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 1  In the ancient 
world, the liberal arts  
(artes liberales) denoted the 
knowledge and skills that 
should be at the disposal of 
a free man—but not a slave. 
In: Alessandro Conti: Der Weg 
des Künstlers,  Vom Handwerker 
zum Virtuosen. Berlin 1998
http://w-dev-02.internet.
ufg.ac.at/fileadmin/media/
institute/kunst_und_ge-
staltung/bildnerische_er-
ziehung/materialien_und_
links/Alessandro_Conti.pdf, 
accessed: 15.08.2019.

 2  John Baldessari, 
quoted from Wo Kunst gesche-
hen kann. Die frühen Jahre des 
CalArts. Exhibition guide, 
Hanover 2019, p.1.

 3  For more about 
the changing perspectives on 
and definitions around crafts, 
see: Markus Glasl, Beate 
Maiwald, Maximilian Wolf: 
Handwerk – Bedeutung, Defi-
nition, Abgrenzung.  https://
lfi-muenchen.de/wp-content/
uploads/2017/08/2009_ge-
samtes_Dokument_Hand-
werk-–-Bedeutung-Definition-
Abgrenzung.pdf, accessed: 
15.08.2019.

 4  ‘Craftsmanship 
names an enduring, basic 
human impulse, the desire to 
do a job well for its own sake.’ 
In: Richard Sennett: The  
Crafts man.  London 2008,  
p. 9 and p. 65.

1. 
Shifts in the relationship between 

arts and crafts

Putting on an exhibition about the relationship between arts and 
crafts is a challenge in various respects, beginning with the age-old 
dispute as to whether art is actually itself a craft. This idea may still be 
evident today when it comes to certain skills and aptitudes, traditional 
knowledge, certain applications, say how one works a stone, primes a 
canvas, applies paints, shoots and edits a film, develops a photo, and 
so on. In fact, much that is today considered fine art was for a long 
time seen as craft, and was ranked in the hierarchy beneath the ‘liberal 
arts’ (grammar, dialectic, rhetoric and also geome-
try, arithmetic, astronomy and music).1 The sepa-
ration of art created by the mind from art made 
by hand continued across the centuries until 
the modern era, when today’s fine arts were 
successfully upgraded to ‘artes liberales’. 
The work of an artist was no longer seen 
as mainly a matter of craft—instead, intel-
lectual effort and aesthetic relevance were 
valued more highly. This ultimately led to 
a hierarchisation of fine (liberal) arts, and 
crafts.

Another challenge of staging an ex- 
hibition on the relationship between arts and 
crafts is that notions both of arts and crafts 
have transformed dramatically against the  

back     drop of social chan ges. 
The working methods used 
in arts and crafts have in 
parts even been lost, or have 
alt er ed in response to new 
conditions. Arts and crafts 
are still learned, although—
except for the standard train-
ing, degree course and/or 
apprenticeship—there has 
been repeated debate during 
the modern era as to whether 
art can in fact be taught or 
learnt at all. The American 
artist John Baldessari was, for 
example, convinced that one 
can at most ‘set up a situation 
where art might happen’.2 If 
you look at the two fields in 

purely technical terms—that is, as creating works using the hands—
this does not go far enough. Crafts too have, over the course of time, 
opened up to the use of new or improved technical tools. And while 
artworks might be made by the hand of the artist, this is long since not 
necessarily the case. Typical features of crafts3 such as a lesser degree 
of division of labour (with the help of machines, well trained craftsmen 
can usually carry out all of the necessary stages of production them-
selves) as well as single-item or small-batch production are also to be 
found in art. Strong personal relationships, both between supplier and 
customer and between workers, are also not useful as distinguishing 
factors.

In his book The Craftsman, Richard Sennett defines craft as ‘a 
desire to do a job well for its own sake’, beyond learned manual work.4 He 
places the focus on the works produced and on the process of acquir-
ing skills and developing expertise in order to make something as well 
as possible. Within this context, traditions and above all the updating of 
traditions play an important role. Crafts should accordingly be thought 
of as a collective practice, in the sense that knowledge is handed down 
from generation to generation: The master instructs the assistant, and 

OLIVIER GUESSELÉ-GARAI, 
la mur murmura (detail), 2019

SLAVS AND TATARS, 
solIdarność Pająk study 7, 2011
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 8  In the statutes of the 
Deutsche Werkbund §2 we find 
for example the following entry: 
‘Veredelung der gewerb lichen 
Arbeit im Zusammenwirken von 
Kunst, Industrie und Handwerk 
durch Erziehung, Propaganda’ 
(the ennobling of commerce 
through the collaboration of 
art, industry and craftsmanship, 
through education, propaganda), 
in: Rolf Fuhlrott: Deutschsprachige 
Architekturzeitschriften, Entstehung 
und Entwicklung der Fachzeitschrif-
ten für Architektur in der Zeit von 
1798 – 1918. Munich 1975,  
p. 216.

