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Images have been the primary mode of communication for humanity since ancient times. As philosopher Henry Bergson once remarked, „The image is more than what the 
idealist calls a representation, but less than what the realist calls a thing – an existence placed halfway between the thing and the representation.“ This notion suggests that 
images are not mere reflections of reality but complex amalgamations of sensory perceptions and interpretations.

Whether visual or verbal, images hold immense power over our cognition and emotions. They can evoke subconscious responses and are intimately linked to our emotional 
states. Often, images have the ability to trigger emotional reactions even before we fully comprehend them, demonstrating their profound impact on human psyche. Despi-
te being conditioned to believe in their veracity, images do not necessarily mirror reality. Instead, they construct subjective realities influenced by various factors such as 
cultural background, personal experiences, and social conditioning.

The dissemination and reproduction of images play a crucial role in shaping collective perceptions and narratives. Through replication and widespread circulation, images 
acquire meaning and influence public opinion on a mass scale. The invention of printing, for instance, revolutionized the distribution of images, enabling them to reach 
larger audiences and shape cultural norms and values.

This book delves into how images can shape historical narratives and societal perceptions. It explores the dichotomy between the image of women as evil, prevalent during 
the Middle Ages, and the idealized image of exoticism propagated during the 19th-century textile boom in Glarus. Despite their apparent dissimilarities, both images have 
profound implications for social constructs and power dynamics.
While the image of the „witch“ was a product of social, religious and political insecurities, the imitated image of the exotic was a product of globalisation and the discovery 
of a new promising market.
In both cases, the distribution of the image plays a major role. It is the distribution and repetition that makes the image so powerful. The invention of printing led to a turning 
point in the distribution of an image and permanently changed the definition of knowledge

This power of the image has a strong echo.
In Glarus, the legacy of its industrial past remains deeply ingrained in the collective consciousness. The textile industry brought unprecedented wealth to the rural canton, 
a legacy still celebrated today. The images that tell of this are the built environment, which still make the past palpable.
Architecture has always been a medium for displaying wealth and prosperity. This was also the intention of the factory owners, who suddenly acquired great wealth and 
had to represent this to the outside world.

Walking through the streets of Ennenda is akin to embarking on a journey through time. Each building tells a story, reflecting the layers of history that have unfolded over 
centuries. While architecture serves as a testament to past history, it also evolves with the changing needs and aspirations of society. Through continual use and adaptation, 
buildings acquire new layers of significance, enriching the tapestry of collective memory and heritage.





„Genesis 3:11 Then he as-
ked, „Who told you that 
you were naked? Have you 
eaten of the tree of which I 
forbade you to eat?“
Genesis 3:12 Adam re-
plied, „The woman whom 
you joined to me, she gave 
me from the tree, and so I 
ate.“
Genesis 3:13 The Lord 
God said to the woman, 
„What have you done?“ 
The woman answered, 
„The serpent deceived me, 
and so I ate.“
Genesis 3:16 He said to the 
woman, „I will cause you 
much labour as often as 
you conceive. / You are in 
pain when you bear chil-
dren; you desire your hus-
band, but he will rule over 
you.“
Genesis 3:17 To Adam he 
said, „Because you listened 
to your wife and ate from 
the tree of which I forba-
de you to eat, the ground 
is cursed because of you.“

Adam and Eve, engraving with burin on copper 
Albrecht Durer, 1504 

The Fall of Men

Creation of a 
Stereotype

Selfportrait, Albrecht Durer from Nurnberg

Genesis 3:1 The serpent was smarter than 
all the beasts of the field that the Lord God 
had made. He said to the woman, „Did God 
really say, ‚You must not eat from any tree in 
the garden?
Genesis 3:2 The woman replied to the ser-
pent, „We may eat of the fruit of the trees of 
the garden;
Genesis 3:3 But of the fruit of the tree which 
is in the centre of the garden, God said, ‚You 
must not eat of it or touch it, or you will die.
Genesis 3:4 Then the serpent said to the 
woman, „No, you will not die.
Genesis 3:5 Rather, God knows that as soon 
as you eat of it your eyes will be opened and 
you will become like God, knowing good 
and evil.
Genesis 3:6 Then the woman saw that it was 
delicious to eat from the tree, that the tree 
was a feast for the eyes and an enticement 
to become wise. She took of its fruit and ate; 
she also gave to her husband, who was with 
her, and he also ate.
Genesis 3:7 Then the eyes of both of them 
were opened and they realised that they 
were naked. They put fig leaves together 
and made themselves an apron.
Genesis 3:8 When they heard the Lord God 
walking in the garden against the daytime 
wind, Adam and his wife hid from the Lord 
God under the trees of the garden.
Genesis 3:9 The Lord God called to Adam 
and said, „Where are you?
Genesis 3:10 He answered: I heard you co-
ming in the garden, and I was afraid becau-
se I was naked, so I hid myself.
Genesis 3:11 Then he said, „Who told you 
that you were naked? Have you eaten from 
the tree of which I forbade you to eat?
Genesis 3:12 Adam replied, „The woman 
whom you joined to me, she gave me from 
the tree, and so I ate.

