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Distinction, a century
of fashion photography:

an exhibition charting the history
of photography and the fashion
system

by Dr. SfLviA VENTOSA.
Curator of Textiles and Fashion at the Barcelona Design Museum

The exhibition Distinction, a century of fashion photography is the culmination
of six years of research into the fashion system carried out by a team from
the Barcelona Design Museum, formerly the Textile and Costume Museum
of Barcelona. Over the century that the exhibition covers, fashion has been
represented not only by clothing and accessories but also through graphic
and photographic documents, magazines, publications and a variety of other
materials, all of which have contributed to the dissemination of novelties in
fashion.

Since the 1960s, the Museum has held a sizeable collection of fashion
engravings and illustrations, books including Cesare Veccelio’s Habiti antichi
et moderni di tutto il Mondo (published in 1598, containing descriptions of
clothing from across the world), periodicals and magazines from the eighteenth
century onwards, and photographs from the nineteenth and twentieth
centuries. In 2010, this collection was used as the basis for two exhibitions,
Fashion images and Outumuro Looks, twenty years photographing fashion,
which looked at how fashion images are constructed, and led to the curation
of a new photographic collection, highlighting the importance and ubiquity
of fashion photographs in modern society. The project was overseen by a
committee that worked with the Museum team to compile a selection of 490
images representing the output of 38 photographers from the early twentieth
century up to the present. The guiding criterion was to select images that
showcased outfits for forthcoming seasons and were published in fashion
magazines and designer or brand catalogues. In making its selection, the
committee considered the outfits themselves, the designers, the media impact
of the photographs, their public reception, and in particular the technical
and aesthetic quality of the images. It was decided not to include work by
photojournalists, reports on fashion shows, outfits on dummies or artistic
photographs. The collection, the first of its type and unique in Spain, is a
representation of the language of fashion, which emerges from the world
of commerce but finds a second life in the cultural universe, converting
immaterial and ephemeral images into items of cultural heritage.
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Photography is the main tool through which fashion is disseminated,
bringing it to the masses through magazines, television and the Internet;
without these channels, the fashion system would be unlikely to survive. So
fashion can be defined as a social phenomenon in constant flux, exerting its
influence through images to bring about periodic changes in the way we dress
and the styles that dominate a particular era. The sociologist Yuniya Kawamura
suggests that fashion can be studied as an institutionalized “fashion system”, in
which different professionals “engage in activities collectively, share the same
belief in fashion, and participate together in producing and perpetuating not
only the ideology of fashion but also fashion culture”, acting together to grease
the machinery comprising the design, production and mass sale of new models
(Kawamura 2005). To showcase its new products, the fashion system necessarily
requires channels of diffusion that will drive consumption, transforming
the garments created by designers into objects of desire and purchasable
commodities.

Centuries ago, new designs were traditionally shown on mannequin dolls. In
the fourteenth century, Parisian couturiers would send their “French dolls” to
the provinces and to the courts of Europe; the mannequin dolls were dressed
in the styles of the Court of Versailles and sent to potential customers to secure
new orders.
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In later periods, the use of engravings, hand-drawn illustrations and
photographs greatly increased the reproducibility of fashion images and their
circulation among the bourgeoisie. The industrial revolution of the nineteenth
century brought with it mass production of textiles, which sold at a dizzying
rate. By the mid-nineteenth century, department stores published illustrated
catalogues, and these were followed by fashion magazines, whose low cost
and ease of transportation made them the first step in the democratization
of fashion, alongside engravings — the first form of graphic reproduction on a
mass scale. Fashion engravings, whether as standalone images or mounted in
magazines, were highly idealized, bearing little relation to the real world.

Illustrations took on a markedly artistic quality in the early twentieth
century, as artists such as Xavier Gosé, Paul Iribe, Erté and Georges
Lepape adopted an abstract style to depict the spirit of a new modernity,
foreshadowing the contemporary approach to fashion photography.

Most recently, cinema, television and Internet — broadcasters of the visual
image on a vast scale — have made access to information about the fashion
world a universal phenomenon.

The sources of inspiration for fashion designers are increasingly diverse.
Trend agencies provide clients with style books for each new season, which
draw on themes from society, art and nature. They are presented as large-
format albums that offer a particular lifestyle image, transmitted through
the choice of garments, colours, patterns and finished pieces. Designers take
inspiration from these portrayals when conceiving new collections, drawing
also on their own intuition and on ideas the views of people on the street,
particular urban tribes, blogs and Instagram, as well as the opinions of
forecasters and trendsetters.

Traditionally, designers have unveiled their collections for the new season
at fashion shows, where photographers and magazine editors select the most
interesting themes and outfits and distribute the images around the world.

It is this selection that will become the season’s fashion, while thousands of
outfits failing to grab the attention of the press and are quickly forgotten. This
is far from an objective process; major interests are represented, and the social,
economic and even political consequences can be huge.

Once collections have been put together, magazines are the main tool the
fashion system has at its disposal to display and disseminate current and
future fashion; they do this by transforming ideas, sketches, materials and
outfits into new and unique products. Roland Barthes observed that it is not
the clothes themselves that create the meaning of fashion, rather the way
in which they can be portrayed through iconic and verbal representations,
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governed by their own linguistic rules (Barthes 1967). So while a real garment
may be appreciated by only a small circle of people, its iconic and verbal version
is enjoyed by a great many more.

In magazines, these ideas are transmitted in the form of fashion editorials,
which generally consist of a series of photographs with an underlying narrative.
Most magazines contain four or five full editorials, offered alongside general
articles and advertising content. These short pieces create a micro-universe
in which the subject, the choice of photograph and styling, the location, the
models and the clothes combine to create an atmosphere that compels and
seduces, transmitting “what people are wearing” and the “mood of the time” to
readers well versed in the codes of fashion.

Editorials implicitly convey the need to continually acquire new designs,
using models who project attractiveness, wealth and glamour with which the
reader is encouraged to identify. Our urge to imitate incites us to aspire to the
beauty and lifestyle of the models, and this psychological projection impels use
to consume the products seen in the images.

Susan Sontag argued that photography - the activity of producing and
consuming images — was the phenomenon that heralded the advent of modern
society. Of all the media in which fashion in represented, photography is the
most powerful means of communicating the latest developments (Sontag 1977).

With the advent of photography, photo portraits quickly replaced paintings
as the preferred medium for representing the rich and famous. Such images
were printed on collectable cards distributed at social gatherings. Although they
were not expressly intended to portray fashions, clothes were very much the
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focus, and from 1881, the use of such images to accompany magazine articles
was commonplace. In 1909, Vogue changed its focus from a society magazine
to a channel of information on haute couture for a vast potential market — not
merely those with the means to buy the outfits it showcased — and marked the
birth of the modern conception of fashion as a global phenomenon (Liberman
1979). Over the course of the twentieth century and into the twenty-first, the
language of fashion has changed, from the opulent gowns and lavish homes
of the 1940s and 1950s to representations of urban deprivation in the most
provocative contemporary images.

Designers, meanwhile, have traditionally publicised their new collections in
printed catalogues, which are being superseded by web pages.

On television and the Internet, fashion channels, sites and blogs generate
extensive news and publicity about designers and forthcoming shows, drive
sales, and introduce new styles to the public. They are also regularly updated
spaces for the exchange of text, photographs and videos. Social media sites such
as Pinterest and Instagram provide visual platforms that are accessible to the
public and professionals alike, in which the immediacy and broad social impact
of the images combine with rapid recycling of content. Some Instagram users
tag the clothes they are wearing with the corresponding brand name, giving
their followers a guide to where the outfits can be bought and establishing a
similar mechanism to that of the photographs published in fashion magazines.

At a time of rapid social change, with questions over the future of traditional
fashion images, the Barcelona Design Museum presents its new collection of
photographs from the Spanish fashion world in an exhibition that has generated
widespread coverage in traditional and social media and attracted a large
number of visitors.
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The exhibition Distinction, a century of fashion photograph

According to Joana Bonet, the exhibition Distinction, a century of fashion
photography is a tour of ‘the skin of the world’, capturing current moods and
displaying photographs that have only recently become part of the Museum
collection (Distincidén, season of talks, 2016). The exhibition charts the last
hundred years of fashion photography across seven chronologically and
thematically ordered areas, building new dialogues between photographer and
photograph.

The photographs by Pere Casas Abarca, from the early twentieth century,
show women in loose-fitting clothes, announcing the modernity of the 1920s,
with its short, low-cut dresses, long trousers and espadrilles, as a new simplicity
and popular designs dresses brought fashion closer to the working classes; or the
modernity of the 1930s, with its long gowns that speak to the excess and power
of the fashion world. It was in this period that the first magazines containing
fashion reports and photography began to emerge.

By the 1940s and 1950s, models had become goddesses in fictional worlds,
representing an idealised construction of perfection. By contrast, the photographs
from the 1960s and 1970s show women in movement, transmitting youthfulness
and a new easing of social mores. Fashion editorials in the 1980s began to invite
readers to imagine brief fictions in which clothing is present but, in contrast to
earlier periods, is not the protagonist. The landscapes constructed in these fictions
help to build an atmosphere, transmitting a language and message that readers
transfer to their own worlds to achieve (or endeavour to achieve) happiness. By
the time the style magazines of the 1990s emerged, fashion was one more facet of
“lifestyle”, treated on an equal footing with music, architecture and food.