 9  Gert Selle: Jugendstil 
und Kunstindustrie, Zur Ökonomie 
und Ästhetik des Kunstgewerbes um 
1900. Ravensburg 1974, p. 10.

the assistant instructs the appren-
tice. Between mentor and apprentice 
there is a corresponding dynamic just 
as between community and individ-
ual, between the teacher’s authority  
and the learner’s freedom of action. A 
particular practice is repeated contin-
uously, and so happens over and over 
again. Within this system, learning and 
practising can last for very long peri-
ods of time. In their book Friendship 
of Nations: Polish Shi´ite Showbiz, the 
artist group Slavs and Tatars mention 
the calligraphers in Iran who spent 10 
years copying their mentor before they 
could attempt to introduce their own 
accents.5 This highlights an important  
difference from modern art, which pla- 
 ces the focus on the individual creator.  
Individuality in crafts, on the other hand, means adding certain accents, 
and not absolute singularity; innovation is not associated with ‘patri-
cide’ and breaking with traditions, as called for by the avant-garde, but 
rather with inscribing into traditions—and thus with continuity.6 

The split between arts and crafts deepened due to the move-
ments of cosmopolitanism and internationalism, which accompanied 
the modernist project as a project invested in revolution. By contrast, 
crafts increasingly took on the role of a bulwark against the internation-
alism of modernity. With its feet on the ground, craft was supposed to 
counteract uprooting forces. And so the rifts between modern art and 
craft intensified. 

2. 
Arts & crafts, decorative arts and art 

Broadly speaking, arts & crafts is defined as crafts that essen-
tially require artistic skills for their practice. Historically, it also repre-
sents an attempt to reconcile the arts and crafts.7 Arts & crafts, art nou-

veau, Viennese Secession, Wiener Werkstätte, Deutscher Werkbund 
and, not least, Bauhaus were—for all their differences—united in their 
desire to highlight the quality (aesthetic and ethical) values of handi-
craft work, as opposed to the cheap and mass produced products of 
industry. Their scope ranged from socio-utopian motives through to 
establishing a new product culture and the aspiration to have an edu-
cative effect on industry.8 The artists reacted to the social develop-
ments that had led to the transition from small- to large-scale enter-
prise, from workshop to factory, from craftsperson to commerce and 
industry, presenting not only high-quality goods and new forms of 
expression, but also high standards for a new ethics of production. 
And, not least, the hope for social effectiveness was linked to actively 
shaping the present and future.  

The goal of reaching a wider circle of buyers remained, how-
ever, largely wishful thinking. The main commitment was to produc-
ing exceptionally well designed consumer goods and furnishings in 
small batches. Ultimately, those who wanted to and could afford to 
buy these products were members of the wealthy consumer class. 
Attempts to change the rapidly growing mass market with their own 

goods failed.9 It also proved impossible to cre-
ate the desired identity between craftspeo-

ple and artists, and craft production meth-
ods on a larger scale had already become 
economically out-of-date by around 1900.  
As a result of these contradictions between 

ideal conception and social realities, there 
was a hybridisation of production modes 
between handicraft, the workshop (as a 
kind of traditional series production) and art  
industry. If one describes ‘applied arts’ as 
a field, then after the mid-19th century one 
finds small- and large-scale workshops and 
workshop associations, high and low lev-
els of division of labour, high and low batch 
sizes, controls by the operators checking pro-
duction means and their loss in parallel. As 
is demonstrated by the example of the Tho-
net company, which grew from a carpentry 