Genesis 3:13 The Lord God said to the wo-
man, „What have you done? The woman 
replied, ‚The serpent deceived me, and so 
I ate.
Genesis 3:14 Then the LORD God said to 
the serpent, „Because you have done this, 
you are cursed among all the cattle and all 
the beasts of the field; you shall crawl on 
your belly and eat dust all the days of your 
life.
Genesis 3:15 I will put enmity between you 
and the woman, between your offspring 
and her offspring; he will strike you on the 
head, and you will strike him on the heel.
Genesis 3:16 To the woman he said, „I will 
cause you much labour as often as you con-
ceive. / In pain you will bear children, and 
you will desire your husband, but he will 
rule over you.
Genesis 3:17 He said to Adam, „Becau-
se you listened to your wife and ate from 
the tree of which I forbade you to eat, the 
ground is cursed because of you. / You will 
eat from it with labour all the days of your 
life.
Genesis 3:18 He will make thorns and 
thistles grow for you, and you shall eat the 
plants of the field.
Genesis 3:19 By the sweat of your face you 
shall eat your bread until you return to the 
soil, from which you were taken. / For dust 
you are, to dust you must return.
Gen 3:20 Adam called his wife Eve (life), for 
she became the mother of all living things.
Gen 3:21 The LORD God made skirts of 
skins for Adam and his wife and clothed 
them with them.
Genesis 3:22 Then the Lord God said, „Be-
hold, man has become like us; he knows 
good and evil. Let him not now stretch out 
his hand and take of the tree of life and eat 
of it and live forever!

The Four Witches, engraving, trimmed within platemark 
Albrecht Durer, 1497

Bible Genesis 3:11 - 3:17, The Fall of  Men





Heinrich Kramer, Monk of the Order of St. Dominic, Inquisitor since 1474, 
writer of the Witch-Hammer (1486)

Creation of an Image

The Inquisitor

The deadliest Book 
ever written

 Johann Heinrich Streiff and Design pattern book of the 
Johann Heinrich Streiff printing works, Glarus, 1780

The Capitslist

The invention of printing was a pivo-
tal moment for the dissemination and 
repetition of an image.
Especially for the image of the wo-
man, this was a turning point.
A bull from Pope Innocent VIII in-
structed the inquisitor Heinrich Kra-
mer to write the so-called witches‘ 
hammer. A „document of evidence“ 
for the existence of witches, their in-
tentions and spells and, finally, inst-
ructions for their destruction.
With the invention of printing, the 
most deadly book could be distribu-
ted throughout Europe and the image 
of women as witches, as servants of 
the devil, was consolidated and beca-
me a reality for many.
The book has been published in 29 
editions and was quickly translated 
from Latin into German and English.
The printing press not only enabled 
the spread of the witch hammer, but 
also pioneered the distribution of 
pamphlets with important informa-
tion, such as witch trials. So it is no 
surprise that the first orders for book 
printing were famous witch trials.
Printing was not only a turning point 
at that time. At the beginning of the 
19th century, Johann Heinrich Streiff 
began to imitate the image of the 
exotic and thus changed the future 
of the canton of Glarus. The pattern 
books were collections of prints from 
all over the world. However, this 
image did not spread through books, 
but through fabrics and clothing, 
through the labour of thousands of 
people in factory halls, tasked with 
exactly copying the images of their 
distant sisters.





The Product of Fear

The Dance of Death, Hans Holbein (infant mortality)
Dynamics of the witch trials, 1550s to the 1630s the price of food escalated, Henry Kamen, 1972
(dotted curve: Lorraine, solid curve: Namur)

Portrait of Pope Innocent VIII

Decorative label for Turkish red articles 
made by Tschudi, Schwanden, 1875

Sale of batik fabrics in Magelang, Java, 1930

While the exotic patterns and motifs in 
the Glarus textile industry were a product 
of the globalisation and industrial zeal of 
the time, the image of the witch was a 
product of fear.
On the one hand, the clergy and the mon-
archy feared for their power. Reformation 
and social unrest attacked their long-be-
lieved inviolability.
Secondly, the fear of the population. In 
times of religious and political uncer-
tainty, famine and high infant mortality, 
people needed an explanation and a sca-
pegoat.
The image of the witch was therefore not 
an uncontrolled phenomenon that emer-
ged from the bottom up, but was systema-
tically created and spread, and the plagu-
es of the time were used as justification.
The image of the exotic was much more 
rational. The exact copy of a foreign 
world for the economic prosperity of a 
few families.
The trick for this prosperity was to make 
an exact copy, but with simpler means, 
and so the print replaced the expensive 
woven original patterns of the different 
sales  regions.

vs. the Product of 
Globalisation
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Distribution of the Image

