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ES UN INVESTIGADOR Y COLECCIONISTA ESPANOL
DE MAS DE 600 TIPOS DE BALDOSAS HIDRAULICAS.
EN BARCELONA, HABLO CON BERNARDITA
BRANCOLI SOBRE EL VALOR DE LOS MOSAICOS
HIDRAULICOS E SU IMPORTANCIA COMO LEGADO
DEL PATRIMONIO MATERIAL URBANO.

Este escritor amante de las baldosas cataldn, tras
15 afios de investigacién y recoleccién de losetas
por toda la ciudad, el afio 2015 publicé el libro
L'Art del Mosaic Hidraulic a Catalunya, que recibié
una favorable critica del publico experto. Al afio
siguiente, presento otro libro en relacién al tema:
El Modernisme Per Pintar. Mosaics Hidraulics d’Autor.

Su pasioén por las baldosas aparecié mientras pa-
seaba a sus perros. “Pura casualidad. Tenfa perros
en aquel momento, habian derribado una casa, lo
habian tirado todo en un campo (ilegalmente), y
ahi hab{a ladrillos, vigas, todo mezclado... sobre-
salientes, sus baldosas. Y dije, ‘mira, qué bonitas’.
Lasrecuperé; me las llevé a casa; las limpié; vi que
al mojarlas subié el color; le quité todo lo que pude
el cimiento de atrds; las barnicé. Quedaron muy
bonitas. Otro dia, paseando por Barcelona, en un
contenedor, aparecieron tres o cuatro mds; ya tenia
seis; luego, ya tenfa 10, 15; entonces dije, ‘bueno,
hay que saber de dénde vienen, en qué momento
se fabrican, cémo se fabrican’, y me encontré que
no habfia casi nada escrito sobre esto”.

Esa aventura inesperada termind en la publi-
cacién de su libro, que espera que en futuras edi-
ciones sea en inglés e integre mds contenido sobre
otras latitudes de Espafia, ademds de Catalunya.

RESPECTO DE LA RECOPILACION DEL MATERIAL, ¢FUISTE OB-
TENIENDOLO DESDE LA CALLE, O TAMBIEN TUVISTE ACCESO
A LAS CONSTRUCCIONES, A LAS CASAS?

Fui recopilando de la calle. Mi idea no es sola-
mente crear un libro, esto es lo secundario; mi ob-
jetivo es salvar todo esto para un museo. Entonces,
aparte de las baldosas -que tengo como 600 dis-
tintas—, tengo moldes las herramientas, todo. Y
catdlogos. Tengo como 200 catilogos mds docu-
mentos, periddicos, revistas donde salen anuncios.
Todo lo que voy encontrando lo voy recopilando.
De momento, no hay interés en hacer un museo,
y bueno, ya no me caben en la casa. Ya son mil y
pico. En kilos, dos kilos y medio cada baldosa.

¢POR QUE SON VALIOSAS LAS BALDOSAS?

Porque parami esto es arte. Arte industrial, pero
arte. Forma parte de nuestra idiosincrasia. Esto
nacio en Italia, de ah{ pasé a Francia. Pero donde
se estabilizd, basicamente, fue en Barcelona, en
la época de Eixample. Los mejores disefios se hi-
cieron aqui. Y artistas disefiaron los pavimentos.
Arquitectos conocidos. Es que el pavimento es
arte. Arte industrial, pero es arte. Por eso mi libro
se llama El arte del mosaico hidrdulico en Catalunya.

IS A SPANISH RESEARCHER AND COLLECTOR OF MORE
THAN 600 TYPES OF HYDRAULIC TILES. IN BARCELONA,

HE SPOKE WITH BERNARDITA BRANCOLI ABOUT THE VALUE
OF HYDRAULIC MOSAICS AND THEIR IMPORTANCE AS A
LEGACY OF URBAN MATERIAL HERITAGE.

This writer and lover of catalan tiles, published in 2015,
the book L'Art del Mosaic Hidraulic a Catalunya, after
15 years of researching and collecting tiles throughout
the city. the book received favorable criticism from
the expert public. The following year, he presented
another book in relation to the topic: El Modernisme
Per Pintar. Mosaics Hidraulics d’Autor.

His passion for tiles appeared while walking his
dogs. “Pure chance. I had dogs at that time, they had
demolished a house, they had thrown everything in
a field (illegally), and there were bricks, beams, all
mixed ... the tiles were outstanding. And I said, 'look,
how beautiful." I recovered them; I took them home; I
cleaned them; I saw that when they got wet, the color
increased; I took away all the cement I could from the
back foundation; I varnished them. They looked very
nice. Another day, walking through Barcelona, three
or four more appeared in a container; I already had
six; then, I already had 10, 15; Then I said, 'Well, you
have to know where they come from, when were they
made, how they were made’, and I found that there
was almost nothing written about this."

That unexpected adventure ended in the publication
of his book, which he expects to translate to English
in future editions and integrate more content of other
latitudes of Spain, as well as Catalonia.