DISTINCTION, A CENTURY OF FASHION PHOTOGRAPHY: AN EXHIBITION CHARTING THE HISTORY OF PHOTOGRAPHY
AND THE FASHION SYSTEM


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

Datatextil 35

OPEN SOURCE LANGUAGE VERSION > ESPANOL

Photograph by Manuel Outumuro,

dress by Josep Font, published
in El Pais Semanal, 2005. MTIB
3.675/10, donation by Manuel
Outumuro, 2010.
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Contemporary fashion photography proposes a series of recurring tropes,
particularly gender, ethnicity, interculturality, exotic or surprising journeys,
and the mingling of social classes. New and interesting themes are also
appearing, such as the age or extreme slenderness of models, skin colour and,
most prominently, street style and the new subcultures of the urban youth.

Notable among the photographers represented at the exhibition are the
pioneers of the 1920s and 1930s, such as Ramon Batlles or Compal, the haute
couture photographers Juan Gyenes, Man and Josep Compte, exponents of the
new photography of the 1960s and 1970s such as Oriol Maspons, Leopoldo
Pomés and Antoni Bernad, and the group of photographers active since
the 1980s, who include José Manuel Ferrater, Manel Esclusa, Sergi Pons,

Biel Capllonch, Daniel Riera, Pep Avila, Txema Yeste, Manuel Outumuro
and Eugenio Recuenco, as well as the younger generation of César Segarra,
and Xevi Muntané (Distincién 2015).

Fashion magazines contain photographs that rank alongside the most creative
and familiar images in our visual universe, driving trends and informing
lifestyle choices and much imitated for the power with which they communicate
and the atmosphere and language they create, which have proved commercially
and socially effective. Fashion could no longer exist without photography, which
captures its designs for a global audience. After more than one hundred years
of fashion photography, the printed image is changing rapidly, reflecting the
democratisation of information and of fashion itself, and thanks to new channels
of diffusion that are both more freely accessible and more agile than traditional
means. For all that magazines are a dwindling force and the fashion system is
increasingly questioned, images will continued to be fashion’s main route of
transmission, supported by the power of consumers and social media.

DISTINCTION, A CENTURY OF FASHION PHOTOGRAPHY: AN EXHIBITION CHARTING THE HISTORY OF PHOTOGRAPHY
AND THE FASHION SYSTEM


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

Txema Yeste (1972), Gala,
Cadaqués, 2009, Giclée print on
Photo Rag Baryta, 2012 season,
MTIB 3.807/12, donation by
Txema Yeste, 2012.
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Textiles of the Nile Valley.
Coptic v.02

by SfLviA SALADRIGAS CHENG
Documentalist, Centre de Documentaci6 i Museu Textil
Photographs: Quico Ortega (CDMT)

As time passes, our concepts and definitions of people and objects often change
or take on new significance. When in 1999 the CDMT showcased its collection
of Coptic textiles in the catalogue “Egipte entre el Sol i la Mitja Lluna” [Egypt,
between the sun and the half-moon]’, which accompanied the exhibition of the
same name, the term “Coptic” was applied in a broad sense to the body of post-
Pharaonic textile pieces discovered during excavations in Egypt.

Historically, the word “Coptic” was synonymous with “Egyptian”. The Greeks
used the name for the inhabitants of present-day Egypt, which derived from the
pharaonic name for the city of Mempbhis, “Het-ka-Ptah”, or “Sanctuary of the ka
[soul] de Ptah”. Following the Muslim conquest of the region, the first syllable
of the name was omitted in Arabic, ultimately giving up “Coptic”. This term was
used by the conquerors to refer to the people of the Nile Valley, who in the year
641 were predominantly of Christian faith. The name therefore described both a
geographical area and a specific population group.

These roots, however, have since lost their meaning.
The “Coptic” textiles bear no relation to the modern
Copts, a population with specific religious beliefs but
no longer associated with a particular geographical
area. In fact, many of the textiles have no link
whatsoever to Christian iconography: the pieces that
feature representations of classical mythology do not
fall within the scope of this particular qualification of
‘Coptic’. It was important, then, to review the use of
the term.

In light of the above considerations, it is now deemed
preferable to describe the collection as consisting
of textiles from the Nile Valley, or simply Egyptian
textiles, which can then be further classified by period:
Pharaonic, Greco-Roman, Byzantine or Islamic.

There have also been significant changes in the
chronologies considered for this group of textiles.
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2 Several works can be
found in the CDMT library
catalogue, at the following
link: http:/g00.g1/WRsO6D.
3 Textilien des
Mittelmeerraumes

aus spdtantiker bis
friihislamischer Zeit, Abegg-
Stiftung Foundation, 2004.

4 Katoen Natie is a Belgian
private company, founded in
1855, that originally sold and
transported textile thread,
primarily cotton, and now
specialises in technologically
advanced logistics services. Its
owners have created at their
head offices in Antwerp a
space called “HeadquARTers”
where they exhibit part of
their art collection, which
includes numerous textiles
from Egypt and Central Asia.
5 Methods of dating

ancient textiles of the Ist
millennium AD from Egypt
and neighbouring countries,
Lannoo Publishers, 2007.

6 Full professor at the
Universidad Complutense de
Madrid.

7 Curator of the Museo de
Artes Decorativas, Madrid.

8 “The collection of Coptic
textiles in the Museo Nacional
de Artes Decorativas, Madrid:
the results of the dye analysis
and 14C testing,” A: Methods
of dating ancient textiles of the
Ist millenium AD from Egypt
and neighbouring countries.
Lannoo, 2007.

9 Research and development
projects funded by the Span-
ish Ministry of Economy and
Competitiveness (formerly
the Ministry of Science and
Innovation): “Caracterizacion
tecnoldgica y cronoldgica de
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The literature on “Coptic” textiles is plentiful® but — with the exception of the
most recent examples — examines them in terms of iconography;, style, or the
relationship between their decorative content and that of other objects (stuccos,
coins, ceramics, etc.). Many of the excavations that uncovered these pieces
were not adequately documented at the time and only the most attractive or
best preserved items or fragments were conserved. As a result, many items lack
context and cannot be correctly catalogued.

Over the last few years, teams of specialists in various disciplines have carried
out collaborative studies of the textiles, analysing fibres, dyes and techniques,
and selected pieces have been carbon-14 dated. Their work has made it possible
to correct the chronologies of a great many of the pieces in the collection.

One of the first outcomes of the new analyses was the publication in 2004 of
the catalogue of items in Abegg-Stiftung collection.’ Some of these items were
carbon-14 dated, leading author Sabine Schrenk to question the geographical
origins and timelines originally established for them. Her review included an
interesting reflection on the importance of defining the context in which such
pieces were produced and the purposes they might have served.

In 2005, the city of Antwerp hosted the first conference of the Textiles
from the Nile Valley study group, sponsored by the Belgian company Katoen
Natie.* Organised around the theme “Methods of dating ancient textiles
of the Ist millennium AD, from Egypt and neighbouring countries”, the
conference brought together archaeologists, chemists, art historians, curators
and Egyptologists from many countries and institutions to discuss the results
of their research. Two years later the proceedings® were published, and the
conference is now a biennial event at which experts present fascinating papers
on the latest advances in the field. Among the speakers at the first conference
were Laura Rodriguez Peinado® and Ana Cabrera Lafuente’, who presented
their study of the dyes used in the pieces exhibited at the MAD.? Later, the
same experts embarked on two new research projects, to which the CDMT
contributed as a collaborating museum.® The venture led to the presentation of a
joint paper at the study group’s second conference, “Late Roman and Byzantine
textiles from Egypt: some examples of furnishing textiles from Spanish

las producciones textiles coptas:
antecedentes de las manufac-
turas textiles altomedievales
espanolas” (HUM2005-04610)
and “Caracterizacion de las
producciones textiles de la

tardoantigiiedad y Edad Media
temprana: tejidos coptos, sasa-
nidas, bizantinos e hispano-
musulmanes en las colecciones
publicas espanolas” (HAR2008-
04161).
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10 Published in: Clothing the
House. Furnishing textiles of
the Ist millenium AD from
Egypt and neighbouring
countries. Lannoo Publishers,
2009.

11 Though they were found
in Egypt, we have not
included them in this group

- 5 fragments of mummy
bandage (Ist century AD), 4
painted linens (Ist century
AD), 8 silk cloths from
Akhmim (7th-9th centuries
AD), 1 textile fragment from
Antinopolis (5th-7th centuries
AD) - nor do we consider all
of these pieces to date from
the Fatimid period.

12 .
Partners in the initiative
include Katoen Natie
(Antwerp), the Musée

du Louvre (Paris), the
Skulpturensammlung und
Museum fiir Byzantinische
Kuns (Berlin), the Abegg-
Stiftung Foundation
(Riggisberg) and the National
Museum of Denmark
(Copenhagen).

13 Tests were carred out

at Beta Analytic Inc. in
Florida. Accelerator mass
spectrometry was chosen

as it is the least aggressive
technique, requiring only very
small sample quantities for
testing.
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collections”™.' Two of the featured pieces were carbon-14 dated and dye analyses
were conducted on a further five, all belonging to the CDMT collection.

