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Ce e o tesatura?
Conceptesi
abordari in designul
textil modern

text: Tincuta HEINZEL

Daca e sa vorbim de textile, atunci {esatura este prin ex-
celenta expresia textild cea mai concreta. Orice produs
{esut sau tricotat este o fesaturad, atat in sens fizic, cat siin
sens metaforic!'. Cum, in acelasi timp, termenul de fesatu-
ra este apropiat etimologic, in unele limbi, si de notiunea
de ,,loc de productie”, atunci fesatura poate fi considerata
expresia actului de a face/ produce in general. Tocmai de
aceea, fesaturile sunt la jumadtatea drumului intre materie
si obiecte fabricate, forma tranzitorie in vederea produ-
ceril de obiecte textile.

Textilele sunt una din cele mai vechi tehnologii umane,
insa ele pot fi considerate in multe privinte si in avangarda
formelor de productie moderne. Revolutia industriald a
inceput cu Imbunatatirea mijloacelor de productie textile:
maginile de tors, suveica, pentru a fl urmate de inventia

1

What’s a Fabric?
Concepts and
Approaches to Modern
Textile Design

When discussing textiles, fabric is by far the
most tangible expression. All woven or knit
products are fabric, both in a physical and
metaphorical sense!. Also, if we consider

that fabric means a place of production (see
fabriqué in French), then it is the expression of
the act of making in general. Therefore, fabrics
are halfway between matter and fabricated
objects, a transitory form in view of producing
textile objects.

Textiles are one of the oldest human technology
and they can also be considered in many respects
avant-gardes of modern forms of production. The
industrial revolution started with the improvements
of textile production: spinning jenny and the flying

1. Philip Beesley, Hylozoic Ground, Bienala de
Arhitecturd, Venetia, 2010, Pavilionul Canadel/ Philip
Beesley, Hylozoic Ground, Architecture Biennale,
Venice, 2010, Canada Pavilion

razboiului de tesut Jacquard. In acelasi timp, actualele
sisteme digitale sunt Indatorate sistemului 1-0 al razbo-
iului de tesut.

Textul de fata face o trecere In revista a modurilor in
care {esatura a fost conceptualizata In epoca moderna
din punctul de vedere al designerilor. Luand in consi-
derare cateva figuri referentiale ale designului textil mo-
dern, putem distinge trei conceptii diferite: cea a tesa-
turii-suprafata (obiect de decoratie, asa cum a fost ea
definitd de William Morris), tesatura-constructie (asa
cum a fost ea apdrata de Anni Albers), fesatura-mem-
brana sau interfata (conform propunerilor recente fa-
cute de Joanna Berzowska sau Philip Beesley). In afara
de relevanta istorica, aceste concepte depun marturie
despre evolutiile tehnice si stiintifice si, nu in cele din
urma, de schimbdrile paradigmatice care au avut loc in
felul In care concepem materia.

Tesatura-suprafata

In cea de-a doua jumatate a secolului al XIX-lea, cativa
ani dupa organizarea primei Marii Expozitii Universale
(1851) care marca consacrarea modelului industrial de
productie, William Morris incepea nu doar sa proiecteze
tesaturi textile?, dar si sa scrie despre ele. Personalitate
polivalenta, care scria poezie si proza, picta, facea tapi-
serie si mobila, imprima si se lansa In politicd, William
Morris dddea glas Intrebarilor unei intregi generatii: Cum
sd abordam mijloacele de productie industriale si cum sa
proiectam timpurile moderne?

Tn mai multe din discursurile sale, William Morris a pledat
in favoarea socialismului. Analiza pe care o face modului
de productie industrial si a impactului sdu social® il va
Impinge sad vorbeasca despre notiuni ca munca necesa-
ra si rezonabild, dar si despre divertisment, artele fiind
o forma a acestora, dar si o foarte importanta forma a
expresiel umane. $i fiind o forma de expresie, artele nu
ar trebui valorizate in primul rand pentru calitatile lor
estetice, cat pentru energiile creative pe care le propaga.
Tocmai de aceea, in ochii lui, artele majore si minore au
0 egala importanta si nu e necesara diferenfierea Intre
practica profesionala si de amatori. Inainte chiar ca mis-
carea , Arts & Crafts” sa-si articuleze preceptele, Morris
conferea ornamentului o functie structurald, aceea de a
umaniza obiectele rezultate dintr-o productie mecanica.

