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Our dress, a personal
language

by TERESA SUNYE BARCONS
Clinical psychologist. Psychotherapist. Psychoanalyst
Photographs: CDMT, Quico ORTEGA

“La toilette ... est pour toutes les femmes une manifestation constante
de la pensée intime, un langage, un symbole” (Honoré de Balzac).

“Dress is extremely indiscrete: it immediately suggests things that,
without it, we could never know” (Margarita Riviére).

People are social beings: we need others, we need to communicate with them.
To do this we have developed a variety of languages. The one that we are most
aware of is speech, but it is not the only one: in fact, dress is the most immediate
way we have of presenting ourselves to others, of suggesting impressions, of
beginning a dialogue. Dress reflects the historical moment in which we live, the
society in which we move, our moods ... In fact, the act of dressing is such a
part of our everyday lives that we can easily overlook its enormous significance.
Dress is a carrier of meaning, a language that is part of how a particular society
is interpreted; through our dress we transmit messages to others. People with

a public image or who represent institutions are well aware of this. A recent
example is the media impact of the appearance of Pope Francis wearing a white
robe and a pair of old moccasins. His image conveyed, even to those who did
not hear or read his words, a message of simplicity. By means of his dress, Pope
Francis expressed a particular conception of religion.

Through dress we can study the changes in a society in different areas: the
effects of technological advances, changes in concepts of modesty with regard
to the areas of the body that may or not be displayed, and so on. Studying the
history of a particular garment can reveal to us the cultural, social, political,
technological and symbolic aspects of a culture. For instance, by following
the gradual introduction of trousers for women in Western society and their
popularization throughout the twentieth century, we can trace the feminist
struggle for sexual equality and the historical and cultural conditions that made
it possible. The history of the appropriation of trousers by women shows how
the conquest of authentic female citizenship also demanded a revolution in
appearance.

OUR DRESS, A PERSONAL LANGUAGE


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/



http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatéxtil 29 OPEN SOURCE LANGUAGE VERSION > CATALA

CDMT, NR. 12460. « CDMT, NR. 156478. a

The dress we choose has a profound influence on our attitudes: it dictates the
way we feel and move. It modifies the perception of our body and our gestures:
we behave differently when wearing party clothes, our working clothes, or
dressed to play tennis. Our dress changes our behaviour because it becomes
integrated in our body and is part of the image we have of it. We do not look
in the same way at a man dressed in a suit and tie or dressed in a tracksuit; a
woman is not the same, nor does she transmit the same message, when wearing
a low-cut neckline and high-heeled shoes or wearing jeans and sneakers.

Though it seems such an everyday phenomenon, dress is a reflection of
our personality; with it we convey messages to others and consciously or
unconsciously read the messages we receive. Through it we communicate
our own image; we express the relationships we build, fear, or desire with
others, our happiness or unhappiness, consciously or otherwise; we speak of
our desires, our personal history, and the emotions we experience: our tastes,
desires, aspirations, moods. It is a language created by ourselves, aimed at
ourselves, but above all at others. It is a language that reflects aspects of our
personality but also other aspects of which we are not aware. Beyond a simple
garment, our dress reveals many secrets, expressing what our parents have
passed on to us, explaining how the body is experienced, how it is hidden and
how it is displayed. It embodies a history, a desire, a need, a reference point, a
social brand, a prosthesis.
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Our dress is far less neutral than we might like to believe. It has a soul, a role,
a function of its own, unique and individual in accordance with the relationship
that each person establishes with it. There are women who enter shop after shop
and buy compulsively, burning up their credit cards in search of a femininity
that they feel they lack. There are men who go to a particular shop to buy shirts
that give the image of elegance that makes them feel attractive to a potential
partner. There are women who wear black clothes and scarves to cover a body
rejected over and over again, who sleep with their arms around a blanket to
smell the man who is no longer there ... These and many other individual
stories are a reflection of the emotional relationship we establish with our dress.

Our dress protects us from storms and from prying eyes, but it is also a
transition between the naked body of the intimate universe and the socialized
body we present to the world. It conforms to the body creating a second skin,
forging an image of us, the first impression that others have of us, the skin with
which we receive a comforting hug, a pat on the back to say “Well done; keep
going.” Dress is the second skin that marks the body, showing curves, breasts,
hips, legs, or leaves it uniform with tunics, wide dresses and long skirts. It
conceals and reveals at the same time; it silences and incites the gaze of others,
a barrier and a promise, it seduces and prohibits. It forms a part of us, it touches
our skin, we choose it from among many others, we feel it to be our own, and at
the same time it is part of the exterior, receiving the scrutiny of others.
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When we look in the mirror at home, in a shop, or in the eyes of others, the
vision we have of ourselves is imbued with our self-esteem. The images that
come to us contain our perception of ourselves and of our bodies. It is a vision
that comes to us refracted by our subjective evaluations, by the way we were
seen, valued, loved in our childhood. The feelings we have about ourselves, how
we look with affection, rejection, reluctance, admiration ... are constituted from
a very early age by our interactions with our loved ones. The gaze of the mother,
and then of the father, construct the child’s psyche and subjective identity. The
mother’s gestures when caring for her baby, the words she uses, the way she
looks at her child, are the mirror through which the child will create their own
self-image, which will accompany them throughout their lives.

We do not dress the same way in the different stages of our lives; dress is
an instrument that helps us build and rebuild our image as we develop. In
adolescence dress is crucial to distinguish ourselves from our parents, and to
allow our integration with peer groups. Moments of drama in our lives may
often modify the way we dress, as a way of integrating ourselves in the new
stage. Separation or divorce is often accompanied by a change in dress as a way
of leaving behind an era in one’s life and embarking on a new one.

Dress can also be a source of conflict when it is used as a tool to resolve
unconscious personal problems. It can become a way to express emotional
distress; people with low self-esteem deficit may use dress to repair a self-
image that makes them uncomfortable. Giving excessive importance to one’s
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appearance often reflects a desire to compensate for emotional fragility. It

is a way to find security through the image one projects, in the search for
acceptance and admiration of others. At the other extreme are those who give
no importance to the way they dress, who have no interest in their appearance,
reflecting a certain apathy towards themselves. Depression is often reflected in
dress, which transmits the malaise that the individual is feeling.

Some people always dress in the same way; their choice of dress and colours
is repetitive, there is no sense of creativity. This resistance to change indicates
an inner fragility, an extremely rigid relationship with oneself in which there
is no room for play or fantasy. This rigidity - looking in the mirror and seeing
oneself always the same — may be an attempt to compensate for an unstable
identity.

We project our experience of our body through the dress we use to cover it.
If it is loved and valued, we will take care to present it well. If our perception of
our bodies causes emotional conflict, dress can often be used to hide it from the
eyes of others, because we are overweight, underweight, or lacking in appeal.
Compulsive shopping may also reflect difficulties of accepting our body. In each
new outfit we seek the desired image, which we catch in an instant in the shop
mirror or we think we see in the eyes of the shop assistant, but disappears the
moment we step out into the street.

If the image we have of ourselves is a positive one, dress becomes a playful
element that enriches our lives. Shopping, trying on clothes, sharing them,
altering them, combining them with accessories and other pieces from our
wardrobe, can be a source of fun and creativity, a way to enjoy our body and the
pleasure of feeling attractive, a tool in the game of seduction, the expression of
our different moods and a companion at different stages of our lives. ®
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From cape to chasuble:
the conservation of the fabric

of St Ermengol

by EL1sABET CERDA (Holder of textile conservation of the CDMT)
and Rosa FLOrR RODRIGUEZ (conservator, specialist in archaeology and textiles)
Photographs: CDMT, Quico ORTEGA and conservators CDMT

The conservation of the St Ermengol chasuble

In summer 2011, the conservation workshop of the Textile Museum and
Documentation Centre was sent a piece known as the cape of St Ermengol
by the Diocesan Museum of La Seu d’Urgell, and embarked on its analysis,
documentation and conservation. The fabric was eventually identified as a
chasuble. The findings were recorded in the report written by Silvia Saladrigas'.
The chasuble was stored flat, sewn to a rigid display support after conservation
in the 1970s*. The support was badly damaged due to the effects of light and
humidity, which had completely degraded the original colour of the fabric and
had caused the appearance of spots and halos, which in some places had even
reached through to the support. So the first step after photographing the piece
was to separate it from the display support. The piece was then disinfested
using anoxia?, since the preliminary examination had detected traces of insects
and a possible fungal attack.

Documentation of the state of preservation

Prior to the conservation, we documented all the alterations and problems
affecting the piece. We established that its condition was relatively unstable.

A ftull-scale sketch of the damage was made tracing and noting down all the
changes on a Melinex®. We chose this method to gain as much information as
possible; a smaller scale reproduction of the piece would not have highlighted
all the changes.

The entire surface was covered in dust, dirt, debris and insect remains. Many
of the fragments preserved solid material attached to the fabric that seemed
to predate the first conservation process. From their shape, colour and texture
we suspected that they might be remnants from aburial, as the arrangement
of the fabric was very similar to that of other fabrics used as shrouds®*. Above
the remains a whitish film been created with small scales covering much of the
central area of the chasuble. Some areas which had been consolidated during
the earlier conservation had become separated from the support, and other

FROM CAPETO CHASUBLE: THE CONSERVATION OF THE FABRIC OF ST ERMENGOL
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Map of the alterations
in the chasuble.

parts of the peripheral fabric had disappeared, leaving visible only the stitches
made in sewing the piece to the support.

The biggest problem affecting the fabric of the chasuble is the degradation
of the natural silk fibres, accelerated by the presence of light and sudden
changes in temperature and humidity. Over the years these fibres have suffered
severe dehydration and loss of the protein matter, fibroin, which forms the
threads of silk and provides the elasticity and brightness characteristic of this
material®. The most obvious consequence is the breakdown of the silk filament,
so that the fabric may eventually disintegrate. The threads lose their thickness
and break, affecting the ligament and finally the structure of the fabric. In
fact, varying degrees of degradation can be found along the entire surface of
the piece. The most affected areas are the front and the upper part of the back,
where most of the gaps and losses of fabric are seen.
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The process of conservation

The conservation process began with the unstitching of the eight fragments
from the support, followed by cleaning.

Fabrics can be either wet or dry cleaned. Dry cleaning removes the dust and
dirt located on the surface of the fabric, which in many cases acts as a catalyst
in fungal attacks and is responsible for the oxidation of the fibres. In our case
the cleaning began with the aspiration of all the fragments using a ConserVac®
low-suction vacuum preservation model to control the power applied at all
times. As a safety measure we used a protective mesh that allows the suction of
dirt without damaging the fabric. For the most strongly attached dirt we used
DA7C* suction clips which allow microaspiration of pieces located within the
ligament and thus conserve part of its former lustre and flexibility. This process
of dry cleaning was applied to both the front and the back of the fragments and
also identified two fragments of red silk taffeta, which might have belonged to
the original lining of the chasuble.

12 FROM CAPETO CHASUBLE: THE CONSERVATION OF THE FABRIC OF ST ERMENGOL
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Wet cleaning is an irreversible process, since the addition of a solvent affects
the internal structure of the fibres, but at the same time it removes adhered
remains that dry cleaning cannot eliminate. After weighing up the pros
and cons of this type of cleaning® we chose to use the immersion bath with
deionized water, meaning that rinse baths were unnecessary. This process
ensured more thorough cleaning and also rehydrated the fibres.

Before beginning wet cleaning, we enclosed all the fragments with tulle,
so that wet cleaning could be done without any risk of loss or breakage of the
fabric during bathing. The cleaning was done by immersing and buffering
the fabric with deionized water alone, without the use of any detergent or
surfactant. Once the cleaning was complete, during the drying process we
aligned the warp and weft of the fabric and flattened it, removing creases and
correcting deformities. To help us in this process we used flat glasses and
weights that maintained the shape of the fragments (see cleaning process).

For the new consolidation support of the chasuble we chose a brown cotton
taffeta. To make the shade closer to the chasuble we covered it with a bronze-
coloured silk crepeline. On top of this we placed the eight fragments of the
chasuble and consolidated it by sewing with one-headed silk thread. Various
conservation stitches were used depending on the needs of each fragment. In
the front, by far the most damaged area, conservation stitches could not be used
and so we enclosed it with crepeline. We used a shade similar to the one used in
the consolidation support.

FROM CAPETO CHASUBLE: THE CONSERVATION OF THE FABRIC OF ST ERMENGOL
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Enclosing with crepeline. v
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The chasuble after the consolidation and fixation.

Principal motif detail.
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7 The conservator Gemma
Torra i Campos also helped to
make the display support.

8 The display was made by
Stem.
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To avoid an abrupt change in colour between the enclosed areas and the
others, we cut the perimeter of the crepeline following the shape of circles that
make up the design of the piece, and we sewed it using an eyelet stitch. We then
cut the consolidation support a centimetre larger than the circumference of the
chasuble to be able to attach the edges without damaging the original fabric.

At this point, the chasuble recovered its original shape, as the fabric was folded
following the original marks on the sides.

Display’

To allow the exhibition of the piece in optimal conditions, a tailor-made
support was created with conservation materials. The support has a semi-rigid
metal frame covered with plastic lined with neutral pH cardboard and wheat
starch glue, using the measurements of the chasuble folded flat. Once the
support was made, we lifted it and folded it, creating a bell shape. To maintain
the shape, we inserted a sheet of Ethafoam® covered with neutral pH cardboard
on the bottom. The structure is held inside a metal T-shape which also serves
as the base of the display case. This custom-built support allows the piece to lie
perfectly, without creating any tensions or deformations.

To provide a lightweight padded surface for the support, we covered it with
polyester wadding and a dark brown cotton canvas. The inside and the lower
part were painted with acrylic paint in the same shade as the canvas. On the
top, we sewed a piece of cloth vertically in the front, as the chasuble does not
close completely. Finally we attached the chasuble on to the display stand with
tacks to ensure its physical stability and to prevent any movement that might
damage it.

Currently, the chasuble is stored inside a glass case built with conservation®
materials in the Diocesan Museum of La Seu d’Urgell. This cabinet is
illuminated with LED lights with a maximum intensity of 50 lux. Visitors may
find the lighting rather weak; but it will allow the preservation of the piece for
future generations, since silk is highly degradable by light. The degradation
process of silk cannot be stopped, but it can be delayed by maintaining values of
temperature and relative humidity as constant as possible.

FROM CAPE TO CHASUBLE: THE CONSERVATION OF THE FABRIC OF ST ERMENGOL
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Making the display stand.
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The chasuble on display.
Photos: CDMT, Quico Ortega.
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The new Barcelona Design
Museum

by PILAR VELEZ
Director of the Barcelona Design Museum

Next year Barcelona will inaugurate its new Design Museum in the Plaga de

les Glories, a vibrant cultural district in the city centre which is also home

to the National Theatre, the Auditorium, the Museum of Music and the 22@

technological innovation hub. The Museum of Design project has had a long,
complicated history, dating back two decades.

The process was launched some twenty years ago by the architect Oriol
Bohigas, who was then the director of Culture of the City Council of Barcelona
(1991-1994). With an expert’s knowledge of the city’s artistic heritage, and
well aware of the difficulties facing the museums that housed collections of
decorative and applied arts — the Museums of Decorative Arts, Ceramics,
Textile and Clothing, and Graphic Arts — Bohigas proposed a thorough
reassessment of the role of these institutions as the twentieth century came to
an end.

The history of these museums goes back to 1932. The great Catalan museum
expert, Joaquim Folch i Torres (1886-1963), was responsible for bringing
together the decorative art collections of the Museum of Decorative Arts
in the Royal Palace of Pedralbes, which came under the jurisdiction of the
City Council after the proclamation of the Republic in 1931. With the Statute
of Autonomy of 1932, the museums of Barcelona were reorganized and on
18 December of that year the Museum of Decorative Arts was officially
inaugurated in the Palace of Pedralbes.

After the war, in 1949, the museum was relocated to the Palau de Virreina on
the Ramblas, and remained there until 1986 when the building became home
to the City Council’s Department of Culture. In 1994 the museum returned
to Pedralbes and was open to the public until December 2012, when it closed
down in preparation for the move to the Plaga de les Glories. But its successive
relocations are not the most important feature of its history: what is really
interesting is how the increase in its stocks continually obliged the museum to
adapt to new situations.

Over the years certain collections grew considerably, especially thanks to
large donations like the Rocamora costume donation in 1935, and the Alcora

THE NEW BARCELONA DESIGN MUSEUM
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Arts (1974), the Museum of
Graphic Arts (1988) and since
2008 it has been the Cabinet
of Graphic Arts.

20

ceramic collection left by Francisca Roviralta in 1965, to name just two
representative cases. The pieces donated were divided thematically and assigned
to a set of new museums: the Textile Museum opened in 1961, the Ceramics
Museum in 1966, the Lace Museum in 1968, the Carriage Museum in 1970, and
the Museum of Books and the Graphic Arts in 1974". In the 1990s the Palace
of Pedralbes once again became home to the Ceramics Museum (1990) and the
Museum of Decorative Arts (1995), the starting-point of our story — and later to
the Textile and Costume Museum (2008), and the Cabinet of the Graphic Arts
(2008).

The transfer of the pieces to the new site is already in progress, although
the whole operation is expected to take a year and a half. Taking advantage of
the move, the museum has organized an overhaul of the collections to ensure
that they reach their new destination in the best possible condition. Their
new location - state of the art compact storage areas designed especially for
the purpose — covers an area of some 2000 sq m. The entire space has been
carefully adapted by the Department of Collections to house over 70,000 items
in the most diverse formats, from a carriage to a set of earrings, in a vast range
of materials — polychrome wood, silk or synthetic resins - all of which have
specific storage requirements of their own.

Over its 80 years of history, this public heritage has grown steadily thanks
to donations from members of the public, collectors, artists, designers and
creators. Their generosity has made a vital contribution to the growth and
preservation of the country’s history, and now the collections have an ideal
setting for their preservation.

THE NEW BARCELONA DESIGN MUSEUM
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Dress. Spain, 1966,
Cristobal Balenciaga.
MTIB 109.881.

2 The commissioners were Bohigas’s initial proposal, in 1994, led to the organization of an exhibition
Marta Montmany, Josep entitled Decorative Arts in Barcelona. Collections for a museum?. For the first
Mana and Pilar Vélez.
time people began to talk about the culture of objects and the importance of
material culture in civilization, recovering and updating the philosophy of its
founder, Folch i Torres. Largely neglected until that time, the stocks were now
studied in great detail in order to demonstrate the value of this heritage to the
city. The chronological development of the pieces was also traced, bringing
together all the collections, techniques, materials, creators, and stressing
the importance of their social role. The project was a notable success and it
now embarked on a new stage, with two main objectives: the inclusion of all

Mosaic The chocolate feast,
Barcelona, 1710. MC 52770.
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Advertising poster for Tintas Iberia, 1950. Luis Falgas. GAGB/ 75/10.
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F.y R BASTARD -BARCELONA

23 THE NEW BARCELONA DESIGN MUSEUM


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatéxtil 29

Hall 0. Design Hub Building
Barcelona. Photo: Lourdes Jansana.
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the museums, under the leadership of Jordi Pardo, who worked closely with

the technical staff of the museums and with external experts, with Marta
Montmany at the helm; and second the construction of its new site, designed by
the studio MBM Arquitectes.

The remarkable creativity of Barcelona throughout its history, and especially
since the industrial expansion of the nineteenth century and the development
of industrial design in the twentieth, has produced an impressive array of
museum pieces. This variety gave rise to an initial proposal based on a cross-
sectional, multidisciplinary interpretation of the collections under the name of
Museum of Design in Barcelona, which generated considerable debate. In 2006,
with Ramon Prat as commissioner, the focus of the project changed, and many
of the specialists who had worked on the previous stage or were familiar with
it considered that the heritage was being undervalued. In 2008 the new project
was named the Design Hub Barcelona (DHUB), and people began to talk of the
DHUB museums. Inside the programme, experimentation and innovation took
on great importance.

Today, our collections, so wide-ranging and rich in meaning, trace the
history of the decorative arts up until the twentieth century, a time in which
two key developments took place. The first was the emergence of industrial
design, which replaced many of the formerly utilitarian objects produced by
the decorative arts. The second was the gradual disappearance of the artisan
tradition, the blurring of boundaries between the arts and the emergence
of contemporary applied arts leading to a new artistic object in the form of
pottery, jewellery, enamel, and glass.

THE NEW BARCELONA DESIGN MUSEUM
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Exhibition at the Fabrication Laboratory. Barcelona Design Museum. Photo: Oriol Rigat.

3 Initiated in 1992 by Juli
Capella and Quim Larrea.
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So the twentieth century offers a dual approach to the world of the object.
The first perspective sees the object as the product of a combination of design
and manufacturing, generally industrial, which is reflected in the museum’s
Industrial Design Collection, with more than 2,000 objects representative of the
twentieth and twenty-first centuries’. The second focuses on the artistic object,
the product of the creativity of authors who are free to express themselves
via any art form or any technique - painting, sculpture, ceramics, glass, or
engraving.

Therefore, the museum’s new discourse is defined as “From the decorative
arts to industrial design and contemporary applied arts”, which allows us
another reading from the perspective of aesthetics, based on the composition
and types of the collections. Design acts as a link between the historical
collections and the research and experimentation currently in progress.

The Barcelona Design Museum brings together the collections of the four
museums and bases its philosophy on a cross-sectional reading that engages a
variety of different narratives at one and the same time: multidisciplinary and
specific stories, studio galleries, workshops, laboratories and new formulas ...
without reproducing the division into four separate entities. With the
participation of the different sectors involved in the culture of the object, the
museum aspires to goals beyond the mere conservation of heritage, which is,
nonetheless, the cornerstone of the entire project.

The museum promotes both research and dissemination of knowledge of the
past and innovation through all kinds of temporary and permanent exhibitions
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Museum Night. Auditorium.
Design Hub Building, Barcelona.
May 2013. Photo: Xavier Padrés.
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of its collections, through activities both in situ and online, through its
publications, via the Internet, and so on. And as the Catalan saying goes: Roda
el mon i torna al Born: roughly, we have come back to our roots, as we have
recovered the initial sense of the 1932 object, although necessarily adapted to
the reality of 2013.

The name “Museum of Design” may not be a faithful expression of its content
— from traditional decorative arts to digital production - but its setting, the
design of the twentieth century, is a cultural and socio-economic environment
in which Barcelona has always had a great deal to say. Heritage, research and
innovation constitute the triple base of the new project.

THE NEW BARCELONA DESIGN MUSEUM
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Aurelia Munoz. Infinite
Research. Fibres, textures

and space

by ANDREU DENGRA, curator of the Contemporary Tapestry Museum of Sant Cugat
and DR. SILVIA VENTOSA, curator of the Museu del Disseny de Barcelona, Col-leccié
Textil i d'Indumentaria

This is a good moment to celebrate handmade work. Social movements
around the world are singing the praises of the concept and practice of
handmade artwork, especially using textile techniques. Artists like Olek cover
buildings, cars and outdoor sculptures with knitwear, crocheted or sewn
shirts, embellishing urban areas with textile materials that are close to people,
colourful, flexible and adaptable, and giving warmth to shared public spaces.