Of the national collections in Spain that include Egyptian textiles from the
Greco-Roman period to the Islamic era, the CDMT'’s is the largest, holding 284
pieces' that date from the third to the eighth century. Each of these pieces is
presented and described in the 1999 exhibition catalogue “Egypt, between the
sun and the half-moon”. Thanks to new studies and ongoing work during the
17 years since its publication, we have been able to add new information and
obtain more accurate data, as detailed in the rest of this article.

Carbon-14 dating consists in measuring the quantity of the radioactive
isotope in a given organic material. Carbon-14 exists in the atmosphere
and is assimilated cumulatively by all living organisms, whether through
photosynthesis (plants) or ingestion (animals). When an organism, or part of
that organism, dies, the assimilation stalls and the concentration of carbon-14
slowly begins to fall. Scientists have determined the rate at which this decrease
occurs, so by measuring the quantity of carbon-14 conserved by an organism
it is possible to establish a relatively precise estimate of the point at which the
carbon loading was interrupted. Until recently the procedure was little-used for
dating textiles, being both costly and damaging to the textile, as it required a
comparatively large sample to ensure accurate results. In recent years, however,
costs have fallen and far smaller test fragments are needed, making carbon-14
dating a more economically viable option and enabling large groups of related
samples to be tested to acquire estimates of genuine significance. The results of
those projects that have used the carbon-14 technique to date textiles - from
before and after the first millennium - are now being pooled through a free,
open-source database maintained by the University of Bonn.'?

Two textiles from the CDMT were selected for carbon-14 dating by
accelerator mass spectrometry (AMS)". The first, catalogued under record
number 2705, is a fragment of a rectangular linen clavus decorated in purple
wool. The decoration comprises a small lion within a lobed circle, a figure to
one side that has been highly distorted by the near-complete loss of the weft,
and a kneeling or leaning figure on the opposite side whose left hand holds up
an unknown object. The second figure appears to be female and wears a round,
tower-like headdress that recalls representations of the goddess Rhea (Cybele, in
Latin), mother, among others, of Zeus and Poseidon. The approximate period to
which the piece had originally been dated was the turn of the sixth century AD,
and this has been confirmed by carbon-14, which indicated with a likelihood
of 95% the period 400-540 AD and, with lesser certainty of 68%, the period
420-530 AD.
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14 The analyses were carried
out at the Larco Quimica y
Arte S.L. in Madrid.

15 A. Cabrera has also found
hemp in some of the exhibits
at the Museu Textil i de la
Indumentaria de Barcelona, as
noted in her doctoral thesis:
La industrial textil copta:

la coleccion de tejidos de la
Antigiiedad Tardia del Museu
Textil i d’Indumentaria

de Barcelona, Universidad
Complutense de Madrid,
2015, unpublished.
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The second textile to undergo carbon-14 was item 3869, a heavily deteriorated
piece decorated with a row of swimming putti holding offerings, each separated
by aquatic plants and lotus flowers. The decoration is presented in a variety
of colours against a red background, but the figures themselves are crude and
simplistic in appearance, which guided the original dating of between the
ninth and eleventh centuries. Carbon-14 dating, which matches the findings
for similar pieces, situates the piece with a likelihood of 95% between the years
600 and 660 AD, and with a lower probability of 68% between 620 and 650 AD,
making it at least two centuries older than originally thought.

Just as correctly identifying the structure and fibres of textiles helps to
pinpoint their geographical origins and date of production, analysing the dyes
that they contain can also provide important information. The dyes used in Al
Andalus in the Middle Ages, for example, were not the same as those employed
in Central Asia during the same period, and the use of cochineal indicates a
clear terminus ante quem for dating purposes.

The items with record numbers 87, 207, 222, 245 and 304 were analysed
using high-resolution liquid chromatography,'* which identified the typical
dyes used in Egyptian textiles from the period: madder red (Rubia tinctorum)
for the red shades, indigo (Indigofera tinctoria) for the blues, and indigo with
weld (Indigofera tinctoria with Reseda luteola) for the greens. Fibre analysis,
meanwhile, revealed both the linen and wool typical of pre-Islamic Egyptian
textiles but also the use of hemp in certain parts of the decoration in one piece
(rec. no. 207). Hemp is rarely described in the literature, but this is presumably
because the laboratory tests that would identify it were not carried out, its
appearance being near-identical to that of linen to the naked eye."
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The CDMT is now part of the team in the project “Las manufacturas textiles
andalusies: caracterizacién y estudio interdisciplinary” (HAR2014-54918-P),
which is scheduled to run for three years, will adopt the model of previous
studies, using a multidisciplinary perspective to establish the links between a
variety of Medieval textile pieces. Alongside this, the CDMT is also involved in
the project “Medieval Textiles in Iberia and the Mediterranean”, funded by the
Fondation Max van Berchem (Geneva) and the Pasold Research Fund (United
Kingdom), which consists of a complementary epigraphic study of the textile
corpus.

In 2012 and 2013, the CDMT also contribution to the project “Measurements
and fitting of Egyptian children’s tunics of the 1st millenium AD”, led by Anne
Kwaspen and Chris Verhecken-Lammens.'s The authors examined the patterns
of 60 children’s tunics from 14 different collections and used the information to
reconstruct how they would have been produced and worn. Once of the pieces
included in the study was the tunic owned by the CDMT, stored under record
number 263. The results were presented at the 8th Textiles from the Nile Valley
conference and published in the accompanying proceedings."”

Two other items, from the Tove Alm collection (rec. no. 7495 and 7509),
are currently part of research being carried out by Maciej Szymaszek for the
preparation of his doctoral thesis Tracing the Provenance of Ancient Egyptian
Textiles: Tove Alm’s Collection at the University of Gothenburg. The thesis looks
particularly at the evolution of human representations in Egyptian textiles and
uses carbon-14 dating to situate the pieces chronologically.

In 1968, the Swedish antiquarian Tove Alm sold part of his collection of
Egyptian textiles to what was then the Terrassa Provincial Textile Museum. The
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present-day CDMT’s other Egyptian textiles'® come from the Biosca and Vifas
collections®. Through the work of Silvia Carbonell, it has been established

that Ricard Vifias bought examples from various antiquarians and collectors
around the world: from Jacques Kassapian in Paris, Gottfried Enster in Zurich,
Albert Honnegger in Lyon, A. Indanyan and from Margal Olivar and Emili
Cabot in Barcelona. Thanks to information received from Laura Rodriguez, it
has been possible to identify 36 items that came originally from the collection
of Anastasio Paramo, from which they were transferred to the Ignasi Abadal
collection and later the collection of Josep Biosca, who in 1946 founded the
Biosca Textile Museum, the seed from which the CDMT grew.

The Egyptian textiles were the first collection at the CDMT to be
photographed with a digital camera, in 1996, and were also the first exhibits to
be made freely available in our on-line image library, IMATEX. At the time of
its launch, IMATEX was a pioneering initiative at the national level, conceived
as a novel solution to the longstanding problem of balancing conservation with
dissemination.

This year all of the pieces have been re-photographed. The original images,
obtained with our first digital camera, have been greatly improved upon,
and we now have much sharper and more detailed views of each item in the
collection, whose colourful designs — crude but intricately worked — make them
so endearing.?’
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In February 2017 the CDMT will host the exhibition “Ancient Egypt and the
Coptic Textiles of Montserrat,” curated by the Fundacié Abadia de Montserrat,
which showcases pieces from the Roca collection, and an exhibition of
photographs taken at excavations in Oxyrhynchus, organised by the Catalan
Society of Egyptology.

The study of historical textiles is currently attracting considerable interest.
New research techniques, analyses and tests have made it possible to conduct
a critical revision of the literature, as well opening up new channels of
investigation into aspects hitherto unaddressed. In this new scenario, team
work has a crucial role in facilitating the sharing of knowledge and resources,
enabling experts to acquire a comprehensive understanding of the many aspects
that the complex field of textile research presents. @
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On textiles, colonies
and indians. A tale from across

the seas

by JoAN MIQUEL LLODRA, art historian

The relationship between Spain and its former colonies can be viewed from

a number of perspectives. Particularly important among them is the textile
industry, which had numerous repercussions for the economies, societies and
cultures involved in Spain’s colonial adventure, particularly in Catalonia, which
from 1778 onwards was a gateway for Atlantic trade. It is the history of this
industry that underpins an exhibition organised by the Area for Culture of Begur
Town Council for the 13th Fira d’Indians, an event that celebrates the enduring
relationship between Begur and Cuba originated by prosperous Catalan traders
who returned from the colonies, known as indians or americanos.

From the earliest days of the colonial period, the Antilles provided Europe
with a great many products to satisfy the needs of an increasingly consumerist
Old Continent society. Aside from coffee, sugar and tobacco, brought from
Havana, Catalan ports were inundated with ships carrying bales of flocked
cotton, much of it from the great plantations of New Orleans and Charleston.
The fibre was used to fuel the growth of a Catalan textile industry that was still
in its infancy.