 5  Slavs and Tatars: 
Friendship of Nations: Pol-
ish Shi´ite Showbiz. London 
2013/2017, p. 150 f.

SLAVS AND TATARS:  
frIendshIP of natIons: PolIsh shÍ Ite  

showbIz (Cover), 2013/2017

konsumstuhl nr. 14 
by Michael Thonet, 1859

 6  Although within 
modern art there are very 
clear lines of tradition, their 
rupture was perfectly staged.

 7  Interestingly, to this 
day the title ‘Kunsthandw-
erker’, or ‘art-craftsman’, is 
still missing from the list of 
craft pro fessions. This does 
include ceramicist, glass/
porcelain painter, wood sculp-
tor, embroiderer, theatre and 
decor painter, textile painter, 
photographer, sign and adver-
tisement maker and screen 
printer. In: Markus Glasl, Beate 
Maiwald, Maximilian Wolf, 
ibid, p. 34 ff.
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workshop into a global business, with a smooth transition in part. The  
Wiener Werkstätte did not manage this balancing act between high 
artistic standards and the rationalisation of production, which after 
countless internal controversies also led to their closure.10 And yet 
there was a side effect: craft production and processing techniques 
that were not economically profitable lived on in handicraft. 

3. 
Applied and liberal arts

With the development of handicraft, decorative arts, and de-
sign,11 a new hierarchisation emerged: the liberal arts, feeling be -
holden only to themselves, distanced themselves from the applied arts, 
which are or aim to be directly useful, serving specific purposes and 

taking on social tasks and functional relationships. So a 
line of argument under other conditions, as 

it were, which had already been used 
in the hierarchisation of the relation-

ship between crafts and arts, was 
repeated: The notion of an auton-
omously conceived art as the 
expression of (superior) men-
tal processes and applied arts 
as their (inferior) interpreta-
tion. Since the sphere of hand-
icraft and decorative arts was 
largely female—women were 
credited with a special apti-
tude for ornamentation and 
furnishing in the decorative 
arts sector—these hierarchies 
also reflected traditional asym-

metrical gender perceptions.12 
As late as 1925, Oswald Haerdtl 

referred to the Wiener Werkstätte 
as an ‘outrageous doll business’.13
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snowman (aPrés skI)
Original folk art from the Erzgebirge;  

Volkmar Wagner wood turnery, undated

JOHANNES SCHWEIGER,  
economIc ImPeratIVe lr 8000, 

2012/13

 10  See: Werner J. 
Schweiger: Wiener Werkstätte. 
Kunst und Handwerk 1903 
– 1932. Augsburg/Vienna, 
1995, 113 ff.

 11  ‘Decorative arts’ is 
used here in the sense of the 
combination of manual and 
mechanical forms of produc-
tion of functional objects of 
artistic merit. Initially the 
term ‘design’ emphasised, 
in contrast to applied art 
and decorative arts, a close 
association with industrial 
production, mass production 
and the economy. In terms of 
conceptual history, design was 
at first not connected with 
an explicitly artistic standard. 
Today, the term design has 
largely replaced ‘applied arts’. 

 12  Training opportu-
nities for women were limited 
for many decades. From the 
last third of the 19th century 
they at first only had access 
to ‘Kunstgewerbeschulen’ 
(schools of arts and crafts) and 
private training, while regular 
attendance at the academies 
of fine arts was denied them 
until the 20th century. Andrea 
Christine Winkelbauer: “Als 
Frau und Künstlerin, Durch-
setzungsstrategien weiblicher 
Kunstschaffender im 19. 
Jahrhundert”, in: Ingried 
Brugger (ed.): Jahrhundert 
der Frauen. Vom Impressionismus 
zur Gegenwart Österreich 1870 
bis heute. Vienna 1999, p. 49; 
Barbara Steiner: Die Kunst der 
Frau. Exhibition catalogue. 
Vienna 2015.

 13  Oswald Haerdtl, 
in: Oswald Haerdtl 1899–1959. 
Exhi bition catalogue. Hoch-
schule für Angewandte Kunst, 
1978, p. 22.
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Over the course of decades there was a shift in the highly asym-
metrical relationship between arts and crafts, as well as between 
applied and liberal arts. A major contribution to this was made by the 
women artists of the 20th century, who explored themes of gender 
hierarchies and clichés and used elements and/or techniques from 
handicraft and applied arts in their works. There were at the same 
time mounting doubts about the supposedly universal and neutral 