In aceasta logic, fesatura se dovedeste a fi o suprafa-
ta-suport pentru decoratie, in timp ce ornamentele par
a fi cu adevarat munca de maestru a activitatii produc-
tive. Morris opune estetica productiel mecanice care, in
ochii sdi, minimizeazd semnificatiile diferitelor obiecte
prin impunerea unei forme si structuri totalitare. Tesatura
este In ea Insasi un obiect-suprafata care trebuie impri-
mat, brodat, pictat. De fapt, din perspectiva lui William
Morris, decoratia este o forma de apropriere a tesaturii,
o forma de directionare a relafiei pe care o avem cu lu-
crurile care ne inconjoard, dincolo de orice manifestare
de stricta necesitate.

Tesatura-constructie

Cu toate acestea ar fi gresit sa gandim ca nu au exis-
tat designeri care sd investigheze {esatura In sine. Este
exact ceea ce designerii de la Scoala Bauhaus au Incer-
cat sa facd. Urmand directiile deschise de ,Manifestul
Bauhaus”* care nu se opunea, ci mai degraba se angaja

shuttle, to be followed by the invention of Jacquard weaving
machines. At the same time, our present day computation
system is indebted to the 1-0 weaving system.

The present text is looking to the ways in which the
fabrics have been conceptualized in modern times by
relying on designers’ point of view. Taking into account
some referential figures of modern textiles design, we
have distinguished between three different conceptions:
the fabric as surface (and object of decoration, as
defined by William Morris), the fabric as construction
(as defended by Anni Albers), the fabric as membra-
ne or interface (as proposed more recently by Joanna
Berzowska or Philip Beesley). Besides the historical
relevance, these concepts testify of the technical and
scientific advancements and last, but not least, of the
paradigmatic changes that took place on the way we con-
ceive the matter.

The Fabric as Surface

On the second half of the 19" century, some years after
the organisation of The Creat Exhibition (1851) which
marked the consecration of industrial undertaking,
William Morris started not only to design textiles?, but
also to write about them. A Jack-of-all-trades personality,
dealing with poetry, prose and painting, tapestry and
furniture, printing and politics, William Morris gave voice
to questions which marked his time: how to approach
the industrial forms of production, and how to project the
modern times ?

In several of his discourses, William Morris had plea-
ded in favour of socialism. The analyze he makes of the
industrial modes of production and their social impact®,
will bring him to speak about notions like necessary and
reasonable work, as well as of leisure, arts being a form
of the latest one and important human expression. And
being a form of expression, the arts were not valued for
their aesthetic qualities, but merely for the creative ener-
gies they propagate. That’s why, in his eyes, the major
and the minor arts were equally important and there was
no need to differentiate between a professional and an
amateur’s practice. Even before Arts & Crafts movement
articulated its precepts, Morris gave ornament a structu-
ral function, that of humanising the mechanical production
of objects.

Following this logic, the fabric proves to be a sur-
face as support for decoration, while ornaments
seems to be the real masterwork of any productive
activity. Morris opposes the aesthetic of a mechani-
cal production which, in his eyes, tears down objects’
different significations by imposing a totalitarian form
and structure. The fabric is in itself an object-surface
that can be printed, embroidered, painted. In fact, in
William Morris’ perspective, the decoration is a form
of appropriation of the fabric, a form of directing the
relationship we entail with the things around us beyond
any form of strict necessity.