Over the course of the nineteenth century a great many Catalan entrepreneurs
- based in Cuba, in Barcelona, or on both sides of the Atlantic — grew wealthy
from the cotton trade. Jaume Torrents, who traded the route between Barcelona,
Havana and New Orleans, and the Vidal Quadras and Baradat families, indians
who also ran trade routes, can be considered alongside the Biada i Prats brothers
(sons of the Matard-born india Miquel Biada) and the Amell brothers, born into
a family of indians in Sitges, who became two of the largest importers of flocked
cotton in Barcelona.

It was thanks to this colonial cotton that the industry driven by Catalonia’s
indians reached its peak. Barcelona became the production capital of southern
Europe for printed cottons, which were manufactured in huge quantities at
affordable prices. In only a short time the Catalan capital grew to be the largest
and most established supplier of printed cottons not only to the rest of Spain but
also to the colonies themselves, which as well as producers and exporters of the
raw material had also become major import markets.

ON TEXTILES, COLONIES AND /INDIANS. ATALE FROM ACROSS THE SEAS


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

25

Del 26 d’agost al 4 de setembre de2016
Sobre teixits, colonies i indians.
Una historia d’ultramar

The cottons manufactured in Catalonia were the most commonly sold fabrics
across the Antilles, together with those imported from North America. Printed
cotton was particularly popular among Cubans, for hygiene, cleanliness and
comfort but also for aesthetic reasons. Equally successful were linens, imported
in their raw state from northern Europe, printed in the factories of Barcelona’s
indians and sent in considerable volume to the colonial market. Cotton and
linen fabrics produced in Catalonia quickly found favour ahead of sheepskin,
first imported from Castilla and Andalucia, taffeta and silks, also of Spanish
origin, and even linens produced in regions as renowned as Laval (France) and
Landshut (Germany).

Another emblematic Catalan product exported to the Americas was lace,
whose negligible weight and high price made it a prized commodity in
transatlantic trade. Production houses along the east coast of Spain sent tens
of thousands of yards of lace to adorn the clothes of the wealthy classes. The
Catalan city of Matar¢ also provided the colonial market with large quantities
of knitted fabrics: inexpensive products, many of them in bright colours, such
as socks, t-shirts and stockings. Hijos de Marfa and Font, Clavell i Coll were two
Mataré-based manufacturers of knitted goods that found particular success in
the colonial market.

The success of the cotton industry following its emergence in the eighteenth
century was not the only factor behind the rapid industrialisation in Catalonia
over the course of the 1800s. The region’s industrial revolution, though
primarily textile-based, also saw rapid development in the mechanical and
chemical sectors, and owed much to the great fortunes of the indians who had
made their new home in Cuba. From the 1840s onward, it was their capital that
funded the textile factories which would make Catalonia one of the foremost
industrial powers in Europe. There are numerous examples from across
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Catalonia of americanos who either invested in or took direct charge of these
factories, notably Miquel Biada, financier of the first Spanish railway, who
invested 100,000 pesetas of the era in a cotton mill in Matard, and Josep Antoni
Salom, who in 1854 invested in the cotton firm Santacana Sadurni y Cia in
Vilanova i la Geltrt, a town in which 60% of the capital pouted into the cotton
industry came from the Antilles.

The Antilles-based indians did not only fund cotton mills; their capital
was also put into the wool industry. Antoni Sama i Urgelles, for exemple,
invested part of his fortune in a cotton mill in Esparreguera and in a company
specialising in the production of woollen cloth, which in 1872 operated 114
looms with 5,700 spindles.

Of the many Catalan indians who invested in the textile industry, the most
emblematic is perhaps Joan Giiell (1800-1872), who made his fortune in Cuba
and played a major role in economic and political life in Catalonia and Spain,
particularly between 1850 and 1870. Following a formative journey to England
and various other experiences from which he gathered valuable information,
in 1848 Giiell formed an association with the mechanic Domingo Ramis
and founded a modern textile factory in the Sants district of Barcelona that
obtained exclusive rights to the national production of velvets and cotton
corduroys, fabrics commonly used by the urban and rural working classes but
which no Spanish manufacturer had been able to produce successfully. The
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Caricature of the industrialist and india Joan Guell, Josep Parera (1828?-1902), Barcelona, mid-nineteenth century,
Frederic Mares Museum, rec. no. 56877. ©Guillem F-H.
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company, Giiell, Ramis y Cia. (the factory was popularly known as the Vapor
Vell de Sants), initially relied on English machinery and the expertise of English
technicians and would become one of the leading cotton manufacturers in
Spain, with the largest number of spindles found anywhere in the Catalan
cotton spinning industry.

The work of Joan Gtiell was taken up and expanded by his son, Eusebi Giiell
i Bacigalupi (1846-1918), who in 1890 joined forces with the engineer Ferran
Alsina and transferred the factory to Santa Coloma de Cervell6. This was the
first step in the creation of the Colonia Giiell, the company town that would
remain in use until 1973. Despite his prominent role as an industrialist, Eusebi
Giiell is now primarily known as the defining patron of the great architect
Antoni Gaudi (1852-1926). Indeed, the Catalan modernisme movement was
made possible in no small part by the wealth that flowed from the colonies and
the growth of the textile industry, as can be seen in the ornamental motifs of
many buildings from the era.

One of the most renowned modernista painters, Ramon Casas, the 150th
anniversary of whose birth is celebrated this year, was very much a product of
the long and fruitful relationship between the colonies and the Catalan textile
industry. Casas was the grandson, nephew and son of indians; his father had
made his fortune in Matanzas (Cuba) and his mother, Elisa Carbo, herself the
daughter of an india who bankrolled various textile firms, became the owner
in 1907 of the company Isidro Puig y Cia., based in Sant Benet de Bages and
founded in 1856. The family fortune ensured that Ramon Casas had no material
needs and could devote his whole life to his one passion: painting.

Of the vast oeuvre that survives, Casas is perhaps best defined by the beauty
and sensuality of forms and colours in his portraits of chulas and manolas.
Many of these stereotyped figures were depicted with a silk accessory whose
fine texture, extoci image and rich combination of embroidered colours gained
it great popularity in Spanish society: the Manila shawl. While the Spanish
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colonies never developed major textile industries of their own, they were the
setting-oft point for important textile products exported to Europe. Manila
shawls, despite taking their name from the port city that exported them to
Spain, in fact originated in China, a country with a centuries-old history of silk
weaving.

Spanish traders wasted no time in adding the product to the range of exotic
and luxurious items shipped from Manila, which crossed the Pacific between
the Philippines and Seville from the late sixteenth century onwards. Originally
used as coverlets or rugs, Manila shawls would eventually become one of
the typical accessories of the Spanish woman’s wardrobe, and though the
earliest wearers were wealthy ladies, by the late-nineteenth century they were
a common sight across all social strata, particularly in the regency period of
Maria Christina (1833-1840), even being adopted into regional dress.

A history of textiles in the colonial territories before the Spanish conquest
would itself provide ample material for more than one book. The material and
symbolic value of textiles in the Mayan and Incan cultures, the production of
obrajes (textile plants) across South America, and the great diversity of fibres
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and dyes used across the continent are just some of the many themes that could
be addressed. Here, however, we focus on a fabric produced in the Philippines,
fine in appearance but deceptively strong, which came to be known in some
circles as ‘paradise cloth’. It was produced from the pineapple plant, native
to Mexico, which adapted quickly to the sun and climate of the Philippine
archipelago. Local artisans familiar with Chinese and Malay customs extracted
a fibre from the long leaves that can be spun into yarn to create the finely
texture and attractive cloth, nipis, which is hailed as among the most unique,
sophisticated and exclusive fabrics ever produced. From the sixteenth century,
embroidered nipis was used to make clothing and accessories for the men,
women and children of the upper classes and decorative fabrics commonly
found on the beds and tables of royal households. The golden age of nipis
coincided with the last years of Spanish rule in the archipelago. After 1898,
what had once been the epitome of eastern luxury, shipped around the world,
fell into decline and was gradually forgotten by the world.

Within the vast commercial and economic framework erected by the
textile industry, small businesses, shops and department stores also played
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an important role. Travel journals, chronicles, newspapers and literary works
describe the intense commercial activity of colonial Cuba, referring specifically
to grand establishments dedicated to the sale of clothing — many of them run
by Catalans - that displayed an enormous variety of products. The indians also
funded the opening of large metropolitan stores in the home country. Pablo del
Puerto and Eduardo Conde Giménez, for example, natives of Madrid who made
their fortunes in Cuba, opened a shop selling shirts and linens in Barcelona,
which in 1881 became Almacenes El Siglo, one of the most popular department
stores in the city. Half a century later, Pepin Fernandez and Ramdn Areces,
whose wealth also came from the Antilles, opened in Madrid the department
stores Galerias Preciados and El Corte Inglés, respectively, two of the most
prominent businesses in the production and commercialisation of Spanish
textiles.

It was in stores such as these that affluent Cubans bought the fabric for their
clothes. In Cuba, financial and social divisions were not only drawn along lines
of race but also - as in most civilisations — because of clothing. Those without
the means to buy clothes made in Paris, London, Madrid or the capitals of
North America, following the latest fashions, had their own clothes made by
tailors or designers — one of the most lucrative professions on the island — who
either produced their own designs or imitated as closely as possible the trends of
the old continent.

