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L ART DEL VIDRE
FITA - VITRALLS

Amb els anys he vist que he anat sumant
obres on el vidre és la materia i el suport d’una
nova expressio en el conjunt del meu camp artis-
tic. Es ben cert que la matéria obliga a I’hora de
construir una obra: no és el mateix bastir una
obra en fang que en ferro, pedra o vidre, i s’ha
de tenir la disposicié de comprendre el material
en fer-ho. En aquest sentit, he trobat sempre una
gran ajuda per part de la gent dels diferents ofi-
cis de que he tingut menester i de la seva expe-
riencia: sén molts als quals dec el meu agra-
fment. Al mateix temps, aixo m’ha servit per
endinsar-me en els diferents camps de la meva
tasca més enlla de la meva necessitat d’expres-
sar-me, portat per una inquietud que sempre
m’ha acompanyat i que ha anat sumant les dife-
rents maneres de cercar dins el camp de I’art.
Estic convencut que una bona formacié dels
artistes en el camp dels oficis artesanals podria
ser un motor per a ’execucié de grans obres.
Aquestes han estat les meves ganes al llarg de la
meva vida, que m’han ofert el contacte amb per-
sones tan estimades.

Aixi, veure treballar en els diferents oficis
m’ha despertat les ganes de ficar-m’hi, d’actuar
amb noves materies. El 1946, per exemple, en
casar-se el meu amic Angel Marcé amb la
Carme, vaig poder obsequiar-los amb dos

vidres, un amb la Marededéu del Carme i un

altre dedicat a I’Angel. Com podeu suposar, no
va ser facil fer una cosa que no havia fet mai
abans i, sens dubte, el dibuix que demanava una
cosa aixi havia de ser simple per poder-ho gra-
var.

Al cap de deu anys vaig poder fer un vitrall
per a la Catedral de Girona i, com podeu imagi-
nar, em vaig dedicar a estudiar els fets de la nos-
tra catedral per sumar-me en el seu conjunt,
inclosa la seva arquitectura: davant la seva mag-
nificencia, hom se sent petit i acomplexat tot
veient les meravelles dels vitralls que el curs de
la historia ha deixat. Cal ser conscient que s’ha
de veure el conjunt amb respecte, alhora que
hem d’entendre que el temps que ens €s propi
exigeix una aportacié. Es a dir, que s’ha de ser
conscient d’aquest doble equilibri a I’hora d’ac-
tuar. S’han de mirar els vitralls ja fets i veure
com les seves epoques respectives hi queden
marcades, i com a hom li toca fer el que cal en
el seu temps. El dibuix, i més encara el color,
s6n condicions per plantejar-se, alhora que és
necessari no discrepar d’un entorn de gran pes i
respecte: cal tenir cura de la riquesa del trag i
dels colors, dels gruixos del plom i també dels
vidres que s’han de confegir per fer el vitrall el
més encertat possible. Es aquest equilibri,
aquesta tensio, el que va conduint el que es té

entre mans.



El 1963 vaig intervenir en el baptisteri de la
parroquia del Mercadal, on actuava 1’amic
Masramon, arquitecte que ja m’havia confiat el
de la Catedral de Girona. Per trobar els temes
encertats per a cada vitrall, tant si es feia figura-
tiu com no, calia entrar en allo que representa el
baptisme i, a més, aquest cop, per tal de fugir
dels mals instints que el poguessin perjudicar,
I’estructura i dibuix es va fer en ferro al mateix
temps que els vidres es fonien i es coloraven,
fent-los expressament per a cada espai. Tota una
nova experiencia.

Després, I’arquitecte Jordi Masgrau, que va
projectar la clinica Salus Infirmorum de
Banyoles, em va posar en disposicié de fer uns
vitralls que, tot i estar en un mateix ambit, dema-
naven atencions diferents. Calia entendre els
motius adequats, estar en aquesta cultura reli-
giosa de tants segles, i fer que perduressin tant
els dibuixos com les estructures de refor¢ neces-
saries per aguantar-se tant en el baldaqui com en
el vitrall del presbiteri dedicat a I’Eucaristia o el
de I’entrada, fet d’unes tires horitzontals fetes
amb vidres industrials que foren una troballa
productora d’uns reflexos platejats admirables
en els quals calia aprofundir: cadascuna tenia el
seu lloc adient. S’havien d’estudiar els seus rit-
mes, els simbols, els colors i les lletres: tot el
conjunt requeria entrar-hi globalment, igualment
com la qualitat dels vidres antics, un material
artesanal de diferents vermells, els gruixos de
plom que valoren el trag i els seus elements. Es
un joc que, un cop s’hi entra, absorbeix tota la
tasca.

El 1965 el bon amic arquitecte Joan M. de
Ribot, que estava fent la Clinica Girona, em va
demanar de fer-hi uns vitralls en ciment armat.
Hi havia una llum dificil de distribuir i, per altra
banda, convenia que els vitralls conduissin sense
robar 1’atencié a la missa o als actes litirgics;
per tant, els dibuixos son, en aquest cas, una
obra més abstracta.

També el 1965 ’amic Lluis Bachs i la seva

esposa Carme em van cridar per veure la casa

que s’estaven arreglant, i vam decidir d’empren-
dre la soluci6 de fer una porta d’entrada en vidre
amb una estructura de ferro que fos forta i pro-
tegis, alhora que donava llum en entrar.

Igualment, el 1965, vaig fer, a la Guarderia
de Natzaret del bisbat de Girona, una vidriera a
la capella del costat del sagrari. En aquest cas,
vaig creure que uns tons calids serien adequats
per al lloc, i també vaig pensar que era millor
evitar els colors estridents. Aixi doncs, vaig
recorrer als vidres industrials sense color gravats
de diferents maneres, com havia fet a Banyoles.
L’efecte que produien era d’uns platejats i bri-
llants que em van semblar molt escaients per a
I’espai, 1 alhora un valor expressiu que em sem-
blava una troballa en que calia aprofundir més.
Ja a la clinica Salus Infirmorum de Banyoles
vaig sentir el goig de I’efecte d’aquests vidres
industrials, aquesta riquesa de blancs i grisos
molt afins a la meva sensibilitat.

El 1966 vaig tenir I’encarrec d’uns vitralls
que van anar després a la parroquia de Sant
Pau. Mirant llibres d’art vaig entendre que les
plantes de les esglésies durant el romanic, el
gotic, el renaixement i el barroc han significat
una aportacid, d’una eépoca determinada, molt
important en el nostre mén. Per aquest motiu
vaig comencar a donar-hi voltes i fer dibuixos
fins trobar les formes que s’hi adeien. S havien
de fer en ciment armat i amb vidre gruixut, tal
com s’acostuma a fer amb vitralls d’aquest
tipus.

També el 1966 vaig fer uns vitralls per a la
guarderia de Vila-roja. Es tractava d’un vitrall en
ciment armat de 16 m de llarg per 4 d’alcada.
Com sempre, en els vitralls de ciment armat els
vidres son la cara interior, i els colors la princi-
pal atencid. A ’exterior, hi ha els valors del que
no és el vidre: la distribuci6 del ciment i els ara-
bescos de les formes. Juntament amb el gran
vitrall de la facana —que pel fet de constar de
diverses peces era més adequat, de cara al mun-
tatge, de fer-les de forma rectangular— hi ha

també dos vitralls al costat del presbiteri de més



de 6 m d’alcada. La finalitat, tant de les formes
com dels colors, és d’ambientacid, i per aixo el
tema €s abstracte, un teixit equilibrat. En €poca
gotica, els vitralls formaven part d’aquest llibre
immens (les catedrals) que explica les vides dels
sants i els fets locals, pero la tendéncia ha anat
cap a temes més lliures i més simples, alliberats
d’anecdotes de les icones del passat. Amb aixo
també marquem la nostra eépoca, amb un enfoca-
ment diferent, igualment com en la manera de
representar les figures.

Després, I’amic Canadell d’Olot i I’ Adela em
van encarregar un vitrall per a casa seva, també
en ciment armat, per fer de separacié entre
espais. Calia aqui valorar els colors i les formes
del conjunt.

El 1967 vaig treballar a la parroquia de Sant
Feliu de Guixols, tant al presbiteri com a altres
parts de I’església. A la part central del presbite-
ri el tema assenyalat era I’assumpcié de Maria, i
als costats I’acompanyaven uns vitralls que for-
maven unes peces valuoses. SO6n vidrieres
emplomades, de manera que calia valorar els
diferents gruixos del plom, tant el dibuix com el
color del vitrall, i sens dubte la inquietud d’a-
portacié de la meva creativitat en aquesta tecni-
ca tan estimada per mi.

Pero anar explicant cada pega i cada moment
es faria molt llarg i pesat, de manera que és
millor explicar moments puntuals. Es cert que
cada vitrall t€ una historia i unes motivacions
diferents, i que he valorat aquestes diferencies,
pero és una carrera que no voldria acabar, vol-
dria anar a més, ser cada cop més util a les fun-
cions demanades i a I’aportacié personal.

Encara ara, en obrir una capsa de llapis de
color em retorna 1’alegria de la infancia. També,
quan entro en una catedral gotica que llueix els
seus vitralls de colors, es produeix la magia,
I’admiracié. Igualment, el vidre sol emplomat,
sense color, amb els seus dibuixos, fa que la
llum sigui d’un valor excepcional. Aixi, el dibu-
ix queda sol, perd amb un interes especial i inno-
vador. Sempre he apreciat molt el dibuix, i

també el color, junts o per separat. Aqui cal
observar que el negre de I’emplomat, el ciment
a contrallum o els vidres blancs, tenen la forca
de valorar els colors de manera inigualable, i ja
no parlem de les formes i el dibuix. Pero si bé el
calidoscopi pot ser una ajuda, al meu entendre
s’ha d’anar més enlla.

L’aspecte creatiu del vitrall ha d’anar de bra-
cet de la investigacio, i aixi he comencat posant
papers entre vidres, amb silicones transparents o
d’altres colors, tires 1 aixafaments entre vidres, i
aix{ el vitrall agafa aspectes pictorics, igualment
com canvis favorables a noves aportacions.
Tanmateix, soc dels que creuen que tornar a la
idea convencional de vitrall, després d’haver
passat per noves creacions, enriqueix. Per exem-
ple, amb els moviments mecanics i ritmics dels
arabescos o els agils lligams de les peces de
diferents mides.

Arabé, tot i que I’art figuratiu hi queda pales,
el meu art és un anar i venir de la natura que ens
circumda com a font principal on poar per a tots
els diferents aspectes que se’n poden derivar. En
la natura es troben també molts aspectes que
inviten a I’art abstracte, i sens dubte la imagina-
ci6 és present en aquest moén tan fantasids del
vitrall.

Cal fer menci6 al fet que els quaderns (blocs)
m’han estat sempre una gran ajuda per plantejar
cada vitrall.

Molts artistes consideren que és artisticament
coherent mantenir-se dins un mateix concepte de
traces constants, quan, al meu entendre, és la lli-
bertat el que em du a la coheréncia a I’hora de
replantejar-me 1’obra de nou i emprar un con-
cepte o altre per aconseguir entrar en la nova
invitacié. En art no s ha de tenir por a renunciar
a allo que ja es té, ja que aixd no es perd: cal cer-
car el que es pot guanyar, que sol ser un valor
més important. El que val més és la creativitat, i
per aixd s’ha de ser lliure. Pero, és clar, costa
poc escriure-ho; és molt dificil ser lliure, i més
encara ser creatiu, pero tot el que sigui disposar-

s’hi sera favorable.



Endinsar-me en les possibilitats dels vidres,
tant de colors com de qualsevol altra mena, per
intentar ampliar-ne la possibilitat d’expressid,
em fa estar preparat per buscar les noves expres-
sions que el fet de tractar els diferents oficis
m’ha fet capa¢ d’oferir. Perd també, sens dubte,
els nous plantejaments i les inquietuds personals
son factors que no es poden menystenir.