Witches offer children to the Devil,
Woodcut from a tract on the trial of Agnes Sampson, 1591

Letterpress printing studio, in Gutenberg‘s time

Souvenir cloth, motif is the Swiss national hero Willhelm Tell 
by Blumer, Schwanden, 1895

Machine fabric printing with rollers, 
company Blumer, photography, 1990

In the 18th century, the hankie was 
transformed from an aristocratic 
accessory into a bourgeois ever-
yday item. Until the 19th century, 
however, it was still mainly reser-
ved for the upper classes.
Women had the fine mousseline 
scarves. With the advent of snuff, 
men needed more robust fabrics. 
This everyday men‘s handkerchief 
became a platform for spreading 
news.
With efficient printing presses of 
the texile industry, civil and mili-
tary events, aristocratic news and 
patriotic images could be dissemi-
nated in a short space of time. Un-
like the newspaper, however, these 
hankies were used for longer and 
were therefore more influential. 
However, these printed cloths were 
not for everyday use, but testified 
to a cosmopolitan, educated owner.

Invention of 
the Mass Product

The printing press was an invention 
that drastically changed the disse-
mination of knowledge. The created 
knowledge as mass product.
Unfortunately, this also applied to 
created knowledge far removed from 
reality.
An important medium was the witch 
hammer.
The Witch-hammer hit the nerve of 
its time. It described how witches 
would cast damaging spells and in-
fertility. This struck a chord with 
the times, as crop damage, famine, 
disease and infertility were the order 
of the day from the 1470s onwards. 
Today this can be explained by the 
worsening climate of the time, but 
back then a different explanation was 
needed.
This book focussed the persecution 
of witches on women. It described 
why women were the weaker sex and 
therefore more open to the devil. The 
book justifies its arguments with sto-
ries and Bible verses, such as Eve as 
the original sinner.





powerful

Quote, Malleus maleficarum, Heinrich Kramer,
first publication 1486

The devil carries away the soul of a woman who served him,
Woodcut from Ousal Magnus, Historia de genbitus septentrionalibus, Rome, 1555

Preparation for the Sabbat, 
German engraving from the 16th centrury

„But because even in the present 
times this nefariousness [of wit-
ches] is found more in women than 
in men, as experience itself teaches, 
we may say, on closer examination, 
beyond the foregoing, that since 
they are deficient in all powers, of 
soul as well as of body, it is no won-
der if they do more harmful ma-
gic against those with whom they 
vie. For as far as the mind or the 
understanding of the spiritual is 
concerned, they seem to be of a dif-
ferent kind from the men to whom 
authority and understanding are 
indicated by the various examples 
of Holy Scripture. Terentius says: 
„Women are careless in judge-
ment, almost like boys.“ And Lac-
tantius, 3 Institutiones, says that 
no woman ever understood philo-
sophy except Themis. And in Pro-
verbs 11, describing, as it were, the 
woman, it says: „A beautiful and 
unruly woman is [nothing other] 
than the golden ring in the nose 
of a cow.“ The reason is a natural 
one: because she appears more 
sinful than the man, as is evident 
from the many [carnal] immorali-
ties. These defects are also charac-
terised in the creation of the first 
woman, since she was formed from 
a crooked rib, i.e. from a breast rib 
that is curved and inclined, as it 
were, towards the man.
It is also from this defect that wo-
man always deceives, since she is 
an imperfect creature. Cato [wri-

tes]: „Through tears [the woman] 
is intent on cunning trickery.“ 
[21vb] and that [word]: „While a 
woman weeps, she endeavours to 
deceive her husband.“
This is evident in the case of Sam-
son‘s wife, who penetrated him to 
tell her the riddle that he had given 
up the companion, told them and 
thus deceived him. Their inherent-
ly low faith is [already] evident in 
the first woman, as she said to the 
serpent in response to her question 
as to why they would not eat from 
every tree of paradise, „From eve-
ry one [we eat], only not etc..., She 
shows that she doubts and does not 
believe in the words of God, which 
is also demonstrated by the etymo-
logy of the name: it is femina [wo-
man] from fe and minus, because 
she always has and keeps less faith, 
and that by nature with regard to 
[less] faith [strength], even if faith 
never wavered in the Blessed Vir-
gin as a result of grace and nature, 
since it had wavered in all men at 
the time of Christ‘s Passion.
Women are therefore bad by na-
ture, as they are quicker to doubt 
faith and quicker to deny it. This is 
the basis for witches,
Finally, as far as the other power of 
the soul, namely the will, is concer-
ned, it consumes itself out of [its] 
nature before...“

The      weak     Sex

eaquals 
the dangerous Sex





Witches cooknig children. 
Francesco Maria Guazzo‘s Compendium Meafilcaurm, 1608

„But the wickedness of women is 
discussed in Eccl.25
There is no head worse than the 
head of the serpent.
And there is no wrath [worse] than 
the wrath of a woman. To dwell 
with the lion and the dragon will 
be preferable to dwelling with a 
woman who has committed adul-
tery.“ And among other things, 
what follows and precedes what is 
said there about the dissolute wo-
man, it says at the end: „Small is 
every malice against the malice of 
woman.“ Hence Chrysostom [says] 
about Math.19: „It is not beneficial 
to marry. What else is woman but 
the enemy of friendship, an inesca-
pable punishment, a necessary evil, 
a natural affliction, a desirable 
loss, a domestic danger, a pleasura-
ble harm, a defect of nature pain-
ted with beautiful colours?
If, then, to send them away is a sin, 
since it is necessary to keep them, 
[then] it is truly a necessary tortu-
re, so that either by sending them 
away we commit adultery or fight 
daily...“
...