The tropical climate, however, soon saw the thick wools, cashmeres and
damasks of Europe replaced by lighter fabrics with a softer feel: cotton and
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linen — more breathable, helping the wearer to deal with the heat and keeping
the skin cool - and simpler garments in lighter colours gradually became the
norm. In time, a person’s style of dress would ultimately come to reflect their
stance on the future of Cuba: whether the island should remain under Spanish
rule or seek independence.

The situation in the fields, however, was quite different; for a number of
years the local population continued to dress in wool flannels, which are poor
conductors of heat. Not only did this fabric irritate the skin, it also required
more assiduous cleaning than cotton and provided a breeding environment for
insects, eventually causing it to fall out of favour. The clothes worn by slaves,
meanwhile, made from the cheapest and poorest quality fabrics, warrant a
study of their own. Some slave owners employed seamstresses specifically
tasked with supplying clothes for people they considered to be beneath the rest
of society. From 1872, however, the famous American brand Montgomery Ward
began to mass-produce a specific range of clothes for slaves in standard sizes.
It is of anecdotal interest — without wishing to be frivolous - that Josep Xifré
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Casas, originally from Arenys de Mar and one of the wealthiest indians of his
time, was said to send his slaves out into the streets of Havana each Sunday in
white trousers, frock coats and top hats embroidered with his initials.

Clothing was one of the aspects that distinguished the returning indians in
Spanish society, as were their frequent involvement in philanthropic initiatives,
the use of Spanish or Catalan littered with colonial terms, and the construction
of opulent mansions festooned with all manner of textiles. Although in the
popular imagination they dressed in the style of the Antilles — a white linen
suit, the famous Panama hat, and a waistcoat from which a large gold pocket
watch hung - the americanos in fact dressed expensively, in the style of the
European bourgeoisie and nobility with whom they wished to mix and be
identified. This can be seen in portraits, sculptures and photographs from
the period, in which solemn expressions and luxurious upholstery frame the
quintessential garments of the wealthy classes — dress coats and frock coats,
white shirts with heavily starched collars, waistcoats and bowed cravats.

The wives of the Catalan indians displayed far greater sartorial extravagance.
One of the most extraordinary examples was the famed socialite and eccentric
Judith Downing (New York 1801-Paris 1868), wife of Josep Xifré, who
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moved in the most exclusive circles of Parisian society and shared intimate
friendships with the Countess of Montijo — mother of Eugénie de Montijo, the
future Empress consort of France — and Prosper Mérimée. The author often
commented on her elegance and exquisite taste in clothes - luxurious fabrics
and the finest accessories — and this is borne out by numerous portraits that
survive, enduring images of a true style icon.

The colonial period may now be in the distant past, but the ties that bind
Catalonia and Spain to the former colonies remain very much alive. As
globalisation creates an ever more homogenous society, it is pleasing to see that
certain fabrics, garments or accessories continue to tell a tale from overseas
that, for all its darker aspects, enriched our lives in so many ways. The enduring
example is the guayabera, the quintessential Cuban shirt, which has become a
link between Cuba, the Caribbean and the rest of the world. @
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Thus reads the English translation of the original definition given in the 1995
edition of the Diccionari de la llengua catalana. From this definition we can infer
that the creation of an archive is driven by the will of a person who understands
perfectly the enduring importance of the documents it is to contain and the
value of their orderly storage; what is less evident is that there are people capable
of sensing this importance at the very moment a document is created. It is

with this in mind that we must celebrate the vision and the will — as well as the
remarkable constancy — of Magi Borrell Portabella, who rescued from obscurity
(and from possible destruction) the abundance of documentation generated by
the forerunners of the company Grobelastic S.A. from the nineteenth century
until 1984, when the present-day company was incorporated. The firm’s head
offices are home to a series of historical archives that chart the complexities of
the commercial activities that preceded its creation, which date back to 1890 in
the case of the company S.A. Grober in Girona and stretch even further into the
past in the case of Nacional de Manufacturas Matas S.A., a company originally
based in Barcelona. As the Catalan capital grew, the Nacional de Manufacturas
Matas S.A. factory was transferred to Palleja, on the banks of the River
Llobregat, where it formed part of a group of enterprises run by the Portabella
family from Manresa, who oversaw a major hub of textile manufacturing in
Catalonia, particularly in the production of ribbons. The factory specialised

for many years in the production of accessories and adornments for clothing,
including scalloped trims, satins, gros-grain and Jacquard-decorated ribbon,
while S.A. Grober initially specialised in the production, dyeing and finishing of
braid and laces in silk, wool and cotton, only later moving into the production of
buttons and elastic fabrics.
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Facade of the Grober factory in Girona, 1940.
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Keen to save many thousands of documents from destruction, Magi Borrell
Portabella was implicitly aware that the vast collection should not be merely
stored away but rather archived for the future and clearly classified, placed in a
location that would allow easy access and consultation for many years to come.
The location that met these requirements was the Regional Archive of Maresme,
in Matard, an area that was once home to many of the emerging textile
businesses that have long since disappeared or seen their premises converted into
spaces that no longer evoke their prominent role in Catalonia’s industrial past.

In his endeavours to conserve this important collection of documents,

Magi Borrell Portabella pays homage to his recent and more distant ancestors.
They are brought vividly to life through the testimony of signed and stamped
documents that open a window on a period of flourishing industrial and
commercial activity that provided a valuable source of income to many people in
Barcelona, Palleja, Girona, Bescan6 and Arenys de Munt.

THE HISTORICAL ARCHIVES OF GROBELASTIC S.A. THE IMPORTANCE OF HERITAGE PRESERVATION



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

Courtyard of the Grober factory
in Girona, 1930.
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Historical researchers interested in histoire appliquée, or public history, have
long viewed company archives as particularly useful to both the general and
specific areas of their work, and recognise their value as a structured body of
material on past practices that has practical applications for organisations in the
present.

Recent years have seen a growing awareness in Catalonia of the need to
preserve documents of this type, once dismissed as unimportant. There is a
new attitude towards the constructive exploitation of this commercial source
of historical memory, closely tied to a growing understanding the country’s
industrial heritage and efforts to harness it for new purposes. This emerging
trend, which builds on the work of researchers interested in local and economic
history, has prompted more detailed study of the period of industrialisation in
Catalonia and brought a new appreciation of the value of company archives,
particularly those of industrial firms.

The archives of S.A. Grober, which has been based in Girona, Bescansd
(Girones) and Arenys de Munt (Maresme), and Nacional de Manufacturas
Matas S.A., founded in Barcelona and later moved to Palleja (Baix Llobregat),
make a positive contribution to this movement and are a valuable legacy for the
future.
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Interior of the central hall, used for
the production of braids and cords.
Grober factory, Girona, 1930.
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The archive reflects the often adverse historical contexts that the two
companies had to tackle, not least the Civil War from 1936 to 1939, which
is perfectly illustrated in the documents. It also sheds light on the corporate
philosophy imparted to S.A. Grober by Emili and Joan Portabella Barrera,
which encompassed many social and cultural activities that are fondly
remembered by the communities of Girona, Bescané and Arenys de Munt.
Though first and foremost a business, the company was not only a commercial
concern; it also served as an environment in which workers could socialise
and grow as people and provided support to families through periods in which
neither society nor the government offered extensive opportunities to learn
or train, especially in the aftermath of the Civil War. With a patriarchal spirit
that extended to workers’ families, the company launched a range of initiatives,
among them nurseries, that complemented the wide range of services offered
by the Germandats de Socors Mutus (benefit societies), establishing affiliations
with state primary schools and the Escola d’Oficis i Arts Decoratives (school
of arts and crafts), funding the choral society “Cants de Patria” in Girona
and Bescand, and organising library services, sports teams, film screenings, a
refectory service and an affordable lodgings programme. These many activities
were clearly an effort to compensate for a lack of state and municipal provision
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nggs;fi‘;%‘g in Girona, braiding  jp difficult times, and reflect the fact the Portabella Barrera brothers clearly
' ' understood the hardships faced by some of their workers. In Arenys de Munt,
Joan Portabella Barrera pursued his own philanthropic goals, setting up a
nursery for workers’ children at S.A. Grober, which admitted children from
one month old up to school age. All of these facilities and services are amply
documented in the archive.

The wealth of materials in the archive have been classified following the
parameters set for company documentation by the Archives Service of the
Government of Catalonia, ensuring that each document is accurately described
and detailed and can be easily accessed by researchers.

The figures speak for themselves: the materials compiled from the records
of S.A. Grober, in Girona, Bescand and Arenys de Munt, include some 79,000
documents, while the collection from Nacional de Manufacturas Matas S.A., in
Palleja, contains around 25,000 more. Documents range from original articles
of incorporation, shareholder statutes and executive resolutions to records
of worker conditions, internal paperwork, and correspondence with public
authorities and unions, with a particularly large body of materials on financial
management, turnover and tax affairs and on production itself, including
machinery specifications, quality control reports, monitoring studies and
reports, and proposals for the improvement of equipment and installations.
Commercial documentation includes market analyses and an abundance of
correspondence with clients, with specific reference to prices, which provide

40 THE HISTORICAL ARCHIVES OF GROBELASTIC S.A. THE IMPORTANCE OF HERITAGE PRESERVATION


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

41

Grober factory in Girona. Mechanical looms with a Jacquard head for the production of decorative braids, 1920s.
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the raw materials for potentially fascinating studies of the Catalan textile
industry throughout various periods of history. The archive is also a window
on the technical and technological improvements that were introduced as the
companies evolved, and the extensive social initiatives referred to above, which
are illustrated through a wealth of documents of unquestionable sentimental
value. Finally, a series of specific documents outline the reasons behind the
decision to relocate S.A. Grober away from Girona, as the city expanded under
the Mercadal Plan.