This neo-romantic trend dates back to the 1960s with the birth of the youth
movements, the respect for nature and ecology, crafts, women’s work and the
influence of oriental styles. The textile industry enjoyed a renewal of artistic
expression. In Catalonia, the work of Aurelia Mufioz was a starting point for
a change in the way that textiles were conceived and for the recovery of long-
forgotten techniques, such as macramé in schools.

The world of contemporary tapestry

Until the 1960s and 1970s textile production both in Catalonia and Europe
had been linked to domestic work and the decorative arts and crafts. But at
that time an international movement of artists, critics and patrons began to
emerge with the aim of providing it with a new expressive language. The New
Tapestry movement (Nouvelle Tapisserie, a concept invented by the critic André
Kuenzi in 1973) was created to promote the International Tapestry Biennials
of Lausanne, with the intention of taking tapestry down from the wall and of
creating three-dimensional works. The biennials and the foundation of the
International Centre of Ancient and Modern Tapestry were projects led by Jean
Lurgat, the first artist to renew contemporary tapestry, and by Pierre Pauli, one
of the promoters of the New Tapestry movement.

In Catalonia, the roots of contemporary tapestry can be found in the Aymat
factory in Sant Cugat, which since the 1920s had produced carpets and rugs.
In spite of its relatively small size, the firm had had a significant international
impact. In 1950, the factory changed focus and opted for experimentation. The
Catalan School of Tapestry was created by the entrepreneur Miquel Samaranch
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and the artist Josep Grau-Garriga, who set Catalan tapestry in the same
direction as the trends in vogue elsewhere in Europe. In the same years, in
Catalonia artists such as Maria Teresa Codina and especially Aurélia Mufioz
were embarking on their independent projects.

The work of Aurelia Munoz

Within this new framework called “textile art”, Auréelia Mufoz (1926-2011)
began to make her mark. She had studied at the Escola Massana in Barcelona,
but her true sources of inspiration were her visits to museums, her travels and
her discussions with craftspeople, artists and architects, as well as publications
on technical textiles, dance and scenery.

Aurelia Munoz’s career stands out for its constant research into forms of
expression, concepts, materials and techniques that allow new solutions in her
particular definition of interior and exterior spaces. She works with a variety of
techniques without the use of the loom: from patchwork to paper, embroidery,
collage, macramé, knitting and sails. Chronologically her work can be divided
into four stages, distinguished by different concepts and techniques.
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Totem, 1967. Embroidered wool
on burlap jute. 155 x 255 cm.
Photo: Montse Faixat
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1. Representing Abstraction (1960-1968)

Aurelia’s early drawings depict interiors of Renaissance palaces and cloisters
of monasteries, which were then reproduced in patchworks and embroidered
tapestries, with a curious array of kings, cockerels, strange characters and
monsters or angels. All this imagery, present throughout her work, is a
mixture of poetry and dream with a certain touch of irony; she termed it
“Mediterranean surrealism”.

Her initial encounter with textiles was through painting, printing or
embroidering jute to represent characters in architectural spaces. She also
added fabrics which evolved into patchworks with geometric shapes that
moved her towards abstraction. The juxtaposition of colourful fabrics led her
search for freedom in embroidery, inspired by the Tapestry of Creation in
the Cathedral of Girona, which allowed her to create a subtle combination
of colours and themes, without ever becoming over-refined or excessively
technical. Colour take centre stage, but the free direction of the pass stitch,
done with coloured threads of thick wool on a jute base, give it expression,
luminosity, and even relief.

Tapestry artists called for a form of expression of their own, independent of
the other arts, using fewer colours and thicker materials, and an interaction
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with the surrounding architecture and a greater social dimension. Aurelia
Muioz applied these concepts to embroidery with everyday threads and wools,
achieving a complex interplay of textures and reliefs, and saving time — factors
that make the piece understandable and affordable for the public — and also
offering contemporary results to bring the aesthetic and the language up to date.
Aurelia Muioz obtained her first international recognition for her
embroidery at the second Biennial of Lausanne in 1965, with a huge abstract
composition that was well received by both artists and art critics. As we
mentioned above, the Biennials were authentic discussion forums. There she
discovered works from all over Europe, especially the experimental works in
space and materials by artists such as Magdalena Abakanowicz, Jagoda Buic
and Elsi Giaque, with whom she struck up lasting friendships and was able to
enjoy a constant exchange of ideas. These contacts allowed her to reflect on her
great concern: how to integrate the work of art into space and architecture. In

her attempt to take tapestry down from the wall, her embroidery acquired relief
and volume, but she realized that as a technique performed on fabric it was
unlikely to take on three-dimensional form. Her patchworks and applications,
collages of reliquaries, passementerie and Baroque fabrics represented a first
attempt at three-dimensionality, acquiring geometric shapes that reflect each
other as if in a mirror and form new perspectives.
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Beige eagle, 1977. Macramé

jute and sisal yarns dyed by

hand. 350 x 250 x 160 cm.

Photo: F. Catala Roca -
Photographic Archive of the Arxiu
Historic del Col-legi d'Arquitectes
de Catalunya.
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2. Discovering the interior (1969-83)

Searching for traditional textile techniques, Aurélia found networks and
especially macramé, an ancient Oriental knotting technique, which the Arabs
termed the “noble knots.” The highly personal use of this technique allowed her
works, completely distanced from figurative art, to achieve a mastery of three-
dimensional space. Her working of these pieces was totally original, as the
repetition of simple knots with unspun jute, strings of sisal and nylon, did not
disturb the concept. With the possible exception of Francoise Grossen, no-one
has used this technique like Aurélia Mufioz, who achieved three-dimensional
solutions never seen until then. Aurelia alternated small and large pieces that
merge together with the architecture; in some cases they were large-scale
models, but their organization and creation was so meticulous that they could
be called petit format, in spite of their dimensions. All the questions of the
knots and the spatial and physical tensions, forces and weights were resolved

in petit format. The works in macramé, called Birds, Trees, Capes, Personae or
Beings are Aurelia Mufioz’s best known creations and can be found in museums
and private collections all over the world.
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Bird natural silk I, 1982. Fabrics
of natural silk and metal stems
with weights. 90 x 120 x 120 cm.
Photo: La Fotografica.
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3. Towards the outdoors. 1978-83

Her interest in the spatial aspect led her to experiment with architecture, and
with the air and wind that drive movement. She studied the sails of ships
made of a lightweight yet durable fabric to use the strength of the wind and
the tension of the anchorages. Her works evoked shapes of birds or kites with
a minimalist and geometric spirit, which she termed the flexion of space. The
series of “Bird-stars”, aerial structures made using this sail technique, filled the
space with their flight. It was the points of anchorage and the natural weight
of the fabric, or the added weights, that defined the final shapes of the pieces
that take on a monumental size, up to seven metres across. These pieces were
presented in 1982 at the Palacio de Cristal in Madrid where birds and white
sails accompanied the light architectural structure of a greenhouse.

4. Playing with movement. The poetics of paper (1980-2009)

From the early 1980s onwards, paper was the main protagonist of Aurelia
Muioz’s work. For her and other international textile artists like Jagoda Buic,
paper was not a “support” but an expressive language.

Aurelia used paper to make rigid or flexible plates to create books, hanging
artworks, writings and hieroglyphs of minimalist inspiration, with drawings,
ideograms, animal characters and dreamlike figures reminiscent of her first
drawings from 1964. The influence of the Far East is palpable, both in the
techniques and in spirituality that emerges from the work. Her pictograms on
acetates recall Japanese writing and works like “Washi” refer to the production
of handmade paper in Japan.
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Anchored star, 1974.

Macramé with nylon strings.
280 x 900 x 900 cm. Installation
in the chapter house of the
monastery of Sant Cugat, 2012.
Photo: La Fotografica.
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Her works hover in space, and the sails become monumental “origami”
pieces. The macramé entities become cubist books and hanging artworks. The
handmade paper itself is made of textile materials, with a base of paste made
of cotton or linen fibres. Aurélia dyed the paper by hand, just as before she had
dyed sisal, threads of wool and silk fabrics.

Along with paper Aurélia created collages with the shells of sea animals,
stones, stems, plants. Previously these objects had played a more structural role
in her work; now they became its expressive and poetic component.

A work that looks to the future

Aurelia Muioz’s internationally acclaimed work is defined by the search for
new forms and textile techniques in a dialogue with sensitive material and
architectural spaces.

Aurelia Mufoz was the forerunner of many modern movements that
called for the occupation of public spaces with textiles. Crafts-activism is
a social, peaceful and radical movement that protests against the excessive
use of technology and the consumerism of modern society. To combat the
pessimism caused by a deep crisis that is not just economic but marks a change
in the social and political paradigm, small informal groups meet to celebrate
handmade artwork and neglected textile techniques such as networks and
knitting to enhance our ability to “think with our hands” and to live a unique
and creative therapeutic experience using raw materials.

The exhibition Aurélia Mufioz. Infinite Research. Fibres, textures
and space will be on display in 2013 at Martorell, Vilafranca, Ripollet and
Granollers (Barcelona). It is a production organized by the Diputacié de
Barcelona and the Museu del Tapis Contemporani de Sant Cugat. ®
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The Honiton Lace Industry

by HEATHER TOOMER
Photographs: © HEATHER TOOMER

Honiton is a small market town in Devon, a county in South-West England,
which has given its name to a part, or free, bobbin lace made particularly in
the surrounding area. The first reference to lace in Honiton comes from a
tombstone in Honiton churchyard which describes John Rodge, who died in
1617, as a ‘bonelace seller’ (‘bone lace’ was a common name for bobbin lace as
bobbins were often made from animal bones).

Rodge was clearly a successful merchant as he left £100 for the benefit of the
poor but there is no indication of the source of his goods. Most probably these
were produced locally as a comment in a parliamentary debate in 1626 stated
that 20,000 people made a living from lace-making in England and many of
these must have been in Devon as records show that bobbin-lace making was
flourishing there by 1630. Slightly later, Thomas Fuller, researching in the
1640s for a book on “The Worthies of England’ noted of bonelace - ‘Much of
this is made in and around Honyton, and weekly returned to London: it is
from comments such as this that lace made in all the towns and villages of East
Devon probably came to be known as ‘Honiton’, the convenient staging post for
coaches to London. Later still, a companion of Cosimo de Medici in his tour
of England in 1669, said of Devonshire “There is not a cottage in all the county
nor in that of Somerset where white lace is not made in great quantities; so
that not only the whole kingdom is supplied with it, but it is exported in great
abundance’

Clearly the lace made was of good quality but we have no fully provenanced
examples of lace made in Devon in the 17th century. It was most probably
similar to Flemish bobbin laces of the period, with some stylistic differences
suggested by English portraits. Those of the 1630s-40s show many deep falling
collars with scalloped bobbin-lace borders in rather more naive, less flowing
floral designs than contemporary Flemish laces. Celia Fiennes, another traveller
writing of Devon in 1695, commented that ‘Here it is they make fine bone lace
in imitation of the Antwerp and Flanders lace, and indeed I think its as fine,
it only will not wash so fine which must be the fault in the thread.” There is
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Plate 1. Two lappets, ¢ 1725-40.
That on the right (probably Brussels) is of very high quality: that on the left is of fine quality but
the design is less sophisticated and the thread is poorer — probably Honiton. The dense designs
are characteristic of lace fashions in the 1720s-30s. See detail.
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Plate 2. Cap back: probably
Honiton, mid 18th century. The
massing of floral motifs without
a clear design structure is typical
of Honiton laces. The motifs are
joined by drochel bobbin ground.
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good reason for this comment as much of the linen thread used in the Devon
lace industry came from locally-grown flax and was never of quite the superb
quality produced in the Low Countries.

Apart from lack of provenance, the identification of true Devon laces from
the 18th century has been complicated by the term ‘point d’Angleterre’ which
was in use from the late 17th century. By the early 18th century it was definitely
being applied to high-quality Brussels laces. The implication that Brussels laces
were made in imitation of an English type is, I must admit, unlikely: the term
was much more probably coined because much Brussels lace was made for the
English market, with the added possibility that it was sold as ‘English lace’ at a
time when imports from Flanders were banned to support the home industry:
the French term was most likely chosen as France was the fashion leader.

Whatever the derivation of the name, its use makes it difficult to distinguish
Honiton laces from Brussels laces in documentation and confuses the
discussion of surviving examples. It is, however, generally accepted that, by
the early 18th century, when ‘Brussels bobbin laces” had become distinguished
from bobbin laces made elsewhere in the Low Countries, Devon was making
very similar laces. Unfortunately, what is also generally accepted is that Honiton
lace was of poorer quality than Brussels. It is true that, among the 18th-century
laces of ‘Brussels’ type surviving in British collections, many are of poor-to-
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Plate 3. A matching cap back,

frill and pair of lappets arranged
roughly as in wear as a formal cap,
together with an additional border:
¢ 1755-75; probably Honiton. The
quality of design, workmanship
and thread are better than in the
Honiton laces in Plates 1 and 2
but still more likely to be English
than Brussels. The motifs are
joined by a point de Paris ground.
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Plate 4. Detail of three Honiton
borders: top — ¢ 1730-50; middle
and bottom — ¢ 1750 - 75.

These are more typical of laces
found in England than the higher-
quality examples in Plates 1-3. The
designs are uncontrolled and many
motifs are reduced to simple slug
and scroll shapes. The motifs are
joined by drochel ground but this
is worked in different directions
around the motifs. Similar
poorer-quality laces were also
made in coarse thread in the low
Countries.

Plate 5. A collection of 19th-
century Honiton motifs of different
qualities before being assembled
to form an article. The two strips
would have been joined with
others to form a border.
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Plate 6. A good-quality Honiton
fall cap: mid 19th century with
a typical massed-floral design.
See detail.
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good quality and are likely to have been made locally rather than imported:
what we cannot say is how many of the higher-quality laces that we ascribe to
Brussels may in fact have been made in England with imported Flemish thread.
There are, however, other good reasons for the preponderance of poorer-
quality laces in our collections: as already mentioned, the local thread was not
of the highest quality but, also, the local merchants who organised the industry
were making for a less fashion-conscious market than the Brussels factors
whose major market was the French aristocracy. This, and the fact that new
designs were frequently pirated, gave little incentive for manufacturers to pay
experienced designers for good patterns. If we can extrapolate back from known
conditions in the late-18th - early-19th centuries, the basic organisation of the
workforce was also problematic. Manufacturers did not control a localised
workforce: rather, workers spread over the many towns and villages of Devon
and neighbouring counties might work for several manufacturers on a piece-
rate basis. Manufacturers gave out prickings for work required and expected to
receive work made on those prickings but there was little control over how the
patterns were worked: the same motifs worked by different lace-makers might
be of very different standards, with different fillings, different use of raised work
and, indeed, different interpretations of the motifs themselves. When these
were collected from their makers and assembled to form a complete article,
the result could be very inconsistent, an effect yet further aggravated by a lack
of consistency in the joining itself. These problems were further compounded
by the fact that the same prickings were often used for several years, either
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Plate 7. Detail from a fine-

late 19th-century Honiton cuff with
a bride ground. This includes the

symbols

shamrock and thistle,

g

rose

, Ireland and Scotland, a
common combination. The rose is

of England

unusual in having petals defined by

thicker threads worked into the lace in
the Brussels manner: raised work is

worked in cloth stitch.

Plate 8. The two ends of a tie or pair

of joined lappets of machine-made net
with applied Honiton motifs: late 19th

century. The work is fine but, even

for Honiton lace, it is unusual to have

totally different designs on two ends of

an article.

Plate 9. Detail from a machine-made

net collar with applied Honiton motifs.

oty
S H
¢ RS
SH

Wil T
A
9{-.‘_-

(]
y i
WG

gt
it
.l

n.
v

!
4...¢n1—,."tu4

iy
A
-fovtﬂ 00.‘.. )

e

THE HONITON LACE INDUSTRY

42


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatéxtil 29

OPEN SOURCE LANGUAGE VERSION > ESPANOL

Plate 10. Cuff of machine-made
net with applied Brussels bobbin
lace motifs: second half 19th
century. The design is simple but
sparser and more organised than
in most Honiton laces. See detail.
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because the manufacturer did not trouble to keep up with fashionable design
trends or the workers passed the prickings to other workers. With continued
re-use, the pinholes became enlarged, the pattern distorted and open to further
misinterpretation.

Although Honiton laces were not generally as stylish as their continental
counterparts, their designs nevertheless changed roughly in line with fashion
as can be seen in the accompanying illustrations. During much of the 18th
century, they found a ready market both in Britain and her colonies but,
towards the end of the century, designs became simpler and far less suited to
Honiton’s part-technique. The market was already dwindling when Britain
suffered a major economic blow: in 1776 the USA became independent and
was no longer forced to buy British or face heavy surcharges on goods from
elsewhere. By 1800, only a few hundred lace-makers were recorded in Devon
whereas only a decade or so earlier there had been several thousand.

As regards training for the industry, occasional records survive from the 17th
and 18th centuries of children being taught lace-making in poorhouses so that
they would have a means of earning a living when they grew up or of children
being apprenticed to lace-makers for several years: it is not until the 19th
century that we have fuller records, both of training and of the organisation
of the trade. We know, for example, that from the early 19th century, some
pupils were taught the rudiments of reading, writing and arithmetic alongside
long hours of lace-making in lace schools. Here parents were expected to
pay the teacher in the initial stages but once the pupils had reached a level of
competence that enabled their work to be sold, they, or their parents, might
receive some compensation for their labours.

At this time the trade was mainly in the hands of small shopkeepers who
often operated the ‘truck system’, that is, rather than pay their workers in coins,
they paid in tokens which had to be spent in their employer’s shop where goods

THE HONITON LACE INDUSTRY


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datateéxtil 29

Plate 11. Pair of cuffs (bottom
one wrong side up): Belgian, late
19th — early 20th century, with

a bride ground. These, like the
Honiton laces, are made by the
part technique. They are not of
the best Brussels quality and
are worked in a thick thread but
thought has been given to their
design. See detail.
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were often more highly priced than in other stores. Some shopkeepers paid only
10 pence in tokens for 12 pence-worth of work or forced their workers to buy
the thread for their lace: it is little wonder that workers felt little loyalty to their
employers and standards of work were generally low. Fortunately there were
some better employers who did take care to procure better designs and ensure
that they were well worked.

By the early 19th century, designs were so sparse that it was quicker to make
the drochel net characteristic of Brussels and Honiton laces in panels and to
apply the motifs to it rather than work the net around the motifs. When a
stable machine-made net became available, it made sense to apply motifs to this
cheaper foundation and the making of drochel ground soon died out in England
but this did not solve Devon’s problems completely: until fashions returned to
fully-patterned laces in the mid 19th century, the Honiton industry languished.
Queen Adelaide tried to boost the industry in the 1830s by wearing Honiton
lace: Queen Victoria did likewise but Miss Bidney, of Beer on the Devon coast,
had difficulty in finding lace-makers with sufficient expertise to make the
flounces and later wedding veil to fulfil her order. Many of the skills known in
the 18th century had been lost due to the simplicity of lace in the intervening
years and further training was needed to enable the order to be completed.

The 1850s at last saw a return of interest in Honiton lace and also in
guipure laces, that is, laces with a bar ground rather than a net ground. This
old technique, scarcely used since the early 18th century, was revived but,
surprisingly, a new ground, made with a needle, was also introduced. In the
1850s and 60s, it seems that Devon could sell as much lace as its population

THE HONITON LACE INDUSTRY


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatéxtil 29

45

OPEN SOURCE LANGUAGE VERSION > ESPANOL

could make, whatever the quality: there was little incentive for most workers or
dealers to raise standards but, fortunately, there were still some manufacturers
like Mrs. Treadwin of Exeter, and the Tuckers of Branscombe who made lace
which could win medals at the new International Exhibitions of the period,
such as London’s Great Exhibition at Crystal Palace in 1851.

As standards fell, designing was reduced to the arrangement of flower heads
and leaves along the borders of articles and the filling of the centres with motifs,
with no thought to the aesthetic appeal of the result. The motifs themselves
were simplified: three-dimensional raised work was replaced by bundles of
threads loosely bound to the surface or was omitted altogether. Many small
leaf shapes and scrolls, known locally as ‘slugs and snails’ and often made by
children learning the craft, filled the spaces between larger motifs. Yet, at the
same time, some very pretty laces were made, with flowers carefully drawn
from nature and new raised work introduced in the form of butterfly wings or
petals attached along only one edge to the surface. An interesting sidelight is
that the new Honiton guipure was so regarded that it was copied at Mirecourt
in France while cross-fertilization with the ‘duchesse’ laces in Belgium resulted
in many hybrid versions.

The 1870s saw a new slump. The preceding decades had seen the rise of
the machine-lace industry and a lowering of lace prices. Devon was unable
to compete by producing the high-quality laces that enabled its Brussels’
competitors to survive. Devon’s lace-makers were again forced into other forms
of employment. Moreover changes in laws governing the employment and
education of children meant that old lace schools were forced to close and there
were fewer recruits to the industry. When the final lace revival came in the late
1880s only a few lace-makers took up their old employment and, although some
better-quality work was produced, the industry effectively died in the early 20th
century. e
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Champions
of motorcycling

by TERESA VIDAL
PhD Student in design and architecture; curator of the exhibition
Photographs: © MUSEU DE LUESTAMPACIO DE PREMIA DE MAR AND TXENI GIL

The Premia de Mar Museum of Printing is hosting the temporary exhibition
CHAMPIONS OF MOTORCYCLING, from 10 March to 31 December

The idea of the exhibition is to show that behind the world of high risk
motorsports there is an army of designers, textile engineers and assistants who
play a crucial role in providing equipment and apparel for the professional
riders. Their creations must be up-to-date and stylish, reflecting the fashion
trends of the moment, but must also be fully functional in terms of comfort,
flexibility, freedom of movement, protection and safety. And of course the
sponsors’ brand names and logos printed on the riders’ clothing must be clearly
visible.

The exhibition covers various forms of off-road and circuit motorcycle racing,
and celebrates the achievements of the champions from the world of Trial,
Motocross, Enduro, and Rally Raids. It also includes the media favourite Moto
GP on a trip through history featuring riders from Catalonia and elsewhere.

The exhibition begins with Trial, an off-road discipline, in which riders
overcome a series of obstacles without allowing their body to touch the
ground. Trial was invented in the UK in the early twentieth century: in 1909
of the Scottish Six Days Trial was held for the first time, which combined
competitions of speed and skill. The first indoor trial was held in Barcelona in
1978, and today this discipline is extremely popular in Catalonia and the UK.

The Trial rider’s equipment consists basically of helmet, gloves, boots and
trousers or suit. The one piece suit has to combine protection with elasticity and
lightness, which are vital to achieving success in this discipline.