„What kind of women are found 
to be superstitious and witches to a 
greater degree [than others].
As to the second [point], what kind 
of women are found to be super-
stitious and tainted with harmful 
spells above others, it is to be said, 
as is clear from the previous ques-

tion, that because the three vices of 
unbelief, ambition and lust prevail 
especially among bad women, they 
are therefore more intent on harm-
ful spells than the others, because 
they are devoted to the vices be-
fore them. Furthermore, because 
the last of these three is the most 
prevalent, because [women] are in-
satiable, etc. For this reason, tho-
se among the ambitious are more 
infected, who are more inflamed to 
fulfil their corrupt desires, namely 
adulteresses, prostitutes and con-
cubines of the great.
And this is done according to se-
venfold damaging magic, as men-
tioned in the bull, by infecting the 
carnal act and conception in the 
womb with different damaging 
magic: 
Firstly, they change the thoughts 
of men to unbridled love, etc.; se-
condly, they inhibit the power of 
procreation; thirdly, they remove 
the limbs belonging to that act; 
fourthly, they transform men into 
animal forms by deception; fifthly, 
they destroy the procreative pow-
er of females; sixthly, they cause 
miscarriages; seventhly, they offer 
children to demons; apart from 
the damage they cause to other 
animals and crops. This will be di-
scussed below.”

Fantasies

and Delusions
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Quotes, Malleus maleficarum, Heinrich Kramer,
first publication 1486

The Devil seduces a woman into making a pact with him, 
Ulrich Molitor, De Lamies, 1489





„The witch-hunt did not result in 
new sexual capacities or sublima-
ted pleasures for women. Instead, it 
was the first step in the long march 
towards ‚clean sex between clean 
sheets and the transformation of 
female sexual activity into work, a 
service to men, and procreation.
Central to this process was the 
banning, as anti-social and virtual-
ly demonic, of all non-productive, 
non-procreative forms of female 
sexuality.
The repulsion that non-procreative 
sexuality was beginning to inspi-
re is well captured by the myth of 
the old witch flying on her broom, 
which, like the animals she also 
rode upon (goats, mares, dogs), 
was the projection of an extended 
penis, symbol of an unbridled lust. 
This imagery betrays a new sexual 
discipline that denied the old and 
ugly woman, no longer fertile, the 
right to a sexual life. In the crea-
tion of this stereotype the demon-
ologists conformed to the moral 
sensibility of their time.

...

This was a far cry from the world 
of Chaucer, where the Wife of Bath, 
after burying five husbands, could 
still openly declare: Welcome the 
sixth ... I don‘t mean to be chaste at 
all cost. When a spouse of mine is 
gone, another Christian man shall 
take me on‘ (Chaucer 1077:‚). 

In the world of Chaucer, the sexual 
vitality of the old woman was an 
affirmation of life against death; in 
the iconography of the witch. hunt, 
old age precludes in women the 
possibility of a sexual life, contami-
nates it, turns sexual activity into a 
tool of death rather than a means 
of regeneration.
Regardless of age (but not class) in 
the witch trials, there is a constant 
identification between female sexu-
ality and bestiality.
This was suggested by copulation 
with the goat-god (one of the repre-
sentations of the devil), the infa-
mous kiss sub cauda, and the char-
ge that the witches kept a variety 
of animals - ‚imps‘ or ‚famil-iars 
- that helped them in their crimes 
and with whom they entertained a 
particularly intimate relation. The-
se were cats, dogs, hares, frogs, that 
the witch cared for, presumably su-
ckling them from special teats.
Other animals, too, played a role 
in the witch‘s life as instruments of 
the devil: goats, and (night)mares 
flew her to the Sabbat, toads pro-
vided her with poison for her con-
coctions. Such was the presence of 
animals in the witches world that 
one must presume that they too 
were being put on trial.“

The Arnolfini Portrait, Jan Van Eyck, 1434

Der Weisskunig, Hans Burgkmair the elder, 1516
Detail of the Witch

Quote, Caliban and the Witch, Silvia Federici, p. 213-215

Fertility and Productivity

vs. Sterility 
and Hostility

Der Weisskunig, Hans Burgkmair the elder, 1516





Self portrait of Hans Baldung Grien and his painting 
„Maria with child and parrots“, 1533

„It is asked whether witches can, 
with the help of devils, remove the 
member or whether they can do so 
apparently by some glamour or il-
lusion. Since devils can actually do 
greater things than this … therefo-
re they can also truly and actually 
remove men‘s members.‘ In other 
cases the loss of the phallus is an il-
lusion ‚so that it seems to him that 
he can see and feel nothing but a 
smooth body with its surface inter-
rupted by no genital organ“

...