REGARDING THE COLLECTION OF THE MATERIAL, DID YOU
GET IT FROM THE STREET, OR DID YOU ALSO HAD ACCESS
TO THE BUILDINGS, TO THE HOUSES?

I collected them from the street. My idea is not only
to create a book, this is secondary; My goal is to save
all this for a museum. Then, apart from the tiles, which
[ have about 600 different ones, I have molds, tools,
everything. And catalogs. I have about 200 catalogs
and documents, newspapers, magazines where ads
were published. I am collecting everything that I find.
At the moment, there is no interest in making a muse-
um, and well, there is no more space to fit them in my
house. They are already a little more than a thousand.
In kilos, two kilos and a half each tile.

WHY ARE TILES SO VALUABLE?

Because for me this is art. Industrial art, but art. It
is part of our idiosyncrasy. This was born in Italy, and
from there it went to France. But it basically stabilized
in Barcelona, in the Eixample period. The best designs
were made there. And pavements were designed by
artists. Known architects. This is because pavement
is art. Industrial art, but it is art. That's why my book
is called The Art of Hydraulic Mosaic in Catalonia.
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Durante el Modernismo de 1900, en Barcelona se necesi-
t6 mosaico hidrdulico. Entonces, el gran boom, fue en esta
época. Los mejores disefios son los de Domenech i Montaner,
hay dos disefios de €l. Son lo mejor que se ha hecho nunca.
Ademds, acabo de descubrir que en Valencia hay piezas de 4
x 4 cm. Todos creemos que las piezas son de 20 x 20 cm. Aqui
en Barcelona casino hay, o yo no he encontrado. Se hicieron
algunas de 25, y hasta de 30. Pero es muy dificil.

Y LAS FABRICAS DESAPARECIERON HACE MUCHO TIEMPO.

Si, solo queda una en Manresa. Estd como a 50 km de aqui.
Todas estdn fuera. La otra, es un tallercito que estd Girona.
Durardn lo que van a durar. Si bien hay una especie de movi-
miento de reutilizacién, la gente no quiere fabricar, porque la
mano de obra es cara. Bdsicamente se fabrica para exportacion
y para hacer alguna reforma. Gente, romanticos, que quieren
volver a colocar en su casa, pero claro, no es la stiper venta
que habfa en su momento. Y, ademds, no puede competir.
Estas imitaciones que hacen ahora, estos cerdmicos impre-
so0s. Aquello va a durar 100 afios, y el impreso este, va a du-
rar cuatro afios, 10, como mucho. La gente valora el precio.
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Pdginas interiores libro

During Modernism in 1900, hydraulic mosaic was needed in
Barcelona. So, the big boom, was in this era. The best designs are
those of Doménech i Montaner, there are two designs created by
him. They are the best thing that has ever been done. In addition,
I'have just discovered that in Valencia there are pieces of 4 x 4 cm.
We all believe that the pieces are 20 x 20 cm. Here in Barcelona
there are almost none, or at least I have not found them. They
made some of 25, and even 30 cm. But it is very difficult.

AND THE FACTORIES DISAPPEARED A LONG TIME AGO.

Yes, there is only one left in Manresa. It is about 50 km from
here. They are all away from here. The other one is a small work-
shop in Girona. They will last what they will last. Even, when there
is a kind of reuse movement, people do not want to manufacture,
because labor is expensive. Basically, they are manufactured for
export and to make some reform. People, romantics, who want
to relocate them at home, but of course, it is not the super sale of
the past. And, in addition, today tile production cannot compete.
Today, there are imitations that they do, those printed ceramics.
The old ones will last a hundred years, and the printed ones, will
last four years, ten, at the most. People value the price.
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Para mi esto es arte. Arte
industrial, pero arte. Forma
parte de nuestra idiosincrasia.

For me this is art. Industrial art, but art.
It is part of our idiosyncrasy.

Mangues g Tabirica al dary delespy
e

Marcas de fdbrica al dorso de las baldosas
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¢EN QUE OTRAS CONSTRUCCIONES HAY BALDOSAS? ¢CASAS, ESCUELAS
PUBLICAS, IGLESIAS, VEREDAS?

En estazona, Eixample, hay muchas casas que tienen este
modelo o el hidraulico, o los dos combinados. Ponian el me-
jor disefio en la sala, en el comedor, el salén. Y luego, en la
habitacién de matrimonio, y en las pequefias, manteniendo
un disefio cada vez menor. En la cocina se ponia otro tipo de
pavimento mads barato. No recuerdo ahora colegios ni mer-
cados con este pavimento. Con hidrdulicos, si. Aqu{ ha ha-
bido también mucha reforma, entonces esto es lo primero
que se ha tirado, los pavimentos.

En el caso del pavimento del Paseo de Gracia, en rea-
lidad, el disefio no es original de alli. Lo hizo Gaudi, para
la Casa Batlld, y se colocé en La Pedrera. En los afios 60, el
Ayuntamiento de Barcelona decidi6 hacerle un homenaje
a Gaudi, y pavimentar todo el Paseo de Gracia con la loseta
que €l habia disefiado. Sin embargo, se hizo en la versién in-
vertida del molde, y, ademds, no era exactamente el mismo
estilo. Fue una adaptacion. Al cabo de unos afios, hubo una
reestructuracion del Paseo de Gracia. Y entonces se cambid
todo el pavimento, y se hizo una loseta mds grande: de 25 x
25 cm. Ya no estdn.