historiography (of art), while collective 
activities increasingly became a focus 
as opposed to the (male) individ-
ual artist. A manifestation of this was  
Womanhouse14, initiated by Judy Chi-
cago, Miriam Schapiro and the stu-
dents of the CalArts Feminist Art Pro-
gram. Also ground-breaking was 
Rozsika Parker’s 1984 book The Sub-
versive Stitch: Embroidery and the 
making of the feminine, which exam-
ines changing notions of femininity 
and associated social roles through 
the story of embroidery from the Mid-
dle Ages through to the present day.15 
The fixed lines of hierarchical dis-
tinctions separating ‘high’ and ‘low’, 
applied and liberal arts, and conven-
tional men’s and women’s spheres, 
began to erode. Personal narratives 
and emotions, ‘unartistic’ materials  
and domestic activities with femi-
nine connotations found their way into 
artistic work and appeared side by 
side with classic materials and estab-
lished techniques. In the same man-
ner, interest grew in the craft creations 
of indigenous cultures. These devel-
opments rocked canonical percep-
tions of art, while hugely expanding 
the spectrum of artistic possibilities 

of expression. The notion that objects produced by the applied arts 
must always have a practical value and be useful was punctured—as 
was the idea that art should be completely detached from usefulness. 
Today, it is taken for granted that artists can design and realise cafés, 
restaurants and parks, build houses, and be involved with exhibition 
design. Sometimes artworks seek to be ‘useful’, without this neces-
sarily occurring under the label of ‘applied arts’, as clearly demon-
strated by the project Arte Útil by Tania Bruguera.16 Applied arts and 
design no longer necessarily aim to be functional. Series and high-vol-
ume production are to be found in art, while sometimes they are heav-
ily criticised in the field of design. Designers are not limited to work-
ing to order, increasingly they are allowing themselves more freedoms 
and naturally for their part claiming authorship. 

4. 
Crafts today

Public interest in crafts has grown significantly over recent 
years, although notions of craft vary hugely and have developed in 
different directions. So we find neoconservative quality awareness, 
consumption of luxury handcrafted products, a revival of ‘folk cul-
ture’ and, in conjunction with this, a political instrumentalisation of 
craft by the right, and DIY movements, all side by side.17 Since the 
beginning of the 21st century, a large public presence has emerged 
in ‘craftivism’, which links activism with crafting activities such as 
knitting, embroidery, crocheting and sewing, and which has selec-
tively absorbed aspects of the anti-capitalism, anti-sweatshop and 
DIY movements.18 

The current notion of craft combines professionally operated 
crafts based on the knowledge of materials and how to handle them, 
decades of experience and practice, together with amateurish ‘craft-
ing’ in which the knowledge acquired and handed down over gen-
erations is supplanted by self-empowerment of the individual, activ-
ism and the desire for a democratisation of creativity. Crafts oper-
ated according to the classic methods are still caught in a dilemma 
between their own commodification and resistance towards these 

 15  Rozsika Parker: The 
Subversive Stitch: Embroidery and 
the making of the feminine, 1984.

ROZSIKA PARKER, 
The SubVersIVe StItch (Cover), 1984

 14  https://dlf.uzh.ch/
sites/exhibitions/2016/04 
/18/judy-chicago-miri-
am-schapiro-und-calarts-fem-
inist-art-program-woman-
house-los-angeles-1972-4/, 
accessed: 1.10.2019.

 17  See: Manufactum: 
Uli Burchhardt: Ausgegeizt!: 
Wertvoll ist besser – Das Manu-
factum-Prinzip. Frankfurt a. M. 
2012.

 18  The activities range 
from collective embroidery 
and sewing through to guerrilla 
embroidery and crocheting in 
public space. See: Betsy Greer: 
Knitting for Good! A Guide to 
Creating Personal, Social and 
Political Change Stitch by Stitch. 
Boston 2008; Katherine Bell: 
Quilting for Peace, Make the World 
a Better Place, One Stitch at a 
Time. New York, 2009.  A criti-
cal response to ‘craftivism’ can 
be found in Julia Bryan-Wilson: 
Introduction, in: Fray. art + 
textile politics. Chicago 2017,  
p. 26 ff.

 16  https://www.tania-
bruguera.com/cms/592-0- 
Reflexions+on+Arte+til+ 
Useful+Art.htm, accessed: 
18.8.2019.
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processes: how can craft products usually requiring a lot 
of time for their fabrication be made ‘profitable’, what is 
the relationship between material usage and the amount 
of work involved? Essentially, there is a continued dichot-
omy that was already familiar to the craftspeople of the 
late 19th and early 20th centuries: under economic pres-
sure, the craft sector is forced to switch to the high-price 
segment of durable goods or to adapt to the taste trends 
of the mass market and to accept low profit margins. The 
buyer’s main concern is not necessarily always function-
ality, or the understanding of, or optimal use of, materi-
als—rather, it can simply be about a thing being ‘hand-
made’, about emotional charges that have to do with a 
longing for authenticity and nostalgia for the ‘good old 
days’. Many handcrafted objects may differ, de facto, in 
terms of their workmanship yet not in terms of their prod-
uct type from cheap DIY store products, from popular 
decor accessories for home and garden. 