La tradicid catalana del vitrall, des de les
esglésies gotiques fins al modernisme, passant

per altres moments algids de la nostra historia,

proporciona un recolzament molt important per
tirar endavant. Les experiéncies apreses porten a
donar més, i aix0 és molt d’agrair per a una per-
sona inquieta. I a més, com a gironi, tinc en la
Seu de Girona un bon mirall per admirar i apren-
dre, i per molts anys que porti acumulats mirant-
la, sempre s’ha d’anar a captar nou aliment dels
nostres avantpassats. De la historia, sempre he
admirat els origens de 1’art de cada ¢poca per
tenir una comunicacié més forta i directa a tra-

vés del missatge, i aix0 sol ja és una gran llic6.

DOMENEC FITA I MOLAT



THE ART OF GLASS

FITA - STAINED GLASS WINDOWS

Over the years I have found that I have pro-
duced more and more works in which glass is the
material and the support for a new form of
expression in my artistic field. It is quite true that
the material conditions when constructing a
work: it is not the same thing to create a work in
clay as it is in iron, stone or glass, and one has to
be prepared to understand the material when
doing so. Regarding this, I have always received
a great deal of help from the people in the various
crafts I have needed to use, along with their expe-
rience: I owe thanks to many of them. At the same
time, it has served me to go in depth into the dif-
ferent areas of my work beyond my need to
express myself, borne by a restlessness that has
always been with me and which has accumulated
the different ways of researching in the field of
art. I am convinced that artists being well trained
in the sphere of craft skills might be a driving
force for the execution of great works. This is
what I have wished for all my life, and which has
afforded me contact with such beloved people.

Thus, seeing work done in the different craft
skills has awoken the desire to do it myself, to
work with new materials. In 1946, for example,
when my friend Angel Marcé married Carme, I
was able to give them two glass pieces as a pre-
sent, one of the Madonna of El Carme and the
other dedicated to Angel. As you may suppose,

it was not easy to do something I had never done
before and, obviously, the motif required for
something like this had to be simple in order to
be engraved.

Ten years later | was able to do a stained
glass window for Girona Cathedral, and as you
can imagine, I devoted myself to studying the
story of our cathedral in order to immerse
myself in it, including its architecture: faced
with its magnificence, one feels small and inad-
equate gazing upon the wonders in the stained
glass windows bequeathed by history. One has
to be aware that the whole has to be viewed with
respect, while we have to understand that our
own time demands a contribution. In other
words, one has to be aware of this double equi-
librium when working. One has to look at the
stained glass windows already there and see how
their respective periods are registered in them,
and how one has to do what is necessary in one’s
time. The motif, and even more so the colour,
are conditions to be considered, while one must
not be incongruous with surroundings of great
weight and respect: one must take care with the
richness of the line and the colours, the thick-
nesses of the lead and also the glass that has to
be produced to make the stained glass window
as faithful as possible. It is this balance, this ten-
sion, that controls the work.



In 1963 I worked on the baptistery of the
parish church of Mercadal, where my friend
Masramon was working, an architect who had
previously entrusted me with the one in Girona
Cathedral. To find the right subjects for each
stained glass window, whether figurative or not,
it was necessary to get inside what is represent-
ed by baptism. This time, in order to avoid the
base instincts that might affect it, the structure
and motif was done in iron while the panes of
glass were being cast and coloured, making
them specially for each space. It was a whole
new experience.

Later the architect Jordi Masgrau, who
designed the Clinica Salus Infirmorum in
Banyoles, commissioned me to do some stained
glass windows that, although they were in the
same place, required different attention. It was
necessary to understand the right reasons, to be
part of this centuries-old religious culture, and
ensure that the motifs and the reinforcing struc-
tures—necessary for support—on both the bal-
dachin and the window of the presbytery dedi-
cated to the Eucharist, or the one in the entrance,
would last. These were horizontal strips made
with industrial glass, a discovery that produced
some admirable silvery lustres into which it was
necessary to go in depth; each one had its prop-
er place. Their rhythms, symbols, colours and
letters had to be studied. The group needed to be
treated as a whole, as did the quality of the old
panes of glass, a craft material of varying reds,
the thicknesses of lead that contrast the line and
its elements. It is a game that, once you enter it,
takes over the whole job.

In 1965 my good friend the architect Joan M.
de Ribot, who was working on the Clinica
Girona, asked me to make some stained glass
windows in reinforced concrete for it. The light
was difficult to distribute and, moreover, the
windows were not to divert attention away from
the Mass or the liturgical ceremonies; the draw-
ings are therefore more abstract works in this

case.

In 1965 I also did a stained glass window in
the bishopric of Girona’s Natzaret Nursery
School, in the chapel next to the tabernacle. In
this case, I felt that warm hues would be suitable
for the place, and I also thought that it was best
to avoid loud colours. I thus resorted to clear
industrial glass engraved in different ways, as I
had done in Banyoles. The effect they produced
was silver and shiny, which I thought very suit-
able for the place, and at the same time an
expressive asset that seemed to me a discovery
into which I ought to look more deeply. At the
Clinica Salus Infirmorum in Banyoles I had felt
the joy of the effect of this industrial glass, that
wealth of whites and greys very close to my
heart.

In 1966 I was commissioned to make some
stained glass windows that later went to the
parish church of Sant Pau. Looking at art books,
I understood that the ground plans of the church-
es during the Romanesque, Gothic, Renaissance
and Baroque eras have meant contributions from
specific periods that have been very important
for our civilization. For this reason I began to
think about it and do drawings until I found the
right shapes for them. They had to be done in
reinforced concrete and with thick glass, as is
usually the case with stained glass windows of
this kind.

Also in 1966 I did some stained glass win-
dows for the Vila-roja Nursery School. It was a
stained glass window in reinforced concrete, 16
metres long by 4 high. As always, in stained
glass windows of reinforced concrete the glass
forms the inside face, and the colours the main
attraction. On the outside, there are the non-
glass elements: the distribution of the concrete
and the arabesques of the shapes. Along with the
large stained glass window on the front (as this
was composed of several pieces, it was prefer-
able to make them in rectangular shapes for ease
of assembly) there are also two stained glass
windows next to the presbytery that are over 6
metres high. The aim of the shapes and the



colours is to provide atmosphere, and therefore
the subject is abstract, a balanced fabric. In the
Gothic period, stained glass windows were part
of this immense book (the cathedrals) that
recounted the lives of saints and local events.
Now the tendency has moved towards freer,
simpler subjects, unfettered from anecdotes
about the icons of the past. With this we also
mark our period, with a different focus, in the
same way we represent figures.

Then my friend from Olot, Canadell, and
Adela commissioned me to make a stained glass
window for their home, also in reinforced con-
crete, to act as division between spaces. Here it
was necessary to assess the colours and the
shapes of the whole.

In 1967 I worked in the parish church of Sant
Feliu de Guixols, in both the presbytery and in
other parts of the church. In the centre of the
presbytery the main subject was the Assumption
of Mary, and it was accompanied on either side
by some pieces of stained glass forming valu-
able pieces. They are leaded windows, so it was
necessary to take into account the different
thicknesses of lead, the drawing and the colour
of the glass, and without doubt my desire to con-
tribute my creativity in this technique that I love
so much.

But to explain each piece and each moment
would be long and tedious, so it is best to talk
about particular moments. It is true that each
stained glass window has a different history and
motivation behind it, and that I have weighed up
these differences. But it is a race I would not like
to finish, for I would like to go further, be ever
more useful in the functions required and my
personal contribution.

Even now the joy of childhood comes back to
me when I open a box of coloured pencils. When
I enter a Gothic cathedral showing off its stained
glass windows, I also feel the magic, the admi-
ration. Likewise, plain glass, leaded, clear, with
its motifs, makes the light into something excep-
tional. Thus the motif alone remains, but with

special and innovative interest. I have always
greatly appreciated the design and also the
colour, together or alone. Here we have to
observe that the black of the leading, the con-
crete against the light or the white glass, have
the incomparable power to contrast the colours,
not to mention the shapes and the motif. But
although the kaleidoscope may be of help, to my
mind one has to go further.

The creative aspect of stained glass windows
has to go hand in hand with research, and so I
have begun to place paper on glass, with trans-
parent or coloured silicones, strips and squash-
ings between panes. The glass takes on pictorial
aspects, as well as changes that are congenial to
new contributions. However, I am one of those
who believe that going back to the conventional
idea of the stained glass window, after passing
through new creations, is enriching, in the
mechanical and rhythmic movements of the
arabesques or the agile connections between the
pieces of different sizes, for example.

However, although figurative art is obvious
in it, my art is a to-ing and fro-ing of the nature
that surrounds us as the main source from which
to extract all the different aspects that can be
derived from it. In nature there are also many
aspects that invite abstract art, and without
doubt imagination is present in this dreamlike
world of the stained glass window.

I ought to mention the fact that sketchbooks
have always been a great help to me when con-
sidering each stained glass window.

Many artists consider that it is artistically
coherent to stay within a single concept of con-
stant lines, when, in my opinion, freedom leads
me to coherence when reconsidering the work
anew and using one concept or another to man-
age to enter the new invitation. In art one must
not be afraid to renounce what one already has,
as it is not lost: you have to look for what can be
gained, usually a more important asset. The
most valuable thing is creativity, and so one has
to be free. This, of course, is easy to write; it is
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very difficult to be free, and even more so to be
creative, but striving towards these states will
always be positive.

Going in depth into the possibilities of glass,
the colours and everything else, to try to broad-
en its possibilities of expression, prepares me for
seeking the new forms of expression that work-
ing in the different craft skills has enabled me to
offer. But also, without doubt, the new consider-
ations and the personal concerns are factors that
cannot be underestimated.

The Catalan tradition in stained glass, from
the Gothic churches to Modernisme, passing

through other high points in our history, pro-
vides very important encouragement for contin-
uing. Learned experiences lead one to give
more, and that is very gratifying for a restless
person. And moreover, as a Girona man, in
Girona Cathedral I have a good mirror to admire
and learn from, and no matter how many years I
have been contemplating it, I must always take
something new from our ancestors. From histo-
ry, I have always admired the origins of the art
of each period for communicating more strong-
ly and more directly through the message, and

that in itself is a great lesson.

DOMENEC FITA I MOLAT



DOMENEC FITA,

EL PENSAMENT I LA DIMENSIO HUMANA DE L ARTISTA

Al principi de la década dels cinquanta vaig
coneixer en Fita. Jo era adolescent encara, quan
sentia parlar d’aquell cenacle de I’art contempo-
rani que havia esdevingut la casa-taller de 1’ar-
tista a Sarria de Dalt. A través dels companys o
d’algun professor més avangat, setmanalment
rebiem informacié exhaustiva d’aquelles terti-
lies, on es mantenien el caliu i la inquietud al
voltant de I’art no oficial d’aquella e¢poca, on es
parlava del que feien els petits grups d’avantgu-
arda de Barcelona o des d’on arribava alguna
noticia de Paris, paradis llunya que constituia la
utopia maxima de qualsevol artista inquiet del
moment.

L’any 1958, tot just a les beceroles d’un art
religiés que pugnava per rejovenir-se, Fita, en
col-laboracié amb 1’arquitecte Masramon, vestia
la nova capella de la Purissima de I’església de
Sant Marti Sacosta. Assaig reeixit, que els critics
de I’¢poca definien per la llum que cau vertical-
ment sobre un immens tapis d’alabastre de
Sarreal. Penjats magicament a la pedra, angels
volant, angels en guardia, angels en pregaria.
Angels buits de si mateixos, subtils, incorporis,
impalpables. Realment els dibuixos de Fita, pas-
sats al ferro per Canyelles de Barcelona
(Gracia), donen la millor idea pensable de I’an-
gel com a pur esperit. Jo era un més d’aquells

estudiants a qui agradava passar estones, assos-

segadament, embolcallat en la pau i serenor que
’artista havia sabut imprimir en 1’ambit d’aquell
recinte, on facilment podiem sumir-nos en els
somnis il-lusionats de la nostra jovenesa.

Molts anys després, ja en I’inici dels vuitan-
ta, retrobo Fita mentre estem tancant les pagines
especials de Punt Diari per un Onze de
Setembre. Des de la portada, 1’artista sap captar
tota la inquietud del diari catala de casa nostra i,
sobre els colors de la senyera, amb ma ferma hi
escriu el missatge clar: Som una nacio!”