„And what then is to be thought of 
those witches who in this way some-
times collect male organs, as many 
as twenty or thirty members toge-
ther, and put them in a bird‘s nest 
or shut them up in a box, where they 
move themselves like living mem-
bers and eat oats and corn, as has 
been seen by many as is a matter 
of common report? ... For a certain 
man tells that when he had lost his 
member, he approached a known 
witch to ask her to restore it to him.
She told the afflicted man to climb a 
certain tree, and that he might take 
which he liked out of a nest in which 
there were several mem-bers. And 
when he tried to take a big one, the 
witch said: you must not take that 
one, adding, because it belongs to 
the parish priest?“

Witches‘ Sabbath, Hans Baldung Grien, 1510

Hans Baldung Grien is known for his eccen-
tric, almost pornographic works. As a pupil 
of Albrecht Dürer, he adopted a popular mo-
tif, the image of the witch and was an influ-
ential player in the creation of the image of 
woman as the evil.
In his paintings, Hans Baldung emphasises 
the accusation of the witch‘s seduction of 
men.
Even in the Witch-Hammer, six of the seven 
chapters deal with sex and the witch as the se-
ducer of men, which clearly shows the power 
of the celibate male clergy. The word „wo-
man“ was used to denote the lust of the flesh.
Baldung tempts the viewer by depicting the 
witches sensually and entirely without clot-
hing.
His erotic witch paintings are a frequently 
chosen motif. Using motifs such as the goat, 
he emphasises the depiction of women as 
witches.

The Visualisation of a 
Fantasy

The Work of Hans 
Baldung Grien

Quote, Malleus maleficarum, Heinrich Kramer,
first publication 1486





New Year‘s wish with three witches cooking, 
Hans Baldung Grien, 1514

Two Witches, Hans Baldung Grien, 1523

Saul with the witch of Endor, Hans Baldung Grien, 1526

The Image of the Woman

created by the 
Celibate Man





The Image of a Movement

Anna Göldi

The story of the last witch by Kaspar Freuler, 1945

Reproduced portrait of Anna Göldi by Patrick Lo Giudice, 
based on the title character of the 1991 film Anna Göldin - Last Witch 

The „Anna Göldin - Last Witch“ stamp, featuring the film of the same name 
by Gertrud Pinkus, special stamp to mark „100 years of cinema“, 1995

Profile of Anna Göldi, Zürcher Zeitung of  February 9th, 1782

Anna Göldi was not only the last woman 
in Western Europe to be accused and 
executed as a witch, but also the start of 
a human rights movement.
Her conviction caused much uproar and 
led to her case being declared a judicial 
murder.
As the „last“ witch, she is the face of 
thousands of women who were unjustly 
executed. 
She is the face of a femicide that has been 
forgotten and ignored in human history.
Her story and the created image of her 
have gained enormous significance 
through their reproduction and distributi-
on with the help of a wide variety of me-
dia, which even led to her rehabilitation.
Whether Anna Göldi‘s image corre-
sponds to reality is, as usual, irrelevant.
A movement needs a narrative, a face 
and through reproduction one is seen.





Pandora as personification of vanity and nothingness, 
Nicolas Regnier, 17th century

The Power of Attire

Advertising leaflet for a dress with palmette ornamentation, 
textile printers Steinbach, Koechlin & Co., Mulhouse, 1867

Clothing has always helped to create an 
image to the outside world and in the past 
had a much greater significance. 
In the Middle Ages, distinctions were made 
between social classes, but also with regard 
to the status of women. It made it easier to 
read people‘s backgrounds and above all had 
a functional use.
Sumptuous clothing was mainly worn by 
the nobility as a form of representation. 
However, especially during the Reforma-
tion in the 16th century, colours and pat-
terns were seen as extravagant and sinful. 
Outward simplicity and modesty were 
honourable.
At that time, only marginalised groups 
wore bright colours. Yellow, red and 
green clothing indicated that the 
wearer was dishonourable.
It was not until the 18th centu-
ry that the era of dress codes 
came to an end.
The strict rules were not 
an advantage for the 
growing textile in-
dustry, as they 
hampered 
sales.
A s 
a re-
s u l t , 
the link 
between clothing 
and social status was broken among other 
factors also for economic reasons.
Colours and patterns returned with the fa-
shions from France and Spain. However, due 
to their greater expense, these were in the be-
ginning only accessible to the upper classes.
Only with industrial production, fashion 
spread like never before and also became ac-
cessible to the middle classes.