PERO HAY DOS DISENOS ACA EN BARCELONA: ESTA EL DE GAUDI, Y DES-
PUES ESTA EL DE LA FLOR...

Hay muchos mds disefios. El de la flor fue en los 50, si no
recuerdo mal. El ayuntamiento, convocé un concurso para
pavimentar todas las aceras, y salieron como tres o cuatro
disefios premiados. Y el mds popular fue este de la flor, el tré-
bol. Pero, actualmente es una pena, que cuando hacen cual-
quier obra, no vuelven a colocar necesariamente el mismo
disefio, el que est4, el que tienen en fdbrica. Y por eso, si vas
caminando por Barcelona, verds que son poti-poti (revoltijo).

¢OBSERVAS, DE PARTE DE LA CIUDADANIA O DEL PROPIO AYUNTAMIENTO,
UN INTERES POR PRESERVAR ESTE TIPO DE ELEMENTOS?

Hay una asociacién internacional, que no recuerdo el
nombre, que cada dos afios, creo, hacen un congreso, en una
ciudad distinta. El afio pasado se hizo en Barcelona. Con lo
cual, el ayuntamiento de Barcelona se implicé e hizo un tra-
bajo conjunto llamado “El mosaico de mi barrio”. Participé,
invitaron a todos los ciudadanos de Barcelona a sacar fotos
de mosaicos y mandarlas. Hay una web. Cada foto tiene una
ficha que te dice si se sabe quién lo disefd, quién lo fabricé, la
época aproximada. Estd muy completo. El ayuntamiento de
Barcelona estd detrds de esto, con lo cual tiene un cierto peso.

¢LA GENTE SABE EL VALOR QUE TIENEN LAS BALDOSAS?

Enlos 60, todo el turismo empez6 a llegar y todo el mundo
quiso reformar sus casas. Fue la entrada del terrazo. El terra-
zo se podia pulir, dejar como un espejo. Y la gente dijo: “Esto
es viejo, fuera”. Y posteriormente, cerdmico. Y los dos han
hecho mucho dafio. Y la incultura de la gente, sobre todo. El
hidrdulico se us6 como base del parquet, moquetas y incluso
del cerdmico. Entonces cuando se arrancan, aparecen. Con
una buena limpieza se puede recuperar. Es una pena que se
pierda. Todo esto es incultura.
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WHAT OTHER TYPE OF CONSTRUCTIONS INCORPORATE TILES? HOUSES,
PUBLIC SCHOOLS, CHURCHES, SIDEWALKS?

In this area, Eixample, there are many houses that have this
model or the hydraulic, or both combined. They used to install the
best design in the family room, the dining room, the living room.
And then, in the main bedroom, and in the small ones, keeping a
minor design. In the kitchen another type of cheaper pavement
was used. I do not remember now schools or markets with this
pavement. With hydraulics, yes. Here there has also been a lot
of reform, so this is the first thing that has been thrown away,
the pavements.

In the case of the pavement in Paseo de Gracia, in reality, the
design is not original there. Gaudi did it, for Casa Batlld, and it
was placed in La Pedrera. In the 60s, the Barcelona City Council
decided to pay a tribute to Gaudf, and paved the entire Paseo de
Gracia with the tile he had designed. However, the inverted ver-
sion of the mold was done, and, in any case, it was not exactly the
same style. It was an adaptation. After a few years, there was a
restructuring of Paseo de Gracia. And then the entire pavement
was changed, and a larger tile was made: 25 x 25 cm. They are
gone today.

...BUT THERE ARE TWO DESIGNS HERE IN BARCELONA: THERE IS GAUDI’S
DESIGN, AND THEN, THERE IS THE FLOWER...

There are many more designs. The flower was in the 50s, if I
remember correctly. The City Council called a contest to pave all
the sidewalks, and they came out as three or four award-win-
ning designs. And the most popular was the flower or the clover
design. But currently it is a pity, that when they do any reform
work, they do not necessarily replace the same design, the one
they have in the factory. And for that reason, if you are walking
through Barcelona, you will see that they are a poti-poti (a jumble).

DO YOU OBSERVE, ON BEHALF OF THE CITIZENSHIP OR THE CITY COUNCIL
ITSELF, AN INTEREST IN PRESERVING THIS TYPE OF ELEMENTS?

There is an international association, which I do not remember
the name, that every two years, I think, they make a congress, in
a different city. Last year it was made in Barcelona. With which,
the city of Barcelona was involved and did a joint work called
“The mosaic of my neighborhood.” They invited all citizens of
Barcelona to take pictures of mosaics and send them, and I par-
ticipated. There is a webpage. Each photo has a file with infor-
mation about who designed it, who manufactures it, and the ap-
proximate time. It is very complete. The City Council of Barcelona
is behind this, which has a certain relevance.