Ara ja, en aquests darrers anys, quan els con-
tactes han sovintejat i el dialeg s’ha fet freqiient,
quan s’han convertit en comuns molts objectius
de la vessant cultural de les nostres terres, he
pogut aprofundir en el pensament i en la dimen-
si6 humana de I’artista.

Al llarg de la vida hi ha molts elements que
ens influeixen; alguns d’ells, pero, ens configu-
ren de tal manera que s’incorporen a la nostra
mateixa essencia. Indubtablement art i religid
han esdevingut unitat en la persona d’en Fita. El
sentit religios, com experiencia viscuda —ens
dira repetidament— ha marcat en mi un interés
que trobo en el pensament de Soren
Kierkegaard: prioritat de [’existir sobre el
coneixer, avaluacio de ’'individualisme i la sub-
Jjectivitat com a valors d’un estadi religios, pero

tenint cura sempre del present en tant que soc
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ésser social i sociable a totes les manifestacions
vitals del col-lectiu, bategant al ritme de la pro-
pia ciutat i pais.

Fita, treballador incansable, lluitador tenag
que s’enfronta cada dia amb la materia que les
seves mans emotlluren i transformen, fa seu
aquell concepte de la vida pel qual la tasca de
I’home no consisteix pas a pensar la seva exis-
tencia, sino a construir-la responsablement.
Aix0 comporta la necessitat d’escollir a cada
moment. Leleccid €s el baptisme de la persona-
litat i, per mitja d’ella, I’home passa del nivell
de vida estetic a 1’etic, és a dir, deixa de consi-
derar la vida com un joc i comenga a viure-la
com un deure. Ja no solament és, sind que exis-
teix, esdevé plenament ell mateix. L’eleccid
inclou I’afirmacié de la subjectivitat i, per tant,
de la veritat, perd també I’experi¢ncia de 1’an-
goixa, és a dir, del vertigen de la llibertat i de la
culpabilitat, que empenyen 1’home vers un dar-
rer estadi de realitzacio: 1’estadi religids.

Fita, perd, no oblida que forma part d’un
col-lectiu que, com deia André Breton, va a la
recerca del propi jo, que es fon aixi amb el del
col-lectiu, participa en la tasca de desxifrar el
criptograma de la vida i es llanga a [’analisi del
contingut latent de les aparences.

Aquesta recerca del jo, aquesta percepcio
religiosa vivencial, aquest sentit d’immersié en
el col-lectiu i la coheréncia interna per viure els
valors que se’n desprenen, aboquen Fita cap a
una situacié parradoxal. La paradoxa, pero, ell
I’expressa  com un element d’unitat.
Artisticament tot val, perqué la creativitat no
s’ensopeixi i [’esperit es torni fort, vibrant
davant del que ens envolta.

Fita fuig del maniqueisme i s’apropa als ele-
ments gairebé ingenuament diria jo, per agafar-ne
allo que tenen de generadors de creativitat i el que
desperta la seva sensibilitat. Manipula els mate-
rials —no importa els que siguin, perque és un
artista en el sentit renaixentista de la paraula— i
ens els torna com a realitat fisica i conceptual

transformada. La seva vivacitat mental 1 la seva

llibertat conceptual i de técnica sén el teixit d’un
vel transparent amb el qual embolcalla la seva
obra i ens I’ofereix a punt per a projectar-hi qual-
sevol sentiment huma, des de I’angoixa a 1’espe-
ranca, des de I’amor i la sensualitat a ’odi 1 la
destrucci6. Deixa, llavors, que sigui cadascd que
trobi la seva mesura en la recerca del misteri. Fita
no ens marca cap limit. El mén poetic que ens
proposa, malgrat que transfigurat, sempre troba
en nosaltres un punt de cognicio.

Ell, pero, I’artista, que ininterrompudament
va teixint una obra multiple en estat de perpetua
renovacio, que és fidel a la funcié comunicativa
de I’art, sovint resta tot sol i perplex, encuriosit
per les diverses interpretacions de la seva obra.
L’obra artistica, com a expressio, ja és valida per
si mateixa, perd també interessa alld que trans-
cendeix i ultrapassa els seus limits, fins i tot el
mateix autor. Actua, per a ell, com una estructu-
ra de mirall que li torna la imatge i li permet,
aixi, de fer una nova lectura a través del signe
extern emes anteriorment per ’artista.

Fita ha expressat sovint com li agradaria sor-
tir de si mateix i contemplar les propies obres,
com ho fan diversos espectadors per poder
entendre realitats distintes. Aci, 1’artista esta
invocant un concepte d’interpretacié que ell
mateix voldria aplicar a la seva obra, aproxi-
mant-se a la filosofia de Michel de Foucault
quan diu que el comentari no té altra comesa
que dir per fi allo que era articulat silenciosa-
ment alla baix. Ha de dir, per primera vegada,
segons una paradoxa que ell desplaca sempre,
pero de la qual mai no escapa, allo que tanma-
teix havia estat ha dit; i ha de repetir incansa-
blement allo que, aixo no obstant, mai no havia
estat dit.

Aquesta perplexitat, perd, davant la interpre-
taci6 de la seva mateixa obra, no li priva de dir
que aquest deix d’inseguretat és més estimat
perqué esdevé ['incentiu de buscar, estudiar,
sentir o intuir el que cada moment em demana,
conscient d’aquesta lluita i que el seu fruit sera

pura realitat, amb més o menys encert. Perd una



vegada resolt I’enigma, el cami li resulta clar:
cal dedicacio i estar tranquils, perque res del
que tenim no perdem; és el que deixem d’en-
frontar el que no obtenim.

A bastament Fita ens ha mostrat la coheren-
cia del seu pensament i la capacitat de la seva
forca interior: amb el dibuix, la pintura, el gra-
vat, lescultura, la ceramica, el vitrall, I’ experi-
mentacio plastica, ’art integrat a I’arquitectu-
ra, la imatgeria religiosa i el monument civil.
En tots aquests camps i en molts altres Fita
assaja, investiga, cerca constantment i s’acreix
en les dificultats, pacient per fer avangar el pro-
cés creador i per arrancar a cada material les
seves potencialitatst expressives, sense deturar-
se en una técnica ni en un estil i sense instal-lar-
se mai en la comoditat i en I’amanerament, sino
endinsant-se en el cami del desconegut, fins a
poder-se afirmar d’ell que és “un home nou
cada dia, tal com deia Salvador Carrera en el
proleg de Vivencies, quadern publicat en ocasié
de I’ingrés de l’artista a la Reial Catalana
Académia de Belles Arts de Sant Jordi.

I, per acabar, ens cal no oblidar la vessant del
seu mestratge. Fita ha mantingut sempre un cert
sentit didactic aglutinador. Ho porta a la sang. I
penso que aixo es trasllueix tothora en la seva
obra plastica, ensems que enriqueix la lliure
creativitat dels nombrosos alumnes que avui dia
passen pel seu taller del Montjuic gironi. Com a
bon pedagog, sap transmetre aquella maxima
que ell mateix s’aplica: Tot és art, si se’n fa una
lectura politica. Totes les coses son susceptibles
d’ésser llegides poéticament. Fita sap fer treure
partit d’elements quotidians, aparentment man-
cats d’interés particular, i ensenya a oferir-los
transformats com a nova realitat, generadora de
contingut.

Tant de bo que duri per molts anys aquesta
seva trajectoria, tan amplia com intensa, tan
aparentment diversa com profundament cohe-
rent, i que aquesta llicé admirable de voluntat,
de tenacitat i de fe esdevingui estimul i saba
fecunda per a les noves generacions d’artistes,
honor i orgull de la nostra terra i del nostre

pais.

XAVIER CARBO I CANIGUERAL 1988
Del llibre Fita Vitralls 1956-1987
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DOMENEC FITA, THE THOUGHT

AND THE HUMAN DIMENSION OF THE ARTIST

I met Fita at the beginning of the decade of
the fifties. I was still an adolescent when I heard
people talk about that cenacle of contemporary
art in which the home-workshop of the artist, in
Sarria de Dalt, had been converted. By means of
classmates or of some more advanced professor,
we received weekly exhaustive information
about those social gatherings, where the embers
and the anxiety about the non official art of that
time were kept, in which they spoke about what
the small vanguard groups of Barcelona did, or
where from there came some news from Paris, a
far away paradise that made up the utmost utopy
of any unquiet artist of the time.

In the year 1958, at the beginning of a
Religious art that struggled to keep young, it
was when Fita, in cooperation with the architect
Masramon, embellished the new chapel of the
Puri-sima, at the church of Sant Marti Sacosta. It
was really a quite successful essay, that the crit-
ics of the time defined by the light that falls ver-
tically over a huge alabaster tapestry of Sarreal.
Magically suspended on the stone, there were
angels flying, angels on guard, angels praying.
Angels empty in themselves, subtile, incorpore-
al, untouchable. Really, the drawings of Fita
passed over to iron by Roser de Cassa give the
best idea one can imagine of the angel as a spir-

it. I was one more of those students who enjoyed

spending times, peacefully, sheltered in peace
and serenity, that the artist had known how to
print in the scope of that place, where we could
easily get into the illusioned dreams of our
youth.

Many years later, already at the beginning of
the eighties, I meet Fita again whilst we were
deep into the special pages of PUNT DIARI, on
the occassion of an eleventh of September. From
the front cover, the artist knew how to catch all
the anxiety of the Catalonian newspaper of our
town and about the colours of the flag, with a
firm hand, he writes the message quite clearly:
we are a nation!.

Already now, in these last years, after fre-
quent contacts and thus dialogue is something
usual, when at the cultural versant of our land
many objectives have been converted into a
common acervation, I have been able to go
deeply into the thought and into the human
dimension of the artist.

Along our life there are many elements
which influence us, but some of them configu-
rate in us in such a way that they incorporate in
our own existence. Undoubtedly, art and reli-
gion have come to be a unity in the person of
Fita. The religious sense, as a lived experience
-he will tell us repeatedly- has marked in
myself an interest which I find in the thought of



Soren Kierkegaard; priority of existing over
knowing, valuation of the individual and sub-
Jectivity, as values of a religious status, but
always taking into account the present, as I am
a social and sociable being in all vital mani-
festations of the collective, beating the rhythm
of the very town and of the country.

Fita, a tiredless worker, a big fighter who
faces every day the matter that his hands mould
and transform, makes his that concept of life, as
per which the task of man does not consist in
thinking of his existence, but in constructing it
responsibly. This brings about the need of
choosing at every time. The election is the bap-
tism of personality, and by means of it, man
passes from the aesthetic to the ethic level of
life; that is, he stops considering life as a game
and starts to see it as a duty. And then he not
only is, but exists, he fully personifies. The elec-
tion includes the affirmation of subjectivity, and
therefore, of the truth, but also the experience of
anguish, that is, of the vertigo of freedom and of
the guiltiness that push man towards a final sta-
tus of realization: the religious status.

Fita, however, does not forget that he is a
part of a group which, as Andre Breton said,
goes in search for the ego, which is thus melted
with that of the group, he participates in the task
of decyphering the cryptogram of life and jumps
into the analysis of the latent contents of resem-
blances.

This search of the ego, this experimental
religious perception, this sense of immersion
into the group and the internal coherence to live
the values detached therefrom, move Fita
towards a paradoxic situation. But, however, he
expresses the paradox as an element of unitiy.
Artistically, everything is valid, so that creativi-
ty does not become numb and so that the spirit
becomes strong, vibrating versus everything
surrounding us.

Fita gets away from manicheanism and gets
close to the elements, almost ingeniously, I

would say, to extract from them their sense of

generators of creativity and what awakens
hissensibility. He manipulates the materials -no
matter which they are, because he is an artist in
the rennaissant sense of the word-and returns it
to us as a transformed physical and conceptual
truth. His mental vivacity and his conceptual
freedom, and the technique, ara the fabric of a
transparent veil with which he covers his work,
and offers same to us about to project in it any
human feeling, from anguish to hope, from love
and sensuality to hatred and destruction. And he
then lets each one find his measure in the search
of mystery. Fita does not mark to us any limit.
The poetic world he proposes to us, though
transfigurated, always finds in ourselves a cog-
nition point.

