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You can’t talk about clothing and textiles without
speaking of cultural heritage. Every thread, every
technique, every scrap, every colour, jacket, tassel, or
knot tells us about the people who made them; who
they traded with; who the leaders were within their societies; what their iconography was like; or how their
religions worked. Textile is a part of each area of society: it’s there in ceremonies, as well as social, military,
or liturgical celebrations, and has always told genuine
human stories. Fabric is, without a doubt, a cultural
act. It is perhaps for this reason that Aurelia Muñoz
chose this particular textile as her means of expression, using it to weave answers to questions that have
arisen throughout her studies of humanity and its relationship with space.
Over the years, the Barcelona-based Muñoz (19262011) collected a number of objects and tissues that
transformed her home into a museum. Like an open
book of patterns, this collection of pieces from each
continent helped her create her own imaginary humanoids—unique characters represented by an array of
fibers, threads, knots, papers, embroidery, or collages.
These beings live in an imaginary context, ordered by
geometry and the rationalism of the personal universe,
displayed as something natural. Muñoz put together
necklaces from faraway places, baskets, ceramics and
improperly fired bricks, 17th Century chasubles, festive dresses, Chiapas hiupiles, Barroque embroidered
sleeves, pre-Colombian textiles, Indonesian batiks, an
ikat coat from Afghanistan, and much more.
As Pilar Parcerisas once mentioned, Muñoz brought
to the present the richness of forgotten techniques that
she observed in the old pieces of festive attire that she
collected, found in museums, or discovered while visiting craftsmen. Her language was developed through
a contemporary reinterpretation of the said techniques, creating surreal and dreamlike textile pieces
before she moved on to abstract representations.
What we mean here is that the technique of the loom
was very rigid and it was difficult for Muñoz to express
her ideas in it. Instead, she chose other techniques
such as embroidery or patchwork, which gave her more
freedom of movement.

turned it into a cardboard or macramé model at a scale
that fit in the plexiglass box, as if it were a miniature
room. Next, she chose threads and colors and started
tying knots; usually the cord knot, the simplest and
least decorative, which can be seen on both sides of the
fabric. There are also significant chromatic variations
in Muñoz’s work. Sometimes she dyed the wool herself to get certain colours that form part of a range of
earthy and natural tones.

( III )

Inevitably inspired by the era in which she lived,
Muñoz’s work bridges rationalist thoughts with the
primitive aspects of non-Western cultures. She also
opened new avenues of language in the history of textile art, which fall within what is known as La nouvelle
tapisserie. Like many other artists of her time, Muñoz
wanted to take tapestries and rugs from the walls and
floors of homes and transform them into avant-garde textile art. Throughout history, especially from
the mid-20th century onward, textile language was a
powerful current for artistic expression and a subtle
instrument for capturing reality through never-before-imagined aesthetic codes.
Muñoz’s work also bridged tradition and poetic intensity in a constant dialogue with the past, through
techniques which, in some places, went back to the
Neolithic times. Her spiritual world gave rise to representations of the Virgin, Jesus Christ, and the Holy
Communion; and, contrastingly, to demons and totems from ancient civilizations. Muñoz was an artist
who represented herself in her work in the most abstract way—like a person who held the weight of the
world, and who never stopped reading and seeking
across different cultures the answers to her questions
about humans and their relationship with space.
As human beings, clothing is the first layer of material space that we inhabit. But, an individual and their
clothing occupy a second layer of space—the home interior. Ultimately, everything exists in exterior space.
Textile can undoubtedly be considered a space for the
body, which is also, in turn, space. That is how Aurelia
Muñoz understood it.
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During her training, Muñoz worked with pottery,
enamel, and collage, but ultimately chose textile materials to more fully express her imagination. Initially,
Muñoz’s research focused on techniques such as patchwork and embroidery, which allowed much greater
freedom of movement than the loom’s rigid system
of weaving. Over time, she began incorporating into
her practice methods for knotting and braiding such
as macramé, working directly with natural fibers such
as sisal and jute to create large-scale volumes. With the
macramé technique, Muñoz was able to add a third
dimension to her work, producing more volumetric,
flexible, and organic sculptures compared to previous
artworks.
As abstract as her sculptures were, Muñoz’s inspiration from the liturgical heritage was felt intuitively,
like a weight that fell from the sky but stayed hanging
in space, taking hold of it, inhabiting it. Her personal imagination was composed of abstract entities that
could be monsters, angels, robots, or birds. Her sculptures sometimes had anthropomorphic forms, like
that of skin, shells, or tree bark, which contained the
characters’ organic or synthetic bodies. Others took
the shape of wings, cloaks, sails, or pages from a book.
Ultimately, Muñoz pieces inevitably suggested a relationship of the body with the space it occupied.
Muñoz’s creative process typically began with preparatory sketches and drawings that looked like floor
plans for a set design or fictional utopian architecture
projects, where the spaces morphed with mobile and
changing structures. This spatial dimension is key in
her work. Muñoz’s sculptures are both space and the
entity that inhabits it; one can’t tell where one starts
and the other ends. When Muñoz had a sketch, she
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