The elasticity is provided by the fabric: most suits are made of spandex, a
synthetic fibre that can stretch up to 600% without breaking and always returns
to its original shape. It is a very long chain polymer composed of at least 85% of
segmented polyurethane. It was invented in 1959 by the chemist Joseph Shivers
and marketed by DuPont. The best known brand name is Lycra®, now the
property of INVISTA.

Kevlar® (poly-paraphenylene terephthalamide) is a fibre that provides safety
and protection. Kevlar® is characterized by its toughness, its mechanical
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Panoramic view of the exhibition
showing the route marked out by
the tread of a tyre, which links
together the different displays.
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resistance and its tolerance of high temperatures. It is a polyamide with a very
rigid molecular structure. It was first synthesized by the chemist Stephanie
Kwolek in 1965 while working for DuPont.

These fabrics can be printed using what is called the transfer system. First,
the design is printed on paper with a digital printer, and transferred to fabric
using sublimation printing. The machine applies high temperatures to the ink
which passes from solid state into gas and then vice versa. The ink becomes
volatile and thus attaches to the fabric.

The Trial suit and the other garments are ideal for carrying the sponsors’
brand names and advertising slogans. Marketing and communications
professionals study the movements made by the riders to position logos and
other printed designs on the most exposed areas. The point is to ensure the
highest possible exposure visibility in competitions and in the media; situating
them strategically is essential in order to maximize their impact.

Jordi Tarrés was the first Catalan rider to attract large numbers of sponsors
and effectively established Trial as a professional sport. Tarrés’s suit is on
display, along with a tribute to his professional achievements listed by seasons
and championships. The other riders represented are Marc Colomer, Adam
Raga, Laia Sanz, Takashi Fujinami, and the current indoor and outdoor world
champion, Toni Bou.

The exhibition continues with Enduro and Motocross. Enduro is another
off-road discipline in which riders must cover a set itinerary through all types
of terrain inside a time limit. The stages are strictly controlled, and riders must

CHAMPIONS OF MOTORCYCLING
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Trial: in the foreground, JordiTarrés (Gas Gas team, 1980s-1990s), the first rider to carry sponsorship printed
on his clothing, in the background The suit worn by Marc Colomer (Montesa Team, 1985-2004), and a list of his
titles, and the trousers worn by Takashi Fujinami, Repsol-Montesa HRC (2010).
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Suit, photos and list of awards won by the Trial world champion Toni Bou, Repsol Montesa HRC team (2012-13).
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stamp their cards at a specific time; they are penalized if they arrive either early
or late. It may also include complementary tests that count towards the overall
result, including a timed section and an acceleration test on asphalt, among
others. In Motocross, also off-road, riders race each other in a circuit in open
terrain with natural obstacles.

The exhibition continues with Rally Raid (also known as Cross Country
Rallying). This is another off-road discipline for motorcycles (also for cars), a
long distance race on all types of terrain which tests participants’ resistance. It
usually lasts between 3 to 15 days, and distances of up to 900 km per day may
be covered. The best known are the Dakar Rally, the Rally of the Pharaohs, the
Rally dos Sertdes, the Central Europe Rally, the Baja Aragoén, the Himalayas
Raid and the Northern Forest race in Russia.

The equipment required by riders in these three disciplines is very similar. It
consists basically of a helmet, boots, gloves, and the shirt and trousers. Riders
also wear protection in the form of knee pads, elbow pads, and safety jackets
with chest and back protectors.

The first trousers were made of leather, which were generally safe but quite
rigid. Technological developments have made it possible to replace leather with
a combination of high strength fabrics. Cordura 500D fabrics can be sewn
with reinforced parts such as Kevlar and leather to increase the resistance.

CHAMPIONS OF MOTORCYCLING
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See details

A predetermined shape can also be given to the trousers to ensure greater
comfort, complementing it with stretch fabric in the areas requiring maximum

protection.

The exhibition presents examples of leather suits like the one worn by Narcis
Casas and shows the evolution of the design in the shape of the suit worn by
Francesc Rubio, and then a present-day specimen made of Cordura, worn by
the Enduro rider Ivan Cervantes.

Resistance is a key factor in motorcycle suits. CORDURA? fabric, patented by
DuPont in 1929, offers excellent resistance. This is a polyamide made of densely
woven nylon threads and is resistant to scratches, abrasion and perforation.

Unlike Trial, protection in Enduro and Motocross is provided by removable
plastic parts. The materials used are EVA (ethylene vinyl acetate) and TPR
(Thermoplastic Rubber) placed in strategic areas to soften blows or falls. In the
study of the development and positioning of the piece of rubber, innovation and
technology play a key part. Protectors are attached to the base fabrics through
heat fusion techniques.

As for the printing, the designs and logos are printed on paper and then
transferred to the fabric using the sublimation technique, as described above.
All the base fabrics used in suits for Enduro, Motocross and Raid allow
printing; in fact, even boots and TPR can be printed with thermal and high
frequency screen printing techniques.

CHAMPIONS OF MOTORCYCLING
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The exhibition displays the suits and lists of the titles won by Narcis
Casas, Francesc Rubio, Ivan Cervantes, Javi Garcia Vico, Rafa Garcia, and
the promising youngster, Josep Garcia, for Enduro and Motocross. Raid is
represented by Marc Coma, Jordi Viladoms, Gerard Farrés, Joan Pedrero, and
by the queen of the desert, Laia Sanz.

The exhibition ends with motorcycle racing. This event comprises short
races in a circuit in which riders must complete a certain number of laps in
the shortest time possible. There are several categories, such as Moto 2, Moto
3 and Moto GP, and other competitions such as Superbike, Superstock, and
Supersport. The MotoGP championship is organized by the FIM (Fédération
Internationale de Motocyclisme) and the Spanish company Dorna Sports. In
Catalonia, the Montmeld circuit hosts the Aperol Grand Prix of Catalonia.

The riders’ first line of defence is their clothing. Besides protection, the most
valued features of clothing for the Moto GP are aerodynamics, breathability,
comfort, durability, flexibility, lightness and resistance to water. The equipment
consists of a leather suit (cowhide or kangaroo), gloves, helmets, protective
boots and accessories.

Cowhide, the base of the riders’ suits, offers a good level of transpiration
and guarantees high resistance to abrasion and low water absorption in
the case of rain. Normally these suits are around 1.2 mm thick. Thanks to
special treatments using resins and the application of natural fats, a soft feel is
achieved and the colour fastness is ensured. These full suits have finishes for
thermoregulation.

Ergonomics and comfort can be enhanced by inserting elastic fabric in
strategic zones. Protection filaments can also be placed over different parts of
the body, especially on the flanks, the collarbone, in the chest and kidneys.
There are also special inserts made of multilayer structures based on carbon
fibre and Kevlar® which ensure maximum protection against blows. In some
cases, Airbag systems are built into the riders’ suits to ensure their safety and
protection.

CHAMPIONS OF MOTORCYCLING


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

The Impala 24 h. were extremely popular in Montjuic in the 1960s*;1 they are considered the forerunner of modern-day speed bikes. In the photo,
the Montesa Impala 4M, 175 cc (1962), donated to the Museum by Xavi Arenas of the Motoclub Impala.

* MARISTANY, Manolo, Operacién Impala, editorial Libreria Universitaria, Barcelona, 2011.
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This type of suit can also incorporate a drinking device placed on the
back attached to the helmet. A data collection system incorporating sensors
constantly tracks the rider’s physical condition. Reflective materials are
often added on the elbows and the back to maximize the rider’s visibility.

The combination of designs and colours identifies the teams and sponsors.
Manufacturers of these parts are: Berik, BKS, Alpinestars, Dainese, Puma,
Revit, Spidi and Spyke. The display includes the suits of Emilio Alzamora and
Toni Elias.

Each area also includes the motorcycles used in the various events,
highlighting the chronological evolution of the different models.

A final word of thanks to all the riders who take part in these exciting
championships every year, and a special mention for those who have suffered
injury in these extremely dangerous sports. We also thank the organizers and
contributors who have made this exhibition possible. ®
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“Onna Kasen”. Conserving
a nineteenth-century

Japanese concertina book

by SANDRA VILCHEZ
Textile and document conservator
Photographs: CDMT, Quico ORTEGA

Introduction: Japonisme

The mid-nineteenth century saw the discovery of a country which, until that
time, had lived in virtual isolation from the West. With the development of
trade and the celebration of the Universal Exhibitions of London in 1862 and
Paris in 1867, the doors of Japan were finally opened; artists with distinct
personal styles became known beyond the confines of their country thanks

to the beatiful ukiyo-e wood block prints which depicted nature and everyday
life, with drawings, vibrant colours and clear lines. These descriptive, slightly
asymmetrical prints transmitted a sense of tranquility and even spirituality,
and their images reflected the success of a new urban social class who followed
kabuki theatre and sumo. On reaching Europe, these prints had a profound
influence on the Impressionists, the Post-Impressionists and the Modernists.

The first Eastern influences in the West had been felt in the seventeenth
and eighteenth centuries. Europeans were attracted by China and the idea of
a paradise ruled by a rich, wise, mysterious emperor. This was the era of the
chinoiseries — European adaptations of luxury goods from the East — which
imitated Chinese styles to create fanciful depictions of plants, flowers, and
animals.

In the nineteenth century the influence of Japan in Europe went beyond
interior decoration for palaces and began to be reflected in the work of a group
of artists, many of them based in Paris. The response to the art of Utamaro,
Hokusai and Hiroshige was termed japonisme and its influence is particularly
evident in the work of artists such as Manet, Degas, Toulouse-Lautrec, Renoir,
Cézanne, and Van Gogh. In Barcelona this trend found expression in the
jewellery of the Masriera family and the illustrations by Alexandre de Riquer,
Apelles Mestres and Ramon Casas.

The interest in Japan is also reflected in the tastes of certain European
collectors, who sought out all kinds of valuable items or curios from the East
that were so different from the creations of the West. The collectors imported
fans, stamped or embroidered silks, kimonos, handbags and books. Apparently
it was the Jesuit Juan Lopez Sopefna who donated the book we describe here
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1 Data provided by Ricard
Bru, Doctor in Art History
and MA in Asian Studies.
Postgraduate in Japanese
language, culture and
business (Sensht University,
Tokyo).

Rupert Faulkner (senior
curator, Japan, department
of Asia of the Victoria and
Albert Museum, London)
and Anna Jackson (keeper of
the department of Asia of the
Victoria and Albert Museum,
London), agree with the data
provided by Ricard Bru.

2 For alist of the 36
poetesses (June 2013), see:
http://es.wikipedia.org/wiki/
Nyobo_Sanjurokkasen.

3 According to information
provided by Anna Jackson
(V&A) to Silvia Carbonell
(CDMT), this is a highly
unusual piece because

it is created using oshi-e

a technique that uses

textiles in relief to form
three-dimensional raised
ornamentation. Jackson dates
the book to the Meiji period
(1868-1912), while Rupert
Faulkner (V&A) thinks it may
be from the first half of the
nineteenth century or even
slightly earlier.

4 Data provided by
Katarzyna Zych, conservator
of paper art works at CREPAC
Belgium. Katarzyna has
studied traditional Eastern
art and techniques, such

as the Conservation of
Japanese folding screens

(S. Grantham), Conservation
of Wallpaper in Interior
Decorations (G. Wisse)

and the Tokyo workshops

on the Conservation of
Japanese folding screens

(T Kimishima).
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to the Textile Museum and Documentation Centre on 29 May, 1958. Inside
the book was a handwritten note: “Japanese women’s clothing from the feudal
period (fifteenth century”.

This piece is an artist’s book, produced by a Japanese craftsman. The Kanji
symbols on the cover are ZL#kfill - “Onna kasen” — which, literally translated,
means “woman”, “poetry”, “immortal”. It is an anthology of the best “waka”
poems written by the most famous poetesses of the Heian and Kamakura
period (Njyobo Sanjiirokkasen).! The selection was probably inspired by another
very famous one, that of the 36 immortal poetesses by Fujiwara no Kinto,
“Sanjtirokkasen”.?

During the Heian period (794 - 1185), the Japanese court was famous for its
sensitivity to art, poetry, and literature. Among the poetesses of the era, two in
particular stand out: Ono no Komachi and Shikibu Murasaki, who was author
of the most famous novel in Japanese literature: the Genji Monogatari, The Tale
of Genji, written in the eleventh century and illustrated repeatedly from the
twelfth century onwards. The miniatures in the book present women of high
social class, belonging to the imperial court: hence their unusual dress style.
They wear the jinihitoe, a very elegant kimono comprising twelve layers of silk
in different shades, which can be seen only in the sleeves and neck. These layers
were added over the white underclothes, and closed by a final layer on top; in

all, the junihitoe might weigh as much as 20 kg.

The book

This unique piece,” made in the relatively common concertina format known
as orihon, has a protective cover in the form of a case on which the title (gedai)
is written vertically in black ink on a claret-coloured background. The binding
may be made from borugami (a type of rigid paper or cardboard) or itamegami
(starched kozo paper which made a rough but flexible cover), lined with plant
fibre woven into taffeta and dyed green. The interior of the binding is in orange
brown silk. The book is closed by four dark brown loops made of fabric to
which an elongated buckle made of bone or ivory was added, though it seems to
be lost. On the cover is a trace of a possible circular seal, also lost.

The body of the book is formed by rectangular pieces of cardboard glued
together with strips that make them fold over each other, forming an accordion
shape. The cardboard base has a pearly tone that makes the surface shiny
(possibly mica spray applied with funori, a seaweed-based glue). The four
corners of the block are decorated with gold paper. Japanese artists worked with
this paper in a very personal way and applied different materials according to
the effects they wanted to achieve, with the result that they are all different.
Dosa, for example, is a preparation of alum which is mixed with nikawa
(animal glue) to improve the support and gives the paper a more absorbent and
consistent finish for the application of paint. The inner linings of the body of the
book are decorated with gold mica applications in small squares. (On occasion
— if the artist was sufficiently rich - gold, silver or copper might be added)*.

The left-hand side of the book contains text, 36 vertical poems written
vertically in Japanese characters on different supports: paper or even on a very
fine, thin tissue (resembling a plant fibre like bamboo or a palm leaf). The
writing is in black ink and the decoration is made with gold or metallic inks
(probably gold and silver mica powder).

“ONNA KASEN" CONSERVING A NINETEENTH-CENTURY JAPANESE CONCERTINA BOOK
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Pearly tone of the base of the Fragments of mica or gold applied
paper. to the lining.

Mineral fragments adorning One of the metallic pigments
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One of the poetesses. See details.

5 According to Anna Jackson On the right-hand side, 35 women are depicted wearing kimonos created

of the V&A, real hair was with original fabrics. (The fact that there are only 35 women may be because

occasionally used. . . . . ’ .
one is lost: the book was in an advanced state of disrepair when it arrived at
the workshop). All the women have different faces and features. These pieces
are inserted inside the book and do not protrude excessively, so the book may
be closed easily. Like the women’s faces, some of the fabrics are hand painted,
imitating flowers or plant motifs. The delicacy and realism of these models is
impressive; the artist even tried to imitate natural hair using dark silk fibre.?

The book’s condition

The piece was in a particularly delicate condition on arrival as the book was
broken into several pieces or held in place by tape, making consultation
impossible. There were also dark glue stains (possibly from a previous attempt
sy repair) and some of the pieces were poorly glued or in the wrong place.

The covers of the book were made of a very delicate fabric and were broken
and worn, especially around the perimeter. The fabric is a twill-based lampas
which uses two warps with different silk wefts in green, red, rust, blue and
white and one made with gold paper. The golden hue is almost entirely lost: only
the red part that is the base for the gold is preserved.

The most damaged part was the binding. Exposed to friction and handling, it
presented losses of the support, scratches, and general wear. The interior of the
binding was partially detached, presenting some tears and holes.
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Conserving the paper

We began by attempting to conserve the book by joining together the different
parts. We cleaned the supports with the aid of stirrers, erasers, Wishab® sponges
or aspiration, as required. Low suction aspiration was performed and delicate or
broken parts were protected with a tulle screen. We removed the tape and the
glue residue to be able to join the supports together.

Extraction of previous
interventions using a bamboo
spatula.
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We tested several glues (wheat starch, rice starch, Tylose MH 300 ...) to
see which was the most suitable and eventually chose wheat starch, due to its
mordant and its flexibility. The grafts were made with Japanese paper similar to
the original (Arakaji Natural 33 gr.). To provide consistency and to reinforce the
hinge system, on occasion we had to glue two pieces of paper in the direction
opposite to the fibre; this strengthened the accordion-like opening and closing
action. The major challenge at this point was to maintain the tension to ensure
the correct positioning and the opening of the cards.

We now treated the binding, reinforcing its support with Japanese paper.
We removed the paper strip (daisen) of the cover and reinforced it with a
sheet, gluing a thin piece of paper on the back with wheat starch. For the finish
we added a small claret trompe l'oeil touch in watercolours. The cover was
laminated with the Japanese paper, in pieces, to avoid tension. Excess moisture
was removed with Reemays®, blotters and weights. We retouched the grafts with
watercolours, applying colour to the reinstated part.
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Conserving the fabric

In addition to the paper, the book’s fabric was also in need of major repair. We
used conservation techniques to clean up and consolidate the kimonos, the
block covers, and the cover of the binding.

First we removed the dark glue stains that soiled certain points using a
scalpel tip. The fabrics were cleaned mechanically with a low-suction vacuum,
protecting sensitive areas with a tulle screen. The weaker or poorly glued parts
were consolidated with wheat starch and, attaching the loose particles directly,
a glass and a weight were applied to finish the process.

To ensure the conservation of the block covers, we removed the card to
which they were attached with great care since the fabric was fragile and dry.
The fabric was composed of two warps and wefts of different colours with
a floral decoration and rust-coloured, green, and white stripes in a highly
Oriental style. The removal was performed with a small bamboo spatula,
exerting a little pressure. The glue applied originally (and in fact all the glues
used in this book) were quite weak perhaps because the effect of the mordant is
lost over time or because they were relatively light.

We cleaned the remains of the Japanese paper attached to the fabric,
softening it with Tylose MH 300 gel, and then removed them using a spatula
and applying moisture. We did not want to clean the piece too much, in case
we damaged the fabric even more. We aspirated both the front and back of
the two covers with low suction and protection. To avoid losing more gold
paper weft, we decided not to immerse the fabric, but we did apply a slight
humidification with cold steam to improve the rigidity and to even out the
deformities before consolidating it on a support. To the new support, in green
cotton, we added natural dye (coffee) to age the tone slightly. The tears and gaps
were consolidated with conservation stitches (Bologna stitch or long and short,
as required) with two-ply silk thread dyed with CIBA dye.
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The brown silk inside cover was aspirated and immersed in water several
time to remove surface dirt. Once the warp and weft were aligned and the
deformities removed, we applied a cotton support, dyed with natural dyes
(coffee and tea) and added a crepeline to reproduce the colour more accurately.
The consolidation was performed with conservation stitches as noted above.

Now that the parts were glued together, and perhaps due to addition of the
cotton supports, the binding had a slight tendency to open (as in fact it did b
before the conservation work). To prevent this from happening we made two
Melinex" strips of 75 microns about 3.5 cm wide, taped together to improve
storage. For better conservation and safer storage in the future, we think that a
case should be made to protect the entire book.

Conclusions

The conservation of this old Japanese book posed an interesting challenge
because it is so different to the pieces we normally deal with, both in terms of
the materials (the type of paper, delicate fabrics, and glues) and the technique
used. We divided our intervention into two parts: conservation of the paper,
and conservation of the fabric. The task has drawn our attention to new
concepts of this complex and distinct culture, in which craftspeople worked
with great patience without worrying excessively about the time taken, and
had the skill to create such spectacular end results. As a result, we have been
profoundly impressed by this philosophy and by the beauty and delicacy of this
piece made by expert Japanese artists and bookbinders. ®
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Library novelties and news

OPEN SOURCE LANGUAGE VERSION > CATALA

LES DENTELLES DE FRANCE
(Lace of France)
Claudette and Michel Bouvot, OIDFA 2012

Caen

In July 2012, the 30th Congress of OIDFA,
the International Bobbin and Needle Lace
Organization, was held in Caen in northern France.
OIDFA organizes an international conference every
two years at which historical studies are presented
and workshops and competitions are organized.
The next Congress will be held in Australia in

2014. The association Dentelles Blondes — Caen et
Courseulles/mer was the main organizer of the 2012
congress, and was responsible for the publication of
the book Les dentelles de France.

Les dentelles de France is an extensive collection
of all varieties of handmade and machine-made
lace techniques carried out in France. Along
with Belgium, France is one of the largest lace
producers in Europe. The country has been host
to the development of a range of techniques for
both bobbin and needle lace which have been
influential throughout Europe, and the stylistic
and artistic evolution of its models is essential to
the understanding of the evolution of European
dress. The book is divided by geographical
area and each section describes the handmade
techniques applied in the different regions of
France - Valenciennes, Lille, Bayeux, Alencon,
and Argentan - all of which gained a reputation
for excellence and were copied in many countries.
The book also studies the great centres of machine-
made lace, such as Calais, the home of the Cité
Internationale de la Dentelle et de la Mode. The
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Lace of France

Les Dentelles de France

sections for each geographical area mention the
museums, associations and schools working to
recover the art of handmade lace. The last part of
the book is devoted to the artists, lace makers and
designers who are currently exploring new avenues
in the world of lace production.

The book is an excellent collection of work,
based mainly on visual images. Perhaps readers
will miss a more extensive description of
the characteristics and history of French art.
Nonetheless, we congratulate the association
Dentelles et Blondes — Caen et Courseulles/mer for
their constant efforts to maintain and promote the
heritage value of French lace. m


http://www.oidfa.com
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OPEN SOURCE LANGUAGE VERSION > ESPANOL

BODYTECA HISTORICA

A study of museum mannequins

Carmen Lucini

Monografies conservacio preventiva de teixits, 4

Textile Museum and Documentation Centre, 2013
ISBN: 84-937764-2-8
(Catalan, Spanish and English)

Preserving and, above all, exhibiting historical
costumes is no easy task. The pieces must be
given proper support, without any stretching
or malformations, but their display must also
help to convey the historical and aesthetic ideas
underpinning the exhibition. And it goes without
saying that these pieces are usually extremely
fragile and must be handled with the utmost care.

This is the problem that has prompted
the author to investigate the evolution of the
mannequin over history. In the process she has
become the leading specialist in the field and has
taken part in numerous exhibitions and museum
studies. Because a costume is not just a silhouette,
but something that moves with the body and gives
it a spirit that we try to preserve when it is put on
display in an exhibition.

The book is delightfully illustrated with
drawings by Giovana Avanzi and by the author
herself. In the first chapter, she recalls the figure
of M. Lavigne, a nineteenth-century theorist
who developed dressmaking techniques that
could be applied to mass production and created
three-dimensional models from which cardboard
mannequins could be produced on a semi-
industrial scale.

The text Innovar, mostrar y valorar — Innovate,
display and value - focuses on the different roles
of the mannequin in temporary exhibitions:
either disappearing beneath the costume or
becoming a sculpture with a specific ethnological
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or anthropological design. Each project requires

a different solution, but each one starts with a
thorough knowledge of the history of clothing, of
the evolution of anatomy, and of the materials and
techniques available.