But he, the artist, who uninterruptedly goes
on weaving a multiple work in the status of a
perpetual renewal, who is faithful to the com-
municative function of art, often remains quitte
alone and perplexed, with curiosity awakened
by the various interpretations of his work. The
artistic work, as an expression, is now already
valid in itself, but it is also interesting whatever
penetratres and surpasses its limits, even to the
author himself. On which refers to him, he acts
as a mirror structure, that returns the image to
him, and in this way allows him to make a new
reading through the external sign previously
emitted by the artist.

Fita has often expressed how much he would
like to get out of himself and to contemplate his
own works, as various spectators do, to be able to
understand different truths. Here, the artist is
invoking a concept of interpretation that he him-
self would like to apply to his work, thus getting
close to the philosophy of Michel de Foucault
when he says that “the only purpose of comment
is that of saying at last what was silently articulat-
ed down there. He must say, for the first time, as
per a paradox he always sets aside, but from
which he never escapes, that which, of course, had
already been said; and he must repeat, tiredlessly,
that which, notwthstanding, he had never said”.

15



16

But this perplexity before the interpretation
of his own work does not hinder him from say-
ing that this abandonment of unsafety is more
noticeable because it acts as an incentive to
find, study, feel or intuit what I am asked for
each time, conscious of this struggle, and that its
fruit will be a pure reality, with more or less suc-
cess. But the way becomes clear to him once the
enigma has been solved: it is necessary to have
dedication and to stay quiet because we lose
nothing from what we have; what we do not get
is what we do not face.

Fita has put to manifest to us, sufficiently,
the coherence of his thought and the capacity of
his internal force: with the drawing, the paint-
ing, the engraving, the sculpture, the ceramic,
the glass, the plastic experimentation, the art
integrated into architecture, the religious
images and the civil monument. In all these
fields, and in many others, Fita essays, investi-
gates, searches restlessly and gets abundant in
difficulties, patiently, in order to advance the
creative process and to extract from each mate-
rial its expressive potentialities, without stop-
ping in a technique nor in a style, and without
never installing in comfort and in mannerism,
but getting deep into the ways of the unknown,
up to the point of being able to affirm “that he is

a man of every day”, as Salvador Carrera said in
the prologue of Vivencies, a booklet published
on the occasion of the entrance of the artist at
the Royal Academy of Fine Arts of Sant Jordi.

And, to end with, it is necessary not to for-
get the side of his mastership. Fita has always
kept a certain didactic agglutinating sense. He
has it in his blood. And I think this is constant-
ly demonstrated in his plastic work, whilst at
the same time enriches the free creativity of
numerous disciples who, at present, go to his
workshop at the Montjuic of Gerona. Apart
from being a good pedagogue, he knows how
to transmit that motto that he applies for him-
self: Everything is art, if a poetic reading is
made from it. All things are susceptible of
being read poetically... Fita knows how to
profit from daily elements, apparently lacking
a particular interest, and the teaches how to
offer them transformed as a new reality, gener-
ator of contents.

Maybe this, his trajectory, may last for many
years, as ample as intense, so apparently diverse
as deeply coherent, and that this admirable les-
son of will, of tenacity and of faith be converted
into the stimulus and into a fertile sap for the
new generations of artists, honour and pride of

our land and of our country.

XAVIER CARBO I CANIGUERAL 1988
Fita Vitralls 1956-1987



DOMENEC FITA, ARTISTA VITRALLER

EL CONTEXT HISTORIC

El moviment Modernista representa la renai-
xenca del vitrall, després dels segles de decaden-
cia que seguiren a la singular florida d’aquest art
en I’épica gotica.

Aquesta renaixenga es produi primerament
en el perfeccionament de la tecnica, perfeccio-
nament que permeté 1’enriquiment i millora tant
de la qualitat com del color del vidre, i poste-
riorment representa també la progressiva ade-
quacié del vitrall als recursos i possibilitats pro-
pies del vidre, sense voler imitar altres mitjans
d’expressié plastica. Tot aquest procés porta al
retrobament del concepte mateix del vitrall i del
seu propi llenguatge, al mateix temps que s’ana-
va definint la iconografia modernista.

L’esperit de recerca i d’investigacio en els dos
camps esmentats, tecnic i conceptual, continua
posteriorment a través del Noucentisme, 1’Art
Decé i el Racionalisme. En el Noucentisme pren-
gué les formes classicitzants propies de la ideolo-
gia d’aquest moviment, mentre que el rigor
geometric fou caracteristic de 1’Art Decé i del
mateix Racionalisme. Aquesta empenta innova-
dora fou truncada -com succei en molts altres
aspectes de la cultura- per la guerra civil del 36.

El periode de postguerra es significa per una

reaccié conservadora, que refusa el corrent pro-

gressista dels periodes abans esmentats i s’em-
miralla en estils preterits, com 1’isabeli, el barroc
“espanyol”, la granitica fredor herreriana, o en
els contemporanis estils teatrals i grandiloqiients
del feixisme mussolinia o del nazisme germanic.

El vitrall segui inevitablement aquests
corrents -als quals en aquest cas concret hem
d’afegir el pseudogotic, sempre latent en el
camp religids- desaprofitant-se aixi I’ocasié que
representa el necessari envitrallament que degut
als estralls de la guerra calgué fer en nombrosos
edificis, tant eclesiastics com civils.

En el camp dels vitralls tinicament uns pocs
artistes pintors feren una obra valida en aquells
anys, com foren Pere Pruna (església de les
Redemptoristes, al barceloni carrer de
Ganduxer), Antoni Vila Arrufat (santuari de la
Salut, Sabadell) i Miquel Farré, aquest darrer,
col-laborador de Domeénech i Montaner en els
seus anys de joventut, i autor en la postguerra
d’alguns dignes vitralls civils.

Nou fou fins a la década dels 50 que uns
quants joves pintors trencaren amb aquesta
situacid i emprengueren la tasca de cercar un
nou llenguatge vitrallistic, continuant aixi I’es-
perit de recerca i renovacié que fou corrent fins
al’any 1936.

Es doncs en aquest context historic que cal

situar 1’obra vitrallistica de Domenec Fita 1
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Molat, juntament amb Raimon Roca i Ricart,
F. Fornells Pla i el mateix signant d’aquestes

ratlles, Joan Vilagrau.

FITA I LA SEVA OBRA VITRALLISTICA

Home profundament inquiet, Domenec Fita
fa palesa en totes les expressions artistiques que
ha emprat al llarg de la seva vida -i el vitrall és
una de les que més ha conreat- la recerca de la
maxima comunicacié dels seus sentiments i
vivéncies a través de la materia, aixi com la
recerca de les possibilitats expressives de la
materia -el vidre- per ella mateixa.

Seguir segons un ordre cronologic el discurs
vitrallistic d’en Fita durant més de trenta anys de
treball és un apassionant descobriment de les pos-
sibilitats del color, de la llum 1 de la forma, i
també la constancia de la seva recerca de la belle-
sa -tot i que la bellesa no sigui més que una suc-
cessié de canons convencionals, temporals i sub-
jectius, condicionats totalment per les epoques,
estils i cultures a qué cada canon correspon.

La seva aventura artistica es fa visible molt
especialment en els projectes dels vitralls, pro-
jectes que ens mostren el cami de dubtes, prova-
tures i assaigs previs a la concrecié en 1’esbds
definitiu que sera plasmat en vidre i plom. Com
a historiador del vitrall, gosaria dir que quasi sén
tan interessants aquests projectes com ho és el
mateix vitrall, i son interessants precisament
perque il-lustren d’una manera tan viva el
replantejament total del mateix concepte de
vitrall que en cada cas en Fita es proposa en un
esforg reeixit de fugir dels camins fressats per a
adequar la seva obra al lloc i a la finalitat que
s’ha proposat.

La tradici6 del vitrall, la seva mateixa técni-
ca tan poc evolucionada -perque ja és quasi defi-
nitiva en I’época gotica- sén uns condicionants
molt forts que Fita cerca de trencar, d’alliberar-
se’n i al mateix temps de respectar.

Aquest problema, Fita se’l planteja en

enforntar-se amb el seu primer encarrec: el

vitrall de I’Ascensi6 de Crist de la catedral de
Girona (1956-57). No debades ha esmentat I’in-
teres pels successius projectes, que en aquest
vitrall ens mostren un primer esbds on, imposat
de la tradici6 iconografica del tema, inscriu la
figura de Crist dins d’una mandorla. Aquesta
composicid crea uns espais morts, que en el pro-
jecte definitiu i en el mateix vitrall desapareixen
en col-locar la figura central del Crist sobre un
camper, sense recorrer a la classica forma amet-
llada. Els apoOstols, representats en una mida més
petita que el Crist, formen un fris a la part baixa
del vitrall, retrobant aix{ el sentit simbolic de la
desproporcid o recurs de les mides diferents per
a accentuar la figura protagonista donant-li un
sentit monumental.

A aquesta primera experieéncia seguira una
serie de vitralls realitzats entre els anys 1963 i
68, que es distingeixen pel seu tractament
geometric. Alguns seran realitzats amb plom i
d’altres amb ciment i llosa de vidre, i tots ells
dins d’una tematica basicament no figurativa o
amb simbols cristians. En Fita mateix escriu,
comentant els vitralls de la clinica Salus
Infirmorum (Banyoles, 1963): ... més dins d’un
concepte abstracte, conduit com una vertadera
creacio de colors, formes i linies...

En aquests vitralls empra el vidre blanc
impres per a potenciar els vidres de color, d’a-
cord amb les conclusions a que arriba en 1’ob-
servaci6 acurada dels vitralls de la catedral de
Girona, com ell mateix constata en un dels seus
escrits: Doncs al meu entendre tant el blanc com
el negre del plom son els que valoren més el
color. O sigui que el que el vidre de color es
trobi envoltat de negre fa que el color prengui
una dimensio superior... Igualment els vidres
blancs valoren més els colors del seu costat;

aquesta és I’experiencia que vaig observar.

Aixi doncs, en aquests vitralls empra el
vidre blanc impres per a potenciar els vidres de
color. Aquest ds del vidre blanc impres de dife-
rents textures i dibuixos esdevindra corrent en el
vitrall de Fita.



Els anys 65 i 66 produeix tres conjunts:
casa Bachs-Fraga, parroquia Sant Pau i guarde-
ria Vila-roja de Girona, en els quals arriba a una
total geometritzacié tant en les formes de cada
vidre com en la composici6 de cada vitrall.

El vitrall de la casa Bachs-Fraga és realitzat
amb lloseta de vidre i estructura de ferro, i hi
preponderen els ritmes verticals conjugats amb
triangles de mides diferents.

La disciplina compositiva dels quatre
vitralls de la parroquia de Sant Pau és d’una aus-
teritat molt gran, fins a fer pensar en les gelosies
arabs i les “fenestelle” que precediren 1’aparicid
del vitrall emplomat. El fet que Fita s’inspirés
en les plantes dels temples romanics, gotics,
renaixentistes i barrocs, és ni més ni menys una
sobreposicié anecdotica a la seva rigorosa intui-
cié compositiva, perque el que és important és
aquesta encertada combinacié de llibertat i
rigor. En parla aixi: Dedicats a les plantes d’es-
glésia romanica... Natural-ment amb la llibertat
personal d’interpretar-les...

El mateix rigor geometric és emprat en el
tractament dels grans vitralls de Vila-roja, en els
quals els simbols apareixen imbricats en la gran
composicié geometrica.

En el vitrall de la capella, el tema dels rom-
bes dins els ritmes verticals del camper enri-
queix amb un nou element el repertori formal de
Fita.

El rigor geometric que hem comentat es
combina amb ritmes curvilinis, sinuosos, de
clara referenda vegetal, en el vitrall de les
Dominiques (Pont Major, 1969). Comenca en
aquest vitrall una aparent pugna entre dues fonts
d’inspiracié, la geometrica i la bioforme,
tendéncies que aniran apareixent conjuntament
o separada en la seva obra posterior.

