techniques and  
their pur-
pose.”  •19

 

  •19     Quote from My 
Arti% Statement, 2024.





The invisible  
hand of intention

II.I





In my making, one 
of the things that ma$ers 
mo" is intention. 

Creating with a goal, 
a desire to make something 
meaningful, something 
that makes sense. 

Intention is personal, 
it belongs to the maker, 
not the viewer. 

Can an arti" truly 
create without intention? 

If you try to create 
without it, isn’t your inten-
tion to not have any?





5;

“What if an arti% has no in - 
tentions at all? What if the arti% painted 
or photographed with an empty mind? 
What if the arti% simply followed her/
his intuition, was completely in the  
moment, and ju% let her/his hands do the  
work? What if the arti% only looked at 
the work a#erward and let the intuition 
decide whether to publish it or not? 
What if the arti% was ju% making up an 
intention for his/her audience because 
that is what the people wanted?” 8.=     

These que%ions bring 
me back to think of Nature 
as a maker, in this case what 
role does intention plays? 
Does a spider weave its web to create some-
thing beautiful, or simply to catch prey? Does 
a volcano erupt for humans to admire, or  
ju% to release pressure? Nature’s intention, if  
it has one, seems to be fun!ional, but that 
doesn’t take away from its making.

II.I

 820     Sarah Dorweiler, 
Can Art Be Intentionless? 
h(ps://www.aesence.com/
can-art-be-intentionless/





Satisfa#ion  
as creative drive

II.II





If I decide to dedicate  
so much of my time, of 
myself, I have the need to 
make it make sense.

The need to get 
some thing out of my prac-
tice.

The way I see it is as 
an exchange, I inve"  
myself into my work, and in  
return I gain satisfa#ion.

There is a sense of 
obsession created by the 
feeling of satisfa#ion. 

If I take a "ep back 
and try to analyze what 
motivates me, what pushes  
me to work, it is the grat-
i!cation that I extra# from  
myself. 

My way of working 
is a con"ant search for 
satisfa#ion.
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The satisfa!ion of taking a silver 
ring out of the polishing machine,

of sewing the la% %itch on a garment,

of taking my freshly glazed ceramics out 
of the kiln.

In the end, it comes down to the satis-
fa!ion of being able to see and to touch 
something that used to be a simple idea, a very 
vague visualization. To create the tangible out 
of the impalpable.

II. II





In the a# of making,  
I am made

II.III





I don’t feel capable  
of creating unless my whole  
self is involved.

I need to feel the 
tangible. But more than 
that, my mind mu" be 
fully dedicated to what I’m 
making.
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Karl Marx has said “The more the  
worker spends himself, the more powerful 
becomes the alien world of obje!s which he 
creates over and again% himself, the poorer 
he himself—his inner world—becomes, the less  
belongs to him as his own. It is the same in 
religion. The more man puts into God, the less  
he retains in himself. The worker puts his  
life into the obje!; but now his life no longer 
belongs to him but to the obje!.”  8.1     

 This is what I meant by  
saying that everything I make  
owns me and I own it. Let’s  
acknowledge that the context  
here is a bit di*erent. Marx 
is debating and disagreeing with a capitali%  
sy%em, and thus, the “worker” described is not 
your usual cra#sman, working out of drive 
and passion, but probably a fa!ory worker, 
working only for the purpose of providing for  
himself, and maybe his family. But does it 
make him less of a maker? He %ill participates  
in the creation of obje!s.

In that la% sentence, there is this idea 
that a maker will give a piece of himself away 
in anything he makes that I really resonate 
with, all of the time put into that “obje!” is the  

II. III

  821     Karl Marx.  
Economic & Philosophic 
Man-cripts of 1844.  
Progress Publishers, 
1959/: p.29.
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result of work and dedication. However,  
I am le# wondering if what Marx %ates about 
the maker ge(ing “poorer” is true. Yes, we 
give a part of ourselves away when creating but  
don’t we get something in exchange? In  
my case, I am not talking about grati"cation 
from a positive response from a public, any 
monetary exchange or anything coming from 
the outside. This exchange is %ri!ly between 
you and what you produce. From my expe-
rience, conscious making and cra#ing always 
provide something in return. 

Creativity, skills, satisfa!ion, inspiration,  
we have so much to learn from deep inside 
ourselves. It is not something that is given, 
this process is an exchange between the hands 
of a maker, and his response to the obje!  
he created.

II.III



The echo of emotions

II.IV





My work is consi"-
ently !lled with emotions. 
I do not want my art to  
be made in response to my  
emotions, but whether  
I do that or not, it has an 
in%uence on my process.
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I am never as self-conscious as 
when I am making, I feel and under%and 
myself more than ever. Creating during low 
moments is di6cult, but it can inspire ideas  
I wouldn’t have discovered in a di*erent %ate 
of mind. This in'uence is about the process, 
my work doesn’t need to re'e! whether I’m 
sad or happy. Looking back at older works  
of mine, I may forget the events of that time, 
but I will vividly remember the emotional 
landscape in which I made them. 