The Fabric as Construction

Still it would be wrong to think that there were no con-
cerns to investigate within the fabric itself. It is precisely
what the textile artists of the Bauhaus School have tried

to do. Following the directions opened by the “Bauhaus
Manifesto”*, which didn't oppose, but rather engaged with
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in cercetarea posibilitdtilor oferite de productia industri-
ald, artiste precum Gunta Stélzl, Anni Albers, Martha Erps
ori Otti Berger nu doar cd si-au conceput productia de
textile ca suport pentru , Arhitecturd’’®, dar au inceput sa-i
interogheze modul de construire.

Nu e nici un dubiu ca Anni Albers este cea care a formulat
cel mal bine aceastd perspectiva. Atat in cartea sa On
Weaving®, cét gi In textul sau ,, The Pliable Plane; Textiles
in Architecture”, artista educatd la Bauhaus compara con-
struirea unei fesaturi cu constructia unei cladiri. A tese,
ca sl a construi inseamnd, In ciuda diferentelor de scard,
sa ,,construiesti un intreg din pdrti separate care-si pas-
treazd identitatea’”. $i dacad fesatura este un intreg, atunci
aceasta este compusa din fire si fibre.

In buni traditie modernista, aceastd viziune a tesdtu-
rii-constructie nu poate fi detasata de cercetarile lega-
te de caracteristicile textilelor, ce ar trebui luate in con-
siderare cand se proiecteaza o fesatura textila. Tocmai
de aceea, dacd e sd ne gandim la functia lor estetica, va
trebui sa considerdm calitdfile specifice fibrelor textile,
calitafi precum flexibilitatea, pliabilitatea, capacitatea lor
de nalta performantd, uneori chiar in pofida lejeritatii lor.
Siaceasta chiar In detrimentul culorii®. Cert, perspectiva
lui Anni Albers vizavi de textile este Intr-o anumitd mdsura
traducerea unor precepte arhitecturale moderniste, cand
proiectarea unei tesdturi Inseamna sd se mearga dincolo
de suprafata tesaturii, spre directionarea atentiei catre
contextura tesaturii textile.

Tesatura-interfata

Cu toate acestea, aga cum Anni Albers nota deja in textul
el ,,The Pliable Plane", cele mai importante inovatii care
au avut loc in anii 1960 nu erau legate de structura tesa-
turii, ci de tratarea fibrelor textile.

Boomul cercetarii si industriei chimice care a Inceput la
mijlocul secolului al XIX-lea a adus cu sine un interes
crescand pentru Imbundtatirea calitatii fibrelor prin re-
configurarea proprietatilor lor prin intermediul interven-
tillor sintetice (polyester, Kevlar etc.). Aceste interventii
au transformat textilele in agenti functionali in relatie cu

issues introduced by industrial production, artists
like Guntha Stélzl, Anni Albers, Martha Erps and Otti
Berger, did not only conceive their textile production
as support for the ‘Architecture’s, but they started to
interrogate its construction.

There i1s no doubt that Anni Albers is the one who
better formulated this perspective. In both On
Weaving® and in “The Pliable Plane” texts, the
Bauhaus educated artist and designer compares

the construction of a fabric to the construction of a
building. Weaving;, like building, means, in spite of
the scale differences, to “construct a whole from
separate parts that retain their identity’”. And if the
fabric is a whole, then threads and fibers are its parts.

In good Modernist tradition, this vision of fabrics as
construction cannot be detached from the research
on the characteristics of textiles, characteristics which
are to be taken into consideration when designing

a textile fabric. That's why, when thinking about the
aesthetic function of textiles, we have to consider the
fibers’ specific qualities, like flexibility, pliability, their
high degree of performance in spite of their light
weight. This often happens even to the detriment of
colors®. Certainly, Anni Albers’s perspective on textiles
is to a certain degree the translation of the modernist
architectural precepts, when designing a fabric means
to go beyond the surface of the fabric, to direct our
attention towards the fabric’s contexture.

The Fabric as Interface

However, as Anni Albers already noted in "The Pliable
Plane", most of the innovations that took place in the
1960's in the field of textiles were not related to the struc-
ture of the fabric, but to the treatments of the textile fibers.