DO PEOPLE KNOW THE VALUE THAT TILES POSSESS?

In the 60s, tourism began to arrive and everyone wanted to
reform their homes. It was the entrance to the terrazzo. Terrazzo
could be polished, like a mirror. And people said: “This is old,
out.” And later, ceramic floor arrived. And the two have done a
lot of damage. And the lack of culture of the people, above all.
Hydraulic tiles were used as a base for parquet, carpets and even
ceramic. Then when they are taken off, tiles appear. With a good
cleaning process, it can be recovered. It is a pity that it is lost. All
this is the result of ignorance.
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PETER MUSSFELDT
Nacid en Berlin (Alemania), en 1938. Estudi6 en las academias de
Arte de Dresden y Diisseldorf. Realizé viajes de estudio por Italia,

* Grecia y Francia. Siendo todavia muy joven trabé amistad con dos
grandes genios modernos: Pablo Picasso y Jean Cocteau. Dibujé
el afiche del tnico drama escrito por Picasso "Como se toma los
deseos por la cola”, participando como actor en la misma obra.
Desde 1962, reside en Ecuador, donde se involucra en el disefio
grafico realizando, ademds, exposiciones individuales en Quito,
Guayaquil y a nivel internacional, de grabados, serigraffas, dibujos,
tapices y alfombras.

Particip6 en la exposicién internacional del Grabado
Latinoamericano en el Museo de Arte Moderno de Nueva York,
junto a obras de Diego Rivera, Joaquin Torres Garcfa, David Alfaro
Siqueiros, Wilfredo Lam, Rodolfo Abularach, entre otros. El MOMA
adquiere varias de sus obras para su coleccién.

Se ha involucrado en el drea textil, creando las series de Soles y
Pajaros en tapices tridimensionales y sigue disenando alfombras.
Cred la linea de camisetas con imagenes de las Islas Galapagos,
impulsando con ello una nueva industria turistica para el Ecuador y
otros paises latinoamericanos.

Entre los reconocimientos que ha recibido, estd el Primer Premio
en el Salén de Dibujo de Guayaquil y el Primer Premio de Grabado

. en la Bienal de San Juan, Puerto Rico. Es asesor de |a Bienal

@ Iberoamericana de Disefio (BID-Madrid). La Universidad San José
de Loyola en Lima, Per, le entregd el titulo “Profesor Honorario”,
mientras que la Universidad de Palermo de Buenos Aires le otorgé
una distincién por mi vida dedicada a la grafica,

Como titular del Estudio de Disefio VERSUS, creé marcas para

u’ empresas, instituciones y bancos del pafs -entre otros, del

¥ i r r | BancodelPacifico (declarado en 1997, entre los 10 mejores logos

para bancos en el mundo), del Museo Antropolégico y de Arte
Contempordneo (MAAC), y el nuevo logo de la Cervecerfa Nacional.
_all Recientemente disefi6 el logo para el nuevo Museo Nacional del
‘-m Ecuador, que abrié sus puertas en mayo de 2018.

- Was born in Berlin (Germany) in 1938. He studied at the art
r-l w academies in Dresden and Diisseldorf. He made study trips to Italy,
2 ' Greece and France. When he was still very young he befriended
t two great modern geniuses: Pablo Picasso and Jean Cocteau. He
., drew the poster of the only drama written by Picasso “How to take
il desires by the tail”, participating as an actor in the same play.
Al Since 1962, he lives in Ecuador, where he is involved in graphic
design, also making individual exhibitions of engravings,
y it ‘ serigraphs, drawings, tapestries and carpets in Quito, Guayaquil
! and internationally.
Ty Mussfeldt participated in the international exhibition of Latin
%' American Engraving at the Museum of Modern Art in New York,
Al SR along with works by Diego Rivera, Joaquin Torres Garcia, David
] . Alfaro Siqueiros, Wilfredo Lam, Rodolfo Abularach, among others.
.. The MOMA acquires several of his works for its collection
He has been involved in the textile area, creating the series of Suns
and Birds in three-dimensional tapestries and continues to design
rugs. He created the line of T-shirts with images of the Galapagos
; '+ Islands, thus promoting a new tourism industry for Ecuador and
("1 other Latin American countries.
' Among the recognitions he has received, are the First Prize in
g ', " vy the Drawing Hall of Guayaquil and the First Prize of Engraving
%, 4, 1.t inthe Biennial of San Juan, Puerto Rico. He is an advisor to the
s, Ibero-American Design Biennial (BID-Madrid). San José de Loyola
b ~ I University in Lima, Peru, gave him the title of "Honorary Professor",
. 1! ' while the University of Palermo in Buenos Aires gave him a
R, distinction for his life dedicated to graphics.
“41, " As head of the VERSUS Design Studio, he created brands for
! * companies, institutions and banks in the country—among
] | others, the Banco del Pacifico (declared in 1997, among the 10~
;i best logos for banks in the world), the Museo Antropoldgico y de
302 . . Arte Contempordneo (MAAC), and the new logo of the Cerveceria
14| Nacional. He recently designed the logo for the new National
ol ~ Museum of Ecuador, which opened its doors in May 2018.
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sInfluencia
del pasado?
iPor supuesto!