D’entre els nombrosos vitralls realitzats per
Fita en el periode que va de I’any 1969 al 1978,
destaca pel gran rigor geometric de la seva
composicio el conjunt de vitralls de I’església de
Sant Antoni de Calonge. Aquest rigor no és obs-

tacle per a la seva llibertat creativa, ans al con-

trari: de la combinacié de rigor i llibertat en
resulten unes composicions en les quals Fita
aconsegueix donar escalf huma a la fredor de les
formes geometriques.

Aquesta dificil geometria humana queda
també explicita en el comentari de 1’autor: EIl
blanc del vidre i el negre del plom (emprats)
com elements principals. El dibuix, fet de geo-
metries casolanes, aquest fou el principi que
tenia al cap. Els colors crec que havien de ser
en taques per a marcar aquests arabescs on el
blanc es valora encara més. Es un adorn no
rigid, és la ma que traca una circumferéncia, no
un compdas.

Amb ’experiencia de Sant Antoni de
Calonge, Fita ha assolit I’equilibri entre el rigor
geometric i la llibertat compositiva. Es dins d’a-
quest encertat corrent que el mateix any 1982
realitza la gran composicié figurativa de 1’es-
glésia del Cor de Maria, gran vitrall en que els
elements figuratius dissimulen el substrat de la
geometria compositiva.

Es de I’any 1970 el vitrall de la casa Ribas-
Girones, de Girona, en el qual la geometria
“humana” fa de suport a una composicié molt
lliure, on s6n emprades les formes de triangles o
rombes caracteristiques de 1’obra de Fita.

Un dels elements estructurals indispensa-
bles en el vitrall és el bastidor de ferro que sosté
els plafons que formen el finestral. Aquest basti-
dor amb els seus travessers pot trencar la conti-
nuitat estetica i tematica del vitrall; en Fita, pero,
en el seu vitrall del santuari de la Mare de Déu
del Coll (Osor, 1974) empra aquest element
fent-lo participar en els mateixos ritmes de la
composicid, i en donar-1i més importancia acon-
segueix, paradoxalment, fer-ne passar desaper-
cebuda la seva funci6 fisica per a ressaltar-ne la
funcid estetica i simbolica. L’autor el comenta
amb aquests mots: Recordo que en fer aquest
vitrall vaig tenir una preocupacio per I’armadu-
ra de la peca; la veritat és que jo volia que el
més important fos I’estructura i davant el resul-

tat es pot veure una X en la part de baix i el nom
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de Maria a dalt i després s’hi poden observar
set vidres (roses), niimero simbolic. Després en
el vitrall es creen franges horitzontals per
eixamplar ’espai. El fons (camper) és de tons
malves, blaus, blancs, franges verdes, grogues,
vermelles i blanques.

Pertanyen també a la tendéncia geometrica
els vitralls de la casa Roser-Puig (Cassa de la
Selva) i de la casa Callis, de Banyoles, ambdds
de I’any 1978.

Laltra linia seguida per Fita, la d’inspiracié
bioforme, que ja té precedents en el vitrall de
can Thié-Ordis o la de Pérez-Borras (1978) per
a posar-ne tnicament uns pocs exemples, escla-
ta amb forca en el gran conjunt de vitralls del
Centre Comercial Montjuic (Girona, 1980-81).
Uns ritmes curvilinis, d’evident referéncia al
moén vegetal, informen aquests grans finestrals,
en els quals la negror del ciment potencia I’es-
clat de color i llum de les petites llosetes de
vidre que apareixen entre aquest brancatge de
formigd, sobre la riquesa textual del camper
resolt amb vidres blancs.

Tant la composicié com el color s6n pensats
considerant els condicionants que I’estructura
arquitectonica i la funcié de I’edifici imposen al
vitraller.

Aixi ho veu I’autor en comentar: Agafen
(els vitralls) I’alcada de dues plantes, o sigui
que el vitrall d’un pis i el de sobre formen
una sola composicio, sobretot des de 1’exte-
rior, on un relleu com d’unes branques com-
pon de baix a dalt amb petits vidres entremig
d’aquesta branca fosca que serveix de nervi-
estructura.

Es un vitrall dominat pel blanc del fons per-
que és convenient per la il-luminacio de I’espai
interior...

Segueix la tendéncia naturalista d’aquests
darrers vitralls I’important conjunt de Camp-
redé (Tortosa, 1982) on I’estructura arquitecto-
nica, molt rigida, calia que fos compensada amb
els ritmes del vitrall. Aixi, em sembla que aquest

trenat lliure que corre de manera sinuosa i agil

era ja el tema que podia constituir ’element
essencial de tots els vitralls..., escriu en Fita.

Aquesta composicié tan moguda juga amb
el contrapunt del gran lluernari que en forma de
piramide invertida penja del sostre, i posa un toc
de serenor amb la seva concepcié geometrica i
els blaus, verds i violetes clars que alternen amb
els blancs. Fita troba aqui el motiu d’inspiracid
en aquells calidoscopis que -diu- de petits tant
ens admiraven.

El conjunt de vitralls de I’església del Cor
de Maria dels Claretians (Girona, 1982-83) que
abans hem esmentat, obre un pareéntesi figuratiu
en el seu vitrall principal on, enmig d’una com-
posicié bellugadissa i rica de color, apareix la
figura de 1°Angel de 1’ Apocalipsi amb tota la
seva riquesa de simbols: Vaig veure davallar del
cel un altre angel vigordos amb un mantell de
nivol, i nimbat per I’arc de Sant Marti. La seva
cara era com el sol i les seves cames com
columnes de foc...

La resta, pero, dels vitralls de la capella i
pis superior —formen una unitat des de I’exte-
rior— responen a la tendeéncia bioforme, en
aquest cas concretament floral.

La volguda subordinacié de Fita als condi-
cionants estructurals o de funcid, queda palesa
en el vitrall emplomat de tons suaus i composi-
ci6 geometritzant que hi ha darrera la imatge de
la Mare de Déu.

Posteriorment 1’obra vitrallistica d’en Fita
continua amb el simbolic vitrall de la parroquia
de Santa Maria d’ Amer (1985). Es tracta d’una
rosassa realitzada amb vidre emplomat, en que
el bastidor de ferro divideix el vitrall acomplint
una funcié més estética que fisica, ja que els tra-
vessers formen part dels simbols emprats, que
son els de la Santissima Trinitat.

L’any 1987 executa el conjunt format pel
vitrall i baldaqui de la capella de la Llar Infantil
(Girona). El finestral, de tema floral, és tractat
amb la intenci6é de crear un ambient evitant tot
element formal que pogués distreure I’atencid

dels fidels, mentre que en el baldaqui s’exalta la



llum. Fita n’escriu: pel fet que sigui darrera l’al-
tar, crec que és convenient que no tingui tema ni
colors que cridin massa ’atencié per a no per-
torbar... Interessava una llum d’ambientacio
sacralitzadora...el tema és la vida com una llo-
anga a Déu, pero d’una manera més interpreta-
tiva que no pas figurativa. El fons és de colors
que, d’una forma molt lliure, evoquen el cel, la
terra, les muntanyes, els prats, etc. El que
podria ser el motiu del tema és de vidres blancs.

Aquesta visi6é general des d’una certa pers-
pectiva historica de 1’obra vitrallistica de Fita,
prenent-ne solament alguns com exemple, ens
fa possible congixer el cami de recerca que I’ar-
tista segueix. Recerca que planteja primerament
el problema del fort condicionament que la tra-
dicié és per a qualsevol vitraller. Fita defuig
rapidament tot mimetisme anacronic, i aixi les
seves realitzacions es basen en una volguda ade-
quaci6 al lloc i a la funcid; segonament estudia
les possibilitats materials del vidre, del plom,
del ferro o del ciment i d’aquest coneixement en
treu unes aplicacions correctes perod sobretot —i
aix0 és encara més important— n’explora les
possibilitats estétiques; en un mot, cerca el llen-
guatge plastic de cada material emprat.

Al llarg de la seva obra, Fita s’inspira en les
dues fonts més essencials que [’artista pot tro-
bar: la geometria i la naturalesa. Aquests dos
camins formaran 1’ordit i la trama del vitrall de
Fita, apareixeran separadament o conjuntament,

s’alternaran sense solucid de continuitat o s’es-

paiaran formant etapes en el cami seguit per
Fita. En les etapes de preponderancia geometri-
ca el nostre artista sap humanitzar, sap treure
rigidesa i fredor a les formes que integren el seu
repertori iconic: triangles, rombes, circumferén-
cies, etc.

En aquells vitralls o conjunts en que predo-
minen els elements de génesi natural, les biofor-
mes mostren la sensibilitat de Fita davant la
Naturalesa, sensibilitat que es fa present en
aquests ritmes asimetrics, en les subtilitats d unes
ales de papallona, en I’harmonia d’un brancatge o
en el coherent tramat dels nervis d’una fulla.

Sempre, pero, en I’obra de Fita i en els seus
mateixos comentaris apareixen uns aspectes que
es fan reiteratius perque sén les que podriem
anomenar linies de forca o directrius del seu dis-
curs vitrallistic: la llibertat creativa dins dels
limits que ell assumeix ben conscientment dels
condicionants inherents al vitrall; estructura
arquitectonica i funcié. La recerca d’un llen-
guatge vitrallistic valid per la nostra €poca, cer-
cant un profund coneixement plastic i fisic de
cada material per arribar a la seva maxima
expressio estetica.

Aquests son els trets principals que definei-
xen 1’obra vitrallistica de Domenec Fita, i que el
fan ser un dels més significatius pioners en 1’a-
passionant i dificil tasca d’expressar, amb una
técnica secular, tots els dubtes, les vivencies, les
intuicions, i tots els corrents que formen I’entra-

mat de I’art d’avui dia.

JOAN VILA-GRAU 1988

Director de l'lnstitut del Vitrall Sant Sebastia de
Montmajor, agost de 1987

Del llibre Fita Vitralls 1956-1987
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DOMENEC FITA, GLASS WINDOW ARTIST

THE HISTORICAL CONTEXT

The Modernist movement represented the
renaissance of the stained glass windows after
the centuries of decay after the spectacular
flourish of this art during the gothic times.

This renaissance primarily consisted in the
improvement of the technique, which improve-
ment made possible the enrichment and
improvement not only in the quality but also in
the colour of glass, and later on it represented as
well the progressive adequacy of the glass win-
dows to the resources and to the very possibili-
ties of glass, without wishing, on the other hand,
to imitate other plastic means of expression. All
this process gave rise to the re-encounter of the
very concept of glass window and of its own
language, whilst at the same time the modernist
iconography was being defined.

The spirit of search and of investigation in the
two fields mentioned, technical and conceptual,
continued later on through the art of the nine-
teenth century, the Deco Art and Rationalism. In
the nineteenth century it took the classicistic
shapes proper of the ideology of this movement,
so much so that the geometrical rigour was char-
acteristic of the Deco art and of the very
Rationalism. This innovating push remained trun-
cated -as it happened in many other aspects of
culture- by the civil war of the 36.

The postwar period was meant by a conser-
vative reaction, which rejected the progressive
current of the previously mentioned periods and
it looked at itself in preteritous styles, such as
the Elizabethan, the “Spanish” baroque, the
granitic coolness of Herrera, or in the theatrical
and grandiloquent contemporary styles of the
Mussolinian fascism or of the germanic Nazism.

The glass art continued with, unavoidably,
these currents -to which in this concrete case,
we must add the pseudo-gothic, always latent in
the religious field- wasting this way the oppor-
tunity that represented the necessary glass set-
ting which due to the consequences of the war it
was necessary to carry out in the various build-
ings, not only ecclesiastical but also civil.

In the field of glass works, only a few painter
artists made a valid work during those years; they
were, for instance, Pere Pruna (Church of the
Redemptionists, at the street of Ganduxer, in
Barcelona), Antoni Vila Arrufat (Sanctuary of La
Salut, Sabadell), and Miquel Farre, the latter col-
laborator of Domenec i Montaner in his years of
youth, and then, at the postwar, author of some
important civil glass work.