An abundance of additional materials accompany the documents themselves,
among them photographs, plans and machine schematics, which are an aid to
scholars and chart interesting developments over the course of the twentieth
century. The collection also tells us about shifts in fashion and how these can
determine the continuing success or eventual decline of a particular product,
texture or colour, as well as charting the distinct approaches that companies
took in responding to each of the changes.

While all of the documents are of scholarly interest, some hold a particularly
human appeal, telling us about the lives of workers, the salaries they received,
the hours they worked, how they were organised, how benefits and pensions
evolved, how the company managed its suppliers, the frequent power cuts when
resources were scarce, and even the importance of holidays and festivals and the
role that the company took in organising celebrations, cementing its place in the
collective memory of the local population.

The documents, conserved with such care by Grobelastic S.A., speak to us of
these and many other aspects of the company’s past and will enable the scholars
of the future to reconstruct realities that may otherwise have disappeared from
memory forever.
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A museum within a museum:
the textile collection

at the Episcopal Museum
of Vic

by JuDIT VERDAGUER I SERRAT,
curator of the Episcopal Museum of Vic (MEV)

The dignity of clothes that have been consecrated to God, that have received

His blessing (...), that have born witness to the celebration of the most venerable
Mystery, should be sufficient to prevent their sale as cheap merchandise, so often
leading into unworthy hands and to uses not fit for such robes and ornaments.

If one piece and another were to find their way to museums, where they could
serve to inform under careful conservation, this fault could be excused; but they
are all too often converted into decorative items for lounges and workshops , and
this when they are not taken apart and condemned to a life as a chair cover or
converted into cushions and placed beneath the feet of all manner of people. Who
has not seen maniples used as curtain loops?”.

In 1925, Father Josep Gudiol® expressed in these terms his distaste at the ignoble
fate of historical items of sanctified clothing and fabric. The trade of these items
by “espadrille antiquarians™, to use the term coined by Joaquim Folch i Torres,
contributed to the cruel fragmentation and inexorable dispersion of many
Catalan textile pieces, erasing their history and roots forever.

The safekeeping of liturgical ornaments, of the ecclesiastical hierarchy, was
traditionally a matter for the religious establishment, which considered them
sacred objects that must be conserved, protected and handled with respect.

For many centuries it was customary for a newly appointed canon to provide
his cathedral with a chasuble, which upon his death was transferred to the
see, where it would be conserved.* The tradition allowed the vestis sacra to

be preserved for centuries. However, with the emergence of a new market for
historical textiles, nothing could prevent whole robes or decorative sections of
them being sold or exchanged time and again.

Certain episodes in the past are particularly illustrative of this phenomenon,
such as the decision in 1888 to cut up and divide the pontifical robes that had
covered the body of Saint Bernat Calbd®. Some of the pieces were distributed

5 Sant Bernat Calb6 became

Bishop of Vic in 1223. His tomb
can be found in Vic Cathedral.
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Father Josep Gudiol sitting before the frontal of the Altar of the Epiphany. Episcopal Museum of Vic, 1905-1910.
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as relics® and others found their way into the hands of avid collectors who sold
them to private owners or to museums around the world, where they remain
today.’

The dispersion of these emblematic pontifical garments was not an isolated
occurrence; the same fate befell other historical liturgical vestments, at a
time when interest in the study of textiles was still new to Catalonia. The
consideration of historical textiles as works of art emerged through successive
specialised studies, and textiles themselves were preserved by collectors,
antiquarians and scholars, who valued the country’s textile heritage and built
private or public collections of great artistic worth.

A dramatic rise in value came with the founding of the first European
museums to house dedicated textile exhibits, among them the Victoria and
Albert Museum in London® and the Musée Historique des Tissus in Lyon.’
The new institutions held sizeable textile collections and were the conceptual
basis for the creation of the first Catalan textile collections. This focus brought
new value to a genre that had previously received little appreciation, gradually
affording it the artistic status it deserved.

The origins of the collection

The collection of historical textiles In Catalonia began in earnest in the
nineteenth century, but it was not until well into the twentieth that the practice
became widespread. The resurgence coincided with a renewed interest in
recovering the savoir faire of traditional arts and crafts, a fascination that
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emerged from Art Nouveau and Catalan modernisme. A new Catalan
bourgeoisie, made wealthy by the burgeoning textile industry, quickly took an
interest in the private collection of historical textiles, a trend that was no doubt
a direct reaction to the unstoppable advance of industrialisation.

Many of the most prominent patrons of the arts were industrialists, who
amassed sizeable textile collections that would later be sold or bequeathed to
museums in Spain and abroad. Other collectors were artists of the modernista
school, individuals with great creative sensibilities but also a feel for the
importance of preserving anything linked to the arts and crafts of the past.
The Episcopal Museum of Vic, for example, conserves textiles that originally
formed part of the personal collections of Josep Pasco, Oleguer Junyent and
Gaspar Homar. The most remarkable of these, for the number of pieces as
well as their quality, was the collection of Gaspar Homar, which the Museum
purchased through an antiquarian in 1934.

The origins of the textile collection at the Episcopal Museum of Vic,
however, are much older, stretching back as far as the Archaeological-Artistic
Exhibition held in Vic in 1868. The event was organised by a group of art and
archaeology enthusiasts belonging to the local literature circle, who gathered
together a large number of artistic objects from churches, convents and
private houses in the region. The range of items on show included a sizeable
collection of tapestries and religious ornaments, most of them on loan from
Vic Cathedral. The interest attracted by the exhibition raised public curiosity
in Catalonia’s artistic heritage and prompted the organisers to create their own
Archaeological Museum, with a permanent collection of exhibits provided
by members themselves and obtained from excavations in the area. Shortly
after, the collection was broken up and passed to the newly created Episcopal
Museum of Vic.

It was in this context of cultural effervescence that the Bishop of Vic decided
to participate in the 1888 Universal Exhibition in Barcelona, exhibiting a large
collection of artistic objects from his diocese, most notable among them a
series of Romanesque panel paintings and textile pieces of great artistic value,
including the famous ‘Witches’ Cloth’ and pallia of the Annunciation, the
Evangelists, Epiphany and Piety, all from the Monastery of Sant Joan de les
Abadesses."

The success of the exhibition, which received three gold medals, one of
them for the magnificent fabrics and embroidery, encouraged the Bishop
of Vic, Josep Morgades," to set up the Episcopal Archaeological-Artistic
Museum of Vich - now the Episcopal Museum of Vic — and was a clarion
call to the deans of his diocese to conserve the artistic treasures held by
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their parishes. Bishop Morgades reminded them that they had the obligation
to safeguard all of the historical objects in their churches and invited them
to transfer their works of art to the Museum, where such valuable religious
heritage could be suitably looked after.'?

In 1891 the Episcopal Museum of Vic opened its doors to the public,
presenting a large collection of textiles and liturgical vestments gathered from
the trousseau of the bishops and canons of Vic Cathedral, the Monastery of
Sant Joan de les Abadesses and churches in the local area. The ceaseless efforts
of the Museum’s first curators to expand and diversify the collection would lead
to a number of important acquisitions from antiquarians and private collectors,
including many ancient textiles of distinct styles from different periods,
gradually shaping the collection we know today.

It was Josep Gudiol who set the initiative in motion, demonstrating a keen
understanding of how to stimulate interest in recovering and investigating the
forgotten textile treasures of Catalonia’s churches and cathedrals.” During his
time as curator and in his work as a researcher he worked tirelessly to spread
knowledge and encourage wider study of the Museum’s textile collection.
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Sketch by Federico Correa of the
plans for the textile and clothing
gallery. Federico Correa and
Alfonso Mila were the architects
who designed the new MEV
building, opened in 2002.
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The current collection

Today, the Episcopal Museum of Vic has some 2000 exhibits, making up

a distinctive collection that is internationally renowned for the variety and
prestige of its textiles. The richness of the textile and clothing collection
makes it a veritable museum within a museum, and to ensure the correct
conservation of each exhibit a dedicated exhibition space was created with its
own unique design, setting it apart from the other galleries in the Museum.
The space houses a representative selection of artistically valuable historic
textiles and an exceptional collection of liturgical vestments that perfectly
illustrates the history of this form of religious ornamentation.