Influence of the past? Of course!

POR PETER MUSSFELDT
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100 FIGURAS

La creacién de este proyecto es un baile entre el pasado
y hoy. Una danza cultural de formas, donde cada figura se
presenta diferente, pero en conjunto. Es una obra homogé-
nea, casi una escritura que aun no estd descifrada.

JInfluencia del pasado? jPor supuesto! ;Existieron figu-
ras asi? jEn absoluto!

Entonces ;por qué? Es un proyecto que une en un len-
guaje gréfico, elementos del pasado hacia una actual con-
cepcidn, creando un puente cultural hacia nuestro tiempo.
¢Una posible evolucién?

Me llevé mi curiosidad hacia ese mundo del pasado, que
hasta la fecha solo se investiga, se reproduce, se copia, pero
en realidad el pasado es el pasado para la gente. ;Y punto!
No asi, para mi, ya que su riqueza formal es un tesoro que
no puede o no debe quedar enterrada en libros y museos.

Rescatar el pasado tampoco es mi intencion, sino forma-
lizar con sus elementos (es decir, en su idiosincrasia) nue-
vas propuestas que, eventualmente, abren una discusiéon de
como evocar el pretérito hacia nuestros dias. Considero que
esareflexion es vdlida, ya que en cierta manera ubica la obra
en otra perspectiva referente a nuestras culturas del pasado.

Las culturas europeas tenfan una légica evolucién de una
cultura a la siguiente, tal como una civilizacién avanza so-
cialmente. En mi investigacion de las culturas que definimos
hoy como precolombinas, no existe finalmente esa evolu-
cion, porque fueron sesgadas, cortadas en sus raices por la
conquista. No habia un seguimiento natural, sino un modo
de vida ajeno a la idiosincrasia del continente. Entonces, no
existia una evolucion, y creo que vale mucho analizar o in-
vestigar ese concepto, sobre el cual presentaré mi trabajo.

En resumen, la civilizacién europea impuso una nueva
cultura, que evoluciondé entre una ideologia mezclada con
vestigios de lo anterior. Desde ese punto de vista, pasé algo
tragico y no solo eso, qued¢ casi todo en el olvido, se anuld
un légico y natural avance sociocultural.

Desde alli, comenzd la labor de crear la presente obra, una
hipotética evolucién cultural. Este es un tema que ofrece in-
creibles vias en su posterior interpretacién, creando nuevos
trabajos, una supuesta evolucién creativa. En fin, honran-
do el pasado.

Asi, decidi desarrollar una obra escultérica monumental
de tres metros de altura. Creando dentro de un espacio de-
terminado, un proyecto urbanistico, que demuestra con so-
lidez 100 figuras que lo habitan y convierten a la ciudad en
una sensacion, en un atrevimiento urbanistico y creativo, en
una propuesta que se enfrenta con la mediocridad esculté-
rica con la que normalmente convivimos.

Las 100 figuras son diferentes entre si, pero pertenecen
a un concepto, creando para cada 10 figuras un grifico es-
pecial, muy contempordneo, en formas, lineas, logos, nt-
meros y tipografia.

Sofiar un proyecto como este, una obra para espacios publi-
cos, pero con la idea de enriquecer nuestro propio ambiente,
es casi imposible, mds bien utépico. Encontramos este tipo
de intervenciones en las grandes ciudades del mundo, las
que muchas veces admiramos por su audacia. Pero, ;somos
capaces de aceptarlas para nosotros mismos?

Romper esquemas es poco comun y ho muy acepta-
do. Romperlos frente a nosotros, es otro obstdculo que nos

100 FIGURES

The creation of this project is a dance between the past and the
present. A cultural dance of forms, where each figure is present-
ed differently, but collectively. It is a homogeneous work, almost
a piece of writing that has not yet been deciphered.

Influence of the past? Of course! Did such figures exist? Not at all!

Then why? It is a project that takes, in a graphic language,
elements from the past to a current conception, creating a cul-
tural bridge to our time. A potential evolution?

My curiosity led me to that world of the past, which until now
is exclusively studied, researched, reproduced and copied. But in

fact, people consider the past as the past. Period! And that is defi-

nitely not so for me because its formal wealth is a treasure that
cannot or must not be buried in books and museums.

Rescuing the past is not my intention either, but rather for-
malizing new proposals with its elements (that is, in its idiosyn-
crasy) which, eventually, open a discussion on how to evoke the
past and bring it to our days. I think that this is a valid reflection,
since in a certain way it places the artwork in another perspec-
tive with respect to our cultures of the past.