It was not until the decade of the 50s when a
few young painters unattended this tradition and
started the task of looking for a new glass work

language, thus continuing the spirit of search



and of renewal that had been usual until the year
1936.

It is therefore, in this historical context,
where it is necessary to locate the glasswork
task of Domenec Fita i Molat, together with
Raimon Roca 1 Ricart, F. Fornells Pla and the
very signor of this report, Joan Vila-Grau.

FITA AND HIS GLASSWORK

Domenec Fita, a deeply unquiet man, puts to
manifest in all the artistic expressions that he
has made his along his life -and glasswork is one
which he has mostly cultivated- the search of the
maximum communication of his feelings and
experiences through the matter, as well as the
search of the expressive possibilities of the mat-
ter -glass- by itself.

To follow, as per a chronological order, the
glasswork speech of Fita during more than thir-
ty years of work, is a passionate discovery of the
possibilities of colour, of light and of shape, and
it is as well the perseverance of his search of
beauty, in spite of the fact that beauty is just a
succession of conventional rules, temporary and
subjective, fully conditioned by the times, styles
and cultures corresponding to each rule.

His artistic adventure becomes visible very
especially in the projects of glass windows,
which projects show to us the track of doubts,
trials and tests prior to the concretion in the
definitive pattern that will be molded in glass
and lead. As a historian of glasswork, I would
dare to say that these projects are almost as
interesting as glasswork itself, and they are
interesting precisely because they illustrate in
such a live mode the total layout of the very con-
cept of glasswork, that Fita proposes in each
case, in an attained effort that goes apart the
worked out ways to adequate his work to the
place and to the purpose he has proposed.

The tradition of glasswork, its very tech-
nique, so little evolved -because it is almost
definitive in the gothic time- are very strong
conditionings that Fita tries to break, getting rid

of them and respecting them at the same time.
Fita lays out this problem when he faces his
first order, the glasswork of the Ascent of Christ,
at the cathedral of Girona (1956-1957). For
some reason I have mentioned the interest in the
successive projects, that in this first glasswork
show to us one first pattern in which, imposed
with the iconographic tradition of the subject,
inscribes the figure of Christ inside a “mandor-
la” (almond-shaped contour). This composition
creates some dead spaces, which in the defini-
tive project, and in the very glass, disappear
when placing the central figure of Christ on an
heraldic field, without appealing to the classical
almond shape. The apostles, represented in a
size smaller than that of Christ, make up a frieze
in the lower part of the glasswork, thus finding
again the symbolic sense of disproportion, or
appeal to different sizes, to accentuate the pro-
tagonist figure, giving it a monumental sense.
To this first experience will follow a series
of glassworks made between the years 1963 and
68, which are distinguished for their geometri-
cal treatment. Some will be made in lead and
others in cement and glass tile, and all of them
within a basically non figurative theme or with
Christian symbols. Upon the comments about
the glassworks of the clinic Salus Infirmorum
(Banyoles 1963), Fita himself will write: “...
more within an abstract concept, carried out by
a true creation of colours, shapes and lines...” .
In this glasswork he uses the printed white
glass to potentiate the colour glasses, in accor-
dance with the conclusions he got to in the care-
ful observation of the glassworks of the cathe-
dral of Girona, as he himself made evident in
one of his writs: “As in my opinion, not only
white but also the lead black are the ones that
mostly evaluate colour. That is, the fact that
colour glass be surrounded by black, causes the
colour to get a superior dimension... Likewise,
the white glasses evaluate further the colours
that are at its side; this is the experience I

noticed” .
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That is, on this glasswork he uses the printed
white glass to potentiate the colour glasses. This
use of printed white glass of different textures and
drawings will become usual in Fita’s glass-work.

During the years 65 and 66, he produces
three assemblies: Casa Bachs-Fraga, the church
of Sant Pau and the nursery of Vila-roja, in
Girona, at which he gets to a total geometriza-
tion, not only in the shapes of each glass but also
in the composition of each glasswork.

The glasswork of Casa Bachs-Fraga is made
with glass small tiles and iron structure, prepon-
derating the vertical rhythms conjugated with
triangles in various sizes.

The compositive discipline of the four glass-
works of the Church of Sant Pau, has a very great
austerity, that even lets us think in the arab lat-
ticeworks and the “fenestelle” prior to the appear-
ance of the leaded glasswork. The fact that Fita
had inspired on the grounds of the romanic, goth-
ic, renacentist and baroque temples, is just an
anecdotic overposition to his rigurous composi-
tive intuition, because what is important is this
certain combination of freedom and rigour.
Therefrom are these words of his: “Dedicated to
the plants of romanic church... Naturally with the
personal freedom of interpreting them...”.

The same geometrical rigour is used in the
treatment of the big glasswork of Vila-roja, in
which the symbols appear imbricated in the
great geometrical composition.

On the glasswork of the chapel, the subject
of the rhombs inside the vertical rhythms of the
heraldic field enriches with a new element the
formal repertoire of Fita.

The geomentrical rigour we have comment-
ed is combined with curvilineal, sinuous
rhythms, of a clear vegetable reference, in the
glasswork of the Dominiques (Pont Major,
1969). At this glasswork there starts an apparent
struggle between two sources of inspiration, the
geometrical and the bioshaped one, which
trends will be appearing altogether or separate-
ly in his latter works.

Among the numerous glassworks made by
Fita during the period comprised between the
years 1969 and 1978, stands out, for the great
geometrical rigour of its composition, the
assembly of glassworks of the church of Sant
Antoni de Calonge. But this rigour is not a hin-
drance to his creative freedom, but all the con-
trary, because from the combination of rigour
and freedom there emerge some compositions
in which Fita gets to give human warmth to the
coolness of the geometrical shapes.

This difficult human geometry remains also
explicit in the comment of the author: “The
white of glass and the black of lead (used) as
principal elements. The drawing, made with
local geometries, was the one in principle I had
in mind. I think the colours should appear in
spots to mark these arabesques in which white
is still more evaluated. It is an adornment which
is not rigid, it is the hand that traces a circum-
ference, not a compass” .

With the experience of Sant Antoni de
Calonge Fita attained the balance between the
geometrical rigour and the compositive freedom.
It is within this right current that in the very year
1982 he makes the great figurative composition
of the church of the Cor de Maria, a grand glass-
work in which the figurative elements dissimu-
late the substract of the compositive geometry.

The glasswork of the casa Ribas-Girones
belongs to 1970, in Girona, in which the human
geometry actuates as a stand of a very free com-
position, in which the shapes of triangles or
rhombs are used, which are quite characteristic
in the work of Fita.

One of the indispensable structural elements
in the glass-work is the iron frame that sustains
the panels that make up the window. This frame,
with its crossbeams may break the aesthetic and
subjective continuity of the glasswork; but Fita,
in his glasswork of the sanctuary of la Mare de
Deu del Coll (O5or, 1974), uses this element
making it participate in the same rhytms of the

composition, and upon giving it more impor-



tance, attains, paradoxically, to get its physical
function be unnoticed to stand out its aesthetic
and symbolic function. The author comments
about it with these words: “I remember that
when I made this glasswork I was worried about
its framework; the truth is that I wanted the
structure to be the most important thing, and
before the result, an X can be seen in the lower
part, and the name of Maria above, and then you
can see seven glasses (roses) a symbolic num-
ber. Later on, at the glasswork, horizontal strips
are created to extend the space. The background
(heraldic field) has purple, blue, white shades,
and green, yellow, red and white strips.

It belongs as well to the geometrical trend
the glasswork of the casa Roser-Puig (Cassa de
la Selva) and those of the casa Calli’s, in
Banyoles, both of the year 1978.

The other line followed by Fita that of bio-
form inspiration, which has already precedents
in the glasswork of the house Thio-Ordis, or in
that of Perez Borras (1978), just to mention a
few examples, blasts out strongly in the great
assembly of glassworks of the Montjui’c
Commercial Center (Girona 1980-81). Some
curvilineal rhythms, with an evident reference
to the vegetable world, inform these big win-
dows, in which the blackness of cement potenti-
ates the bursting of colour and light of the small
glass tiles that appear between this branching of
concrete, over the textual richness of the
heraldic field solved with white glasses.

Not only the composition but also the colour
are conceived by considering the conditionings
that impose the glasswork maker the architec-
tonic structure and the function of the building.

The author sees it this way when he com-
ments: “(The glassworks) get to the height of
two floors, that is, the glasswork of one floor
and the one above it make up one only composi-
tion, mostly from the outside, where a relief sim-
ilar to branches composes from bottom to top,
with minute glasses amidst this dark branch that

serves as a ribbed structure.

It is a glasswork dominated by the white of
the background, because it is convenient for the
ilumination of the inside space...”.

The important group of Camp-redo (Tortosa
1982) continues with the naturalistic trend of
these latter glassworks, in which it was necessary
that the architectonic structure, quite rigid, were
compensated with the rhythms of the glasswork.
“Thus it seems to me that this free braiding that
goes along in a sinuous and agile mode was
already the subject that could make up the essen-
tial element of all glassworks...” Fita says.

This such an entertaining composition
matches the counterpoint of the great tenebrae
that, in the shape of an inverted pyramid hangs
from the ceiling, and gives a touch of serenity
with its geometrical conception and the blues,
greens and light purples which alternate with
the whites. Fita finds out here the reason of
inspiration in those kaleidoscopes -he says- that
wondered us so much when we were small.

The group of glassworks of the church of
the Cor de Maria, of the Claretians (Girona
1982-83) that we have mentioned before, opens
up a figurative parenthesis in its main glass-
work, in which amidst a moving composition,
rich in colours, there appears the figure of the
Angel of the Apocalypse with all his richness of
symbols. “/ saw descending from heaven anoth-
er vigorous angel, wrapped in a robe of clouds
and haloed with the Rainbow. His face was like
the Sun and his legs like fire columns..”.

But the rest of the glassworks of the chapel
and the upper floor -they make up one unit from
the outside- respond to the bioform trend, flow-
ery in this concrete case.

The purposed subordination of Fita to the
conditionings of the structure, orof function,
remains manifest in the leaded glasswork of soft
shades and with a geometrical composition
located behind the image of Virgin Mary.

Later on, the glasswork of Fita continues
with the symbolic glasswork of the parochial
church of Santa Maria, in Amer (1985). It is a

25



26

rosette made with leaded glass, in which the
iron framework divides the glasswork, attaining
a more aesthetic than physical function, as the
crossbeams are a part of the symbols used,
which are the ones of the Holy Trinity.

In 1987 he performs the assembly made up
by the glasswork and baldachin of the chahpel
of La Liar Infantil (Girona). Here, the glass win-
dow with a flowery subject is treated with the
purpose of creating an environment, avoiding
any formal element that might distract the atten-
tion of the attendants, whilst on the baldachin
light is exalted. To this regard, Fita says: “Due
to the fact of its location behind the altar, I think
it is convenient for same not to have subjects
nor colours that are too much appealing, in
order not to molest... It was interesting a light of
sacralizing environment... the subject is life as a
praise to God, but in a rather interpretative than
figurative mode. The background is in colours,
which quite freely, evoke heaven, earth, the
mountains, the prairies, etc. What could be the
reasons for the subject are in white glasses” .

This general view, from a certain historical
perspective of the glasswork of Fita, only stick-
ing to some examples, lets us know the route of
search followed by the artist. Which search is
firstly outlined in the problem of the tight condi-
tioning which is the tradition for any glasswork
maker. Fita refuses every anachronic mimetism,
for which his performances are based on a pur-
posed adequacy to the place and to the function;
he examines, on the other hand, the material pos-
sibilities of glass, of lead, of iron or of cement,
and from the knowledge of them he takes out cor-
rect conclusions, but most of all -which is still
more important- he explores its aesthetic possi-
bilities. In a word, he looks for the plastic lan-

guage of each of the materials used.

