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Garfias 

Constanza Camila Kramer Garfias creates figurative and abstract works, 
using hand and machine weaving, that interrogate the limits of the  
textile medium. From depicting sports cars and their accessories using  
soft materials to creating alternative maps of her native Chile, she  
talks with Curator Dr Kathy Battista about the importance of experimen­
tation and play, as well as how history is always in flux.
Constanza Camila Kramer Garfias’ works can currently be seen in the following exhibition: 
Textile Manifestos – From Bauhaus to Soft Sculpture, Museum für Gestaltung Zürich, until 
July 13, 2025
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KATHY BATTISTA 
When did you begin working with textiles?

CONSTANZA CAMILA KRAMER GARFIAS  
Around 2010 to 2011, I was looking at art schools. I was inter­
ested in fashion and by coincidence I saw that the university 
where I was studying, Burg Giebichenstein in Halle, offered 
textile classes. I had never heard about textile arts before. And 
I was so curious about it. Something that really thrilled me 
about fashion were the Belgian designers, who were masters 
of deconstruction. My big hero was Martin Margiela. My only 
reason to study fashion design was to work for Margiela. When 
he left the company, I was like, what do I do now?

Burg Giebichenstein is, let’s say, a spiritual ancestor 
of the Bauhaus. When the Nazis closed the Bauhaus, most of 
the textile professors moved to Halle with their looms and 
tools. There I could do a class in the wood or the metal work­
shop as well as other departments. Burg Giebichenstein is  
interdisciplinary and all material focused. I really loved it. The 
universe of textiles was something that I could identify with. 
And when I later started to do some research into my own his­
tory, I found out that many women in my family also worked  
as weavers, as knitters, seamstresses, and sewers. So I think, 
maybe it was a genetical compass that brought me to this.

KATHY BATTISTA 
I’m interested in your use of industrial looms and won­
dering if you started with hand weaving and how much 
you integrate those two processes?

CONSTANZA CAMILA KRAMER GARFIAS  
If you want to learn how to weave with a machine, you must 
first learn how to weave by hand. This is the base for all  
the further techniques that have been developed. I studied 
handweaving during my studies, and I really loved it, but when 
I learned how to weave with a machine, and how to program 
and prepare the files to do experiments, I immediately knew  
I wouldn’t be a handweaver because I really appreciate the 
technical development that you have if you use a machine.

The huge difference is that working with a machine, 
you can have technical breakthroughs driven by the fact that 
they are constantly refined by engineers. So this brings inno­
vations, which were something that I was missing in the  tex­
tile art world. I appreciate craft so much, yet textiles are still  
a niche sector in the art world. And I would really love to show 
the audience that it has thousands of faces and a huge spec­
trum. I would love to see more people coming into the textile 
world and bringing their own thoughts, ideas, and ambitions  
to it, to expand the field. Textiles not only encompass a vast 
range of techniques and a history spanning thousands of years, 
but they have also played a crucial political role – particularly 
in relation to women’s labor and visibility.

KATHY BATTISTA 
Some of your processes are deconstructive and some 
constructed like a painting. Can you talk about the dif­
ferent ways that you approach the work?

CONSTANZA CAMILA KRAMER GARFIAS  
I see Jacquard weaving as what I do, and image weaving is very 
close to painting because both are about surfaces: bringing 
colors together or mixing threads of colors together to see 
what the underground of a color does to the surface of a cer­
tain area. So, in a way, they have many things in common. I 
want to expand how textiles are seen because many people 
think textile art can only be a blanket or something practical 
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that you can use. I love to create textiles that can also be a 
painting, an artwork, an image.

KATHY BATTISTA 
Your Autobahn series from 2023 appear as paintings. 
I’m wondering, does the image determine the mode of 
production?