European cultures had a logical evolution from one culture to
the next, in the extent that a civilization advanced socially. In my
researchinto the cultures that we define today as pre-Columbian,
there is ultimately no such evolution, because they were cut at
their roots by the conquest. There was no natural development,
but rather a way of life unrelated to the idiosyncrasy of the con-
tinent. Therefore, there was no evolution, and I believe that it is
worth analyzing or investigating this concept, based on which I
will present my paper.

Briefly, European civilization imposed a new culture, which
evolved between an ideology mixed with remnants of the previous
one. From that point of view, something tragic occurred and not
only that, almost everything was forgotten, a logical and natural
socio-cultural progress was cancelled.

This is what motivated me to begin creating this artwork, a
hypothetical cultural evolution. This is a subject that offers incred-
ible alternatives in its later interpretation, creating new works,
a hypothetical creative evolution. In short, honoring the past.

So, I decided to develop a monumental sculptural work three
meters high. Creating an urban project within a given space,
which solidly shows 100 figures that inhabit it and turn the city
into a sensation, an urban and creative boldness, a proposal that
confronts the sculptural mediocrity with which we normally live.

The 100 figures are different from each other, but they be-
long to a concept, creating for each 10 figures a very contem-
porary, special graphic in terms of forms, lines, logos, numbers
and typography.

To dream of a project like this, a work of art for public spaces,
but with the idea of enhancing our own environment, is almost
impossible, rather utopian. We find this type of intervention in
the great cities of the world, which we often admire for their au-
dacity. But are we able to accept them for ourselves?

Breaking schemes is rare and not widely accepted. Breaking
them in front of us is another obstacle that often drives us crazy
because it is difficult to attack oneself. Creating the unknown or
the non-existent requires courage and self-knowledge. Courage
to endure incomprehension, sowing a grain of sand, which one
day can become a rock. Then, there is something to think about,
something that makes us restless, something that breaks schemes
to connect the past with the present.
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Pdjaros, Peter Mussfeldt
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Me llevé mi curiosidad hacia
ese mundo del pasado, que
hasta la fecha solo se investiga,
se reproduce, se copia, pero

en realidad el pasado es el
pasado para la gente. jY punto!
No asi, para mi, ya que su
riqueza formal es un tesoro
que no puede o no debe quedar
enterrada en libros y museos.

My curiosity led me to that world of the past,

which until now is exclusively studied, researched,
reproduced and copied. But in fact, people consider the
past as the past. Period! And that is definitely not so for
me because its formal wealth is a treasure that cannot
or must not be buried in books and museums.
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tiene muchas veces locos, por lo dificil de atentar contra
uno mismo. Requiere valor y autoconocimiento para crear
lo desconocido o lo que no existe. Valor de aguantar la in-
comprension, sembrando un grano de arena, el que un dia
puede convertirse en roca. Entonces, existe algo para pensar,
algo que inquieta, algo que rompe esquemas para conectar
el pasado con el presente.

Con total libertad, me permiti crear algo que si estd ba-
sado en nuestras culturas pasadas. Porque es nuestra obli-
gacion acertar o equivocarse, pero atreverse a quebrar con
lo viejo para dar paso a lo nuevo. Ademds, apelo a que no le
dan la espalda al pasado: sus valores son demasiado valiosos
para ser ignorados.

En fin, vale ir por caminos desconocidos que no son co-
merciales, para crear un proyecto cultural, una obra de arte,
que honre la memoria y aporte a nuestros dfas una nueva
vision. Y ese es mi camino. Muy propio en ofrecer esa di-
ferencia que nos vale en la vida. {Por lo menos en mi vida!l

PAJAROS

Lo que expongo no es una obra cientifica, tampoco el re-
sultado de un estudio de la historia precolombina, es senci-
llamente un atrevimiento creativo basado en mi experiencia
con ese pasado, mi interés por la arqueologia, y mi fascina-
cién por ese mundo con sus obras que me cautivaron y trans-
portaron a su magia.

Afo tras afio, admiré dichos trabajos, me llené de su rique-
za formal, de su increible definicién del disefio de su fauna.
Asi creci6 el deseo de incorporarme a su tiempo y, con mi
talento, competir con ellos, en su idiosincrasia, pero con una
visién actual. De esta manera, 47 afios atrds, nacié el proyecto
Pdjaros, credndoles en su idiosincrasia, como divertimento
entre dos épocas o entre dos culturas.

El hecho de involucrarme hace afios con los artesanos
precolombinos, lo veo hoy, desde una perspectiva diferen-
te. Lo que entonces era una intencion de adentrarme en una
cultura ajena a lamfia, dibujar con ellos, hoy tiene realmente
una motivacién especial, porque el simbolismo de mis Pdjaros
no eraal azar, sino el resultado de la magia que quedé en mi,
muy presente. Analizando sus disefios deseaba con intensidad
crear una presencia nueva de esa cultura, que terminé de un
momento a otro, pero sigue siendo parte de nuestra historia.

En la cultura precolombina, me fascinaron, no solo sus
definiciones de los animales, las que tenian grabadas en mu-
chos objetos utilitarios, sino también en soluciones que de-
mostraron animales convertidos en recipientes, vasijas, etc.
Respuestas que después de cientos o miles de afios, tenian
una absoluta actualidad en su concepto visual.