New Arts and Crafts have committed themselves 
to countering the split between the mass market and the 
high-price segment. Their starting point is a consideration 
of the historic arts & crafts movement, the alternative movements in 
crafts of the 1970s, and the design of the 1980s, which are connected 
to the post-industrial concept of what is known as ‘mass customisa-
tion’.19 Just as in the 18th and 19th centuries technical developments 
drove the complete redesign, restructuring and reconsideration of pro-
duction, nowadays craft must reposition itself against the backdrop 
of digital opportunities. Since CNC punches, computer-controlled 
em broidery and knitting machines, 3D printers, laser cutters, etc. are 
now available even to small- and medium-sized enterprises, it seems 
at least that economic competitiveness with the industrial mass mar-
ket is actually within reach.20 ‘Neo-craft’ production is now no longer 
considered at odds with technological progress, but instead in alliance 
with it. At the same time we see a widening from economic to ecologi-
cal issues with a growing interest in sustainable regional development. 
Here special importance is attached to the central production, ser-
vice and marketing opportunities that interconnect smaller craft work-

TANGLED RELATIONSHIPS

ANJA CALDWELL,
yarn bombs, undated

 19  See the feasibil-
ity study published by the 
Offen bach Academy of Art 
and Design commissioned by 
the German Federal Minis-
try for Education and Re-
search: Art – Customization.  
NewArts-n-Crafts mit com pu ter-
  gesteuerten Werk zeugen.  
Ed. Jochen Gros, 2001, one 
of the first studies to exam-
ine neocraft production.

 20  In the corre-
sponding degree courses in 
the field of design, digital 
tools have in the meantime 
become standard.

PLAMEN DEJANOFF,
foundatIon requIrements (Screen), 2013
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shops. The issue of non-alienated work is also being invoked and pub-
licised again. As happened at the turn of the 20th century, hybrids are 
being created in the field of production—now ‘technofactures’, how-
ever—that seek to combine the latest technologies with art/design as 
well as craft and artisanal forms of production. Hence a development 
is clearly emerging now in the realm of craft itself that views traditional 
boundaries between craft, art and design as an obstacle.   

 

5. 
Connections and extension

The exhibition at Kunsthaus Graz came together 
against the backdrop of the developments described 
here, and the tissue of meanings that are today associ-

TANGLED RELATIONSHIPS

ated with ‘crafts’ and ‘handicraft’. 
The title indicates a relationship 
between arts and crafts, and yet 
the two terms are separated from 
one another. This can be read in 
the sense of a pause, or even a 
faltering—as a faltering relation-
ship between two fields that must 
constantly fathom how they interact 
with one another. Developed by mod-
ern temperament Berlin, the exhibition 
logo reflects this state of interchange, which 
has essentially stretched across the centuries, and 
the shifting positions in the hierarchies of arts and crafts, 
crafts and arts, and considerably expands both fields. 

While we were preparing for the exhibition, I came across the 
essay Kinda art, sorta tapestry by Ann Newdigate, in which she uses 
the example of tapestry in order to explore social (pre)conceptions 
and prejudices. Her subtitle reads: ‘tapestry as shorthand access to 
the definitions, languages, institutions, attitudes, hierarchies, ideolo-
gies, constructions, classifications, histories, prejudices and other bad 
habits of the West’. If one replaces the word ‘tapestry’ with other artic-
ulations of craft, this statement could also easily be applied to the exhi-
bition Arts ⇆ Crafts. Because for all the interest of the invited artists 
in craft methods and production techniques, in material and material-
ity, there is also always the question of ‘definitions, languages, institu-
tions, attitudes, hierarchies, ideologies, constructions, classifications, 
histories, prejudices’ and the extremely ‘bad habits of the West’, which 
are attached to the view on, the handling and reception of materials 
and forms of processing and often result in exclusions and hierarchisa-
tions.21 Materials, craft methods and production techniques are there-
fore not regarded in dissociation from their social framework but instead 
their cultural, ideological and (gender)-political charges are examined 
and put to use. It also contains a critical look at the instrumentalisation 
of crafts today when this—associated with folk culture—seeks to claim 
a certain territory for itself (alone) and to distinguish it from others.