CONSTANZA CAMILA KRAMER GARFIAS  
Yes, for me, it’s a permanent playful try. That’s why I work  
in series and try to reveal as many facets as possible that I  
can create out of a topic that interests me. Deconstruction  
is something that really interests me as a moment of trans­
formation when something can become something else. Trans­
formation is something that happens every moment.

And it is through textile and weaving traditions that I 
recognize how important history is to us, but we tend to forget 
that history is also always changing. History is something that 
changes in every moment. What is interesting about weaving 
history is that it is a technique that has existed because mil­
lions of people all over the world for the last 9,000 years fig­
ured out how to maintain this technique. They passed down 
the tradition by educating others, from children to students. 
Without all these persons educating, we wouldn’t have the 
craft. I found this to be magical.

KATHY BATTISTA 
There are so many myths about weaving in every cul­
ture around the world. You’re tapping into that, but 
you’re also making something that’s engaged with the 
technological developments, which is interesting.

CONSTANZA CAMILA KRAMER GARFIAS  
I did research into this field, including textile art, textile  
design, and the arts and crafts movement. Something that 
seemed missing in this niche, was to challenge the technique 
and move it forward. The Bauhaus movement, for instance, 
was very important, but you see that people are still repro­
ducing Bauhaus textiles, even in a contemporary art field. I’m 
sorry, but that was 100 years ago. We must move forward. We 
have new topics now and we need to move the whole genre  
into the future instead of constantly looking back.

KATHY BATTISTA 
It must be super interesting, especially in the develop­
ment of machinery?

CONSTANZA CAMILA KRAMER GARFIAS  
The moment you switch on a weaving machine is very magical. 
I had this moment so many times when I produce my proto­
types with a weaving mill in Italy. It’s a huge machine. It needs 
constant attention by a technician or a weaver and they’re 
huge like rooms, you know, and also, I think a machine at the 
weaving mill costs at least 400,000 euros. It’s a huge machine, 
but very delicate and complex.

I regularly travel to Como, where the weaving mill is 
located, and stay there for a week to do research. And some­
times, when I have larger productions, I go to oversee the pro­
cess and witness how the piece emerges from the weaving mill. 
The moment of standing next to the weaving machine as it  
begins to weave a programmed technical file is truly unique. 
The machine works row by row, and you can see the entire  
image and piece taking shape in real time. It’s almost like 
watching the machine give birth to a creation.

That’s why this topic of man interacting with machine 
is something that really interests me. I have felt the connec­

tion that happens when you have this magical, spiritual mo­
ment with the machine, creating something from the digital 
world into the material, physical world. It’s very special.

KATHY BATTISTA 
I’m wondering how you get an uneven or organically 
shaped work out of the loom? 

CONSTANZA CAMILA KRAMER GARFIAS  
This was a huge development. In the classic conception of 
weaving, woven works are always rectangular because the 
loom dictates that format. I knew that it must be possible to 
develop a technical structure that is woven from the machine 
and afterwards opened by hand to create an organic form.

I did many experiments, and it took ten months of  
permanent work and development with my technician in Italy 
because it’s not easy to find a construction that is loose and 
open. It’s easy to open and unravel, but the machine has  
problems with this situation. That was the challenge, but we 
figured it out and found the perfect parameters for the ma­
chines – and it worked!

So, this was my idea for the Autobahn series – I wanted 
to bring it to a sculptural form. At the time, I noticed that 
painters were finding ways to transcend rectangle canvases  
to have organic forms. I thought, why can’t we have this too? 
And it worked out perfectly. It surprised me when I saw it the 
first time and I continued working with it.

KATHY BATTISTA 
Why did you choose to render cars? Was it because 
they are traditionally associated with masculinity?

CONSTANZA CAMILA KRAMER GARFIAS  
Textile and cars are never associated together, but in many 
ways, they should be. Many of the textile designers studying  
in Germany eventually work for the car industry, developing 
the interior textiles. Textiles and their history are something 
connected to women’s history, while cars and the automotive 
world, with materials like metals and hard carbon, are tradi­
tionally male-dominated. I wanted to bring these together to 
show that in textiles you should be able to visualize whatever 
topic or message you have. The main reason to do it was to 
open new topics and thematical fields. I was interested in how 
these two very different topics work perfectly together.