The chemical research and industry boom starting
with the second half of 19% century have brought a
growing interest in the amplified qualities of fibers
achieved through synthetic improvements (polyester,
Kevlar, etc.). These interventions transformed textiles
in functional agents in relation to the environment. But

mediul in care functioneaza. In acelasi timp, aceste mo-
dificari au pus sub semnul intrebarii conceptul de pro-
prietati textile specifice, relatia dintre natural si artificial.
Trebuie sa avem in vedere ca toate interventiile tehnice
produc o schimbare in datele naturale. ins fibrele sinte-
tice, fiind tratate molecular, deschid o noud dimensiune,
una care deplaseaza centrul investigatiilor de la contex-
tura tesaturii catre structura moleculara a fibrelor.

Aspecte precum culoarea, luciul si textura sunt calitati
estetice si ele fac apel la aparatul nostru senzorial, in timp
ce calitatl precum impermeabilitatea, uscarea rapida, ca-
racterul antistatic ori calitdfile anti-murddrie sunt propri-
etafl tehnice si functionale manifestandu-se In contact cu
mediul Inconjurdtor. Daca o suprafata se defineste ca un
ansamblu de puncte care compun limitele unui obiect,
asistdm astdzi la impunerea unei noi paradigme care
regandeste rolul specific al suprafetei, prin sublinierea
caracterului relativ independent, precum si a calitatilor
dinamice pe care le concentreazad’. Conceptia potrivit
cdreia o suprafata ar fi silentioasa si statica a fost In acest
fel inlocuitd cu cea de ,,interfatd” sau de ,,membrana os-
motica"!?, ce devine loc de diviziune gi, In acelasi timp,
de conexiune, intre doud spatii, avand rolul de a permite
schimbul de enerdii si informatii.

Odata cu dezvoltarea textilelor electronice si reactive
asistam la o noud mutatie. Asa cum Joanna Berzowska o
afirmd, , textilele electronice se referd la un substrat tex-
til care Incorporeazd senzori (biometrici sau de mediu),
mijloace de comunicare (de obicel wireless), de trans-
misie de energie si In interconectivitate pentru a permi-
te aparatelor de procesare a informafiel sa fie puse in
legdturd in structura fesaturii. Textilele electronice difera
de textilele inteligente prin faptul cd acestea din urmad se
raporteaza la ultimele descoperiri stiinfifice In cercetarea
materialelor si vizeazd aspecte precum o mai bund izo-
lare sau calitdfi antistatice’!.

Integrarea componentelor electronice In tesdturile textile
siin fibre, precum si codificarea proprietdtii fibrelor prin
tratarea sintetica a materiei cu ajutorul nanotehnologiilor,
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2. William Morris (design), Ada
Godman (broderie), Anghinare
(1877-1900), fire de 1ana pe
panza de in, Victoria & Albert
Museum, Londra / William
Morris (design), Ada Godman
(embroidery), The Artichoke
(1877-1900), crewel wools on li-
nen, Victoria & Albert Museum,
London; 3. Anni Albers,
Meandru rosu (1954), in si
bumbac, colectie privatd/ Anni
Albers, Red Meander (1954),
linen and cotton,private colec-
tion; 4. Joanna Berzowska, Di
Mainstone, Glutus/ Skorpions
(2007), XS Labs production

they were also putting into question the concept of texti-
les specific properties, the relationship between natural
and artificial. We have to keep in mind that all technical
Intervention produce a change in the natural data. But
being treated on a molecular level, the synthetic fibers
open a new dimension, one which displaces the centre
of enquiry from the contexture of the fabric towards the
molecular structure of the fibers.

Aspects like color, sparkle and texture reveal textiles’
aesthetic qualities and are calling for our senso-
rium, while qualities like impermeability, fast-drying,
anti-static or stain-proof qualities are technical and
functional properties manifesting themselves when in
contact with the environment. If a surface defines itself
as an ensemble of points which composes the limit

of an object, we assert a new paradigm that rethinks
the specific role of the surface, by bringing to the
forefront its relatively independent characteristics, as
well as the dynamic qualities that it concentrates®. The
conception of a silent and static surface is in this way
replaced by “interface’”, as “‘osmotic membrane”'°,

as place of division and, in the same time, of connec-
tion between two spaces, having the role to allow the
exchange of energy and information.