The Bodyteca was set up in 1992, building on
research launched in 1988 and with the aid of the
museums which have allowed Carmen Lucini to
explore their stocks. Today all of this research is
part of a European project, and has resulted in
the creation of 70 original models for the bodies
of men, women and children ranging from the
early eighteenth century until the present day,
and a computer programme. The author has now
shared these materials with the CDMT and the
French Institut National du Patrimoine, in order to
promote further study and training in this field. m


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datateéxtil 29

OPEN SOURCE LANGUAGE VERSION > ESPANOL

VENDRE EL PRODUCTE: PUBLICITAT
| MARCA EN EL SABADELL TEXTIL
(Selling the product: advertising
and the brand name in the textiles
of Sabadell)

Museus Municipals de Sabadell, 2013
ISBN: 978-84-922173-3-5

Sabadell already has a significant track record
in promoting exhibitions that present the
city’s textile history to an audience that has
not experienced it first-hand. This is the most
recent of these contributions, and it centres on
the advertising that helped to create the fine
reputation the city’s fabrics enjoyed.

Supervised by Montserrat Llonch and Esteve
Deu, curators of the exhibition and renowned
experts in the field, the book explores several
facets of the advertising produced by the
manufacturers. Most of the information dates
from the third quarter of the twentieth century, a
period in which advertising also made huge strides
forward in both design and forms of expression.

If Sabadell became synonymous with quality
wool, it was because manufacturers and local
government worked hand in hand to establish
this reputation. Their collaborations ranged
from advertising in the streets and in sports
events, the design of campaign slogans and the
creation of business stationery, catalogues and
guides, advertising in the press and the media,
sponsorships and merchandising.
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Brand differentiation, both individual and
corporate, and the international promotion of
business associations guaranteed the success of the
local textile firms.

The creators of advertising tend to be forgotten,
but here the illustrators, advertising agencies
and photographers receive the recognition they
deserve.

This is a fine example of what a city can do to
preserve its DNA and to bring it to the attention of
the new generations who, unbeknownst to them,
carry this textile heritage inside them. m
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OPEN SOURCE LANGUAGE VERSION > CATALA

IL ETAIT UNE FOIS.
LENFANT ET LETISSU IMPRIME
DE 1750 A NOS JOURS

Exhibition at the Musée de I'lmpression sur Etoffes,
Mulhouse. Catalogue edited by Isabelle Dubois-Brinkmann.
ISBN 978-2-915626-89-6

“Dés notre naissance, nous sommes au contact

de textiles. Cependant, il est rare que nous nous
souvenions d’une étoffe, d’un vétement, d’un décor
qui nous a marqué dans notre plus jeune dge”

Fabrics with figurative images have always been
of interest in the history of printing. France has a
long tradition in the study of fabrics printed with
figurative scenes, and this book extends the field
of study by focusing on images of children and
their clothing.

The book, a catalogue published for the
exhibition held at the Musée de I'Impression sur
Etoffes Mulhouse until 2012, opens with a text by
Jacqueline Jacqué, former director of the museum.
Jacqué presents the museum’s fabrics collection
and traces the evolution of the design of prints for
children through their collections, which includes
the production of various US and European
companies, from 1750 until the present day.

In the second chapter, Jean-Francois Keller
proposes a thematic journey entitled “De I'enfant
littéraire a enfant marketing”, which stresses the
educational nature of the early printed fabrics for
children and shows how these fabrics bore moral
lessons from the late nineteenth century onwards.
Keller also notes that with the success of cartoons,
the visual world takes on a new dimension:
characters like Mickey Mouse, for example,
become the protagonists of handkerchiefs or
bedclothes.

In the first part of the chapter “Un 4ge d’or
de vétement imprimé pour enfant: les années
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11 était une fois...

L’enfant et le tissu imprimé
de 1750 d nos jours

1880-1940”, Isabelle Dubois-Brinkmann analyses
children’s clothing from a study of printed
samples. The fabric becomes a document for the
recognition of different fashions. In the second
part, on the motifs that decorate the clothes,
remarks the importance of friezes decorated
with scenes of children’s games, especially rich in
details.

Anne-Rose Bringel continues with a study
of handkerchiefs for children in “Deux siecles
d’histoire du mouchoir illustré pour enfant”, a
technical and stylistic analysis that introduces
us to the printing processes and the dynamics
of production in the factories. Again, Bringel
states that these accessories are a reflection of the
tastes and habits of the society of the time. Also,
as a curiosity, she presents a handkerchief from
the Pfaff sewing machine factory, with the first
stitches that must have been made by a young girl
practising with the new machine (p. 65). All these
examples attest to the task of research that the
authors have carried out.

In the second part of the book, Anne-Rose
Bringel, Isabelle Dubois-Brinkmann and Jean-
Francois Keller bring their knowledge together
to make an extensive catalogue with careful
descriptions of some of the most representative
pieces. Outstandingly comprehensive and
entertaining, the book provides readers with many
fascinating references and objects which may well
take them back to their own childhood. m
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Aurelia Munoz. Recerques infinites.
Fibres, textures i espai

Per ANDREU DENGRA, conservador del Museu del Tapis Contemporani
de Sant Cugat i la DRA. SfLVIA VENTOSA, conservadora del Museu del Disseny
de Barcelona — Museu Textil i d'Indumentaria

L’época actual és un bon moment per la reivindicacié del“fet a ma”. Moviments
socials en tot el mén reivindiquen el concepte i la practica de treball manual
com a actitud vital, i especialment mitjancant les técniques textils. Artistes com
Olek cobreixen mobiliari urba, cotxes i escultures a l'aire lliure amb punt de
mitja, ganxet o samarretes cosides, per embellir espais urbans amb materials
téxtils, que son propers a les persones, multicolors, flexibles, adaptables i que
donen calidesa a zones col-lectives.

Aquest corrent amb aire neoromantic té les seves arrels als anys 1960 amb
els moviments dels joves, la valoracié de la natura i I'ecologia, les artesanies,
el treball de les dones i la vida d’acord amb certs estils orientals. En aquest
context, el mon téxtil va experimentar uns canvis profunds a partir de la
renovaci6 d’expressions artistiques. A Catalunya, l'obra d’Aurelia Mufoz va
ser un punt de partida per un canvi de concepcid del textil i també per a la
recuperacié técniques oblidades com el macramé a les escoles.

El modn del tapis contemporani

Els anys 1960 i 70 es va produir una auténtica revoluci6 dins el mon textil
tant a Catalunya com a Europa. Fins aquell moment el textil estava vinculat
als treballs domeéstics, les arts decoratives i I'artesania. Pero es va formar un
moviment internacional d’artistes, critics i mecenes que li van voler donar

un nou llenguatge expressiu. El moviment de la Nova Tapisseria (Nouvelle
Tapisserie, concepte que va inventar el critic André Kuenzi 'any 1973) es va
crear i difondre a les Biennals Internacionals de la Tapisseria de Lausanne,
amb la intencid de treure el tapis de la paret i crear obres tridimensionals. Les
biennals i el Centre Internacional del Tapis Antic i Modern, foren projectes
impulsats per Jean Lurcat, el primer artista renovador del tapis contemporani, i
Pierre Pauli, el promotor del moviment de la Nova Tapisseria.

En ’ambit catala, les arrels del tapis contemporani es troben a la manufactura
Aymat de Sant Cugat del Valles, que des dels anys 1920 realitzava una produccié
de tapissos i catifes, petita perd important i amb resso internacional. Als anys
1950, un canvi de direcci6 de la manufactura va apostar per I'experimentacio.
L'anomenada Escola Catalana de Tapis va ser obra de l'empresari Miquel
Samaranch i de l'artista Josep Grau-Garriga, que van impulsar una evolucié del
tapis paral-lela al moviment europeu. En els mateixos anys treballen de forma
independent a Catalunya artistes com Maria Teresa Codina i, sobretot, Aurelia
Muinoz.
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L'obra d’Aurélia Muinoz

Dins aquest marc, que es va anomenar “art téxtil”, sorgeix la figura d’Aurelia
Muiioz (1926-2011). Parteix d’uns estudis a I'escola Massana de Barcelona, pero
les seves auteéntiques fonts d’inspiracié i d’estudi son els museus, els viatges i
les xerrades amb artesans, artistes i arquitectes, aixi com les publicacions sobre
técniques textils, dansa o escenografia.

La trajectoria d’Aurelia Mufioz es destaca per la investigacié constant de
formes d’expressid, de conceptes, de técniques i materials que li permeten noves
solucions en la seva particular definici6 dels espais interiors i exteriors. Treballa
en diferents técniques sense teler: del patchwork al paper, tot passant pel brodat,
el collage, el macramé, el punt de mitja i les veles. Les quatre etapes de la seva
obra es distingeixen pels diferents conceptes i técniques emprades, en una
successio cronoldgica.

1. Representar |'abstraccio (1960-1968)

Els primers dibuixos mostren interiors de palaus renaixentistes i claustres

de monastirs, que després es representen en els patchworks i en els tapissos
brodats, amb una curiosa societat de galls, reis, personatges o estranys monstres
i angels. Tot aquest imaginari, present al llarg de la seva obra, és una barreja
poetica i onirica, amb una certa dosi d’ironia, que ella va anomenar surrealisme
mediterrani.

El seu encontre inicial amb el textil va ser pintar, estampar o brodar
arpilleres amb representaci6 de personatges en espais arquitectonics. També
s’hi aplicaven teles que evolucionen cap a obres de patchwork, amb geometries
que la porten vers 'abstraccié. La juxtaposicid de teles multicolors la condueix
a buscar la llibertat en el brodat, inspirat en el Tapis de la Creacid, que com

:f?ﬂ :j. —te RIS

Aurélia Mufoz. Foto: Jordi Pericot. Escenari amb protagonista, 1965. Dibuix sobre aquarel-la i
tinta xinesa sobre paper. 50 x 41 cm. Foto: La Fotografica.

AURELIA MUNOZ. RECERQUES INFINITES. FIBRES, TEXTURES | ESPAI
2





Datatéxtil 29

Totem, 1967 Brodat de
llanes sobre arpillera de jute.
155 x 255 cm.

Foto: Montse Faixat.

una pintura a 'agulla, li permet combinar d’una manera subtil els colors i els
temes representats, sense caure en un preciocisme tecnic. No sols és el color
el que prén protagonisme, sin6 que la direccio lliure del punt al passat, fet
amb fils multicolors de llana gruixuda sobre base de jute, li donen expressio,
lluminositat, i fins i tot relleu.

Els artistes de tapis reclamaven una expressio propia, sense dependencia
daltres arts, amb reducci6 de colors, punts més gruixuts, i relacié amb l’espai
arquitectonic, aixi com una major socialitzacié de 'obra. Aurelia Mufioz aplica
aquests conceptes al brodat amb fils i llanes corrents, aconseguint un joc de
textures i relleus amb un estalvi de temps de realitzacio, factors que fan la peca
comprensible i assequible al public a nivell economic, tot actualitzant I'estetica i
el llenguatge amb resultats contemporanis.

Amb el brodat, Aurelia Munoz obté el primer reconeixement internacional a
la segona Biennal de Lausana de 1965 amb una gran composicié abstracta que
va ser ben rebuda tant per artistes com per critics d’art. Com s’ha comentat, les
Biennals eren autentics forums de debat. Alla va descobrir els treballs d’arreu
d’Europa, sobretot la recerca espaial i materica que estaven realitzant artistes
com Magdalena Abakanowicz, Jagoda Buic o Elsi Giaque, amb qui va tenir una
gran amistat i un intercanvi constant d’idees. Aixo la va portar a reflexionar
sobre la seva gran preocupacié: integrar 'obra d’art a 'espai i 'arquitectura. Per
alliberar el tapis de la paret, el seu brodat va agafar relleu i volums, pero s'adona
que en ser una técnica realitzada sobre tela dificilment adquiriria formes
tridimensionals. Entre el patchwork i I'aplicacio, els collages, de reliquiaris,
passamaneria i teles barroques, sén un primer assaig tridimensional, ja que
adquireixen formes geometriques que semmirallen i formen noves perspectives.

Verge de la Macarena, 1967. Collage

amb aplicacio de teles, passamaneria,
reliquiaris. 70 x 53 cm. Foto: La Fotografica.
Vegeu detall.
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Aguila beix, 1977. Macramé amb
fils de jute i sisal tenyit a ma.

350 x 250 x 160 cm. Foto: F. Catala
Roca — Arxiu Fotografic de I'Arxiu
Historic del Col-legi dArquitectes
de Catalunya.

2. Descobrir I'espai interior (1969-83)

Tot recercant técniques tradicionals teéxtils, va trobar les xarxes i especialment el
macramé, tecnica antiga oriental de nuar cordes, a la que els arabs s’hi referien
com a “nus noble”. La utilitzacié de forma personal d’aquesta técnica va permetre
que les seves obres, deslligades completament de la figuracid, poguessin conquerir
lespai tridimensional de forma definitiva. La forma de treballar les peces és

molt original, ja que la repeticié de nusos senzills a punt de cord6é amb jute sense
filar, cordes de sisal i nilo, no disturba el potencial del concepte. Exceptuant
potser Frangoise Grossen, ningu va treballar amb aquesta técnica com Aurelia
Muiioz, que va assolir solucions tridimensionals mai vistes fins el moment. En

aquests moments realitza tant petites peces com grans obres que es fusionen

amb l'arquitectura. En alguns casos es tracta de maquetes, pero tenen una

entitat i un treball tan acurat que hauriem de parlar de petit format, independent
de la seva execuci6 en gran format. Totes les qiiestions sobre nuats i tensions
espacials, fisiques, forces i pesos es resolen en petit format. Les obres en macramé,
anomenades Ocells, Arbres, Capes, Personatges o Essers son les més conegudes
d’Aurelia Mufoz i més representades en museus i col-leccions del mén.

3. Vers I'espai exterior 1978-83

La seva preocupacié per incidir en I’espai la porta a jugar amb l’arquitectura,

i també amb l’aire i el vent que impulsen el moviment. Estudia les veles dels
vaixells, que empren un teixit resistent pero alhora lleuger per entomar la
forca del vent i la tensié dels ancoratges. Les obres evoquen formes d’ocells o
cometes amb un esfor¢ de minimalitzaci6 i geometritzacio, que va batejar com
flexi6 de I'espai. Es la série dels “Ocells-estels”, estructures aéries realitzades
amb la técnica de veles, que omplen I'espai amb el seu vol. Seran els punts
d’ancoratge i el pes natural del teixit, o I'ajuda de ploms, els que defineixen les
formes finals de les peces, que agafen unes mides monumentals, de fins a set
metres d'amplada. El conjunt d’aquestes peces es va exposar el 1982 al Palacio
de Cristal de Madrid on convivien els ocells i les veles blanques amb la lleugera
estructura arquitectonica d’un hivernacle.
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Ocell seda natural Il, 1982. Teles de
seda natural i tiges de metall amb
ploms. 90 x 120 x 120 cm.

Foto: La Fotografica.

Llibre aeri, 1985. Paper fet a ma
i tiges de fusta. 90 x 110 x 80 cm.
Foto: Montse Faixat.

4. Jugar amb el moviment. La poética del paper (1980-2009)

Des de principis dels 1980 el paper és el protagonisme absolut de I'obra
d’Aurelia Muioz. El paper no I’hem d’entendre sols com a “suport de” sind com
a llenguatge expressiu, en consonancia amb artistes textils internacionals que
deriven cap a la recerca en paper, com Jagoda Buic.

El paper li permet fer planxes rigides o flexibles, plans que construeixen

llibres, mobils, escriptures i jeroglifics d’expressié minimalista, amb dibuixos,
ideogrames, bestiari i personatges onirics que recorden els primeres dibuixos
de 1964. Es palpable la influéncia de I’Extrem Orient, tant en les técniques

com en l'espiritualitat que es desprén de les obres. Els pictogrames sobre
acetats recorden 'escriptura japonesa i les obres com , es refereixen a la
fabricacio del paper fet a ma al Japd.

AURELIA MUNOZ. RECERQUES INFINITES. FIBRES, TEXTURES | ESPAI
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Estel ancorat, 1974. Macramé
amb cordes de nil6.

280 x 900 x 900 cm. Instal-lacié
a la sala capitular del monestir
de Sant Cugat del Valles, 2012.
Foto: La Fotografica.

Les obres volen a l'espai, les veles esdeven “origamis” monumentals. Els “ens”
de macramé es transformen en llibres i mobils cubistes de paper. El paper fet
a ma per ella mateixa es composa de materials textils, amb una base de pasta
feta de fibres de coto o lli. La pigmentaci6 del paper la realitza a ma, com abans
havia tenyit les cordes de sisal, els fils de llana i les teles de seda.

Juntament amb el paper apareixen collages amb closques d’animals marins,
pedres, tiges, vegetals, abans presents d’'una forma més estructural i ara com a
part expressiva i poetica de 'obra.

Una obra que mira al futur

En resum, 'obra d’Aurélia Mufioz, amb un important reconeixement
internacional, es defineix per la recerca de noves formes i técniques téxtils, en
dialeg amb la mateéria sensible i els espais arquitectonics.

D’aquesta manera, Aurélia Mufioz es converteix en una precursora dels
moviments actuals que reivindiquen I'ocupacié d’espais publics amb sistemes
textils. El crafts-activism és un moviment social, pacific i d’alguna manera
radical contra I’abus de la tecnologia i el consumisme de la societat actual. Per
combatre el pesimisme provocat per una profunda crisi no sols economica
sin6 de canvi de paradigma social i politic, petits grups informals es reuneixen
per recuperar el treball fet amb les mans amb técniques téxtils oblidades o
menyspreuades com les xarxes o la mitja, per potenciar la capacitat de “pensar
amb els mans”, tot vivint una experiencia unica i terapéutica de manipulaci6
creativa de materies primeres.

Lexposicié Aurelia Munoz. Recerques infinites. Fibres, textures i espai
itinera durant el 2013 a Martorell, Vilafranca, Ripollet i Granollers (Barcelona).
Es una produccié de la Diputacié de Barcelona i del Museu del Tapis
Contemporani de Sant Cugat. ®
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Vista panordmica de |'exposicio
on s'aprecia el recorregut a

seguir marcat per la petxa d'un
pneumatic, fil conductor de les

diferents modalitats exposades.

Campions del motociclisme

Per TERESA VIDAL PEIG
Doctorand en Disseny i Arquitectura, comissaria de lexposicié
Fotografies: © MUSEU DE L EsSTAMPACIO DE PREMIA DE MAR i TXENI GIL

El Museu de I’Estampaci6 de Premia de Mar, des del 10 de marg fins al
31 de desembre de 2013, acull 'exposicié temporal: CAMPIONS DEL
MOTOCICLISME.

El concepte basic d’aquesta exposicié és mostrar que darrera d’aquest mén
esportiu de risc, els dissenyadors, enginyers téxtils i els seus col-laboradors
que fan possible I'equipament textil técnic per pilots professionals, tenen una
funcié clau ja que mentre aquest ha de seguir les tendéncies i colors que marca
la moda especialitzada d’aquests sectors, alhora, ha de ser totalment funcional,
a nivell de comoditat, elasticitat, llibertat de moviments, proteccio i seguretat
sobretot, mentre que també ha de tenir en compte una funcié comunicativa pel
que fa a patrocinadors, que sobretot es pot aconseguir mitjancant el medi de
I'estampacid, entre d’altres.

Tot, presentant diverses modalitats del motociclisme, diferenciant entre
loff-road ila carretera o circuit, i mitjancant els seus campions més rellevants,
del mén de Trial, de Motocross, d’Enduro, de Rally Raids, fins arribar a la
mediatica Moto GP, des d’un recorregut en el temps segons els pilots catalans,
en la seva gran majoria.

Lexposici6 s’inicia amb la modalitat del trial, que és una disciplina esportiva
motociclista fora d’asfalt, consistent a superar diferents obstacles sense tocar el
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terra amb el cos. Va neixer al Regne Unit a comengaments del segle xx: al 1909
es celebra la primera edici6 dels Sis Dies d’Escocia de Trial, en qué es barrejaven
competicions de velocitat i d’habilitat. El primer trial indoor (en un recinte
tancat) fou el de Barcelona, 'any 1978. Aquesta disciplina és molt popular a
Catalunya i al Regne Unit.

Lequipament d’un pilot de trial esta format basicament pel casc, els guants,
les botes i el conjunt de camiseta amb pantalé tecnic, o bé el mono. Lequip
d’una pega o mono, aconsegueix combinar la proteccié amb lelasticitat i la
lleugeresa, aspectes importantissims per assolir el triomf en aquesta modalitat.

Lelasticitat saconsegueix amb el teixit, sobretot s’usa I’elasta, una fibra
sintética que pot arribar a estirar-se fins a un 600% sense trencar-se i sempre
retorna a la seva forma original. Es tracta d’'un polimer de cadena molt llarga,
compost amb un minim del 85% de poliureta segmentat. Va ser descoberta I'any
1959 pel quimic Joseph Shivers i comercialitzada per la firma DuPont. La marca
més coneguda és Lycra’, avui propietat de 'empresa Invista.

El Kevlar® (poliparafenileé tereftalamida) és una fibra que aporta a aquesta
prenda tecnica la seguretat i la proteccio. El Kevlar®, es caracteritza per l'alta
tenacitat, la resisténcia mecanica i la tolerancia a les altes temperatures. Es una
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Modalitat de trial, a primer terme destaca Jordi Tarrés (equip Gas-Gas, Equipacio, imatges i palmares del campié del mon de trial Toni Bou,
anys 80 -90), primer pilot en introduir en aguesta modalitat el concepte de de I'equip Repsol-Montesa HRC. Vegeu meés.

I'esponsaritzacié relacionada amb I'estampacio de I'equipacié elastica. També hi

podem veure |'equipacié i el palmares d
2004) i els pantalons técnics de Takashi
HRC(2010).

e Marc Colomer (equip Montesa, 1985-
Fujinami, de I'equip Repsol-Montesa
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poliamida amb una estructura molecular molt rigida. Fou sintetitzada per primera
vegada per la quimica Stephanie Kwolek I'any 1965, quan treballava per DuPont.

Aquests teixits tecnics sestampen pel sistema anomenat transfer. Primer
s'imprimeix el disseny sobre un paper amb una impressora digital, i es
transfereix al teixit amb estampaci6 per sublimacid. Sempra una maquina que,
per mitja d’altes temperatures, fa passar la tinta d’estat solid a gasos i després a
la inversa. Les tintes es volatilitzen i queden fixades al teixit.

El mono de trial i els altres components d’indumentaria son els suports idonis
per donar a coneixer el nom i les marques dels patrocinadors. Professionals
especialitzats en marqueting i comunicacio estudien els moviments que fan
els campions per posicionar els logotips i altres dissenys estampats en les parts
més exposades. Es tracta que les marques tinguin la major visibilitat en les
competicions i en els mitjans de comunicacié. La situacidé en punts estrategics és
essencial per maximitzar la notorietat.