Especialmente me sedujeron unos objetos de cerdmica
llamados husos, utilizados para hilar la lana. Existieron mi-
les y miles de estos objetos, no mds grandes que una avella-
na, que tenfan grabados pdjaros, peces, felinos, entre otros.

Mi interés consistia en entender sus definiciones formales,
y naturalmente, despert6 en mi lo competitivo; ser parte de
ellos, pero creando a mi manera, disefiando soluciones que
formalmente no existian, pero debian tener ese algo especial
mégico de su época... Un divertimento creativo para mi, ba-
sado en el conocimiento de su cultura. Consegui su identi-
dad, sumagia, con un estilo diferente, no existente entonces.
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With total freedom, I allowed myself to create something that
is based on our past cultures. It is our obligation, whether we do
it right or wrong, to dare to break with the old to give way to the
new. Furthermore, I appeal to you not to turn your back on the
past: its values are too precious to be ignored.

To sum up, it is worth taking unknown, non-commercial paths
to create a cultural project, a work of art, that honors memory
and brings a new vision to the present day. And that is my path.
Very appropriate in offering that difference that is worth to us
in life. At least in my life!

BIRDS

What I present is not scientific work, nor is it the result of a
study of pre-Columbian history, it is simply a creative audacity
based on my experience with that past, my interest in archaeol-
ogy, and my fascination with that world with its artworks that
captivated me and transported me to its magic.

Year after year, I admired these works, [ was filled with their
formal richness, with their incredible definition of the design of
their fauna. That is how the desire to enter their time arose and,
using my talent, I decided to compete with them, in their idio-
syncrasy, but with a current vision. Thus, 47 years ago, the Birds
project was born, creating them in their idiosyncrasy, as a diver-
timento between two eras or between two cultures.

Today I see from a different perspective the fact of getting in
volved years ago with pre-Columbian artisans. What was then
an intention to enter into a culture foreign to mine, to draw with
them, today really has a special motivation, because the symbol-
ism of my birds was not random, but the result of the magic that
remained in me, very alive. Analyzing their designs, I intensely
wanted to create a new presence of that culture that ended from
one moment to the next, but it is still part of our history.

The pre-Columbian culture fascinated me not only by their
definitions of animals, which were engraved on many utilitari-
an objects, but also by the solutions that showed animals turned
into containers, pots, etc. Solutions that after hundreds or thou-
sands of years continued being absolutely contemporary in their
visual concept.

Twas especially seduced by special ceramic objects called spin-
dles, which were used to spin the wool. There were thousands and
thousands of these objects, no bigger than a hazelnut, which had
engravings of birds, fish, felines, among others.

My interest consisted of understanding their formal defini-
tions, and naturally, it awoke the competitive spirit in me; to be
part of them, but creating in my way, designing solutions that
formally did not exist, but that had to have that special magical
something of their time... A creative divertimento for me, based
on the knowledge of their culture. I acquired their identity, their
magic, with a different style, not existing then.

It is not always easy to explain in words how we come to con-
clusions. It's a feeling, a conviction that makes you create a theme,
because it's in oneself, formed and visualized. Whether it's valid
or not to society, I don't care; I care about the fact itself, creat-
ing because [ wanted to, the result is a piece that time will judge.

A culture of the past is always a very important reference for
a designer. And if it is an older culture like the pre-Columbian
culture, one that left an amazing legacy that is visible for us today
inits objects, it is even more so. I don't know how they arrived at
their formal visual conclusions, which reduced the real to a more
abstract definition, without losing its identity.
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No siempre es ficil explicar con palabras cémo
llegamos a conclusiones. Es un sentir, una con-
viccién que te hace crear un tema, porque estd
en uno, se formo y visualicé. Que sea vilido o no
para la sociedad, no me preocupa; me importa el
hecho en si, crear porque asi lo deseaba, el resul-
tado es una obra que juzgari el tiempo.

Una cultura del pasado para un disefiador siem-
pre es un referente importantisimo, y si es una cul-
tura mds antigua, como la precolombina -que dejé
un legado, hoy para nosotros visible, tan increible
en objetos. Ignoro cémo llegaron a sus conclusiones
visuales tan formales, que redujeron lo real a una
definicién mds abstracta, sin perder suidentidad.

Mis disefios deberian definirse de la misma
manera, pero no en su forma visual sino con una

(<]

Del proyecto Pdjaros,
alfombra para pisos

My designs should be defined in the same way, but
not in their visual form but with a greater abstrac
tion that still allows recognizing the animal, in my
case birds, with a clear connotation of its time, that
is, objectively, it can perfectly be a work of that time.

Why birds? They are creatures that have always
captivated me. The want to fly, to rise and enjoy our
world from a different place.