a Shift in the Meaning





Imitation of the Exotic

Barth. Jenny & Cie.; Detail of a copper plate 

Barth. Jenny & Cie.; 
printing machines with engraved copper plates, 1905Javanese women in central Java making batik fabrics, 1880

a distant Market

Faraway countries, long and difficult 
journeys.
The onset of globalisation opened up 
a new trade. New knowledge, exotic 
patterns and colours arrived in Euro-
pe and introduced a new market.
The shift from the place of produc-
tion, far away from demand, brought 
with it a number of challenges, but 
ensured that there was considerable 
wealth in the home of production.
Patterns from South East Asia and 
the Ottoman Empire were meticu-
lously imitated. Colour, pattern and 
even inaccuracies of the original pro-
duction were not allowed to deviate. 
It was an art of copying and an art of 
observing and reacting.
The journey began with small fabric 
samples of batik textiles, dispatched 
by affiliated merchants from Southe-
ast Asia to the Glarus Valley. Skilled 
pattern makers in the printing factory 
studios meticulously replicated the 
geometric, figurative, and floral de-
signs crafted by Javanese artisans. 
These motifs were then meticulously 
reassembled, preserving the original 
sequence and essence of the fabric, 
ultimately becoming integral motifs 
in the final printed textiles.

The background is clear: the world 
is opening up and the colonies mean 
new goods and new customers.
The low customs duties and the 
possibility of importing „colonial 
goods“ such as coffee, tea or rubber 
from South-East Asia into the Con-
federation spurred the Glarus mer-
chants and textile entrepreneurs to 
explore this market.





Headscarves 
and Turbans

Portrait of Otto Marstrand’s two daughters and their West Indian nanny, 
Justina, in Frederiksberg Garden, Wilhelm Marstrand, 1857

Profile de fatã, Nicolae Ion Grigorescu, 1878

The main product of the Glarus tex-
tile industry was head and shoulder 
scarves, which had different uses and 
motifs in different regions. In Southe-
ast Asia, for example, wrapped men‘s 
headscarves or shawls were decorated 
with a mixture of geometric and floral 
patterns. In Eastern Europe, on the 
other hand, bouquets were a popular 
motif for head and shoulder scarves, 
while so-called yasmas, printed with 
flowers or verses from the Koran, 
were worn by the Islamic population.

The differences in the cultural signifi-
cance of the scarves are all the more 
extreme. 
In African cultures, wrapped head-
scarves were long regarded as a status 
symbol for the female upper class and 
made it possible to recognise the so-
cial status, marital status and age of 
the wearer. However, in the course 
of colonisation and slavery, the head-
scarf went from being a status symbol 
to a symbol of oppression. Slave wo-
men were forced to wear headscarves 
at work, which later characterised the 
image of American domestic wor-
kers. After liberation from oppressi-
on, the headscarf once again became 
a symbol of African roots that people 
were proud of.

In other regions, the headscarf had 
a more practical meaning. In areas 
closer to Glarus, it served as protec-
tion against dust and dirt. Although 
the colour of the headscarf was often 
linked to the age of the wearer, it did 
not convey any deeper symbolic mea-
ning.

„Black Art Matters“, Nora Nussbaumer, 2020

A Thing of Pride





Mass Production 
of Ornaments 

Engraver from the textile company Blumer, 20th century 1:1 Drawings, Ornemanets  for the facade, window frame and Sundial clock, 
Daniel Jenny-Squeder, Haus Sunnezyt, 1926

Draughtsman from the textile company Blumer, 20th century

The textile industry marked a signi-
ficant change in the world of work. 
Not only was it the largest employer 
in Glarus during its high point, but it 
also created new occupational fields 
alongside the traditional activities in 
the spinning, weaving and printing 
mills. A small number of workers 
were employed as draughtsmen and 
pattern makers.
The design and patterning of fabrics 
played a central role for the indus-
try, which is why design schools 
were established in many places at 
the time. Only large companies such 
as Barth. Jenny & Cie. could afford 
trained draughtsmen. Over time, ho-
wever, the craft was also learnt wit-
hin the companies and employees 
were trained as specialists.
The motifs were modelled one-to-
one on the patterns from the colo-
nies or other markets. Floral patterns 
and palm leaves inspired by nature 
were particularly popular.
Towards the end of the 19th century, 
Art Nouveau found favour both in 
the textile industry and in architectu-
re. Curved lines and floral composi-
tions not only characterised textiles, 
but were also omnipresent in mu-
rals, window grilles and balconies. 
The new extravagance created by 
the splendid ornamentation reflected 
the newfound wealth of the manu-
facturers by representing that image 
to the outside world.
The logical response to the new 
era of mass production was the use 
of ornamentation, which brought a 
touch of luxury and sophistication to 
an increasingly monotonous world.