The textiles on show at the Episcopal Museum cover a period stretching
from the ninth century to the very recent past. The earliest pieces are Coptic
and Byzantine fabrics, and Hispano-Arabic textiles such as the renowned
altar frontal known popularly as the “‘Witches’ Cloth’, a unicum of its type.
These are followed by a series of velvets and silks produced in Italy and
Spain between the fourteenth and seventeenth centuries, adorned with rich
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needle-painted embroidery, the finest examples of which are the robes of
Abbot Vilalba and the meticulously detailed altar frontals from the Monastery
of Sant Joan de les Abadesses. In the fourteenth-century chasuble of Bishop
Bellera the Museum also has an example of Opus Anglicanum, an exceptional
representation of embroidered goldwork and coloured silks. Items from
subsequent centuries include Flemish tapestries, upholstery fabrics with large
plant motifs, extravagant bizarres and exquisite imitation needlework, displayed
alongside printed calicos and early examples of block-stamped fabrics from the
late 1700s. The textile collection at the Episcopal Museum of Vic is completed
by sets of liturgical vestments from the nineteenth and twentieth centuries with
innovative designs'. e
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The Contemporary Tapestry
Museum of Sant Cugat

Discovering and disseminating textile
art through educational projects

by LLufs CAMPINS, director of the Sant Cugat Museums
and HELENA MINUESA, head of education at the Sant Cugat Museums
Photographs: @LocalPres

In May 2003 the Sant Cugat Museum opened a new site specifically designed
to showcase the legacy of the city’s textile industry: Casa Aymat, now the
Contemporary Tapestry Museum (MTC) of Sant Cugat.

Since its creation, the objective of Casa Aymat has been to tell the story of one
of the most prolific and characteristic artistic movements in Catalonia in the
latter half of the twentieth century; one that, towards the end of the 1980s, and
after a period of great splendour, fell into such decline that it all but disappeared
from memory. This forgotten movement was that of contemporary Catalan
tapestry, which through a group of artists that included Josep Grau Garriga,
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Aurelia Muioz, Josep Royo, Carles Delclaux, Dolors Oromi, Teresa Conte,
Maria Assumpcié Raventoés, Maria Teresa Codina and Merce Diogéne gained
a standing comparable to that of major movements outside Spain, for example
in France (where Jean Lurcat displayed his mastery of the technique), Poland
(where the foremost exponent was Magdalena Abakanowicz), and Yugoslavia.

In continuing to promote the textile legacy of Sant Cugat, the MTC recalls
events of the early twentieth century through the figure of Thomas Aymat, the
noucentista artist who founded the Aymat Carpet and Tapestry Factory, which
represented the pinnacle of the craft in Catalonia during the first half of the
twentieth century (producing carpets for the Parliament of Catalonia and the
tapestry for the grand staircase of the Barcelona City Council uilding), and the
Catalan Tapestry School, established in Sant Cugat in the second half of the
century and overtly innovative in its approach to the textile arts.

The MTC is, therefore, a textile museum, since its deals exclusively with
textile materials. However, in the wider context of textile museums in Spain, it
is unique in addressing textile production specifically from the point of view
of artistic expression. This, of course, stems from the fact that the Catalan
Tapestry School was, through undeniably a business venture, first and foremost
an artistic endeavour. Everyone who participated in it did so from a wholly
artistic perspective and with a purely artistic desire. As such, the MTC is also
an art museum, in that it is a museum of textile art.
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With this in mind, the Museum’s mission encompasses a range of
dimensions that dovetail around its central theme:

m the technical dimension, showing how contemporary tapestries are created
using highly specific plans and technical procedures, very different to those
employed for classic tapestries;

m the artistic dimension, since the Catalan School represents a renewal of
contemporary artistic language through textile expression;

m the ideological dimension, as contemporary tapestry is associated not only
with the desire for artistic renewal, but also — inevitably — with the cultural,
moral, sociological and political ideals of Catalonia, which typify the anti-
Franco stance;

m the pedagogical dimension, a key aspect in projects developed by the
Sant Cugat Museums, where education is integrated as a key constituent
of action, and which has been found to be inherently necessary in the
socialization of contents that are typically complex and somewhat removed
from today’s collective imagination.

It is in this context that we can fully appreciate two of the museum’s main
educational initiatives: Anna de la llana [Woollen Anna], and Fem tapis! [Let’s
make a tapestry!].

Woollen Anna and her learning suitcase.
Discovering the world of tapestry in Early Childhood Education

In 2009, the MTC’s educational service undertook to create an educational
resource especially for Early Childhood Education. The initiative reflected a
desire to bring the heritage of tapestry, and more specifically that of the Catalan
Tapestry School, to a wider public, as in the early 2000s it was a subject that
had received little attention from the world of museum resources. The ensuing
programme was thus designed specifically for children aged 3 to 6 years old, in
a formal setting but outside the constraints of the school environment.

In order to generate interest among pupils prior to their discovery of the
MTGC, the service created a character with whom the children could identity.

Woollen Anna is a puppet created by Anna Roger, based on the findings
of a preparatory study by the education team of motivational techniques for
children aged 3 to 6 years that could be suited to the subject of a textile art
museum. The outcome was the idea of a suitcase with various compartments,
in which each differently coloured space would hold a type of tapestry-related
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material that could be used to demonstrate the texture, the smell, and the use
of the material itself. It was also considered how this idea might be applied to
discovering the tapestries of the Catalan Tapestry School.

The learning suitcase connects us with the materials used in making
tapestries: wool, cotton, jute, yarn, plastic thread and cardboard, among
many others, all of which are present to differing degrees in the works of art
displayed in the Museum. To fit with Early Childhood Education curricula
and the capacities outlined for the early years of life, the programme prioritises
working with these materials and textures in experimental and hands-on
learning activities. In terms of curricular content, contemporary tapestry serves
as a vehicle for working with the senses, with the wide range of materials,
colours and smells it evokes. The intention, therefore, is to take textile art - a
concept seemingly unrelated to anything a child might find familiar - and
present it on a child’s level, decoding it in their eyes and through the prism of
their particular interests. This is achieved by focusing largely on the use of the
materials, the colours, shapes and textures.

Beyond this, the learning programme includes a tour through the museum
space. Prior to this, pupils take part in a preliminary activity at school to
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generate interest in the visit based on an intriguing premise: Woollen Anna has
lost a suitcase full of objects that must be identified and then delivered to her at
the museum.

Teachers are provided with resources on content that will later be discovered
in the museum. The entire programme has been developed by the education
service of Sant Cugat Museums, and is adapted to the needs of each group and
the specific requirements of the teachers involved. The Museum thus offers its
services to schools with a view to establishing a synergy that builds mutual
benefits.

For a minimal cost (for a box, a puppet, and various materials for the
activities), Woollen Anna and her suitcase of surprises has had a significant
impact. From February 2009, when the programme was first offered to
schools, through to June 2016, requests were received for a total of 73 groups,
representing some 1,946 pupils. In terms of educational levels, P5 is the most
frequently represented group, with a total of 1,270 pupils, followed at some
distance by P3 and P4, with 292 and 271 pupils, respectively. Other groups that
have used the resource include first-year primary pupils, with activities tailored
to their needs, and teacher training groups that have worked with the concept
of the learning suitcase as an example of an educational tool for use in the
discovery of heritage with children.
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Let’s make a tapestry! Working with the education community

Fem un tapis [Let’s make a tapestry] is a collaborative initiative set up in 2014
between the Tapestry Museum and local schools to teach students about textile
art, encourage hands-on work founded in regional history, and raise greater
awareness of local cultural heritage.

Over a period of five months, two teachers from the Joan Maragall primary
school in Sant Cugat del Vallés received training in tapestry-making, in order
to pass this knowledge on to their students, who would then help the youngest
pupils at the school learn the basics of weaving. The initiative is rooted in
the philosophy of service-learning: knowledge is passed on from teacher to
student, who then presents it to the youngest learners, establishing an effective
cooperative learning framework. Just as we help young children to tie their
shoelaces, we can also show them how to make basic stitches and knot a
tapestry...

The activity arouses the children’s interest by teaching them to learn by
doing. Theory and practice are inextricably tied, as the art of tapestry-making
can only truly be appreciated through the creative process. Indeed, the verb “to
make” (in Catalan, “fer”) is the very essence of the initiative, as reflected in its
name: Let’s make a tapestry!
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This said, the practical aspect of the programme draws on a solid conceptual
base. In their training, teachers receive three months’ instruction from a
tapestry artist in the relevant tools, knowledge and skills, so that they can later
pass this on to their students with due rigour and clarity.

Tapestry-making provides a global learning experience. On one hand, it
naturally develops hands-on and interactive work, involving fine motor skills.
At the same time, it serves to build a specific social environment: as we work
on a piece, we relax, find moments for friendly and enjoyable conversation,
enhancing our use of language and communication, and incorporating new
vocabulary and new ways of expressing ourselves and relating to one another
in a world increasingly dominated by the digital technocracy. In addition, the
language of mathematics is also very much a part of tapestry.

Ultimately, this is a programme that combines multiple learning activities,
and connectivity between areas and subjects, utilising the Museum as a
learning environment in close collaboration with schools; these are, after all,
two worlds built upon the same concepts of inquiry, dialogue, and building
together.

The Let’s make a tapestry! programme starts at the museum and then
moves to the school, so that the initial experience is taken to the school
environment and each of the two worlds is equally enriched. To use an apposite
metaphor, this approach weaves the two settings, symbolically but also in
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practice. Through Let’s make a tapestry! both the schools and the Museum are
contributing to the recovery of a legacy that seemed condemned to oblivion. By
a process we could liken to osmosis, the direct involvement of the educational
community grows, and in turn leads to a growing desire for knowledge of
textile art among society in a wider sense.