Tarrés va ser el primer pilot catala en aconseguir nombrosos patrocinadors,
fent entrar definitivament el trial en I'esport professional.

A part de 'equipacio i el palmares (recorregut professional per temporades
i campionats) de Jordi Tarrés, trobem el de Marc Colomer, Adam Raga, Laia
Sanz, Takashi Fujinami, i el de ’'actual campi6 del mén de trial (indoor i
outdoor), Toni Bou.

Lexposici6 segueix amb la modalitat de 'enduro i el motocross. La primera,
és una disciplina també, off-road, que consisteix a recorrer un llarg itinerari per
tot tipus de terreny en un temps predefinit, amb estrictes controls d’etapa on
cal segellar la targeta de pas just al minut indicat, i on el pilot rep penalitzacié
tant si hi arriba tard com abans d’hora. També pot incloure diverses proves

Equipacio d'enduro de Narcis Casas, formada per casc, Equipacié de Ral-li Raid de Juan Pedrero, formada per
samarreta i pantalé (1972). ulleres, botes, camiseta i pantald. Equip KTM (2012).
Vegeu detalls.
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Motocicleta del campié Narcis
Casas de la modalitat d’"Enduro
(1978). Marca Bultaco, model:
Frontera MK11, 370 c.c. cedida al
Museu per Narcis Casas, des del
Museu de la Moto de Bassella.

complementaries que computen per al resultat global, com ara la crono o tram
cronometrat, la prova d’acceleracio sobre asfalt, entre d’altres. El motocros,
també off-road, consisteix a disputar curses de velocitat en un circuit de terreny
accidentat a camp obert, amb obstacles naturals.

El recorregut expositiu segueix amb el ralli raid (conegut també com Ral-li
Cross Country) és una disciplina esportiva motociclista (també automovilista)
fora d’asfalt, que consisteix en una cursa de llarga distancia per tot tipus de
terreny on s'evidencia la resisténcia dels participants. Acostuma a tenir una
duraci6 de 3 a 15 dies, i es poden arribar a recorrer distancies de fins a 900 km
diaris. Els més coneguts sén el Ralli Dakar, el Ralli dels Faraons, el Ralli dos
Sertoes, el Ralli d’Europa Central, la Baja Aragon, el Raid de I'Himalaia i la
Baja Russia Northern Forest.

Lequipament d’un pilot d’aquestes tres modalitats és molt similar. Esta
formada basicament pel casc, les botes, els guants, més el conjunt de camiseta
i pantalo técnic. A banda, els pilots es vesteixen a I'interior amb proteccions
especials, com genolleres, colzeres, lumbars i jaquetes de seguretat amb
protectors al pit i a I'esquena.

Els primers pantalons eren de pell, amb els que es garantia la seguretat del
pilots. Els nous avengos teécnics textils han permes substituir la rigidesa de la
pell amb la combinacié de teixits d’alta resisténcia. Aixi, els teixits Cordura
500D es poden cosir amb parts de teixit de refor¢ com Kevlar i pell, amb que
es guanya gran resisténcia. També es pot donar una forma predeterminada
al pantal6 per garantir una major comoditat, i complementar-ho amb teixits
elastics i zones de proteccié maxima.

Al Museu trobem exemples d’equipacions de pell com la del pilot Narcis
Casas, i es mostra I’evolucié amb la de Francesc Rubio, fins arribar a les actuals,
de cordura, com la d’Ivan Cervantes, en el cas d’enduro.

Un altre factor important a aconseguir en aquest tipus de prendes és la
resistencia. S'aconsegueix amb el teixit CORDURA?, patentat per DuPont I'any
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Les Impala 24 h. van tenir un paper
destacat a Montjuic a la década
dels 60%, es consideren el mitic
precedent de la modalitat de les
motos de velocitat. En la foto,
motocicleta de la marca Montesa
(1962), model Impala 4M, de 175
c.c. cedida al Museu per Xavi
Arenas, des del Motoclub Impala.

* MARISTANY, Manolo, Operacion
Impala, editorial Libreria Universitaria,
Barcelona, 2011.

1929. Es una poliamida teixida amb gran densitat de fils de nilé i és resistent als
esquincaments, la perforaci6 i I'abrasio.

A diferencia de la modalitat del Trial, la proteccié a I’Enduro i al Motocros
es fa amb peces desmuntables de plastic. Els materials son gomes i plastics
EVA (etile vinil acetat) i gomes TPR (thermoplastic rubber) situats en zones
estratégiques per tal de palliar cops de pedres o caigudes. En I’estudi del
desenvolupament i del posicionament de la peca de goma intervenen la
innovaci6 i la tecnologia. Els protectors sadhereixen al teixits técnics de base
per mitja de tecniques de fusid térmica.

Pel que fa a 'estampacio, els dissenys o logos s’imprimeixen sobre paper
i es transfereixen al teixit per sublimacio, al igual que en el cas explicat
anteriorment. Es poden estampar tots els teixits base que poden conformar
l'equipament d’enduro, de motocros i de raid, fins i tot, sestampen les botes i els
TPR amb les técniques de termopressio, alta freqliéncia i serigrafia.

Aixi, es mostren les equipacions i els palmares de: Narcis Casas, Francesc
Rubio, Ivan Cervantes, Javi Garcia Vico, Rafa Garcia, i de la jove promesa, Josep
Garcia, per les modalitats d’Enduro i Motocross. Raids és representat per Marc
Coma, Jordi Viladoms, Gerard Farrés, Joan Pedrero i, per la reina del desert,
Laia Sanz.

Lexposici6 finalitza amb la modalitat del motociclisme de velocitat. Aquesta
consisteix a disputar curses de circuit de curta durada en queé els pilots han de
completar un nombre determinat de voltes en el minim temps possible. Hi ha
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diverses categories, com la Moto 2, Moto 3 i la Moto GP. Altres modalitats sén
les competicions de Superbike, Superstock, Supersport. El campionat de Moto
GP esta organitzat per la FIM (Fédération Internationale de Motocyclisme) i
I'empresa espanyola Dorna Sports. A Catalunya, tenim el Circuit de Montmeld
on es disputa el Gran Premi Aperol de Catalunya.

La indumentaria d’alta competici6 constitueix la primera linia de la defensa
dels pilots. A part de la proteccid, les caracteristiques més valorades d’un
equipament per al pilotatge a la Moto GP son: aerodinamisme, transpirabilitat,
comoditat, durabilitat, flexibilitat, lleugeresa i resisténcia a I'aigua. Lequipament
es composa d’un mono de pell (de bovi o de cangur), guants, casc, botes i
complements de proteccid.

Lergonomia s'aconsegueix amb la pell de bovi, base dels monos dels
pilots. Aquest tipus de pell ofereix un bon nivell de transpiracié i garanteix
una gran resisténcia a I’abrasi6 i una baixa absorci6 d’aigua en cas de pluja.
Normalment la trobem amb espessors de 1,2 +/- 0,lmm. Gracies a tractaments
especials d’adobatge a base de resines i d'aplicacié de greix d’origen natural,
s’aconsegueix suavitat en el tacte, tot garantint la solidesa dels colors. Aquests
vestits complerts disposen d’acabats per a la termoregulacio.

Lergonomia i comoditat es poden assolir inserint teixits elastics en zones
estratégiques. A més, es pot fixar filaments de protecci6 en diferents zones
del cos, sobretot als laterals, a la clavicula, al torax i als ronyons. També es
troben insercions compostes especials a base d’estructures multicapes de fibra
de carboni i fibra de Kevlar® que garanteixen la maxima proteccié contra els
cops. En alguns casos, trobem sistemes d’AirBag integrats al mono del pilot per
vetllar per la seva seguretat i proteccio.

Altres consideracions que afecten al disseny funcional de I'equipaci6
d’aquesta modalitat, és la de situar un dispositiu per beure a la part posterior
del mono, vinculat al casc, perque el pilots puguin hidratar-se durant la cursa.
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També, un sistema de recollida de dades mitjangant sensors, que informen
constantment del seu estat fisic. Sovint s’introdueixen materials refractants,
situats als colzes i al dors, que maximitzen la visibilitat del pilot.

Els dissenys i colors combinen el colorit que identifica als equips i a les
marques patrocinadores.

Son fabricants d’aquestes peces: Berik, BKS, Alpinestars, Dainese, Puma,
Revit, Spidi y Spyke, i a la mostra podem veure la indumentaria d’Emilio
Alzamora i la deToni Elias.

En cada espai hi trobem motocicletes representatives que marquen l’evolucié
cronologica de les diferents modalitats, i evidencien les necessitats de conducci6
i d’indumentaria explicades.

Un agraiment final per a tots els pilots que fan possible any rere any que
aquests campionats plens d’emocions siguin realitat, un recordatori especial
per a aquells que n’hagin patit situacions dificils per 'extrema perillositat que
comporten i, un gran agraiment als pilots representats en nom de tota la resta,
organitzadors i col-laboradors que molt amablement han participat en aquesta
€Xposicio.
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Edificio Disseny Hub Barcelona.
Foto: Lourdes Jansana.

Introduccion al nuevo Museu
del Disseny de Barcelona

Per PILAR VELEZ
Directora del Museu del Disseny de Barcelona

El préximo afo Barcelona inaugurara el nuevo Museu del Disseny, cuya sede es
el edificio construido con tal finalidad en la Placa de les Glories, un nuevo cen-
tro de la ciudad que retine el Teatre Nacional, el Auditori, el Museu de la Musica
y el barrio denominado 22@, dedicado a la innovacién tecnolégica. Un proyecto
de largo recorrido con una compleja historia, iniciado hace dos décadas.

El proceso de reflexion conceptual fue iniciado por el arquitecto Oriol Bohigas,
entonces regidor de Cultura del Ayuntamiento de Barcelona (1991-94). Buen
conocedor del patrimonio artistico de la ciudad y ante la situacién mediocre de
los museos que albergaban las colecciones de las artes decorativas y/o aplicadas
—Arts Decoratives, Ceramica, Textil i d’Indumentaria y Arts Grafiques—, propuso
un andlisis sobre su situacion y su significacion a fines del siglo xx.

La historia de dichos museos se remonta a 1932. El gran musedlogo e in-
telectual catalan, Joaquim Folch i Torres (1886-1963), fue el responsable de
sistematizar las colecciones de arte decorativo reunidas en el Museu de les Arts
Decoratives, con sede en el palacio real de Pedralbes, que una vez proclamada la

Republica en 1931 pasé a manos del Ayuntamiento. El estatuto de autonomia de
1932 comporto la reorganizacion de los museos de Barcelona y el 18 de diciem-
bre de 1932 se inauguraba el Museu de les Arts Decoratives en dicho palacio.
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1 Originalmente la Seccién
del Grabado popular del
Museo Etnolégico (1942);
posteriormente, Museu del
Llibre i de les Arts Grafiques
(1974), Museu de les Arts
Grafiques (1988) y desde 2008
Gabinet de les Arts Grafiques.

Tras la guerra, en 1949 el museo fue reinaugurado en el Palau de la Virreina,
y tuvo alli su sede hasta 1986 cuando el edificio acogié la Regiduria de Cultura
del Ayuntamiento. En 1994 se reubic6 en Pedralbes donde estuvo abierto al
publico hasta diciembre de 2012, que se cerr6 para preparar su traslado a la
Plaga de les Glories. Pero lo mas importante de su historia no han sido sus
sucesivos traslados, sino lo sucedido a raiz del incremento de sus fondos.

Con los afios algunas colecciones crecieron especialmente gracias sobre
todo a importantes donaciones, como fue el caso de la donacién Rocamora
de indumentaria (1935), o la coleccién de ceramica de Alcora de Francisca
Roviralta (1965), por citar sélo algunas muy representativas. Ello provocé
su segregacion y se convirtieron en museos monograficos: Museu Textil
(1961), Museu de Ceramica (1966), Museu de les Puntes (1968) y Museu dels
Carruatges (1970), y el Museu del Llibre i de les Arts Grafiques (1974), aunque
el origen de este tltimo sea otro'. Pero a partir de los afios noventa, el Palau
de Pedralbes volvio a ser la sede, por una parte del Museu de Ceramica (1990)
y por otra, del Museu de les Arts Decoratives (1995), origen y embrién de
toda la historia, y mas tarde del Museu Textil i d’Indumentaria (2008), y el ya
denominado Gabinet de les Arts Grafiques (2008).

Cuando el lector esté leyendo estas lineas, ya estara en curso el traslado de
sus fondos, aunque la prevision de tiempo necesario es de un afio y medio.
Aprovechando la ocasion del traslado, el museo ha organizado una gran
operacion de acondicionamiento de las colecciones para que lleguen a su nuevo
destino —unas salas de reserva compactadas de tltima generacion, disefiadas
ex profeso para ello- en las mejores condiciones. Dichas nuevas reservas

Silla BKF, 1938-1939, Grupo Austral. MADB 135.390. Foto: Rafael Vargas. Vestido. Espafa, 1966, Cristobal Balenciaga. MTIB 109.881.
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Plafon La chocolatada, Barcelona,

1710. MC 52770.

2 Sus comisarios fueron
Marta Montmany, Josep
Maia i Pilar Vélez.

Cartel Tintas Iberia, 1950.
Luis Falgas. GAGB/ 75/10.

cuentan con un espacio de 2.000m?, el cual ha sido minuciosamente estudiado
y distribuido por el Departamento de Colecciones, para poder convertir en
realidad un complejo proyecto albergando mas de 70.000, de los mas diversos
formatos —desde un carruaje a unos pendientes—, de todo tipo de materiales
-madera policromada, seda o resinas sintéticas—, y por tanto, con distintos
requisitos de conservacion.

Nunca a lo largo de esos 80 afos de vida se habia contado con tales
condiciones de preservacion del patrimonio, un gran patrimonio publico,
que ademas es producto en su mayor parte de donaciones de ciudadanos,
coleccionistas, artistas, disefiadores y creadores, que con su generosidad han
contribuido y siguen contribuyendo a su crecimiento y a la preservacion de la
memoria histérica.

Volviendo a la propuesta inicial de O. Bohigas, hay que recordar que en
1994 dio como fruto la exposicion Arts Decoratives a Barcelona. Col-leccions
per a un museu?. Por primera vez se hablaba de la cultura del objeto y de la
importancia civilizadora de la cultura material, actualizando las directrices de
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Sala 0. Edificio Disseny Hub
Barcelona. Foto: Lourdes Jansana.

su fundador, Folch i Torres, y tuvo lugar una labor de ordenacién conceptual
de dichos fondos para saber con exactitud cual era dicho patrimonio (entonces
bastante olvidado e incluso infravalorado), para mostrar a la ciudad su valor,

y en segundo lugar, se esboz6 un discurso cronolégico que integraba todas las
colecciones, sus técnicas, materiales, autores, su rol social, etc. El objetivo fue
cumplido.

Mas adelante, se inici6 un doble proceso: por un lado, la elaboracion del
proyecto museoldgico concebido como la suma de los museos, al frente del
cual estuvo Jordi Pardo, que trabajé intensamente con el equipo técnico de los
museos y algunos colaboradores, con Marta Montmany al frente, y por otro, la
construccion de su sede, obra del estudio MBM Arquitectes.

La notable capacidad creativa de Barcelona a lo largo de los siglos y su
expansion industrial a partir del s. x1x, con el consiguiente desarrollo en el
s. xx del diseno industrial, permitia sumar los fondos y dar a luz una primera
propuesta museoldgica, basada en la lectura transversal y pluridisciplinar de
las colecciones bajo la denominaciéon de Museu del Disseny de Barcelona, un
hecho que en aquel momento generé gran discusion. Desde 2006, siendo nuevo
comisario conceptual Ramon Prat, el discurso se transformé de tal modo que el
valor del patrimonio llegd a parecer infravalorado a los ojos de los especialistas
que conocian e incluso habian colaborado en la etapa anterior. En 2008 se dio al
nuevo proyecto el nombre de Disseny Hub Barcelona (DHUB), y nos referiamos
a los museos del DHUB. La vertiente de experimentacion e innovacién adquirié
una gran notoriedad en su programa.

Llegamos a la actualidad. Nuestras colecciones son tan amplias y ricas en
significados que permiten establecer un discurso de las artes decorativas hasta
el s. xx, en que tienen lugar dos hechos decisivos: Por una parte, el desarrollo
del disefio industrial, que sustituye a una parte de los objetos utilitarios
anteriormente producto de las artes decorativas. Y por otra, la progresiva
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3 Iniciada en 1992 por Juli
Capella i Quim Larrea.

Exposiciéon Laboratori
de Fabricacié. Museu del Disseny
de Barcelona. Foto: Oriol Rigat.

desaparicion de la tradicion artesanal, la desaparicion de las fronteras entre las
artes y el desarrollo de las artes aplicadas contemporaneas que da lugar a un
nuevo objeto artistico a través de la ceramica, joyeria, esmalte, vidrio... de arte
o de autor...

El's. xx nos permite, pues, una doble aproximacién al mundo del objeto: El
producto de un proceso de disefio y de un proceso de fabricacion, generalmente
industrial, es decir lo que conocemos como Disefio y que en nuestro caso
corresponde a la Coleccién de Disefio industrial, mas de 2.000 objetos muy
representativos de los siglos xx y xx1°. Y en segundo lugar, el objeto artistico,
producto de la creatividad de un autor que es libre de expresarse mediante
cualquier arte o técnica —pintura, escultura, ceramica, vidrio, grabado...—, o
con todas ellas.

Por ello el nuevo discurso se define “De las artes decorativas al disefio
industrial y las artes aplicadas contemporaneas”, permitiéndonos una segunda
lectura desde la historia del gusto, atendiendo a la formacioén y tipologias de sus
colecciones. El disefio actiia como bisagra entre las colecciones histdricas y las
lineas actuales de investigacion y experimentacion.

El denominado, definitivamente, Museu del Disseny de Barcelona integra
las colecciones de los cuatro museos y basa su discurso museoldgico, y en
consecuencia museografico, en una lectura transversal que permite narraciones
distintas a la vez: relatos pluridisciplinares junto a relatos especificos, galerias de
estudio, y asimismo talleres, laboratorios y nuevas formulas..., sin necesidad de
reproducir la cuddruple divisién -valida sin embargo administrativamente-, y
contando con la participacion de los diversos sectores implicados en la cultura
del objeto, yendo mas alla de la mera conservacion del patrimonio, por otra
parte, fundamento principal y una labor clave para el desarrollo de todo el
programa.

-
]
]
]
&
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Nit dels Museus. Auditori. Edificio

Disseny Hub Barcelona. Maig 2013.

Foto: Xavier Padrés.

El museo apuesta a la par por la investigacion y difusiéon del conocimiento
del pasado y por la innovaciéon mediante todo tipo de exposiciones permanentes
de mediana duracién de sus fondos, muestras temporales, actividades diversas,
presenciales o en linea, publicaciones editoriales o via Internet, etc. Y como dice
el refran catalan: Roda el mon i torna al Born, puesto que hemos recuperado el
sentido inicial de 1932 de las artes del objeto, aunque, necesariamente adaptado
a la realidad de 2013.

El nombre de Museu del Disseny puede que no exprese perfectamente su
contenido —de las artes decorativas tradicionales a la produccién digital-, pero
su nexo, el disefio del s. XX, es un ambito cultural y socioeconémico en que
Barcelona siempre ha tenido mucho que decir. Patrimonio, investigacion e
innovacion constituyen la triple base del nuevo proyecto.

INTRODUCCION AL NUEVO MUSEU DEL DISSENY DE BARCELONA
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Imagen 1. Dos orejeras,

c. 1725-1740. La de la derecha
(probablemente de Bruselas) es
de gran calidad: la de la izquierda
es de buena calidad pero el disefio
es menos sofisticado y el hilo

es mas pobre, probablemente
de Honiton. Los disefos densos
son caracteristicos de la moda
de encaje de los anos 1720-30.
Ver detalle.

La industria del encaje de Honiton

Por HEATHER TOOMER
Fotografias: © HEATHER TOOMER

Honiton es una pequeiia ciudad comercial en el condado de Devon en el
suroeste de Inglaterra, que ha dado su nombre a un tipo de encaje de bolillos
realizado preferentemente en aquella zona. La primera referencia a los encajes
de Honiton proviene de una lapida del cementerio de la ciudad en donde
aparece el nombre de John Rodge, un “vendedor de bonelace” (“bone lace”,
literalmente “encaje de hueso”, era un nombre comun para el encaje de bolillos,
ya que las bobinas se hacian a menudo de huesos de animales) fallecido en 1617.
Ciertamente, Rodge habria alcanzado un gran éxito como comerciante pues
leg6 cien libras en beneficio de los pobres, aunque no hay ninguna indicacion de
la procedencia de sus articulos. Muy probablemente eran de produccién local,
ya que en un debate parlamentario, en 1626, se declaré que 20.000 personas
se ganaban la vida haciendo encajes en Inglaterra; muchas de ellas vivirian
en Devon, puesto que los archivos dan fe de que la produccién de encajes de
bolillos estaba en auge en dicho contado por el afio 1630. Un poco mas tarde,
Thomas Fuller, que llevaba a cabo ciertas investigaciones, en la década de
1640, para la realizaciéon de un libro titulado “Los Dignos de Inglaterra”, dijo
del “bone lace” que “gran parte (de estos encajes) se hacen en los alrededores
de Honyton y se envian semanalmente a Londres”. Con toda probabilidad,

Imagen 2. Parte posterior de un velo de encaje: probablemente de Honiton, mediados del
siglo xvill. La masificacion de motivos florales y la falta de una estructura de disefo claro son
tipicas de los encajes de Honiton. Los motivos estén unidos por un fondo drochel a bolillos.
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Imagen 3. Vuelta de gorro de
encaje, volante y un par de
orejeras dispuestos mas o menos
como un gorro formal, con un
borde adicional: ¢c. 1755-1775,
probablemente de Honiton. La
calidad del disefo, la ejecucion

y el hilo son mejores que en los
encajes de las Imagenes 1y 2,
pero probablemente las piezas
son inglesas y no de Bruselas. Los
motivos estéan unidos por un fondo
de punto de Paris. Ver detalle.

es por comentarios de este tipo que los encajes hechos en todas las ciudades y
pueblos del este de Devon llegaron a ser conocidos como “Honiton”, pueblo
donde repostaban los coches de camino a Londres. Mas tarde, un compaiiero
de Cosimo de’ Medici, de gira por Inglaterra, en 1669, dijo de Devonshire: “No
existe ninguna casita de campo en todo el condado, ni en Somerset, donde
el encaje blanco no se haga en grandes cantidades, de modo que no sélo se
suministra al reino entero sino que también se exporta en gran abundancia”.