The artists in the exhibition present works which remind us that 
the handing down of craft knowledge has always been an extremely 

 21  See: Ann Newdigate:  
Kinda art, sorta tapestry, in: 
Katy Deepwell (ed.): New 
feminist art criticism, Critical 
strategies. Manchester/New York 
1995, pp. 174 – 181.

manufactum product catalogue, 2019

JORGE PARDO, 
untItled, 2014
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lively process, that knowledge has been passed down for centu-
ries from generation to generation far beyond national borders and 
adapted to changing social conditions and contexts. Accordingly, the 
exhibition contains a series of examples that certainly fulfil the ideas of 
classical craftsmanship, but also very refreshing appropriations, adap-
tations and new formulations. The works on display show that abso-
lute contrasts between self-contained cultures are based on fictions 
deeply embedded in history. It is above all the materials themselves 
and certain ways of processing that create connections between 
world regions that are far apart, such as—to take the example of straw 
and this exhibition—between the Alpine countries, East Germany and 
South Korea, while at the same time recognising local accents. Hence 
the way artists handle craft knowledge does not isolate, rather it opens 
up—to other cultures, to modern and contemporary art, to current dis-
courses and digital developments. This is based on a concept of cul-
ture that is understood as a flow of varied, interrelated influences and 

elements, as a process in which different forms of prac-
tical and theoretical knowledge have continuously 

been interlaced with each other, over and again. 
In this way, perceptions of self-contained cul-
tures and unique identities begin to fall away. 

This overarching and interlinking ap -
proach becomes evident in the exhibition 
not least because the classic concept of the 
work—in which the material object is the sole 
focus of attention—is widened. The artefacts 
are embedded in research projects, concep-
tual considerations and also transdisciplinary 
connections outside of the exhibition context, 
and are often based on many years of devel-
opment. And yet the individual artefact from 
a work cycle or series does play an important 
role: it is taken seriously from an aesthetic 
point of view. At the same time they speak 
of something different, a culture, a place, an 
activity somewhere else. Hence it is not only 
about artefacts but also about their relations 
to one another, about decisions that lead to 

the objects and about events and discourses that are triggered by 
them. In other words: they are part of a practice, understood as an 
action that includes sociopolitical, artistic, social, material and discur-
sive activities. This is a challenge not least for the exhibition space: it 
is linked directly with other locations and activities and used in order 
to generate attention and stimulate social discourses in the field of art, 
by means of art and aesthetics.   

In the preface to this book I wrote that categorisations, defini-
tions and boundaries can help us find our way in a complex world, 
and yet they can also lead to exclusions, divisions and hierarchisa-
tions. Today there is no more contentious subject than the question 
as to whether we (again) need to draw more borders. It seems to me 
more productive to ask: Who created these? Who or what is at the top 
of the hierarchy? Who profits from it? Who benefits? This of course 
by implication does not mean there are no more borders, or that they 
are unnecessary. But it helps to keep in mind that at least the bounda-
ries described in this book are the result of social agreements and not 
the expression of ‘natural’ circumstances. It seems to me appropriate 
that there should be considerably more cautiousness and sensitivity 
shown towards constructions, definitions, classifications and the asso-

AZRA AKŠAMIJA, 
wanderjahre #1, 2014

HAEGUE YANG, the IntermedIate – 
tInted bushy bald-headed bumPy walks, 

part of the work: Umbra Creatures by 
Rockhole, 2017–2018
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ciated prejudices. It may therefore seem paradoxical that this exhibi-
tion takes its starting point from the classical demarcation between art 
and craftsmanship and then dissolves it through the artistic works. It 
is—if you like—an invitation to open up step by step. In the works and 
projects, the artists show connections between modern/contempo-
rary art, craftsmanship and new technologies, between European and 
non-European art, and turn away from questionable dichotomies such 
as concept versus materiality or culture versus nature. This means 
that both notions of arts and notions of crafts can be expanded, open-
ing up not just new perspectives but also other practices. When, there-

fore, the artists in and with their works 
call for in-between spaces, transition 
zones and opaque spaces, and are 
sceptical about binarisms, opposi-
tions and dichotomies, they are open-
ing up a space in which practical rap-
prochements can happen. 

AZRA AKŠAMIJA,  
dIasPora scroll, 2018 ff.