Along his works, Fita gets inspiration in the
two most essential sources that the artist may
find: geometry and nature. These two ways will
make up the warp and weft of Fita’s glasswork;
they will appear in it, separately or altogether,
they will alternate without a solution of continu-
ity or they will be spaced making up stages in
the trail that Fita follows. Our artist knows how
to humanize in the stages of geometrical pre-
ponderance; he knows how to remove rigidity
and coolness to the forms that make up his icon-
ic repertoire: triangles, rhombs, circumferences,
etc...

In those glassworks or groups where the ele-
ments of a natural genesis are predominant” the
bioforms show the sensibility of Fita versus
Nature, which sensibility is manifested in these
asymmetrical rhythms, in the subtleties of some
butterfly wings, in the harmony of a branching
or in the coherent contriving of the ribs of a leaf.

But in the work of Fita, and on his same
comments, there always appear some aspects
which result repetitive, because they are those
we could call lines of force or directrixes of his
glass-work speech: the creative freedom within
the limits that quite consciously he assumes
from the conditionings that are inherent to glass-
work; architectonic structure and function. The
search of a glassworking language that be valid
for our time, in search of a deep plastic and
physical knowledge of each material to attain its
most aesthetic expression.

These are the main traits which define the
glasswork of Domenec Fita and that let him
become one of the most meaningful pioneers in
the task, passionate and difficult, of expressing,
with a secular technique, all doubts, experi-
ences, intuitions and all the currents that make
up the weaving of the art of our days.

JOAN VILA-GRAU

Director of the Institut del Vitral

Sant Sebastia de Montmajor, August 1987
Fita Vitralls 1956-1987
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1995 Moment de realitzacio del monument a Pere Calders al taller Arnan-Girona.
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1946 Vidres gravats.
Marededéu del
Carme i angel
custodi.

Casa Marco. Quart.
60 x 33 cm.
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1957 Vitrall de I’Ascens
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1963 Baptisteri de la
Parroqui

Mercadal-Girona.
265 x 60 cm.
Dibuix de ferro.
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1964 Salus Infirmorum Banyoles.
Estudi de vitrall emplomat.
17x 12 cm.

Ploma tinta xinesa color cera.



1964 Clinica Salus Infirmorum. Banyoles.

430 x 441 cm.
Vidre antic emplomat.
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1964 Baldagni.
Capella Salus Infirmorum.
Banyoles.
180 x 200 cm.
Emplomat.



1964 Clinica Salus Infirmorum.

Banyoles.
280 x 681 cm.
Emplomat.
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1965 Capella Clinica Girona.
Projecte.
25,7 x 10,4 cm.
Ciment armat.
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1965 Capella Clinica Girona.

Projecte.
25,7 x 10,4 cm.
Ciment armat.
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Girona.

210 x 80 cm.

Dibuix ferro.
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1966 Parroquia de Sant Pau.
Girona.
220 x 150 cm.
Vitrall ciment armat.
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1966 Parroquia de Sant Pau.

Girona.

220 x 150 cm.

Vitrall ciment armat.
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1966 Parroquia de Sant Pau.

Girona.

220 x 150 cm.

Vitrall ciment armat.
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1966 Capella de la Guarderia de Vilarroja. Girona.

400 x 160 cm.
Vitrall ciment armat.
Interior i exterior.

\
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1967 Parroquia Sant

Feliu de Guixols.
39x 16 cm.

Ploma tinta xinesa,

aquarel-la.
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1967 Parroquia Sant Feliu
de Guixols.
370 x 75 cm.
Vitrall emplomat.
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1967 Projectes per la Parroquia
Sant Feliu de Guixols.
17 x 12 cm.
27 x 17 cm.
Ploma tinta xinesa, aquarel-la.



1967 Parroquia de Sant Feliu de Guixols.

220x 52 cm.
Vitrall emplomat.
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1967 Casa Canadell-Torras-Olot.
17x12i27,5x 23,8 cm.
Retolador i ploma.

Tinta xinesa aquarel-la.
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de la Parroquia del
Carme. Girona.

17 x 12 cm.

Ploma tinta blava xinesa,
aquarel-la.

1967 Projecte pel Baptisteri
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1967 Sant Nicolau-Girona.
Estudi vitralls emplomats.
17x12i 23,5 cm.



1967 Sant Nicolau. Girona.
183 x 83 cm.
Vitrall emplomat.
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1968 Dues lectures projectes.
8x 81 cm.
Tinta xinesa aquerel-la.

1968 Capella Bell-lloc del Pla. Girona
Vitrall 56 x 760 cm.
Vidre emplomat.
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1968 Capella de Bell-lloc
del Pla. Girona.
250 x 100 cm.
Vitrall emplomat.



1968 Capella de Bell-lloc iy
del Pla. Girona. ’
250 x 100 cm.
Vitrall emplomat.
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70

1969 Dominiques.
Pont Major.
2,60 x 4,00 m.
Ciment armat.
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1969 Dominiques Pont Major.
300 x 120 cm.
Emplomat.
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1970 Casa Fita-Rodeja.

137 x 139 cm.

Ciment armat, trossos de vidre.
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1969 Banc Atlantic. Girona.

Projectes vitralls emplomats.
24 x 36 cm.

Tinta xinesa, aquarel-la.
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1970 Casa Ribas-Girona.

195 x 155 cm.

Ciment armat.
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0 Casa Xifra.
0,90
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1970 Parroquia del Mercadal.
Altar Sant Francesc.
24 x 17 cm.
Retolador.
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350 x 63 cm.
Vitrall emplomat.

1970 Parroquia Mercadal.
Gi
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1970 Parroquia Sant Antoni de
Calonge.
Projecte de vitralls.
39x9cm.
Ploma xinesa, aquare I'la.
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de Calonge. Presbiteri.

337 x 79 cm.

Vitralls emplomats.
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1970 Sant Antoni de Calonge.
337 x 97 cm.
Vitrall emplomat.
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337 x 97 cm.
Vitrall emplomat.
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1971 Parroquia Sant Feliu de Guixols.

370 x 77 cm.
Vitralls emplomats.
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1972 Caixa de Girona.
Tossa de Mar.
240 x 250 cm.
Ciment armat.
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1972 Caixa de Girona.
Tossa de Mar:
240 x 250 cm.
Ciment armat.
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2 Banc de Girona.
Palafrugell.
492 x 956 cm.

Ciment encofrat.













1973 Parroquia de Sant Feliu de Guixols.
Projecte vitrall.
41 x 8 cm.
Ploma tinta xinesa, aquarel-la.




1973 Parroquia de Sant Feliu
de Guixols.
395 x 52 cm.
Vitrall emplomat.
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1974 Casa Thio-Ordis.
24,5x 9,5 cm.
Ploma tinta xinesa

VITRALL PER LA FAMILIA THIO-0ORDIS aguarel .
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1974 Marededéu del Coll. Osor. Girona.
50 x 35 cm.
Dibuix estructura.



1974 Marededéu del Coll. Osor. Girona.
225 x 100 cm.
Vitrall ciment.
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1974 Casa Constans.
Banyoles. Vista exterior.
455 x 45 cm.
Vitrall armat.
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1976 Casa Bosch. Olot.

Gelosia ceramica.
330 x 300 cm.
Exterior.
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1976 Casa Bosch. Olot.
Gelosia ceramica.
330 x 300 cm.
Interior.
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1977 Pro-Grup Girona.
Projecte.
70 x 19 cm.
Pluma tinta xinesa,
aquarel-la.
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1977 Maqueta. Font Casa Mateu.
Cassa de la Selva. Girona.
135 cm alt.
Cartro.

1977

Font Casa Mateu.

Cassa de la Selva. Girona.
200 cm alt.

Ciment encofrat vidres color.
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180 x 70 cm.

Ciment armat.
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1977 Casa Borras. Barcelona.

25x 15 cm.

Tinta xinesa aquarella.
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1977-78 Casa Borras. Barcelona.
180 x 67 cm.
Emplomat i aplics metalics.
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as. Barcelona.
aquarel-la.

21 x 10,5 cm.

1978 Casa Borr.
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1978-1979  Sant Dalmai.
Fabrica Bosch.
Projecte 8 x 6 cm.
Vitrall emplomat.
122 x 87 cm.
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1978 Casa Rigat-Olot.
Relleu i forats llums.
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1978 Font Montjuic. Girona.

630 cm alt.

Ciment vitrall.
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1978 Casa Poch Girona.
186 x 61 cm.
Emplomat.
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Ciment armat.
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1978 Casa Callis. Banyoles. ™
382 x 50 cm. 3=
Ciment armat. Fragment.
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1978 Estudis inicials d’emplomats en tinta
xinesa per la parroquia de Sant Antoni
de Calonge (Girona)

15,5 x 20,5 cm, el full.
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1979 Sant Antoni de Calonge.
20,5 x 26,5 cm.
Ploma aquarel-la.

1979 Rossassa Sant Antoni de
Calonge.
180 cm diametre.
Vidre emplomat.
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1981 Dominiques P Coll. Borreda.

150 x 200 cm.
Emplomat.
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a, aquarel-la.

1981 Casa Torregrossa (Llafranc).
42 x 10 cm.
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Casa Torregrossa Llafranc.
90 x 50 m.
Ciment armat.
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1981 Centre Montjuic. Girona.
515 x 446 cm.
Ciment encofrat.
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1981 Centre Montjuic. Girona.
230 x 446 cm.
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1981 Centre Montjuic. Girona.
230 x 446 cm.
Ciment encofrat.
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1981 Casa Gairin Girona.
180 x 212 cm.
Plantilles i emplomat.
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1981 Casa Gairin Girona.

180 x 106 cm.

i aplics metallics.

Vitrall emplomat
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1982 Parroquia Campredo. Tortosa.
16 x 22 cm.
Planta i costat.
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1982 Parroquia Campredo (Tortosa).
16 x 23 cm.

Dibuix del llunernari.

1983  Parroquia Campredo.
Lluernari.
300 x 300 cm.
Vitrall emplomat.
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1982 Església Cor de Maria. Girona.
223 x 300 cm.
Ciment armat.
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1982 Cor de Maria de Girona.
4,19 x 1400 m.
Vitrall ciment armat.
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1982 Detalls exteriors de [’anterior
estructura de ciment armat.
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1982 Detalls exteriors de I’anterior
estructura de ciment armat.
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Fragment vidre impactat.

181



1986 Vidre impactat.
117 x 57 cm
Vidre antibala.

[\
[ee]
—



1986 Pinoxet.
102 x 58 cm.
Vidre antibala.




1987 Caixa de papers.

120 x 75 cm.

Plastic paper.

184



1987 Caixa de papers.
120x 75 cm.
Plastic paper.
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136 x 68 cm
Vidre paper.
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82x 67 cm.
Vidre paper dibuixat.

1987 Cara.
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1988 Claraboia de l’escala de
I’Ajuntament de Banyoles.
450 x 400 cm.
Emplomat.
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1988 Parroquia Vista Alegre, Girona.
97 x 146 cm.
Emplomat.
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quia Vista Alegre, Girona.

1988 Parro
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1988 Parroquia Vista Alegre, Girona.
97 x 146 cm.
Emplomat.

201



1988 Casa de Cultura, Girona.
Lampades.
Llanterna rectangular.
230 x 230 cm.
150 cm de diametre.
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1989 Casa Roig. Ulla.
49 x 198 cm.
Emplomat.

205
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1989 Casa Lluis Roig. Ulla.
181 x 175 cm.
Vitrall emplomat.

209



1989 Casa Lluis Roig. Ulla.
181 x 175 cm.
Vitrall emplomat.




211



iRl
=
=
(=N
~




| Iil|||i|||||||.||IIII||II|I|||||||| Il




1989 Casa Roig. Ulla.
112x 1500 125 x 185 cm.
Miralls.
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1989 Parroquia Pineda.

244 cm diametre.

Emplomat.
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1989 Vitrix Olot.

alt.

30 cm

Paper.

216



1990 Vitrix Olot.
640 cm alt.
Vidre emplomat.

217



1989 Maqueta monument al Pescador. Roses.
40 cm alt.
Paper.

218



1989 Monument al Pescador de Roses.
830 cm alt.
Vidres.

219
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1991 Concurs Orfeé Catala.
Barcelona.
Projecte.
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1991 Maquetes Orfeé Catala.