Es evidente que los encajes de Devon eran de buena calidad aunque no
tenemos ninguna muestra de la produccion del siglo xvi1. Probablemente
eran parecidos a los encajes de bolillos flamencos de la época, con algunas
diferencias de estilo, a tenor de los retratos ingleses. Los retratos de los afios
1630 y 1640 muestran muchos cuellos con caida y bordes festoneados de encajes
de bolillos con disefios florales algo mas naifs y menos fluidos que los encajes
flamencos contemporaneos. Celia Fiennes, otra viajera que escribia sobre el
Devon de 1695, comento6 que “aqui es donde hacen el encaje fino de bolillos,
a imitacion del de Amberes y Flandes, y de hecho creo que es igual de fino,
aunque no se lavard tan fino, que debe de ser un fallo del hilo”. Esta observacién
estd bien justificada ya que la mayor parte del hilo utilizado en la industria
del encaje de Devon provenia del lino cultivado localmente y nunca consiguié
alcanzar la excelente calidad del producto de los Paises Bajos.

LA INDUSTRIA DEL ENCAJE DE HONITON
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Imagen 4. Detalle de tres bordes de
Honiton: parte superior c. 1730-1750;
media e inferior c. 1750-1775.

Estos tres son més propios de

los encajes de Inglaterra que de

los ejemplos de mayor calidad
expuestos en las Imagenes 1-3.

Los disefios no estan controlados

y muchos motivos se reducen

a simples formas de babosas y
volutas. Los motivos estan unidos
por un fondo drochel pero el

fondo esté trabajado en diferentes
direcciones alrededor de los
motivos. Encajes similares de peor
calidad también se hicieron con

hilo grueso en los Paises Bajos.

Ver detalle.

Aparte de la falta de procedencia, la identificacion de los verdaderos encajes
devonianos del siglo xv111 se ha complicado por el uso del término “point
d’Angleterre”, desde el siglo xvi1. A principios del siglo xv111 se utilizaba este
término para referirse a los encajes de Bruselas de alta calidad. La posibilidad
de que los encajes de Bruselas se hicieran a imitacion de un tipo de encaje
inglés es, debo admitir, bien remota: casi con certeza puede decirse que el
término fue acunado porque gran parte del encaje de Bruselas se hizo para el
mercado inglés, y también es posible que se vendiera como “encaje inglés” en un
momento en que las importaciones procedentes de Flandes se prohibieron en
un intento de apoyar la industria nacional: probablemente se escogid el término
francés por la posicién que ocupaba Francia como lider de la moda.

Cualquiera que sea el origen del nombre, su uso en la documentacién
dificulta y entorpece la distincion entre los encajes de Honiton y los de Bruselas
en los ejemplos que han sobrevivido. Sin embargo, en términos generales se
acepta que, a principios del siglo xv111, cuando ya se distinguia entre los encajes
de bolillos “de Bruselas” y los de otra procedencia dentro de los Paises Bajos,
en Devon ya se hacian encajes muy parecidos. Desgraciadamente, se acepta
asimismo que el encaje de Honiton era de peor calidad que el de Bruselas. Es
cierto que muchos de los encajes tipo “Bruselas” del siglo xv111, que sobreviven
en colecciones britdnicas, son de una calidad regular y probablemente de
produccion local: lo que no podemos saber es cuantos de los encajes de mayor
calidad que atribuimos a Bruselas se hicieron en Inglaterra con hilo importado
de Flandes.

Hay, sin embargo, otras razones que explican el predominio de los encajes de
peor calidad en nuestras colecciones: como ya se ha mencionado, el hilo local
no era de gran calidad, y los comerciantes locales fabricaban sus productos
para un mercado menos pendiente de la moda que el de Bruselas cuyo principal
mercado era la aristocracia francesa. Esto, y el hecho de que los nuevos disefios
fueran pirateados frecuentemente, disuadio a los fabricantes a pedir buenos
patrones a los diseniadores experimentados. Asimismo, por lo que conocemos
sobre las condiciones de finales de siglo xv1i1 e inicios del x1x, podemos deducir

Imagen 5. Una coleccién de motivos de Honiton

del siglo xix de diferentes calidades antes de ser
ensamblados para formar una pieza. Las dos bandas se
unirian con otras para formar un borde.
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Imagen 6. Un velo pequefio

de Honiton de buena calidad

de mediados del siglo XiX;
diseno tipico con muchas flores.
Ver detalle.

que la organizacion en torno a los trabajadores también era problematica. Los
fabricantes no solo no controlaban una plantilla concreta si no que, ademas, los
trabajadores repartidos entre muchas de las ciudades, de los pueblos de Devon
y de los condados vecinos podian trabajar para varios fabricantes, cobrando a
destajo. Los fabricantes distribuian los picados para los encargos y esperaban
recibir el trabajo realizado sobre esos picados, pero no podian controlar de
cerca el proceso: los mismos motivos, trabajados por distintas encajeras, podian
variar mucho con respecto a la calidad, los rellenos utilizados, los relieves y
hasta sus interpretaciones. Cuando los fabricantes recogian los trabajos y los
ensamblaban para crear un articulo completo, el resultado podia ser muy
diverso, efecto que se agravaba por la falta de regularidad al unirlos. Ademas,
los mismos picados muchas veces se utilizaban durante varios afios, ya fuera
porque el fabricante no se molestaba en ponerse al dia con las tendencias del
disefio de moda, ya fuera porque las encajeras pasaban los picados a otras
trabajadoras. Con la continua reutilizacion, los agujeros se ampliaban y el
patron se deformaba, lo que hacia mas facil su malinterpretacion.

Aungque el encaje de Honiton, en general, no era tan elegante como el encaje
hecho en el resto de Europa, sus disefios, sin embargo, cambiaban mds o menos
en consonancia con la moda, tal como puede verse en estos dibujos. Durante
gran parte del siglo xvi11, gozaron de gran aceptaciéon en Gran Bretafia y en
sus colonias, pero, hacia finales de siglo, los disefios se hicieron mas sencillos y
las técnicas de Honiton ya no fueron las mds adecuadas. El mercado se estaba
reduciendo cuando, en 1776, Gran Bretafia sufrié un golpe econémico terrible,

Imagen 7. Detalle de un pufio de Honiton
del siglo Xxix de alta calidad con un fondo de
bridas. Incluye la rosa, el trébol y el cardo,
simbolos de Inglaterra, Irlanda y Escocia
respectivamente, una combinacién comun
de la época. La rosa se destaca por tener
pétalos definidos por hilos més gruesos
trabajado en el encaje de la manera de
Bruselas: el trabajo en relieve se trabajé en
puntada de tela.

LA INDUSTRIA DEL ENCAJE DE HONITON
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Imagen 8. Dos extremos de un
lazo o un par de orejeras unidas
hechas sobre un fondo de reticula
con motivos aplicados de Honiton:
finales del siglo xix. El trabajo es
fino, pero, aun tratdndose de un
encaje de Honiton, es raro que los
disefios en los dos extremos de la
pieza sean totalmente diferentes.

Imagen 9. Detalle de un cuello
hecho a maquina con motivos
aplicados de Honiton. Ver detalle.

la independencia de Estados Unidos; los estadounidenses
ya no estaban obligados a comprar mercancias britanicas
ni a pagar recargos muy fuertes sobre las mercancias
procedentes de otros lugares. Hacia 1800, en Devon tan
solo quedaban unos cientos de encajeras cuando una
década antes habia habido miles de ellas.

En cuanto a la formacién de las trabajadoras, algunos
datos de los siglos xv11 y xvIiiI demuestran que se ensefiaba
a hacer encaje a las nifas de las casas de caridad para que
tuvieran un medio de supervivencia cuando fueran adultas
o que algunas nifnas hacian de aprendices de encajeras
durante varios afios. Los registros referentes a la formacion
y a la organizacién del comercio del siglo x1x son mas
completos. Sabemos, por ejemplo, que desde el siglo x1x
a algunas alumnas se les ensefiaban los rudimentos de la
lectura, escritura y aritmética en las escuelas de encaje,
junto con largas horas de aprendizaje del oficio. En las
escuelas, en las etapas de aprendizaje, los padres pagaban
a la maestra, pero, una vez que las alumnas habian
alcanzado un nivel de competencia que permitia que sus
trabajos fueran vendibles, ellas o sus padres podian recibir
alguna compensacion por su trabajo.

Por esta época, el comercio estaba principalmente en manos de pequefios
negociantes que, a menudo, imponian el “sistema de trueque”, es decir, en
lugar de pagar a sus trabajadoras en moneda las pagaban en fichas que tenifan
que gastar en la tienda del patrén, donde los productos muchas veces se
vendian a precios mas elevados que en las otras tiendas. Algunos comerciantes
pagaban sélo 10 peniques en fichas, por un trabajo que valia 12, u obligaban
a sus trabajadoras a comprar el hilo para hacer el encaje: no es de extraiar
que las trabajadoras sintieran poca lealtad hacia sus patrones y que la calidad
del trabajo soliera ser baja. Afortunadamente habia algunos patrones que se
molestaban en obtener mejores disefios y en asegurarse de que estuviesen bien
trabajados.

A principios del siglo x1x, los disefios tenian los motivos tan separados que
era mas rapido hacer por un lado el caracteristico fondo drochel de Bruselas

LA INDUSTRIA DEL ENCAJE DE HONITON
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Imagen 10. Pufio hecho a méaquina
con motivos aplicados de encaje

de bolillos de Bruselas: segunda
mitad del siglo xIx. El disefio es
simple pero méas disperso y mejor
organizado que en la mayoria de los
encajes de Honiton. Ver detalle.

y trabajar aparte el encaje de Honiton, aplicando luego estos motivos sobre el
fondo, en lugar de trabajar el fondo alrededor de los motivos. Posteriormente
cuando se dispuso de un fondo de tul regular hecho a maquina, fue mas légico
aplicar los motivos a este tipo de fondo mas barato, por lo que la fabricacion del
fondo drochel desapareci6 rapidamente en Inglaterra y la industria de Honiton
siguid languideciendo hasta el retorno de los encajes con patrones completos a
mediados del siglo x1x.

En la década de 1830, la Reina Adelaida se vestia con encaje de Honiton
para impulsar su industria y la Reina Victoria hizo lo mismo encargandoles
su vestido de boda, pero la sefiorita Bidney, del pueblo de Beer en la costa de
Devon, tuvo dificultades para encontrar encajeras con experiencia suficiente
que le hicieran los volantes y su velo de novia. Muchas de las habilidades
conocidas en el siglo xv111 se habian perdido debido a la sencillez del encaje en
los anos intermedios, y fue preciso formar a las encajeras para que el encargo se
pudiera terminar.

En la década de 1850 volvid por fin el interés por el encaje de Honiton
y también por los encajes de guipur, es decir, los encajes con un fondo de
barras en lugar de un fondo de reticula. Esta antigua técnica, escasamente
utilizada desde principios del siglo xv111, resucito, pero, sorprendentemente,
se introdujo también un nuevo fondo hecho con aguja. En las décadas de
1850 y 1860, parecia que Devon podria vender tanto encaje que su poblacién
pudiese fabricar: habia pocos incentivos para que la mayoria de las trabajadoras
o comerciantes elevasen los niveles de calidad pero, por fortuna, todavia
quedaban algunos fabricantes como la sefiora Treadwin de Exeter o los Tucker
de Branscombe que hicieron piezas merecedoras de ganar alguna medalla en las
nuevas exposiciones internacionales de la época, como la Gran Exposicion de
Londres en el Crystal Palace en 1851.

Al bajar los niveles de calidad, el disefio se redujo a la disposicion de flores y
hojas, a lo largo de los bordes de las piezas, y rellenar los centros con motivos,
sin pensar en la estética del resultado. Los mismos motivos se simplificaron: el
trabajo de relieve tridimensional fue reemplazado, en algunas ocasiones, por
conjuntos de hilos débilmente ligados a la superficie o, en otras ocasiones, se

LA INDUSTRIA DEL ENCAJE DE HONITON
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Imagen 11. Pareja de punos (el
inferior estd al revés): Bélgica,
finales del siglo XIX, principios del
siglo xx, con un fondo de bridas.
Estan realizados con la misma

técnica que los encajes de Honiton.

No son de la mejor calidad de
Bruselas y se han trabajado con un
hilo grueso. Ver detalle.

omitié por completo. Muchas formas pequefias de hojas y volutas, conocidos
localmente como “babosas y caracoles’, realizadas a menudo por las nifias que
aprendian el oficio, llenaron los espacios entre los motivos mas grandes. Sin
embargo, al mismo tiempo, se hicieron algunos encajes muy bonitos, con flores
cuidadosamente dibujadas, y con la introduccién de un nuevo trabajo de relieve
en forma de alas de mariposa o pétalos unidos a la superficie, a lo largo de un
solo borde. Un detalle interesante es que el nuevo guipur de Honiton fue tan
apreciado que fue copiado en Mirecourt, Francia, mientras que la combinacién
con encajes “duquesa” de Bélgica dio lugar a muchas versiones hibridas.

Entre 1870 y 1880 se produjo una nueva recesion. Las décadas anteriores se
habian caracterizado por el auge de la fabricacién mecanizada del encaje y por
una fuerte caida de los precios. A diferencia de sus competidores de Bruselas,
Devon ya no podia seguir con la producciéon de encajes de alta calidad. Las
encajeras de Devon se vieron nuevamente obligadas a buscar otras formas
de empleo. Asimismo, con los cambios legislativos en materia de empleo
y enseflanza, las escuelas de encajes tuvieron que cerrar y entré muy poca
gente a trabajar en la industria. Cuando a finales de 1880 se produjo el ultimo
resurgimiento del encaje, muy pocas encajeras retomaron su antiguo empleo
y, aunque los trabajos fueron de mejor calidad, la industria desaparecié en los
primeros afos del siglo xx. e
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Lace of France

Les Dentelles de France

Novetats editorials i noticies

LES DENTELLES DE FRANCE
Claudette et Michel Bouvot, OIDF 2012

Caen

El juliol de 2012 es va celebrar a Caen (Franga) el 30¢ Congrés de 'OIDFA,

una organitzacié internacional dedicada a la promocié de la punta artesana.
L'OIDFA organitza cada dos anys un congrés internacional on es presenten
treballs de caracter historic, es realitzen concursos, tallers d’aprenentatge de
técniques... el proper congrés s'organitzara a Australia I'any 2014. Lassociaci6
Dentelles et Blondes — Caen et Courseulles/mer, va ser la principal organitzadora
del Congrés i responsable de I'edicié del llibre Les dentelles de France.

Les dentelles de France és un extens treball de recopilaci6 de totes les varietats
técniques de punta artesana que es realitzen a Franga i els centres de punta
mecanica més importants. Aquest pais és, sens dubte, un dels més importants
d’Europa, juntament amb Belgica en la realitzaci6 de punta. A Fran¢a sThan
desenvolupat diverses tecniques tant de boixet com d’agulla, ha tingut una
gran influencia a tota Europa i I'evolucio artistica i estilistica dels seus models
és essencial per entendre I'evolucié de la indumentaria. El llibre es divideix en
arees geografiques i dins cada area situa les diferents técniques: valenciennes,
lille, Bayeux, alengon, argentan... que tot i procedir de diferents regions
franceses han arribat a assolir una categoria que les defineix com a técniques
propies que va arribar a ser copiades a molts paisos. El llibre també fa referencia
als grans centres de punta mecanica, com és el cas de Calais on es troba la Cité
Internationale de la Dentelle et de la Mode. En cada ambit geografic també
s'informa dels museus, associacions i centres d’ensenyament que treballen per
a la recuperaci6 de la punta artesana. La darrera part del llibre esta dedicada
a artistes, puntaires i dissenyadors que desenvolupen projectes de punta
contemporania.

Elllibre és un excellent treball de recopilacié basat sobretot en la imatge i on
potser manca informaci6é més extensa de les caracteristiques i la historia de la
punta francesa. Pero tot i aix0, cal felicitar la tasca realitzada des de I'associaci6
Dentelles et Blondes — Caen et Courseulles/mer que treballa de forma constant
per a mantenir i promoure el valor patrimonial de la punta francesa. m




http://www.oidfa.com

http://blondecaen.chez-alice.fr/presenta.htm

http://www.cite-dentelle.fr
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bodyteca

historica

Novedades editoriales y noticias

BODYTECA HISTORICA
Una investigacion morfolégica al servicio de las colecciones
de indumentaria

Carmen Lucini
Monografies conservacio preventiva de teixits, 4

Centre de Documentacio i Museo Textil, 2013
ISBN: 84-937764-2-8
(catalan, castellano e inglés)

Conservar y, sobre todo, exponer indumentaria histdrica no es nada sencillo.
Las piezas deben descansar correctamente en sus soportes, sin tensiones ni
malformaciones, y al mismo tiempo deben dar lugar a una determinada lectura
histdrica y estética, acordada con los objetivos de la exposicion en la que se
integran. Y partimos, normalmente, de objetos que son extremadamente
fragiles y que conviene no someter a demasiadas manipulaciones.

Esta problematica es la que ha movido a la autora a investigar la evolucién
de la silueta a lo largo de la historia y convertirse en su mayor especialista,
experimentada en multitud de exposiciones y museografias. Porque un traje
no es soélo una silueta, sino algo que se mueve con el cuerpo y le da un aire que
debemos intentar mantener en la nueva escenografia que supone su ubicacion
en una exposicion.

Deliciosamente ilustrada con dibujos de Giovana Avanzi y de la propia
autora, la monografia discurre por varios capitulos, en el primero de los cuales
Lucini reivindica la figura de Mr. Lavigne, un tedrico del s. x1x que con la
idea de desarrollar técnicas de corte y confeccion orientadas a una produccién
seriada trabajé a fondo el desarrollo de unas matrices tridimensionales a partir
de las cuales podia producir maniquis de cartén de manera semi-industrial.

A continuacién viene el texto Innovar, mostrar y valorar, centrado en las
exposiciones temporales como puesta en escena donde el maniqui puede ejercer
distintos roles, bien sea para desaparecer bajo el propio vestido o para devenir
una escultura con una determinada intencién etnoldgica o antropolégica. Cada
proyecto exige una solucién distinta, partiendo siempre de un conocimiento
exhaustivo de la historia de la indumentaria y de la evolucién de la anatomia
ademas de los materiales y técnicas disponibles.

La bodyteca se constituyd en 1992, a partir de investigaciones iniciadas en
1988 y de la complicidad de museos entidades que a lo largo del tiempo han
facilitado a Carmen Lucini la investigacion en sus fondos. Hoy el conjunto de
esta investigacion esta protegido por un proyecto de ambito europeo, y ha dado
lugar a 70 matrices originales de cuerpos de mujeres, hombres y nifios que van
desde principios del s. xv1i1 hasta hoy, y un programa informatizado. Material
que hoy la autora comparte con el CDMT, y el Institut National du Patrimoine,
con la finalidad de que continte avanzando y sea puesta al servicio de la
formacién. m
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VENDRE EL
PRODUCTE:

publicitat 1 marca
en el Sabadell téxtil

Novedades editoriales y noticias

VENDRE EL PRODUCTE: PUBLICITAT | MARCA
EN EL SABADELLTEXTIL

Museus Municipals de Sabadell, 2013
ISBN: 978-84-922173-3-5

Sabadell ya tiene una trayectoria importante de exposiciones que permiten dar
a conocer la trayectoria textil de la ciudad a un publico que ya no la ha vivido
en primera linea. El libro que presentamos corresponde a la tltima de estas
muestras, centrada sobre la publicidad que posibilité que los tejidos fabricados
en Sabadell llegaran a todas partes rodeados de prestigio.

Bajo la batuta de Montserrat Llonch y Esteve Deu, comisarios de la
exposicion y especialistas reconocidos, la obra recorre varios aspectos que en
conjunto conforman la comunicacion emitida por los fabricantes; la mayoria
de informacién se centra durante el tercer cuarto del s. xx, periodo en el que la
publicidad protagonizé también un salto cualitativo en disefio y en formas de
expresion.

Si Sabadell logré ser sinonimo de lana de calidad fue porque fabricantes y
administracion trabajaron a la par; desde la sefializacion urbana y los lemas
de campanas e iniciativas deportivas hasta todas las facetas y formatos de la
publicidad: papeleria comercial, catalogos y guias, anuncios en prensa o en el
ambito urbano, reportajes y publicidad en medios audiovisuales, patrocinios y
merchandaising.

La diferenciacion mediante marcas —individuales o corporativas— asi como
las asociaciones empresas de cara a su proyeccion internacional garantizo el
éxito del textil local que vehiculaba sus ventas desde los despachos de prestigio
y a través de los viajantes.

Los artifices de la publicidad, generalmente olvidados, merecen aqui capitulo
aparte que retne dibujantes, agencias de publicidad y fotografos.

En resumen, una muestra de lo mucho que una ciudad puede hacer para
conservar su ADN y recordarlo a quienes lo llevan, atin sin saberlo. m
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Lenfant et le tissu imprimé
de 1750 i nos jours

Novetats editorials i noticies

ILETAIT UN FOIS.
LENFANT ET LETISSU IMPRIME DE 1750 A NOS JOURS

Exposicié al Musée de I'lmpression sur Etoffes de Mulhouse.
Cataleg sota la direccio d’Isabelle Dubois-Brinkmann.
ISBN 978-2-915626-89-6

“Dés notre naissance, nous sommes au contact de textiles. Cependant, il est rare
que nous nous souvenions d une étoffe, d’un vétement, d’'un décor qui nous a
marqué dans notre plus jeune dge”

Els teixits amb imatges figuratives han estat, des de sempre, motiu d’interes

per la historia de 'estampaci6. Franga té una llarga tradicié en l'estudi de robes
estampades amb escenes figuratives, i aquest cataleg n'amplia el camp d’estudi,
aprofundint en les imatges d’infants. I no tan sols aixo, sin6é que també fa un re-
corregut per la indumentaria especialment dissenyada per al ptiblic més menut.

Elllibre, un cataleg editat amb motiu de I'exposicié que va tenir lloc al Musée
de 'Impression sur Etoffes de Mulhouse fins el 2012, obre amb un texte de
Jacqueline Jacqué, anterior directora del museu. Jacqué presenta la col-lecci6
de teixits del museu, i traga una evoluci6 del disseny d’estampats per a infants
a través de les seves col-leccions, que recull la produccié de diverses empreses
europees i dels EUA, sobretot, des de 1750 fins l’actualitat.

En el segon capitol, Jean-Frangois Keller proposa un viatge tematic amb el
lema “De I'enfant littéraire a 'enfant marketing”, on posa de manifest la vessant
pedagogica dels primers teixits estampats per als més petits o, fins i tot, aquests
com a portadors de llicons morals, uns ttils d’educacié que no apareixen fins
ben bé el darrer quart del segle x1x. Keller també destaca el gir que més enda-
vant, amb |’éxit dels dibuixos animats, el mén visual pren una nova dimensio:
personatges com Mickey Mouse, per exemple, passen a ser els protagonistes dels
mocadors o els teixits per a les habitacions.

Isabelle Dubois-Brinkmann, en la primera part del capitol “Un age d’or de
vétement imprimé pour enfant: les années 1880-1940” fa un recorregut per la
indumentaria infantil a partir de l'observacié de mostres estampades. En aquest
sentit, el teixit esdevé un document per al reconeixement de les diferents modes.
A la segona part, dedicada als motius que decoren les robes, destaca la impor-
tancia dels frisos decorats amb escenes de jocs, especialment rics en detalls.