Once with the development of electronic and reactive
textiles we shift the way textiles are conceived. As for
Joanna Berzowska, ,,an electronic textile refers to a
textile substrate that incorporates capabilities for sen-
sing (biometric or external), communication (usually
wireless), power transmission, and interconnection
technology to allow sensors or things such as infor-
mation processing devices to be networked together
within a fabric. This is different from the smart textiles
that feature scientific advances in materials research
and include things such as better insulators or fabrics
that resist stains'"!.

The integration of electronic components into textile
fabrics and fibers, as well as the codification of fibers’
properties through synthesis and nano-technologies,
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transforma textilele in ,,calculatoare portabile”'? i , inter-
fete transparente”. Tesatura ca interfata se poate, de
altfel, traduce In interactiunea dintre fibre, dintre ansam-
blul de fibre din cadrul unei {esaturi, dar, de asemenea,
sl intre tesatura, utilizator si mediul inconjurator. Textilele
electronice si inteligente fac poroasa articulafia dintre
functii si situatii. O tesdturd nu se va mai defini prin arti-
cularea unei forme, cat mai curand prin articularea unor
situatii de utilizare, astfel incat situatiile si contextele devin
partl integrante ale ontologiei noilor tesaturi interactive.
In acest fel, nu va mai trebui sa luam In considerare pro-
prietati specifice fibrelor, ci numarul si tipurile de relatie
pe care tesatura le poate stabili, precum si cu tipurile
de translatie folosite pentru a face posibild comunicarea
interactiunii: de la nevoile de camuflaj, la cele de exhibare
a reactiilor corpului. In acest fel, fesitura-interfati este
0, magina-ugoara”**.

Tesaturi si arhitextile

In ultimii ani un termen generic a devenit din ce in ce
mai In voga In campul arhitecturii. Este vorba de ,,ar-
hitextile’*, Termen hibrid, arhitextilele acopera nu
doar diferitele aspecte ale proiectelor arhitecturale si
modurile de abordare care vor sa uneasca arhitectura
si textilele, dar pot fi considerate ca un posibil raspuns
la nevoile unei societati In cdutarea flexibilitatii, interac-
tivitatil, evenimentului si spatiilor definite In termeni de
proces. Acest fenomen nu este nou daca e sa ne gandim
la arhitectura nomada (corturi, iurte etc.). Insa ceea ce
defineste arhitextilele este tocmai interferenta proceselor
de productie textila avansate, precum sudura ultrasonica,
laser-cutterul, toarcerea electronica, pultruziunea etc. in
productia arhitecturald. Scopul acestor Intreprinderi este
de a asigura ,,0 arhitecturd mai rapidd, mal usoard, mai
Inteligentd, mai transportabild, usor de reconstruit si teh-
nic usor de implementat’®.

Unul din exemplele cele mai cunoscute de arhitextile este
instalatia lui Philip Beesley, Hylozoic Ground.

Expusa la Bienala de la Venetia din 2010, instalatia a fost
descrisa ca un environment in care exista ,,schimburi di-
namice de materiale si tehnologii vii*''®. Hylozoic Ground
pune un semn de egalitate intre materie si viatd, depa-
sind o mai veche conceptie de materie inanimatad. Dar In
acelasi timp introduce ideea de mediu sintetic organic al
unel materii programabile, reactive la mediul Inconjura-
tor, adaptabile.