Curved Lines and 
Floral Compositions





Arriving in Ennenda by train, the 
town hall is the first building you see. 
It is the gateway to the small moun-
tain village and only its presence is 
able to capture the character of En-
nenda. The metropolitan building is a 
symbol of the former prosperity and 
the associated pride of the communi-
ty. It serves primarily as an object of 
representation.
Curved gables, portals surrounded 
by columns crowned with decora-
ted capitals place the building in the 
late classicist style, which seems to 
have been very popular in Ennenda. 
Expressions of splendour, wealth 
and power make its counterpart ap-
pear small. The kiosk is the perfect 
example of Ennenda‘s contrasts. The 
rural counterpart is concealed from 
the magnificent massif but is able 
to achieve an equally great radiance 
through its authenticity.

„Thus Ennenda has built itself 
a community centre which is 
not only an honour and an or-
nament to the community, but 
also to the country, as it is not 
only the most beautiful com-
munity centre, but also compe-
tes with the country buildings 
of the capital. We almost wish 
that the municipality of Glarus 
would one day have buildings 
of the same artistic standard 
[...]. In the meantime, howe-
ver, we sincerely wish Ennenda 
luck with the completed work, 
rejoice in its progress and hope 
that the decisions made in the 
new hall will be worthy of the 
flourishing community!“

A Village of 
Contrasts

The Town Hall of 
Ennenda

Photography, Town Hall, Ennenda, E.Tobler, 2024 North-Elevation, Town Hall by  Knell & Kehrer, 1889–1890 

Quote, Neue Glarner Zeitung for the opening on November 1st 1890 Photograph , Kiosk vis-à-vis the Town Hall, E. Tobler, 2024





Hänggiturm

Reconstructed Hänggiturm on the factory site of Daniel Jenny & Co.
photography, E.Tobler, 2024

Hänggiturm with drying batik cloths, Freuler & Co., photography, 1960

Against the majestic backdrop of the impo-
sing Glarus Alps rises another monument, a 
building of overwhelming size that dwarfs 
all others. The quiet building stands almost 
intimidatingly in the middle of the indus-
trial zone. The proportions seem strange, 
as the massive base seems to take up half 
of the structure. A sight reminiscent of a 
patchwork of two different worlds.
The building appears both cool and clo-
sed and invitingly warm at the same time. 
Plainly arranged window openings break 
through the massive plinth in an orderly 
grid that testifies to calculated simplicity 
and functionality. It looks almost like a se-
amless extension of the surrounding indust-
rial buildings - restrained and rigid.
A dark strip forms the end of the plinth, ab-
ove which light-coloured wooden strips are 

lined up. The repeated axes of the windows 
continue and end in elongated openings co-
vered by louvres. The wood bears the traces 
of life and history, while the dark contrasts 
with the light, the old with the new.
The contrasting division into top and bot-
tom, through construction and materiality, 
indicates a clear distinction in their functio-
nality. Hanging towers, characteristic of the 
textile industry, stand out as landmarks - an 
architecture that stands out visually purely 
through its function.
The robust lower part was once the place 
of production, a room for heavy machine-
ry where fabrics were printed and washed 
at high speed. The upper part, on the other 
hand, with its materiality and openness, 
was used to dry the textiles produced.

Hänggiturm, Daniel Jenny & Co., East-Elevation, 1993

Two different 
Worlds





The Art of Repetition

House after house, none the same as the 
next and yet identical.
Facing the street, each one pleads for its 
independence.
Late baroque curved cross gables and de-
corated entrance doors give the appearance 
of individuality, yet they are all the same.
The workers‘ houses of the textile industry 
testify to a rapid growth in demand for hou-
sing and a fulfilment through simultaneous 
rationality and functionality as well as in-
dividuality.
The houses are a reminder of the sudden 
and rapid industrialisation of Glarus, which 
disappeared as quickly as it appeared. Like 
so many of Ennenda‘s buildings, the urban 
character seems alien. Surrounded by bar-
ren mountains and lush hills, dotted with 
farmhouses, the Townhouses stand out cle-
arly.

When they were built, they were inhabited 
by wealthy workers, such as printers or 
modellers. Like the rational repetition of 
a flowery pattern from a foreign country, a 
foreign pattern is also repeated in the fronts 

of the houses. Although it is always the 
same pattern, there are subtle differences 
and forms of individualisation.

The principle is always the same: An art-
fully curved cross gable closes off the main 
façade at the top. The windows are evenly 
spaced on two to three axes over two stan-
dard storeys and end on the ground floor. 
A decorated entrance door faces the street.
Independence is achieved through super-
ficial execution. Through the shape of the 
cross gable, the decoration of the windows 
and shutters and finally through the entran-
ce doors.
In its materiality and basic form, the image 
is homogeneous, which suggests a gradual 
individualisation. Initially, the row houses 
were built in a restrained, homogeneous 
manner and were only extended later, 
which is why certain houses became more 
or less spacious.