Anne-Rose Bringel, segueix amb un estudi dels mocadors per a nens i nenes
en el capitol “Deux siécles d’histoire du mouchoir illustré pour enfant”, una ana-
lisi tecnica i estilistica que ens endinsa en els processos d’estampacio i les dina-
miques de produccid a les fabriques. Bringel defensa, de nou, la tesi que aquests
complements so6n un reflexe de la societat de I’epoca i dels seus gustos i costums.
També, com a curiositat, presenta un mocador de la fabrica de maquines de
cosir Pfaff, amb les primeres passades que devia fer una nena en el mocador per
practicar amb la nova maquina (p. 65). Tots aquests exemples donen testimoni
del rigor i la tasca de recerca que s’ha fet envers les peces presentades.

A la segona part del llibre, Anne-Rose Bringel, Isabelle Dubois-Brinkmann
i Jean-Francois Keller sumen coneixements per fer un cataleg extens, amb des-
cripcions acurades d’algunes de les peces més representatives. Destaca per ser
molt complet i ame, en un recorregut rigords on el lector pot reconéixer, a més,
un seguit d’'objectes evocadors de vivencies properes. m
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Libro japonés, COMT NR. 22816.

“Onna kasen"”. El proceso
de restauracion de un libro japonés
del s. XIX

Por SANDRA VILCHEZ
Restauradora de documento grafico y de tejidos
Fotografies: CDMT, Quico ORTEGA y SANDRA VILCHEZ

Introduccion: El Japonismo

A mediados del siglo x1x se redescubre un pais que hasta el momento y que por
politicas internas habia permanecido practicamente de espaldas a Occidente.
Gracias al comercio y a algunas Exposiciones Universales como la de Londres
de 1862 o la de Paris de 1867 las puertas de Japon se abren y se dan a conocer
artistas con técnicas distintas y personales gracias a las estampas del ukiyo-e.
Son estampas naturales y de la vida cotidiana, con colores planos y vibrantes,
de lineas claras, descriptivas, con cierta asimetria y que trasmiten tranquilidad
e incluso espiritualidad. Se refleja en estas imagenes el éxito de una nueva clase
social urbana a la que le gusta el teatro kabuki y el sumo, también la fama de los
actores y la belleza de mujeres y cortesanas. Estos grabados causaran una gran
influencia en artistas impresionistas, post-impressionistas y modernistas.

Ya se habia dado una primera etapa de influencia oriental en Occidente hacia
los siglos xvi11 y xviiL. A Europa durante esta época le atraia de China la idea
de un paraiso gobernado por un emperador rico, sabio y misterioso. Es la etapa
de las chinoiseries en la que se adaptara a la europea la influencia que ejercen
algunos objetos de lujo venidos de Oriente, que se reflejara en temas vegetales,
florales, de animales...
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1 Datos aportados por
Ricard Bru, Doctor en
Historia del Arte, Master de
Estudios Asiaticos. Postgrado
de lengua, cultura y negocios
japoneses (Sensht University,
Tokyo).

Rupert Faulkner (senior
curatot, ]apén, departamento
de Asia del Museo Victoria
and Albert de Londres) y
Anna Jackson (keeper del
departamento de Asia del
Museo Victoria and Albert
de Londres), consultados por
Silvia Carbonell (CDMT)
coinciden con los datos de
Ricard Bru.

2 Lista de las 36 poetisas
(junio 2013): http:/
es.wikipedia.org/wiki/
Nyobd_Sanjiirokkasen

En esta etapa del x1x el influjo que proviene de Japén va mas alld de la
decoracion de palacios y se refleja en una impronta en algunos artistas
europeos, muchos de ellos afincados en Paris. A esta influencia del arte de
Utamaro, Hokusai o Hiroshige se la ha llamado Japonismo y cal6 fuerte en
artistas como Manet, Degas, Toulose-Lautrec, Renoir, Cezanne, Van-Gogh. En
Barcelona se aprecia esta tendencia en las joyas de la familia Masriera o en las
ilustraciones de Alexandre de Riquer, Apel-les Mestres, Ramoén Casas. ..

El gusto por Japdn se evidencia también en la aficion de algunos
coleccionistas europeos, que se hacen con todo tipo de objetos valiosos o
curiosos, por ser tan distintos en material y belleza. Se importan abanicos,
sedas estampadas o bordadas, kimonos, bolsos, libros... Parece ser que fue el
jesuita Juan Lopez Sopefia quien dond este libro al Centre de Documentaci6
i Museu Textil el 29 de mayo de 1958. En el interior habia un papel escrito a
mano: “Indumentaria japonesa femenina de la época feudal S xv”.

Esta pieza se puede considerar un libro de artista, confeccionado por algiin
artesano japonés. Los simbolos kanji de la portada son ZC#ifill, “Onna kasen”
que traducidos literalmente significan: “mujer” “poesia

» .

inmortal”. Se trata

de una antologia de los mejores “waka”, poemas escritos por las mas famosas
poetisas de época Heian y Kamakura (Nyobo Sanjirokkasen)'. Seguramente

es una seleccion que surgio en respuesta a otra muy célebre: la de los 36 poetas
inmortales, de Fujiwara no Kinto, “Sanjtrokkasen™.

El periodo Heian es un buen momento en la corte japonesa para la sensibilidad
al arte, la poesia y la literatura y entre éstas poetisas destacan sobre todo dos
de ellas: Ono no Komachi y Murasaki Shikibu autora de la novela mas famosa

Fragmentos de mica o de oro aplicados en el forro
del bloque.

Fragmentos de mineral que adornan las guardas,
oro o mica%.

Uno de los pigmentos metalizados que decoran
los poemas.
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3 Segun informacién
solicitada por Silvia Carbonell
(CDMT) a Anna Jackson
(V&A), se trata de una pieza
muy inusual por el hecho

de ser realizada con textiles
en relieve, técnica conocida
como oshi-e.

Jackson situa el libro en el
periodo Meiji (1868-1912),
mientras que Rupert Faulkner
(V&A) cree que podria ser

de la primera mitad del

siglo XIX o incluso un poco
anterior.

Una de las poetisas. Ver detalles.

de la literatura japonesa: el Genji Monogatari, la historia de Genji, escrita en el
siglo x1 y tradicionalmente muy ilustrada a partir del s. x11. La indumentaria
que se muestra en las miniaturas presenta a unas mujeres de clase social alta,
pertenecientes a la corte imperial, de ahi esa peculiar forma de vestir. El vestido
que llevan es el junihitoe, un kimomo muy elegante compuesto por doce capas
de seda en tonos distintos, que pueden apreciarse sdlo en las mangas y el cuello.
Estas capas se afladian sobre la ropa interior blanca y se cerraban con una
ultima capa, en total podia llegar a pesar unos 20 kg.

Descripcion del libro

Esta pieza unica’, dispuesta en formato acordeoén (orihon) bastante habitual
en Japon, tiene una tapa protectora a modo de estuche que lo envuelve en
la que puede leerse el titulo (gedai) escrito en tinta negra y en vertical sobre
un fondo granate. La encuadernacién posiblemente esté confeccionada con
borugami (un tipo de papel rigido a modo de cartoné) o con itamegami (papel
kozo almidonado para formar una tapa basta pero flexible), forrado con fibra
vegetal tejida en tafetan y tefiida en color verde. La guarda interior de esta
encuadernacion es de seda marron anaranjado. El cierre esta formado por
cuatro trabillas textiles marrén oscuro a las que se aflade una hebilla alargada
de hueso o marfil que cierra el libro, las hebillas parecen haberse perdido. En la
tapa se aprecia un rastro de un posible sello circular, también perdido.

El cuerpo del libro esta formado por unas piezas en cartdn apaisadas
encoladas entre ellas con unas tiras que las hacen doblarse unas sobre las otras,
alternandose y formando el acorde6n. La base de carton tiene un tono nacarado
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4 Datos aportados por
Katarzyna Zych, titulada

en restauracion de obras de
arte sobre papel en CREPAC
Bélgica. Se ha formado con
cursos especificos sobre

arte y técnicas orientales
tradicionales, como
Conservacion y Restauracion
de Biombos Japoneses

(S. Grantham), Conservacién
y Restauracion de Papel
Pintado en Decoraciones de
Interior (G. Wisse) y Talleres
de Tokio sobre Conservacién
y Restauracion de Biombos
Japoneses (T. Kimishima).

5 Segun consultaa Anna
Jackson (Victoria and Albert
de Londres) en ocasiones
podria tratarse de cabello
real.

que da a la superficie cierto brillo perlado (posiblemente sea una aplicacion de
mica pulverizada y aplicada con funori, una cola a base de algas). Los cuatro
cantos del bloque estan decorados con papel dorado. Los artistas japoneses
trabajaban los papeles de forma muy personal y aplicaban materiales distintos
segun los efectos que querian conseguir haciéndolos tnicos y distintos. La dosa,
por ejemplo, es un preparado a base de alumbre, que mezclada con nikawa
(cola animal) mejora el soporte y aporta al papel un acabado mas absorbente
y consistente para la aplicacion de pinturas. Los forros interiores del bloque
del libro estan decorados con aplicaciones de mica dorada en pequefios
cuadraditos. En ocasiones y segtin la riqueza del artista se aplicaba oro, plata o
cobre)*.

La disposicion del libro muestra en el lado izquierdo unos textos, 36
poemas escritos en vertical y en lengua japonesa sobre distintos soportes:
papeles o también sobre un tejido muy fino y delgado (parece una fibra vegetal
tipo bambu o hoja de palma). La escritura esta trazada con tinta negra y la
decoracion realizada con tintas doradas o metalizadas (seguramente polvos de
mica dorada y plateada).

Por otro lado, a mano derecha, se han confeccionado y con cierto volumen
35 mujeres que visten unos kimonos trabajados con tejidos originales. (El
hecho que sélo haya 35 mujeres se puede deber a que se haya perdido alguna
de ellas, al taller el libro llego roto y en diversos pedazos). Todas ellas tienen
caras y rasgos que las diferencian unas de las otras. Estas piezas estan inseridas
dentro del cartén del libro, de manera que no sobresalgan demasiado y se
pueda cerrar el libro sin dificultad ni gruesos indeseados. Algunos de los tejidos
estan pintados a mano, imitando flores o algunos motivos vegetales, al igual
que las caras de las mujeres. Es una técnica llamada oshi-e o pintura en relieve
muy arraigada en Japon. La delicadeza y el realismo de estas maquetas es
espectacular, e incluso se ha querido imitar el cabello natural con fibras de seda
oscura’.

Estado de conservacion

La pieza presentaba un estado de conservacion delicado ya que el bloque del
libro estaba roto en distintos trozos o aguantado por esparadrapos y su consulta
no era posible en ese estado. También presentaba manchas de cola oscura
(posiblemente de alguna reparacién anterior) y algunas de las piezas estaban
mal encoladas o fuera de sitio.

Las guardas que cierran el bloque del libro confeccionadas con un tejido muy
delicado estaban rotas y desgastadas, sobre todo por el perimetro. Técnicamen-
te, este tejido es un lampas con base sarga en la que trabajan dos urdimbres con
distintas tramas de seda en colores (verde, rojo, teja, azul y blanco) y una de
ellas hecha con papel dorado. Este tono dorado se ha perdido en casi su totali-
dad, tan sélo se conserva la parte roja del bol que hace de base al dorado.

La parte mas afectada era la encuadernacion, mas expuesta a los roces y la
manipulacion, presentaba pérdidas de soporte, roces y desgaste generalizado.
La guarda interior de la encuadernacién estaba parcialmente desprendida con
algtin desgarro y agujero.
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Anverso de la guarda con tramas
de colores. La de papel se ve muy
deteriorada.

Reverso de la guarda del bloque.

Vista de la trama de papel dorado
en lupa binocular a X 20.

“ONNA KASEN" EL PROCESO DE RESTAURACION DE UN LIBRO JAPONES DEL S. XIX
5





Datateéxtil 29

Limpieza por aspiracién de los
soportes.

Extraccion de intervenciones
anteriores con espéatula de bambu.

Intervencion en la parte de papel

Empezamos la intervencion tratando el bloque del libro para devolverle su
funcionalidad uniendo las diferentes partes. Limpiamos los soportes con

la ayuda de paletinas, goma en polvo, goma en pastilla, esponja Wishab®y
aspirador, segun las necesidades y delicadeza de cada soporte. La aspiracion

se hizo a baja succion y protegiendo las partes mas delicadas o rotas con una
pantalla protectora de tul. Retiramos los esparadrapos y los restos de cola para
poder unir mejor los soportes.

Realizamos distintas pruebas con colas (almidon de trigo, de arroz, Tylose MH
300...) para comprobar cual era la mas adecuada y optamos por la de almidén
de trigo, por su mordiente y flexibilidad. Los injertos se hicieron con papeles
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japoneses con caracteristicas parecidas a los originales (Arakaji Natural de 33
gr.). Para aportar consistencia y fuerza al sistema de bisagras que tenia el libro,
en ocasiones tuvimos que encolar dos papeles japoneses con la direccién de
fibra inversa. De esta manera se podia reforzar mejor el juego de abrir y cerrar
del acordedn. El reto importante en este punto fue el de mantener la tension
adecuada para asegurar la correcta posicion y apertura de los cartones.

Una vez separadas sus partes, tratamos la encuadernacion, reforzando
su soporte con papel japonés. Retiramos la tira de papel (daisen) de la tapa,

para reforzarla con una laminacién, encolando con almidén de trigo un
papel japonés delgado por el reverso. Para darlo por acabado realizamos un
pequeiio retoque cromatico ilusionista en tono granate con acuarelas. La tapa
la laminamos con papel japonés, por trozos, para evitar tensiones. El exceso
de humedad se extrajo con Reemays®, secantes y pesos. También retocamos
con acuarelas los injertos, a modo ilusionista, aplicando el color en la parte
reintegrada.

Consolidacién del blogue del libro
con papel japonés.

Separacion de la guarda de la
encuadernacién con espétula de
bambu.
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Limpieza de manchas de cola a
punta de bisturi y ayuda de un
cuentahilos.

Intervencion en la parte de tejido

El libro compuesto basicamente de papel y tejido, también necesit6é una
intervencion importante en la parte del tejido, asi que se tuvieron que limpiar
y consolidar con técnicas de restauracion de tejido los kimonos, las guardas del
bloque y la guarda de la encuadernacion.

En primer lugar se extrajeron las manchas de cola oscura que ensuciaban
algunos puntos con punta de bisturi. La limpieza de los tejidos la hicimos
mecanicamente, con una aspiracion de baja succidn, protegiendo las zonas
delicadas con una pantalla de tul. La consolidacion de las partes mas débiles,

o mal encoladas se hizo con almidén de trigo y adhiriendo directamente las
partes desprendidas, se aplic6 un vidrio y peso para acabar este proceso.

Para asegurar la conservacién de las guardas tejidas del bloque, tuvimos
que extraer el cartén al que estaban adheridas, con sumo cuidado, ya que el
tejido estaba fragil y reseco. Este tejido estaba compuesto por dos urdimbres y
diferentes tramas de colores con una decoracion floral y en franjas color teja,
verde, blanca de estilo muy oriental. La extraccién la hicimos con una pequefia

Colocacién correcta con pinzas de uno de los vestidos. Consolidacién con cola de almidoén de trigo.
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Consolidacién a un soporte
con hilos de seda y puntos de
restauracion.

espatula de bambu ejerciendo un poco de presion. La cola aplicada en origen y
en general todas las colas que hemos ido encontrando en este libro tenfan poca
adherencia, quizas porque se haya perdido mordiente con el paso del tiempo o
por la propia naturaleza de las mismas, mas ligeras.

Limpiamos los restos de papel japonés que habian quedado adheridos
aplicando Tylose MH 300 en gel hasta reblandecer el papel, retirandolos luego
con espatula de dentista y cierta humedad. No quisimos insistir demasiado
en la limpieza para no deteriorar mas el tejido. Aspiramos con baja succién y
proteccion tanto el anverso como el reverso de las dos guardas. Para no perder
mas trama de papel dorado, se decidié no hacer una limpieza por inmersion
del tejido. Lo que si se aplico fue una ligera humidificacion con vapor de agua
frio para mejorar la rigidez y las deformaciones antes de la consolidacion a
un soporte. El nuevo soporte en tono verde y de algodén lo matizamos con
tinte natural (café) para envejecer ligeramente el tono. La consolidacion de los
desgarros y las lagunas la realizamos con puntos de restauracion (punto de
Bolonia o largo y corto segun las necesidades) con hilo de seda de dos cabos
tefiido con tinte de conservacion CIBA.

La guarda marrén de seda del interior de la tapa la aspiramos y se le hicieron
varios bafos con agua para eliminar la suciedad superficial. Una vez alineados
urdimbre y trama y eliminadas las deformaciones, aplicamos un soporte de
algodon tefiido con tintes naturales (café y té) y se matizé con una crepelina
para lograr un color mas acertado. La consolidacion se realiz6 con puntos de
restauracion como ya se ha explicado anteriormente.

La encuadernacion, una vez encoladas sus partes, y quizas por haber anadido
los soportes de algodon, tiene cierta tendencia a abrirse (tendencia que ya tenia
anteriormente) y para evitar esta apertura confeccionamos dos tiras de Melinex®
de 75 micras y de una anchura de unos 3,5 cm. unidos con cinta adhesiva para
mejorar su posicién y almacenamiento. Para una mejor conservacion futura y
un almacenaje mds seguro, proponemos confeccionar una caja de conservacion
que haga de proteccién de todo el libro.
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Conclusiones

El trabajo de este libro antiguo japonés ha sido un reto interesante a nivel de
restauracion, por ser una pieza distinta, tanto en materiales (tipo de papel y
tejidos delicados, colas...) como en técnica. Con ella, hemos combinado dos
especialidades en restauracion: la de papel y la de tejido. Esta practica nos
ha ensefiado conceptos nuevos, de una cultura compleja y distinta, en la que
el artesano trabaja sin importarle demasiado el tiempo empleado en llevar

a cabo cada paso, con paciencia, hasta un resultado final espectacular. Nos
ha impresionado esta manera de entender y de hacer las cosas, asi como el

trabajo y la delicadeza que hay detras de esta pieza confeccionada por artistas y

encuadernadores japoneses.
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CDMT, NR. 15013.

El vestit, un llenguatge personal

Per TERESA SUNYE
Psicologa clinica. Psicoterapeuta. Psicoanalista.
Fotografies: CDMT, Quico ORTEGA

“La toilette ... est pour toutes les femmes, une manifestation
constante de la pensée intime, un langage, un symbole”.
Honor¢é de Balzac

“El traje es un elemento indiscretisimo porque inmediatamente nos
sugiere cosas que, sin él, no podriamos conocer”.
Margarita Riviére

Les persones som éssers socials, necessitem als altres, comunicar-nos-hi. Per
fer-ho hem desenvolupat diferents llenguatges. Possiblement el que tenim més
present és el de la paraula. Tanmateix no és I'tinic: el vestit és la forma més
immediata que tenim de presentar-nos als altres, de suggerir impressions,
de dialogar. El vestit parla del moment historic que vivim, de la societat que
formem part, ’ambit social en el que ens movem, dels nostres estats d’anim...
Vestir-nos és un acte tan quotidia i diari que sovint se’ns passa per alt tota la
gran significaci6 que conté. El vestit és portador d’un sentit, és un llenguatge
que semmarca dins dels codis de lectura d’una societat determinada. Alhora,
la persona que el vesteix transmet a través d’ella missatges als altres. D’aquest
aspecte del vestit en sén molt conscients les persones amb una imatge publica o
que representen institucions. Un exemple recent el tenim en 'impacte mediatic
que va suposar I’aparicié del papa Francesc amb una tinica blanca i mocassins
gastats. La seva imatge va fer arribar, fins i tot a les persones que no van
escoltar o llegir les seves paraules, un missatge: senzillesa. El papa Francesc va
condensar amb la roba que portava una determinada concepcid de la religio.

A través del vestit podem estudiar les modificacions que viu una societat
en diferents ambits: els avengos tecnologics, les zones corporals considerades
adequades per poder ser mostrades o tapades segons criteris historics de
pudor, etc. Seguir la historia d’una pega del vestuari ens permet conéixer
aspectes culturals, socials, politics, tecnologics i també simbolics d’una cultura.
Aixi, seguir el fil conductor de I'tis dels pantalons tancats per la dona en la
societat occidental i la seva popularitzacio al llarg del segle xx, ens permet
fer un recorregut de la lluita de les feministes per la igualtat dels sexes i de
les condicions historiques i culturals que ho van fer possible. La historia
de la apropiacid de I'ts dels pantalons tancats per la dona ens mostra com
la conquesta de I'auténtica ciutadania femenina exigia també una veritable
revolucié de les aparences.

El vestit que triem influéncia completament la nostra actitud: no ens sentim
ni ens movem igual vestits d’'una manera o d’una altra. La percepcio del nostre
cos, els nostres gestos i actituds, es modifica i actuem diferent amb roba de festa,
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per anar a treballar o per jugar a tennis. El vestit fa variar el comportament
donat que s’integra al cos i passa a formar part de la imatge que en tenim. No
veurem amb la mateix mirada, percepcio i interés un home amb vestit i corbata
o amb xandall; una dona no és la mateixa ni reenvia els mateixos missatges amb
una roba escotada i sabates de talons alts 0 amb texans i sabatilles.

El vestit amb la seva aparenca de futilitat i la seva quotidianitat, és un
reflex de nosaltres; amb ell transmetem missatges als altres i llegim de forma
conscient o inconscient els que ens arriben. Comuniquem la imatge que tenim
de nosaltres; parlem de la relacié que establim, temem o desitgem amb els
altres; del nostre benestar o malestar; dels anhels més o menys conscients; de
la nostra historia personal, també de les emocions que ens habiten; dels nostres
gustos, desitjos, aspiracions, estats d’anim. Es un llenguatge creat per nosaltres,
adregat a un mateix pero sobretot als altres. Un llenguatge que reflecteix
aspectes personals conscients pero també de propis que desconeixem. Més enlla
d’un simple tros de tela, el vestit parla, revela nombrosos secrets, diu el que els
nostres pares ens han transmes, explicita la forma en que el cos és viscut, com
s’amaga, com sensenya. Encarna una historia, un desig, una necessitat, una
referéncia, una marca social, una protesi.

La nostra vestimenta és molt menys anodina o futil del que es voldria creure.
Té una anima, un paper, una funcié6 propia, singular i individual segons la
relacié que cada persona hi estableix. Trobem dones que entren en una i una
altra botiga per comprar compulsivament fins a deixar buida la targeta de credit
buscant aquella feminitat que no troben en elles. Hi ha homes que van fins
aquella botiga selecta a comprar camises per donar I'imatge buscada d’elegancia
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que els fa sentir-se atractius davant d’una possible parella. Hi ha qui es vesteix
amb robes i fulards negres per tapar un cos rebutjat fins a la sacietat; qui dorm
agafada a la manta per sentir 'olor del home que ja no hi és... Aquestes i moltes
altres histories particulars son un reflex de la relacié emocional que establim
amb la roba.