The well-known Colombian magazine Proyecto
Disefio, in its 2009 anniversary edition, published
the entire collection of Birds, stating: “This graphic
synthesis of Birds with a pre-Columbian influence is
an excellent example that it is possible to reinterpret
the ancestral graphics of the Andes with a contem-
porary look. This artwork can already be considered
a classic of Latin American design.”
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mayor abstraccién que todavia permite un reconocimiento
del animal, en mi caso pdjaros, con una clara connotacién
de su tiempo, o sea que, objetivamente, puede ser obra de
ese tiempo.

sPor qué pdjaros? Son animales que siempre me han cauti-
vado. El deseo de volar, de elevarse y disfrutar nuestro mun-
do desde un punto diferente.

La conocida revista colombiana Proyecto Diseifio, publi-
cé en su edicién de aniversario 2009, toda la colecciéon de
Pdjaros, escribiendo: “Esta sintesis grifica de Pijaros con
una influencia precolombina es una excelente muestra que
es posible reinterpretar con una mirada contemporanea los
graficos ancestrales de Los Andes. Este trabajo se puede con-
siderar ya un cldsico del disefio latinoamericano”.

Esa publicacion fue una sorpresa. No sabia que los Pdjaros
se habfan convertido en un suceso editorial, pero ellos se li-
mitaron solo en demostrar los disefios sin una mayor expli-
cacion, jexcepto de lo aqui citado!

Por su parte, el libro de la editorial Taschen Latin American
Graphic Design publicé una vifieta de Pdjaros, ya que también
consideraron esa obra como vilida para su edicion.

Del proyecto Pdjaros, realicé obras textiles como tapices
para la pared, alfombras para el piso, en el sentido utilitario
como toda obra lo era en el tiempo precolombino. Trabajé
estas obras con artesanos que todavia usaban técnicas anti-
guas para tejer, creando imdgenes en forma y color que eran
absolutamente contempordneas, pero con ese toque especial
del pasado en su sintesis formal. Estas creaciones fueron es-
peciales porque deseaba que los disefios de los pdjaros fueran
utiles, y que no solo existieran como un testimonio en disefio.

Desde hace tiempo deseaba involucrarme con mundo tex-
til de los artesanos que tejen en Ecuador tapices y alfombras.
Desarrollé una amplia obra en disefios que fueron la base de
la aplicacién para mis tapices y alfombras. Deseaba recrear
esamagia que senti del pasado precolombino, verlo plasma-
do en tapices y me reuni con ellos. Les expliqué lo que que-
ria hacer, entregué los disefios, definimos sus colores y sus
tamafios. Fueron momentos muy especiales el ver el des-
concierto en las caras de los artesanos, por mis indicaciones
especiales. Pero una vez realizada la obra, era increible ver
su sorpresa frente al tapiz terminado. Era como regresar al
pasado, con elementos que no existian, pero que reflejaba
un encanto que los cautivé.

Relato esto, porque es parte de esa creaciéon, donde los
Pdjaros comenzaron a tener sentido. Se convirtieron en una
obra, volaron de aqui a muchas partes del mundo, hasta que
todo ello quedé en el olvido, tal como en cierta manera nues-
tra historia precolombina.

Mi dedicacidn al pasado es el respeto que esta época me-
rece. La cual nos dejo obras increibles. Ademds, en cierta
manera, deseaba despertar el interés en las jévenes genera-
ciones para que, con curiosidad, investiguen a su manera 'y
con responsabilidad, esos valores que existieron para crear
calidad en nuestro tiempo.
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That publication was a surprise. I did not know that the Birds
had become an editorial success, but they limited themselves only
to showing the designs without further explanation, except for
what is quoted here!

Taschen Latin American Graphic Design's book, for its part,
published a vignette of Birds, as they also considered that art-
work worth publishing.

After the Birds project, I made textile works such as wall tap-
estries, carpets for the floor, with a utilitarian intention as were
all the pieces in pre-Columbian times. [ worked these pieces with
artisans who still used ancient techniques to weave, creating im-
ages in a form and color that were absolutely contemporary, but
with that special touch of the past in its formal synthesis. These
creations were special because [ wanted the designs of the birds
to be useful, and not just to be a testimony of design.

For a long time, I had wanted to get involved with the tex-
tile world of the artisans who weave tapestries and carpets in
Ecuador. I developed a wide range of designs that were the ba-
sis of the application for my tapestries and carpets. I wanted
to recreate the magic I felt in the pre-Columbian past, to see it
captured in the tapestries. I gathered with them. I explained to
them what Twanted to do. I delivered the designs and we defined
their colors and sizes. I lived very special moments when I saw
the bewilderment on the faces of the artisans due to my special
indications. But once the work was done, it was amazing to see
their surprise at the finished tapestry. It was like returning to
the past, with elements that did not exist, but reflected a magic
that captivated them.

I tell this, because it is part of that creation, where the Birds
began to make sense. They became a work of art, they flew from
here to many parts of the world, until it was all forgotten, just
as in some way has our pre-Columbian history.

My dedication to the past is the result of the respect this pe-
riod deserves. An era that left us incredible artworks. Also, to a
certain extent, [wanted to awaken the interest of the young gen-
erations so that, driven by their curiosity, they can responsibly
explore in their own way the values that existed then to create
quality in our time.
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