The Townhouses 
of Ennenda

Fabric panels Hänggiturm, Daniel Jenny & Co., 
photography, H. P. Bärtschi, 2001 Ennenda, Kirchweg, photography ca. 1920

Ennenda, Kirchweg, (manipulated) Elevation drawing, E. Berchtold AG, 1980
(period of construction, 1828-34)





The Chimeny of 
(Barth.) Daniel Jenny & Co.

Cash receipt Barth. Jenny & Comp., 19. century

The Landmark 
of a past Era

Chimney collapse  (Barth.) Daniel Jenny & Co., photography, 1947 
(year of construction 1889/1890)

Reconstructed Chimney, photography, E. Tobler, 2024

Deep scars, holding rings, a landmark that is 
held together with all its might.
The chimney of the heating centre of the for-
mer Daniel Jenny & Co. textile factory was 
dismantled in 1947 and then rebuilt 10 me-
tres shorter.
The name Anna Göldi shines bright and 
large.
Like a church steeple, it marks a place where 
history comes together. 
From a landmark of the textile industry to 
a symbol of witch-hunts and human rights. 
Time passes and the stories overlap. A land-
mark is fluid and changes its meaning with 
its context.





Villa Wartegg

Bartholome 
Jenny-Trümpy

Villa Wartegg, photography, E. Tobler, 2024

Villa Wartegg, photography, Daniel Jenny, 1898

Villa Wartegg stands like a jewel in 
the middle of a lush park. 
Surrounded by an ornate fence, green 
bushes and trees, the magnificent 
former home of the Bartholome Jen-
ny-Trümpy family is hidden away.
The former ornately trimmed garden, 
which oozed elegance, has grown 
into an almost impenetrable wall of 
plants, making the building‘s appea-
rance all the more mystical.
The Neo-Renaissance architecture 
was designed by the renowned Zu-
rich architects Karl Knell and Jaques 
Kehrer.
Curved gables with ornately decora-
ted cast iron elements protrude from 
behind the trees and promise a mag-
nificent view.
Pilasters with decorated capitals or-
ganise the façade vertically. Even the 
framing of the windows shows no 
restraint.
Here, decoration dominates over ra-
tionality, and every architectural de-
cision seems to be guided by a quest 
for aesthetic splendour.
The villas of the factory owners spe-
ak a completely different language 
to their neighbouring factories. It is 
not their size but their splendour that 
conveys the past wealth of the textile 
manufacturers.

Imbued with the Zurich flair of the 
architects, the villas seem alien in the 
rural surroundings. A piece of jewel-
lery that does not belong here.
A reminder of the sudden wealth of 
the past that makes Ennenda a pla-
ce of contrasts. Like a stroll through 
time.

Villa Wartegg, Elevation plan by Knell und Kehrer, 
year of construction 1890





The newly achieved prosperity 
and the associated social ad-
vancement demanded visible 
signs of success. From the se-
cond half of the 19th century, 
factory owners moved out of the 
cramped factory buildings and 
began to build magnificent pala-
ces as their own homes.

An other outstanding example of 
this development is the Villa Fon-
tana, which rises up in the middle 
of oversized wide streets and an 
almost park-like garden. It was 
also designed by the renowned 
architects Knell and Kehr, but its 
symmetry and proportions set it 
apart from the previous example, 
Villa Wartegg.

The façade of the Villa Fontana 
is ornately designed with impo-
sing portal and window frames, 
giving it a majestic character. 
Despite the opulent design, the 
villa has a classic yet imposing 
appearance thanks to the restrai-
ned use of ornamentation and the 
symmetrical arrangement of the 
elements.

Today, Villa Fontana is still in-
habited, but it has been divided 
into two separate flats. This clash 
between the prestigious architec-
ture of days gone by and modern 
everyday life gives the property 
an additional dimension. It clear-
ly shows the tension between the 
historical heritage and the practi-
cal demands of modern life.

Villa Fontana

Villa Fontana, Eastside, photography, E. Tobler, 2024

Adolf Jenny-Trümpy

Villa Fontana, Eastside Detail, photography, E. Tobler, 2024

Villastrasse, three villas of factory owners, postcard C. Trümpy-Knobel, 1903





Representation of the 
Industry

then and now

Representation today: 
Glarner Industrieweg, Glarus-Ennenda-Schwanden

Representation then: 
Cash receipts from diverse factories, Ennenda, 19. century

Glarus textile printing companies represen-
ted themselves not only through their nu-
merous textile prints and colours, but also 
through their architecture.
Artfully depicted drawings of their factories 
adorned the receipts that were sent to custo-
mers.
As a proud representation of their history and 
economic development.
The industrial facilities still form the identity 
of Ennenda today. The architectural landsca-
pe becomes a living history book, documen-
ting the development and progress of the re-
gion over time.
The Glarus Industrial Trail marks selected 
stations in history and thus represents itself 
to the outside world.
The longevity of the architecture is able to 
create an image of a bygone era. However, 
the architecture is not fixed and the context 
changes, which means that the image con-
veyed also changes.