Materialitatea arhitextilelor este datd nu doar de textura
fibrelor, dar si de textura interactiunilor. Concepute in
principal in termeni parametrici, arhitextilele sunt con-
struite atat din structuri de motive textile, cat si din moti-
ve de interactiuni dinamice Intre diferitele aspecte care
compun {esatura.

transform textiles in ,, wearable computers''? and
\fransparent interfaces". The fabric as interface can
actually translate the interaction between fibers and
between an ensemble of fibers within the frame of the
fabric, but also between the fabric, the user and the
environment. The electronic and smart textiles make the
articulation between function and situation to be porous.
A fabric will no longer be defined as the articulation of
form, but rather as the articulation of situations, where
situations and contexts are integrated parts of the onto-
logy of the new fabrics. In this way; it is not the specific
properties of fibers which are to be taken into conside-
ration, but the number and the type of relations that the
fabric can establish, as well as the type of translation
used to make possible the interaction: from camoufla-
ge-like needs, to exhibited body reactions. In this way,
the fabric as interface is a "soft-machine’”’**,

Fabrics and Architextiles

Over the past few years a generic term became
more and more in vogue in the field of architecture. It
is that of “architextiles’**. A hybrid term, architextiles
covers not only a different range of projects and ways
of thinking that unite architecture and textiles, but it

is considered to be a possible answer to the needs
of a society in search of flexibility, interactivity, event
and process-based spaces. The phenomenon it is
not new if we thing to the nomadic architecture (tents,
yurta, etc.). Nevertheless, what defines architextiles

it is precisely the interconnection of advanced textile
manufacturing processes such as ultrasonic welding,
laser cutting, thermoplastic setting, electrospinning,
pultrusion in the production of architecture. And the
aim of such enterprises is to ensure “a faster, lighter,
smarter, more transportable, easily de/reconstructed
and technologically facilitated architecture’S.

One of the most well-known examples of architextiles is
Philip Beesley's installation Hylozoic Ground.

Exhibited at Venice Biennale in 2010, the installa-
tion has been described as a “dynamic material
exchanges, and ‘living’ technologies’"® environment.
Hylozoic Ground puts an equal sign between matter
and life, overtaking an old conception of inanimate
materials. But it also introduces the idea of synthetic
organic environments, a raw material that is pro-
grammable, reactive to its environment, adaptive.

Architextile materiality is given not only by the textu-

re of the fibers, but also by the texture of interaction.
Conceived mostly in parametric terms, architextiles are
build both by patterns of textiles structures, as by pat-
terns of dynamic interactions between different layers
that compose the environment of a fabric.
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Concluzii

Ce este In cele din urma o {esatura si In ce fel maniera
de a o conceptualiza redefineste abordarea si procesele
designului textil?

Textul prezinta diferite aspecte ale Intelegerii a ceea ce
este o {esatura si noteaza schimbarile produse de desco-
peririle tehnologice (in special in ceea ce priveste textilele
electronice siinteligente). Daca in cazul fesaturii concepute
ca suprafatd, prioritatea este data aplicatiilor si ornamen-
telor, In cazul tesaturii-constructie, structurile contexturii
sunt cele care au rol central in procesul de design. Cand
vine insd vorba de modele de interactiune, avem de a face
cu aspecte mai complexe: de la cele legate de contexturi,
la cele legate de mediul {esaturilor, implicand atat aspec-
te culturale, cat si aspecte de fizica materialelor. Ceea ce
conteazd, in cele din urmd, este modul de proiectare si
organizare a tipurilor de relatii care se stabilesc intre dife-
ritele structuri ce compun mediul {esaturii.
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Conclusions

What is finally a fabric and how does the manner to
conceptualize it redefines textile design'’s approaches and
processes?

The text sets out the different layers of understanding of
what a fabric is and it registers the changes produced by
the technological advancements (especially by electronic
and smart textiles). If in the case of fabric conceived as
surface, priority is given to applied design, in the case of
fabric conceived as construction, there are the contexture
structures which are pivotal to the design process. When it
comes to patterns of interface, we have to deal with much
more complex aspects: from those related to the contextu-
re ones, to those related to the fabric’s environment, com-
prising equally the cultural and the physical ones. What
finally counts it is the way of projecting and organizing the
types of connections to establish between all these diffe-
rent structures that compose it.
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