KATHY BATTISTA 
That makes good sense, and it’s a sexy series! There’s 
something about it that is very seductive. Can you 
speak about your Magellan series?

CONSTANZA CAMILA KRAMER GARFIAS  
In my artistic practice, I don’t like to limit myself to a specific 
color or topic. Because of my Chilean background, I love re­
searching how to visualize colonialism and post-colonialism in 
textiles. The Magellan project is something that I started as 
part of the exhibition Sessiones Metabolicas at the Instituto 
Cervantes in Munich, but also because I was so interested in 
the Magellan journey. 500 years ago, as they sailed around  
the globe, those sailors never knew what would happen in  
the next hours. To me, they were even more crazy than astro­
nauts  – astronauts still have a connection to their base on 
Earth. But the sailors didn’t have that.

And the Magellan journey is so interesting also because 
it’s well-documented. We’re lucky that Antonio Pigafetta was 
the person who wrote down the story, because he was part of 
the crew. And he did it so well, that’s why we have his account 
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today. I found out that the name Patagonia was actually coined 
by Magellan himself. Pigafetta was there when Magellan arrived 
in Chile and when he encountered some indigenous people who 
appeared huge to him – maybe 10 or 15 centimeters taller than 
him. A Spanish or Portuguese explorer coming from Europe, 
trying to conquer new worlds, thinking that all the indigenous 
people would be so much smaller because their culture must 
be so much poorer than his. I think this really surprised him. He 
supposedly said something like “Ah, Patagon,” which some 
theories interpret as “Ah, Bigfoot.”

And that was the moment when he named an entire 
region, Patagonia, which is part of Chile and Argentina today. 
This is something that happens all the time in history: people 
just latch onto a single moment and turn it into an enduring 
truth. I think many people in the world think Patagonia is a na­
tive name, but it’s not. And that tiny moment, just one second, 
shaped the history of an entire region for over 500 years. 
That’s something that I really love about history: deconstruct­
ing these narratives, exposing how marginal these moments 
we stick to actually are, and showing that we should rearrange 
them.

KATHY BATTISTA 
I feel like there’s a parallel within, I hope, every disci­
pline, where there’s a recovery going on of revisiting 
history and thinking about who wrote it, recognizing 
biases, and finding ways to correct them. I love that 
you took maps, turned them into Jacquard weavings, 
and changed the names, because it’s a little subver­
sive.

CONSTANZA CAMILA KRAMER GARFIAS  
I don’t want to create an ambience of this was wrong, that was 
unjust – because we had this before. Of course, the whole col­
onization process was an awful moment in the world. But we 
cannot rewind it. We must work with this. And for me, the best 
thing to do is to look at it in a playful way and to be open up to 
new ideas, new versions, to motivate other people to interact 
with this. And in this moment when I was overlaying the map 
and drawing on it digitally, putting the old native names and 
adding it to it, I wanted to say, hey guys, this is also another 
version of it. And we can have millions of other versions of 
these maps – maybe even sacred paper relics from ancient 
times. Because in a way, these maps are sacred in historical 
terms; they are precious, collected in museums, relics from 
the past. But we shouldn’t stick to their mindset. We need to 
move forward and start thinking in a more playful way.

KATHY BATTISTA 
It’s about questioning anything presented as absolute 
truth. Who gets to write history?

CONSTANZA CAMILA KRAMER GARFIAS  
Exactly. And my aim with my work is to spark a discussion 
about this. This is the best thing to do, because in the end, it’s 
something we should learn from for the future – we just need 
to keep an open dialogue. We need to talk about what hap­
pened and how to deal with it, rather than sticking to a dog­
matic vision or mindset that you might have when you stick  
too closely to history.
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