I don’t aim to provoke a feeling to a 
public when they encounter to my work, but I  
know interpretation isn’t something I can 
control. Everyone relates art to their own  
experiences, memories, and what they’ve been  
through.

Allow me to illu%rate with this work 
from Felix Gonzales-Torres. If I look at 

it, what do I see, what do I feel? I see two 
identical clocks touching each other in a 
singular point, they are moving through time 
simultaneously. They are giving me a feeling 
of calmness, they are in love, they are two, but  
they are one. I can imagine the sound of the 
ticking, every single second. This work feels 
very grounding to me. 

(14)

II.IV



(14)



   (14)     Felix Gonzalez-Torres. 
“Untitled” (Perfe% Lovers). 1991.
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But when I go away from my own 
interpretation and look into the arti%’s in-
tentions, a big shi# happens. Gonzales-Torres 
made that work while his partner was su*ering  
from AIDS. Suddenly these clocks have a 
sense of urgency, it’s not about the reassurance  
that a clock may have, but about the pressing 
ma(er it can give. 

When we create something and give it to  
a public to see, our emotions do not exi% 
anymore. My emotions drive my making and 
my process, but once someone else views  
my work, my emotions vanish.

II.IV



The necessary pace 
to my cra&

II.V





My process takes time.
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As a support for this writing, I de - 
cided to learn how to make bobbin lace. Which  
is an extremely tedious and time-consuming 
process. 

Each bobbin mu% be wound. I hold 
one end of the thread "rmly with my thumb 
pressed again% the head of the "r% bobbin  
and wrap the thread around it. Once the thread  
is tightly secured, I roll the bobbin between 
my "ngers to wind the thread. Now that the 
"r% bobbin is wrapped in thread, the second 
bobbin, as they work in pair, needs to undergo  
the exa! same process. And repeat for as 
many pairs of bobbins are required. About the  
pa(ern, it looks like a series of dots on a  
piece of paper that needs to be a(ached to the  
“lace cushion” with pins, and every single dot 
needs to be perforated. Now that the pa(ern  
and bobbins are ready to be used, I will hang 
the bobbins from pins on the pa(ern. The 
movements are awfully simple, twi% and cross. 

And for the entirety of the pa(ern, 
I will twi%, cross, 

             twi%, cross, 
               twi% and cross 

over and over again.

II.V
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There is a sense of comfort in that 
repetition, done over and over again, and  
that element can be found in so many kinds of  
cra#s. Kni(ers use the same %itch, jewellery 
makers "le, in traditional cra#smanship, this  
re'e!s a que% for perfe!ion. Making sure 
that every single piece, obje!, is as envisioned 
to be and no di*erent.

If I %ep back and think about makers 
more broadly, maybe arti%s, time might have 
a di*erent value. In 2010, Ai Weiwei exhibited  
over 100 million hand-painted ceramic sun-
'ower seeds, requiring 1600 workers and two  
and a half years. As I separate "ne arts from  
cra#smanship, I want to focus on the cra#s-
manship involved in his work. Weiwei is  
not a cra#sman, but he is the idea behind it, 
the “orders giver.”

In this process, time isn’t used in the 
search for perfe!ion; it serves Weiwei’s con-
cept. Yes, it involves skilled cra#, but it goes 
beyond “ju%” cra#. This, I think, is where art  
and cra# diverge. Both utilizes time as a 
means to an end but in di*erent ways, in mo% 
cra#s, time is essential to a good outcome,  
it cannot exi% without it. A skilled cra#sman 
spends years ma%ering their cra#. For arti%s, 

II.V
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in my opinion, time doesn’t need to be 
devoted in the same way to produce “good” art. 
Time and cra#smanship can be used not ju% 
for the sake of perfe!ion but also as a tool to 
express deeper meanings.

II.V
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To each cra#maker their 
cra#smanship.

This text was a way for me to  
explore and try to get a be(er 
under%anding of what cra#s 
are, and of what they could be, in  
order to help shape my own 
pra!ice. I have shared my per-
spe!ive on cra#smanship here, 
but this isn't meant to be a "nal 
answer. Rather, it's an invitation 
to extend these ideas, to think 
beyond the boundaries we o#en 
place around cra#smanship.

I don't believe that cra#sman-
ship should be something con-
"ned to only what humans make. 
It should be much more open  
to all possibilities. A part of this 
text focuses on placing Earth and  
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Nature as craftmakers, with  
natural processes as their skills 
and their cra#. If we open our 
minds to this, it brings this  
que%ion: what or who else could 
be considered a maker?

By challenging traditional  
de"nitions, and set ideas, I want 
to expand the conversation about  
what it means to create, to cra#, 
and to be a maker. I hope to ex-
plore a world where making isn't 
ju% about human hands, but a 
larger, interconne!ed process 
where Nature, Earth, and humans  
all play a role in the a! of creation.
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