El vestit protegeix de les intemperies i de les mirades indiscretes, pero és
també passatge, transicio entre el cos nu de 'univers intim al cos socialitzat
vestit. Sacomoda al cos formant la segona pell amb la que ens presentem, ens
donem a veure, mirem i ens toquem. Es el que forja una imatge de nosaltres, la
primera impressio que rep qui ens mira; la pell amb la que acollim una abragada
reconfortant, un cop d’espatlla que diu “molt bé, endavant”. El vestit és la
segona pell que s’arrapa al cos, que senyala corbes, pits, anques, cames; o que el
deixa uniforme amb tuniques, vestits amplis, faldilles llargues. Mostra i alhora
amaga, calla la mirada i I’incita, és una barrera i una promesa; és seduccio i
prohibicié. Forma part de nosaltres, toca la nostra pell, I'escollim entre molts
d’altres, el sentim nostre i, al mateix temps, forma part de 'exterior, recull les
mirades dels altres.

Quan ens mirem en el mirall de casa, en el d’'una botiga, en els ulls dels altres,
ens veiem amb una mirada impregnada de la nostra autoestima. Les imatges
que ens arriben contenen la percepcié que tenim de nosaltres i del nostre cos.
Es una mirada que porta les ulleres de les nostres valoracions subjectives, una
mirada actual vestida per la forma en que hem estat mirats, vistos, valoritzats,

CDMT, NR. 14688.
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estimats en la nostra infancia. Els sentiments que tenim sobre nosaltres
mateixos, la forma de mirar-nos amb afecte, rebuig, desgana, estimacio...

es constitueixen des de molt petits en I'interaccié que tenim amb les figures
estimades. La mirada de la mare, i despres la del pare, conformen la construccié
psiquica i la identitat subjectiva de I'infant. Pels gestos amb els que la mare té
cura del seu nado, les paraules que li adrega, la mirada que li dirigeix, juntament
amb les del pare, son el mirall que donara a 'infant I'imatge de si mateix que
l'acompanyara en la seva trajectoria vital.

No ens vestim igual en les diferents etapes de la nostra vida; el vestit és una
eina que ens ajuda a construir i reconstruir la nostra imatge segons el moment
vital. Aixi, en I'adolescéncia té una gran importancia per marcar la diferenciaci6
amb les figures parentals adultes, per integrar-se amb els grups d’iguals.
Despres de moments d’impacte vital sovint modifiquem la manera de vestir-nos
com a forma d’integrar-nos en una nova etapa. Es freqiient que una separaci6 o
divorci vagi acompanyada d’un canvi de vestuari ja que és un mitja simbolic per
deixar enrere una epoca amb el desig de comengar-ne una de nova.

CDMT, NR. 18292.
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El vestit també pot ser un focus de conflicte quan és utilitzat per la
persona com una eina inconscient per resoldre aspectes personals que li sén
problematics. Llavors es torna un mitja per expressar aspectes emocionals que
procuren malestar i que troben en el vestuari la forma de manifestar-se. Les
persones amb una autoestima deficitaria poden fer servir el vestit per reparar
una imatge d’elles mateixes amb la que no s’hi troben comodes. Donar una
importancia extrema a la propia aparenca sovint és testimoni del desig de
compensar una certa fragilitat emocional. Es una forma de trobar la seguretat
per mitja de la imatge que es projecta, buscant per aquesta via una mirada
d’acceptacid, d’estimacio, de valua. Mitjangant les aparences es cerca una
aprovacio i estima de I’altre quan internament es dubta de la propia. En I'extrem
oposat trobem les persones que no donen cap importancia a la seva forma de
vestir, es desentenen de la seva aparenca. Aqui el que copsem és una escassa
valoritzacid, una certa desidia vers elles mateixes. L'anim depressiu sovint
queda reflectit en el vestuari al que es transmet el malestar d’un mateix.

Hi ha qui es vesteix sempre igual i es repetitiu en la tria del vestuari,
invariable en el color, sense creativitat. La impossibilitat de canvi assenyala una
interioritat fragil, una relacié amb si mateix extremadament rigida, on el joc i
la fantasia no hi tenen gaire lloc. La rigidesa en la vestimenta pot ser el suport
d’una identitat vacil-lant. Mirar-se en el mirall i veure’s sempre igual esdevé una
forma de refor¢ar una identitat fragil.

CDMT, 14128.
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La vivéncia que tenim del nostre cos la projectem en els vestits que utilitzem
per recobrir-lo. Si és estimat i valoritzat en tindrem cura de presentar-lo
amablement. Quan hi ha dificultats en la vivéncia emocional amb el propi cos
sovint s'utilitzen robes que tendeixen a amagar-lo de les mirades dels altres,
ja sigui perque és viscut amb un pes excessiu o escas, mancat d’atractiu o
directament rebutjat. També la compra compulsiva de vestits ens fa pensar en
les dificultats de viure’l amb estimacio. Es busca en cada nou vestit una mirada
on trobar aquella imatge desitjada, tan anhelada d’acceptacié i estima que per
un moment s’ha pogut contemplar fugisserament en el mirall de la botiga o s’ha
cregut veure en els ulls de la dependenta, perd que desapareix tant bon punt es
trepitja el carrer.

Sila imatge que tenim de nosaltres és suficientment bona el vestit esdevé
un dels elements ladics que disposem per enriquir la nostra vida. Comprar-
ne, emprovar-ne, compartir-lo, modificar-lo, coordinar-lo amb diversos
complements, combinar-lo amb diferents peces del nostre armari, pot ser una
font de diversid i creativitat; una manera de gaudir del nostre cos assaborint el
plaer de sentint-nos atractius, una eina en el joc de la seduccié, un interlocutor
dels diferents estats d’anim i una companyia en les diverses etapes de la
trajectoria vital. e
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Per EL1SABET CERDA (restauradora titular del CDMT)
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Procés de conservacio-restauracio de la casulla Sant Ermengol

Lestiu del 2011 va arribar al taller de restauracié del Centre de Documentaci6 i
Museu Textil el teixit procedent del Museu Diocesa de la Seu d’Urgell, conegut
com a capa de Sant Ermengol, on es va sotmetre a un procés integral d’analisis,
documentaci6 i restauracio. La feina duta a terme durant aquest temps va
permetre descobrir que la capa finalment era una casulla. Les conclusions

van quedar recollides dins 'informe de documentacio realitzat per Silvia
Saladrigues'.

La casulla estava collocada en pla, cosida a un suport rigid d’exhibicio fruit
de la restauraci6 realitzada als anys 70 El suport estava molt malmes a causa
dels efectes de la llum i de la humitat, que havien degradat completament
el color original del teixit que el recobria i a la vegada, havia provocat
l'aparici6 de taques i aureoles, arribant fins i tot al suport de consolidacio.

Per aixo la primera intervencio, tot i que previament ja s’havia documentat
fotograficament, va ser la separacio de la peca del suport d’exhibicio.
Seguidament la peca es va sotmetre a un tractament de desinsectacio-
desinfecci6 per anoxia’®, ja que durant 'examen preliminar s’havien detectat
restes d’insectes i del que podria ser un atac de fongs.

Documentacio de I'estat de conservacio

Com a pas previ a la restauraci6, vam documentar completament totes les
alteracions i problematiques que afectaven a la peca. Aquest procés ens va
permetre coneixer que I'estat de conservacio de la pega era bastant inestable.

El croquis de danys es va realitzar a mida real calcant i anotant totes les
alteracions sobre un Melinex®. Vam optar per aquest metode per evitar perdre
informacio, ja que una reproduccié de la peca a escala més petita hagués
impedit la correcta definicié de totes les alteracions que presentava.

Tota la superficie estava coberta per pols i bruticia acumulada, aixi com
diferents restes d’insectes. Molts dels fragments conservaven restes solides
adherides al teixit que semblaven tenir una procedéncia anterior a la primera
intervencié de restauracio. Per la seva forma, color i textura ens va semblar que
podrien ser encara restes procedents de I'enterrament, ja que si el comparem
amb altres teixits utilitzats com a mortalla la disposicié és molt similar.* A sobre
de les restes s’havia creat una pel-licula blanquinosa amb I’aparenca de petites
escates que cobria gran part de la superficie central de la casulla. Algunes zones
consolidades durant I’antiga restauraci6 s’havien despres i separat del suport
de consolidacio, altres parts del teixit perimetral havien desaparegut, quedant
només a la vista les puntades realitzades en la fixacié.
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Mapa d’alteracions
de la casulla.

Area on es poden apreciar les
diverses tipologies de degradacio
que afectaven a la peca. Vegeu
detall.

El problema més greu que afectava i afecta al teixit de la casulla és la
degradacié natural de les fibres de seda, accelerada per la presencia de la llum
i dels canvis bruscs de temperatura i humitat. Aquestes, amb el pas dels anys
han patit una greu deshidratacié i pérdua de la matéria proteica, la fibroina,
que forma els fils de seda que aporta lelasticitat i brillantor propia d’aquest
material®. La conseqtiéncia més evident és la ruptura del filament de seda, de
manera que el teixit pot acabar convertint-se en pols. Els fils perden el gruix de
la torsio i acaben trencant-se. La pérdua acaba afectant al lligament i finalment
alestructura del teixit. Aquesta degradaci6 la trobem en diferents graus
d’evoluci6 al llarg de tota la superficie de la peca. La zona més afectada pero, és
tot 'eix central davanter aixi com la zona superior de I'esquena, on es localitzen
més llacunes i pérdues de teixit.

Detall dels diposits blanquinosos
situats a la superficie del teixit.
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Procés de neteja mitjangant
aspiracié controlada.

Procés de restauracio

El procés de restauracio el vam iniciar amb el descosit dels vuit fragments del
suport antic de consolidacié seguit del procés de neteja.

La neteja d’un teixit pot ser en sec i 0 en humit. La primera ens permet
'eliminacié de la pols i la bruticia situada sobre la superficie del teixit,
responsable en molts casos dels processos d’oxidaci6 de les fibres aixi com
catalitzador en els atacs de fongs. En el nostre cas la neteja es va iniciar amb
l'aspiracio de tots els teixits. En aquest procés es va utilitzar un aspirador de
baixa succi6 ConserVac® que permet controlar la potencia aplicada en cada
moment. Com a mesura de proteccié vam utilitzar una malla protectora que
possibilita I'aspiracié de la bruticia sense malmetre el teixit. Per les restes més
adherides utilitzarem les pinces de succié DA7C*. Aquestes pinces permeten la
microaspiracié de les restes situades dins del lligament de manera que es pugui
retornar part de la seva antiga brillantor i flexibilitat. Aquest procés de neteja
en sec es va realitzar tant per I'anvers com pel revers dels fragments. Gracies a
aixo vam poder descobrir dos fragments de tafeta de seda vermella, que podrien
pertanyer al folre original de la casulla.

La neteja humida és un procés irreversible, ja que I'afegit d’un solvent afecta
l'estructura interna de les fibres pero a la vegada pot eliminar restes adherides
que la neteja en sec no pot. Després de valorar els pros i contres d’aquest tipus
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Col-locacié dels fragments sobre
els suports de consolidacié.

de neteja® vam optar per realitzar el bany per immersié perd només amb aigua
desionitzada, d’aquesta manera no serien necessaris els banys per esbandit.

A part de la realitzacié d’una neteja més profunda també es va valorar la
rehidratacio de les fibres que aportaria el bany.

Abans d’iniciar la neteja humida varem encapsular tots els fragments amb
tul, de manera que la neteja es pogués realitzar sense perill de cap pérdua
ni trencament del teixit durant el bany. La neteja es va fer per immersi6
i tamponacid del teixit només amb aigua desionitzada sense I’tis de cap
tensoactiu ni detergent. Una vegada finalitzada la neteja i aprofitant el procés
d’assecatge varem procedir a I'alineaci6 de trama i ordit del teixit aixi com a
l'aplanament, minimitzacié d’arrugues i correcci6é de deformacions. Per ajudar-
nos en aquest procés es van utilitzar vidres plans i pesos, que mantenien la
forma dels fragments (vegeu procés de neteja).

Com a nou suport de consolidacié de la casulla varem triar un tafeta de
coto de color marré. Per matisar aquest to i fer-lo més similar al de la casulla
el varem cobrir amb una crepelina de seda de color bronze. Sobre aquests
col-locarem els vuits fragments que conformen la casulla i varem procedir a la
seva consolidacid. Aquesta es va fer mitjancant costura amb fil de seda d’un
cap. Es van utilitzar diferents punts de restauracio, triant el més adient per a
cada ocasid. La part davantera central, que com ja s"ha esmentat anteriorment,
és amb diferencia la zona més malmesa, no admetia la fixaci6 directa amb els
punts de restauracio. Per aixo varem optar per la realitzacié d’un encapsulat
amb crepelina. Es va usar una tonalitat similar a la utilitzada en el suport de
consolidacio.

DE CAPA A CASULLA. PROCES DE RESTAURACIO D'UN TEIXIT DE SANT ERMENGOL
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Per evitar un canvi brusc de color entre les zones encapsulades i les que
no ho estaven, vam retallar seguint la forma dels cercles que configuren el
disseny de la pega, el perimetre de la crepelina, i la vam fixar amb punt de trau.
Seguidament vam tallar el suport de consolidaci6 un centimetre més gran
que el perimetre de la casulla per permetre’ns fixar les vores sense malmetre el
teixit original. En aquest punt, es va tornar a redescobrir la forma original de la
casulla al plegar el teixit seguint les marques originals de les vores.

Fixacié de la Casulla al suport de consolidacio.
Foto: CDMT, Quico Ortega. <
Procés d’encapsulat amb crepelina. v

La casulla un cop acabat el procés
de consolidacié i fixacio.
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7 Enlexecuci6 del suport
d’exhibicid també va
col-laborar la restauradora
Gemma Torra i Campos.

Procés de realitzacié del suport
d'exhibicié.

Sistema d’exhibicio’

Per a la seva exposicio en condicions optimes vam realitzar un suport a mida
amb materials de conservaci6. Aquest porta una anima semirigida de xarxa
metallica coberta de material plastic folrat amb cartr6 de pH neutre i cola de
mido de blat a partir de les mides de la casulla en pla. Un cop finalitzat el suport
en pla, el vam aixecar i plegar donant-1i forma acampanada. Per que la forma

es mantingués correctament vam col-locar una planxa d’Ethafoam coberta amb
carté de pH neutre a la part inferior. Lestructura es subjecta en el seu interior
per una T metallica que a la vegada fa de peanya per la vitrina. Aquest suport

a mida permet que la peca s'assenti amb total comoditat sense que es crein
tensions ni deformacions.

Per a dotar el suport d’una superficie de lleuger encoixinat el varem folrar
exteriorment amb buata de poliéster coberta amb un teixit de loneta de coté de
color marrd fosc. La part interna del coll i la inferior les vam pintar amb pintura
acrilica del mateix to que la loneta. Sobre aquesta, varem cosir una pega de roba
en sentit vertical a la part central davantera per permetre obtenir una superficie
esteticament integrada amb la peca ja que la casulla no tanca completament.
Finalment vam fixar la casulla al suport d’exhibici6é mitjangant bastes de
subjeccid per assegurar la seva estabilitat fisica i impedir qualsevol tipus de
moviment que la pogués malmetre.
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8 Lavitrina va ser realitzada Actualment, la casulla esta collocada dins una vitrina construida amb

per lequip técnic d’STEM. materials de conservaci6® en el Museu Diocesa de la Seu d’Urgell. Aquesta
vitrina esta illuminada amb uns punts de llum de led amb una intensitat
maxima de 50 lux. Aquesta il-luminaci6, encara que sembli reduida pel visitant
permetra la conservaci6 de la pega per a les generacions futures ja que el
material constitutiu de la pega, la seda, és altament degradable per la llum.
Els processos de degradacid de la seda no es poden aturar, pero si retardar
mantenint uns valors de temperatura i humitat relativa el més constants
possible. ®

La casulla un cop acabada la

intervencio sobre el nou sistema
d’exhibicié. Foto: CDMT, Quico
Ortega.
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WASHI, 1984. HAND-DYED PAPER. 106 X 100 X 156 CM Photo / Foto: Montse Faixat
Washi, 1984. Paper vegetal tenyita ma. 106 x 100 x 15 cm
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AURELIA MUNOZ. RECERQUES INFINITES. FIBRES, TEXTURES | ESPAI






INTERIOR, 1978. MACRAME WITH LINEN THREAD. 20 X 20 X 20 CM Photo / Foto: La Fotografica
Espai interior, 1978. Macramé amb fils de Ili. 20 x 20 x 20 cm
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VIRGIN OF THE MACARENA, 1967. COLLAGE APPLICATION OF FABRIC, TRIMMINGS, RELIQUARIES. 70 X 53 CM (DETAIL) Photo / Foto: La Fotografica
Verge de la Macarena, 1967. Collage amb aplicacié de teles, passamaneria, reliquiaris. 70 x 53 cm (detall)
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DIGITAL PRINTING TEMPLATE FOR THE SUIT WORN BY TONI BOU AND FABRIC DETAIL, 2009 SEASON
Plantilla d'estampacio digital del vestit tecnic d'una peca del campié Toni Bou i detall del teixit, temporada 2009

MONOQ BOU
b TalaM T ranoR

REPIOL

REPIJOL

105d3 o

esajuoln

g
:
o
g
W
&

CHAMPIONS OF MOTORCYCLING
CAMPIONS DEL MOTOCICLISME
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RALLY RAID SUIT WORN BY JUAN PEDRERO. KTM TEAM (2012). DETAILS
Equipacié de Ral-li Raid de Juan Pedrero. Equip KTM (2012). Detalls
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CHAMPION EMILIO ALZAMORA AND TONI ELIAS TECHNICAL DRESSES, RESPECTIVELY. KNEE AND ELBOW PROTECTIONS
Vestits tecnics dels campions Emilio Alzamora i Toni Elies. Detall de les proteccions de genolls i colze
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FALTA PEU DE FOTO (PLACED ON THE BACK)
Falta peu de foto
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PALAU DE PEDRALBES Photo / Foto: © Museu del Disseny de Barcelona
Palau de Pedralbes

Datateéxtil 29 , THE NEW BARCELONA DESIGN MUSEUM
INTRODUCCION AL NUEVO MUSEU DEL DISSENY DE BARCELONA






DETAIL OF THE BRUSSELS LAPPET IN PLATE 1. The thread and workmanship are extremely Detalle de la orejera de Bruselas en la Imagen 1. El hilo y la ejecuciéon son muy finos
fine. Raised work comprises narrow bands of cloth work outlining some edges and features Trabajo en relieve que incluye bandas estrechas en punto de tela esbozando algunos
within the design bordes y caracteristicas en el disefo

Datatéxtil 29 THE HONITON LACE INDUSTRY
LA INDUSTRIA DEL ENCAJE DE HONITON










DETAIL OF THE CAP BACK IN PLATE 3. one flower is very similar to a flower in the cap back in Plate 2
Detalle de la vuelta de gorro de la Imagen 3. Una de las flores se parece mucho a una de las flores en la Imagen 2
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CLOSER DETAIL OF THE BOTTOM BORDER IN PLATE 4
Detalle del borde inferior de la Imagen 4
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Detalle del gorro en la Imagen 6. Los motivos se unen a un fondo hecho con aguja. El trabajo de la rosa es
tipico: tiene un llenado central dividido en pétalos por un hilo mas grueso que se encuentra suelto en la
superficie. Las hojas también son tipicas, pero también se encuentran en encajes belgas de la época. El
trabajo en relieve comprende haces de hilos atrapados en la superficie en lugar de punto de tela

DETAIL OF THE FALL CAP IN PLATE 6. The motifs are joined with a needle-made ground. The working of the rose is
typical: it has a central leadwork filling surrounded by scrolling cloth work divided into petals by a thicker thread which
lies loosely on the surface. The leaves are also typical but found in Belgian laces of the period as well. The raised
work comprises bundles of thread caught on the surface rather than cloth work
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principal, pero se deja detras de los rellenos méas pequenos. Tales rellenos son muy

Detalle del revés del motivo en la Imagen 9. La red se corta por detras del relleno
main filling but left behind the smaller fillings. ‘Leadwork’ fillings such as these are extremely
comunes en los encajes de Honiton

DETAIL OF THE REVERSE OF THE MOTIF IN PLATE 9. The net is cut away from behind the
common in Honiton laces
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Detalle del puio en la Imagen 10. Incluye flores tipicas belgas con pétalos divididos por hilos méas

DETAIL OF THE CUFF IN PLATE 10. This includes typical Belgian flowers with petals divided by thicker threads

ambién se encuentran

gruesos incorporados dentro del trabajo. Los simples rellenos de encaje de aguja t

caught within the work. The simple needlepoint fillings are also found in Honiton laces, as are the leaves. The

borders are also found in English work.

en los encajes de Honiton, igual que las hojas. Los bordes también se encuentran en el trabajo inglés
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S de uno son muy similares a las

erior divididc

DETAIL OF A CUFF IN PLATE 11. The leaves are very similar to those in the Honiton fall cap in Plate 6 but De C ge
the rose is very different: the petals are formed by two complete rings of cloth work, those in the outer Honiton en la Imagen 6, pero la rosa es muy diferente: los pé
ring been divided by rows of holes C )

el gorro

os estan formados por dos anillos

mpletos en punto de tela, estando los de filas de aguje
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DETAIL OF ONE OF THE POETESSES Photo / Foto: CDMT, Quico Ortega
Detalle de una de las poetisas
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DETAIL OF POETESSES' COSTUME Photo / Foto: CDMT, Quico Ortega
Detalle de la indumentaria de las poetisas
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DETAIL OF ONE OF THE KIMONOS
Detalle de uno de los kimonos
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EXTRACTION OF THE STRIP OF PAPER BEARING THE TITLE USING A BAMBOO SPATULA
Extraccion de la tira de papel donde esté escrita el titulo con espétula de bambu
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CONSERVING THE BINDING WITH WATERCOLOURS
Retoque cromatico con acuarelas de la encuadernacién
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EXTRACTION OF THE WOVEN COVERS
Extraccion de la guarda tejida
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THE CHASUBLE BEFORE RESTORATION Photo / Foto: CDMT, Quico Ortega
La casulla abans de la intervencio6.
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ANOXIA TREATMENT
Procés d'anoxia de la casulla

fi
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AREA SHOWING THE DIFFERENT TYPES OF DEGRADATION AFFECTING THE PIECE (DETAIL)
Area on es poden apreciar les diverses tipologies de degradacié que afectaven a la peca (detall).
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CLEANING PROCESS FOR IMMERSION, ENCLOSING, BUFFERING DURING BATHING, MONITORING OF WATER BATHS, AND DRYING
Procés de neteja per immersié, encapsulat, tamponaci6 durant el bany, control de les aigles dels banys, assecatge.
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