Projecte.

201i 24 cm alt.

Paper aquarel-la.

223



1991 Ordino. Andorra.
PL. Mn. Cinto Verdaguer.
Davant I’auditori.

224



1991 Ordino. Andorra.
PI. Mn. Cinto Verdaguer:

225



1993 Parroquia Sant Josep
Obrer. Ripoll.
Projecte 45 x 45 cm.
Tinta xinesa, paper.
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1993 Ripoll. Parroquia Sant Josep obrer.
Vistes exterior i interior.
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1993 Ripoll Parroquia Sant Josep obrer.

Vista interior.

Vitrall ciment.
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1993 Ripoll Parroquia Sant Josep obrer.

Vista interior.

Vitrall ciment.
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1994 Vitrall.
240 x 120 cm.
Mixta.




1994 Ondulacions.
2,40 x 1,20 m.
Paper entre vidres.

231



1995 Ampolla.
20 c¢m alt.
Vidre sorrejat.

232




1995 Pot.
26,5 cm alt.
Vidre sorrejat.
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1995 Llanga.
Monument a Pere Calders.
Ciment vidre.
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1995 Llanga.
Monument a Pere Calders.
Ciment vidre.a
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1998 Vic. Tomba P. Claret.
54 x 84 cm.
Vidre gravat.
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1997 Estudi vitrall.
65 x 30 cm.
Papers vidre.
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1997 Estudi vitrall.
65 x 30 cm.
Papers vidre.
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93 x 28 cm.

Papers vidre.
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1997 Estudi vitrall.
93 x 28 cm.
Papers vidre.

242




1997 Estudi vitrall.
93 x 28 cm.
Papers vidre.
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1997 Caldes de Malavella.
Vitrall capella Carmelites.
Fragment.




1997 Caldes de Malavella.
Vitrall capella Carmelites.
Fragment.




1997 Capella Carmelites.
Caldes de Malavella.

246



1997 Capella Carmelites.
Caldes de Malavella.
Vitrall.

220 x 680 cm.
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1997 Capella Carmelites.
Caldes de Malavella.
2,20 x 65 cm.
Vidre escardissat.

248




1997 Capella Carmelites. Caldes de Malavella.
2,20 x 0,65 cm. Fragment.
Vidre escardissat.
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1999 Casa P Pratsevall. Girona.
200 x 96 cm.
Aplics metall emplomat.
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1999 Bestiari 4.
31 x 56 cm.
Vidre trinxat.

1999 Bestiari 5.
31 x 56 cm.
Vidre trinxat.

251



FoA

1999 Bestiari 2.
39x 59 cm.
Vidres de color.
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1999 Bestiari 3.
46 x 32 cm.
Vidre trinxat o picadis.

253



2000 Vitrall.
Sport Hotel Soldeu.
Fragment vidre trinxat.
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2000 Barana Hotel Soldeu.
200 cm llarg.
Vidre trinxat.
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2000 Barana Hotel Soldeu.
200 cm llarg.
Vidre trinxat.
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2000 Barana Hotel Soldeu.
200 cm llarg.
Vidre trinxat.

257



2000 Barana Hotel Soldeu.
200 cm llarg.
Vidre trinxat.

258



2000 Hotel Soldeu. Andorra.
Vitrall barana.
Peces de 200 cm de llarg.
Vidres trinxats.

259



260

2000 Hotel Soldeu. Andorra.
Vitrall barana.
200 cm de llarg.
Vidres trinxats.



2000 Hotel Soldeu. Andorra.
Vitrall barana.
200 cm de llarg.
Vidres trinxats.

261



2000 Hotel Soldeu. Andorra.
Vitrall barana.
Fragment.

262



2000 Hotel Soldeu. Andorra.
Vitrall barana.
Fragment.

263



Estudis vidres.

2004

Sport Hotel Soldeu.

Andorra.

264



2004  Dibuix entre vidres.
Hotel Soldeu.

265



2004  Dibuix entre vidres.
Hotel Soldeu. Andorra.

266



Hotel Soldeu Andorra.
Dibuix entre vidres.

2004

267



2004  Dibuix entre vidres.
Hotel Soldeu. Andorra.

268



2005 Hotel Soldeu. Andorra.

269



2005 Hotel Soldeu.
Andorra.
Vidres sorrejats.
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2005 Hotel Soldeu. Andorra.

274



o i AR

W '’

@

TR T -

275



2005 Hotel Soldeu. Andorra.
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2005 Sport Hotel Soldeu.

Andorra.
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2006 Hotel Soldeu. Andorra.
Sortidor.
Inox trossos vidres.

282



2005  Vidres amb paper, silicona,
i picadis de vidre.
100 x 60 cm.







2004 Vidres paper silicona.
100 x 60 cm.
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Obelisc Ordino.
76 x 49 cm.
Tinta xinesa aquarel-la.



2007  Obelisc Ordino. Andorra.

800 cm alt.

vitrall emplomat.

Inox-
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Obelisc Vilablareix.

Projecte.

27 cm diametre.

Ploma tinta xinesa, aquarel-la.

2007  Corona obelisc.
Ajuntament Vilablareix.
Vitrall emplomat.

296



2005  Corona obelisc.
28 cm.
Ploma tinta xinesa, aquarel-la.

2005 Corona de [’obelisc.
Ajuntament de Vilablareix.
13,25 al¢ada.

297



2006 Magqueta. 2008 Monument a la Pau.
Monument a la Pau. Vilablareix. Girona.
Vilablareix. Girona. 13,5 m alt inox i vitrall.




2008 Monument a la Pau.
Vilablareix. Girona.
13,5 m alt inox i vitrall.
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VITRALLS

Molta obra d’aquesta mena fou feta per encarrec, per a esglé-
sies i per a cases particulars, i darrerament més per a escultu-
res publiques i idees per vidre per a diferents aplicacions. En
el llibre Fita vitralls 1956-1987, de Joan Vila Grau i Xavier
Carbd, s’hi poden veure vitralls que van des d’emplomat,

1946
1957
1963
1964

1965
1965
1965

1965
1966
1966
1966
1967

1967
1967
1968

1969
1969

1969
1969/70
1970
1970

1970
1970
1971
1971
1972

1973
1973
1974
1974
1974
1974/75
1976
1977
1977
1978
1978
1978
1978
1978
1978

Vidres gravats Casa Marcd. Quart. Girona.
Ascensi6. Vitrall emplomats Catedral Girona.
2 vitralls Baptisteri. Parroquia Mercadal.
Vitrall emplomat. Capella Clinica
Infirmorum”. Banyoles.

Vitrall emplomat. Govern Civil. Girona.
Vitralls ciment. Clinica Girona. Girona.
Vitrall emplomat. Capella Natzaret. Guarderia
Bisbat, Girona.

Armat ferro. Lluis Bachs. Girona.

Vitralls ciment. Parroquia Sant Pau. Girona.
Vitralls ciment. Guarderia Vila-Roja. Girona.
Vitrall ciment. C.J. Canadell. Olot.

Vitralls emplomats. Parrdoquia Sant Feliu de
Guixols.

Vitrall emplomats. Pis Opus Dei. Girona.

Vitralls emplomats. Església Sant Nicolau. Girona.
Vitralls emplomats. Centre Cultural Agrari, Bell-
lloc. Girona.

Vitralls emplomats. Baptisteri Parroquia Amer.
Vitrall ciment (entrada). Vitrall emplomat Capella
Dominiques Pont Major. Girona.

Vitrall emplomat. Banc Atlantic. Girona.

Vitrall emplomat i ciment. Casa Fita.

Vitrall emplomat. Parroquia Mercadal.

Vitralls emplomats. Parroquia Sant Antoni de
Calonge.

Vitrall ciment. Casa M. Xifra Pages. Girona.
Vitrall ciment. Casa Ribas-Girones. Girona.

Vitrall emplomat. Parroquia Sant Feliu de Guixols.
Vitrall emplomat. Busquets. Girona.

Vitrall ciment. Caixa d’Estalvis Provincial. Tossa
de Mar.

Vitrall emplomat. Parroquia Sant Feliu de Guixols.
Relleu ciment i vitrall. Banc Girona. Palafrugell.
Vitrall emplomat. A. Thié. Girona.

Vitrall ciment. Santuari Mare de Déu del Coll. Osor.
Vitrall emplomats. Parroquia d’ Amer.

Vitralls ciment. C. Constans. Banyoles.

Vitrall roset6. Parroquia la Cellera de Ter.

Vitrall emplomat i ciment. Progrup. Girona.
Vitralls emplomats. C. Dr. Adan. Girona.

Vitralls ciment. C. Roser. Cassa de la Selva.
Vitralls emplomats. C. Pérez Borras. Barcelona.
Vitralls emplomats. C. Xena. Barcelona.

Vitralls emplomats. F. Feliu. Barcelona.

Vitrall ciment. Callis. Banyoles.

Vitrall emplomat. J. Poch. Girona.

“Salus

armadura de ferro, de ciment armat, amb vidres bufats antics,
industrials, trinxats, papers arrugats, vidres trencats, repre-
senta més de 70 vitralls i 175 projectes, estudis parcials i pro-
ves per a cercar tecniques amb silicones, resines, etc., i també
estudis preparatoris en blocs.

1978
1978
1979
1979

1979
1979
1979

1980
1981
1981
1981/82
1982

1982

1985
1986

1987
1987
1988
1988
1988
1988
1988
1989
1989
1989
1989
1989
1990
1993
1994

1995
1995
1997
1998
1999
1999
1999/00
2000
2000
2000
2006-07
2007

Vitrall emplomat. M. Vich. Girona.

Projectes Church of the Epiphany. Benice. Florida.
Vitrall emplomat. J. Bosch. Sant Dalmai.

Vitrall emplomat. Parroquia Sant Antoni de
Calonge.

Vitrall emplomat. Casa Peris. Girona.

Vitrall ciment. Casa Xifra. Estanyol.

Vitrall emplomat. Dominiques de I’Anunciata.
Manresa.

Vitrall emplomat. Residencia P. Coll. Borreda.
Vitrall ciment. Edifici Comercial Montjuic. Girona.
Vitrall ciment. Casa Torregrossa. Llafranc.

Vitrall emplomat. J. Gairin. Girona.

Vitralls ciment. Nova Parroquia Sant Joan
Campred¢. Tortosa.

Vitralls ciment-emplomat. Església. Cor de Maria.
P. Claretians. Girona.

Vitralls. Parroquia d’ Amer.

Vitralls emplomats. Capella Germanes
Infantil. Girona.

Vitralls emplomats. Restaurant Llat{. Girona.
Vidre paper.

Vitrall. Entrada Parroquia Sant Pere Banyoles.
2 vitralls. Parroquia de Breda.

10 vitralls. Parroquia Vista Alegre. Girona.
Claraboia. Ajuntament de Banyoles.
Lampades. Casa de Cultura. Girona.

Rosassa. Parroquia Santa Maria de Pineda.
Vitralls i miralls. Casa Roig. Ulla.

Monument al pescador. Roses.

Vitrix escultura de vidre. Olot.

Roset6 vitrall emplomat. Parroquia Castell d’Aro.
Vitralls. Santa Maria de Pineda.

Parroquia Sant Josep. Ripoll. Vitralls ciment.
Paper arrugat dins vidres. Vidres per exposicié
Palau Robert.

Ampolles gravades (2).

Monument a Pere Calders. Llanga. Vitrall aplicat.
Capella Carmelites Caldes de Malavella.

Vidres gravats. Tomba P. Claret. Vic.

Vitrall Pere Pratsevall. Girona.

Proves barana Soldeu (6). Andorra.

Hotel-Vilagge. Barana, vitrall. Soldeu, Andorra.
Projecte vitrall. Matadepera.

Projecte. Ordino. Andorra.

V. Projectes vitralls. Parroquia de Lloret de Mar.
Obelisc. Vilablareix. Vidres emplomats.

Escultura vitrall. Ordino-Andorra.
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