Thanks to the wide range of possibilities offered by this artistic heritage
endeavour in the field of education, since 2009 the educational service of
the Sant Cugat Museums has developed several distinct but complementary
initiatives addressed all possible publics, from formal education to groups at
risk of social exclusion. Like thread in a loom, these initiatives have woven
complicities between the community and the Museum that, though subtle, hold
great emotional and affective potential. ®
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Charting the memory
of textiles:

generating activity and knowledge
through collaboration between
the museum and civil society

by ROSER ENRICH GREGORI
Curator at the Sabadell History Museum

For more than a decade the Sabadell History Museum has been working

with a group of retired textile experts on a project that is proving highly
successful. The collaboration has seen valuable progress in efforts to catalogue
and document the Museum’s textile collection, to systematise the body of
knowledge on the wool textile production process, to delve into the historical
memory of Sabadell as a centre of textile manufacturing, and to launch new
initiatives that teach visitors about the significance of the wool textile industry
in the evolution of the city.

Sabadell, city of textiles

The manufacturing of quality wool textiles was the main economic activity in
Sabadell from the mid-nineteenth century to almost the end of the twentieth.
The success of local companies saw the city become the leading centre of wool
production in Spain and one of the driving forces behind Catalonia’s industrial
revolution.

The complex evolution of Sabadell as an industrial centre was reliant on the
market success of its textiles. In 1837, the local firm José Duran y Compaiiia
became the first manufacturer in Spain to produce what was called el teixit de
novetat, textiles specifically designed to reflect changing fashions. From this
point on, trends and fashions played a decisive role in manufacturing.

Textiles were produced to be sold and to generate profits; each manufacturer
put together an attractive sample book to stand out from the competition and
increase sales. To assist in the task, companies worked with a teoric, an expert
in textile theory who oversaw the creation of each year’s summer and winter
sample books, which presented the creations for the upcoming season.

Once classified and archived, these sample books were of great value to the
companies in later seasons, whether for supplying further orders of previous
collections or as inspiration for the creation of new samples.
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Group of theory experts who made up the Comissié de Mostraris. Front, from left to right: Lluis Marques, Sebastia Serra, Josep Llobet, Roser Enrich
(MHS), Lluis Clapers, Manel Borrell and Ramon Vila; back, from left to right: Frederic Gutés, Ricard Saez, Pere Nogué, Josep Maria Ramoneda, Josep
Maria Peret, Josep Cusido, Joan Carles Miquel, Antoni Ribera, Albert Puigdellivol, Josep Armesto, Antoni Vazquez, Josep Puigdellibol and Orsini Sotorra.
Absent from the photograph is Jordi Marmifna, one of the founding members. Photograph Carlos Rivera/MHS, June 2014.

The MHS sample book collection

1 ENRICH, Roser, “Els Since the end of the 1980s, one of the mainstays of the Museum’s acquisitions

mostraris. Creacions thistoria  policy has been to increase its collection of sample books from local companies,

del textil sabadellenc”, . . . .

RSN to offer the broadest possible representation of textiles produced in Sabadell

Arraona: Revista d’historia,

2012, vol. 33, 4a época, over the last 150 years.

pp. 276-285. The collection now has more than 4,000 documents of varying types,
corresponding to each of the processes and operations involved in the
production of a fabric, from conception and design to the completed textile
ready for sale.! The documents come from more than 30 textile manufacturers
based in Sabadell, and cover the period from the latter half of 1857 to the very

end of the twentieth century.
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Cataloguing the sample books

In 2004, the Museum embarked on the task of cataloguing the collection. A
specific collaboration agreement was signed for the purpose with the textile
section of the representative body Agrupacions Professionals Narcis Giralt,
formed primarily by experts in textile theory with extensive experience in the
production of national textile firms. The agreement ensured the experience and
expertise required for the task, and the Comissié de Mostraris, or committee of
sample book experts, was given the opportunity to pool its knowledge, which
could then be channelled through the Museum, coherently organised and made
available to the public.

The committee, which also includes dyers and spinners, has spent more than
a decade studying and cataloguing the production records and dye sample
books in the MHS collection.

Documentation guidelines

Given the nature of the collection, the committee and the MHS agreed that
the most suitable starting point would be to catalogue the general production
records.” This was done by creating a template with a series of specific fields
that could be used to create an individual file for each volume. As they were
completed, the files were then integrated into the Museum’s management
software, MuseumPlus.

As work has progressed to catalogue the production records, efforts have also
begun to order and inventory the production specifications, strike-offs, cost
projections, order books and other documents, tying them in with the relevant
production records where possible. This additional classification is being
compiled for companies with the most comprehensive body of records available:
Molins Hermanos, Planas y Rosson and Garriga Hermanos.

In 2009, work began on the dye sample books, which required new fields to
be added to the existing template. In this case, the bulk of the collection comes
from the company Estruch Téxtil.

Dissemination of the textile collection

Following more than a decade of research and documentation, the MHS and
the committee of experts have embarked on a series of projects and initiatives
designed to foster greater public awareness of the role and significance of the
textile industry in the history of Sabadell.
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1. Wool textile dictionary

It was apparent from the outset of the project that a consensus would be
required over the terms used to describe the textile samples. The committee
members had backgrounds in a range of specialisations, and each had acquired
specific experience at different companies, so a variety of terms were often used
to describe a single sample.

The committee periodically reviewed the terms added to individual records,
to validate their use and ensure that the same criteria were applied in each
case. Once a complete list had been approved, some of the committee members
proposed an additional project: the compilation of the Diccionari de mostres
vives [Dictionary of living samples], in which each textile record would be
presented alongside a genuine sample, truly bringing the collection to life.

The textiles were divided into two groups on the basis of their original use:
men’s or women’s attire. After several months gathering together and organising
the sample pieces, the committee finally completed the Diccionari textil llaner
[Wool textile dictionary], which was presented in June 2013. The two volumes,
on llaneria (woollens, for women’s clothing) and panyeria (worsteds, for men’s
clothing), are an encyclopaedic guide to the different types of textiles in the
Museum’s collection, all produced in Sabadell. The city in fact had a particularly
diverse textile industry, but wools were the quintessential product and are
therefore the dictionary’s exclusive focus.
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2. Exhibition Diccionari dels teixits fets a Sabadell
[Dictionary of textiles made in Sabadell]

The MHS presented its textile dictionary to the public through this temporary
exhibition, which was on show at the Museum from 4 September 2014 to 31
May 2015.

This exhibition, curated by committee members Orsini Sotorra Sanmarti,
Josep Armesto Beneyto and Frederic Gutés Pujadas, showcased Sabadell’s
rich and diverse textile production, presenting each textile sample alongside
a description of its most notable features. Visitors could read about the fabric
itself and the creator behind it, giving them an introduction to the theory
involved in the textile design and manufacturing process.

The next area of the exhibition showcased the Diccionari téxtil llaner, which
was presented alongside a variety of fabrics produced in Sabadell, grouped
according to the garment for which they were intended and furthered divided
into winter, summer and pre-season collections. A projection in the centre of
the hall showed the process of textile transformation from raw wool to finished
fabric, and scale models of a mechanical warp spooler and loom situated next
to the projection® were used to give a series of real-life demonstrations over the
course of the exhibition period.

The exhibition concluded with the video presentation Del be al teixit, which
offered an overview of the wool textile production process.*
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View of the second hall in the |
exhibition Diccionari dels teixits
fets a Sabadell. Photograph by
Roser Enrich/MHS. June 2015.

Detail of a display at the
exhibition Diccionari dels teixits
fets a Sabadell. Photograph by
Roser Enrich/MHS. June 2015.
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DICCIONARI

textil llaner

3. Publication of the Diccionari téxtil llaner. Referéncies il-lustrades

[Wool textile dictionary. lllustrated references]

The illustrated dictionary, a single-volume reprint of the two volumes that made
up the original dictionary compiled by the expert committee, was presented to
the public in December 2015. The first part contains the volume on woollens for
women’s clothing, in which the samples are categorised according to garment,
design and fibre, and further ordered alphabetically within each category. The
second part presents the volume on worsteds for men’s clothing, where samples
care categorised according to their eventual use, then by season, further
classified by garment and design, and finally ordered alphabetically. The book is
completed by a comprehensive index of terms.

The Diccionari textil llaner gathers together the knowledge of a group of
professionals with decades of experience at the forefront of wool textile design
and manufacturing, the primary activity in Sabadell’s economic growth over
the years. The book revives the memory of local textile production, rekindling
part of the collective memory of a city that owes its importance this industry,
which has left a mark not only on the physical appearance of Sabadell but
also on the unique character of its inhabitants. For more than 150 years,
textile manufacturing and satellite industries in the textile sector provided
employment to the vast majority of the local population.
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4. Exhibition Tints i colorants a Sabadell. Una historia que ve de lluny

[Dyes and colourants in Sabadell. A long history]

Once the 376 volumes of dye sample books from Estruch Téxtil had been
catalogued, giving an overview of almost the entire twentieth century, the MHS
organised an exhibition to disseminate the results of this major research and
documentation undertaking, which was open to visitors from September 2013
to mid-April 2014. The exhibition was curated by the dyers Sebastia Serra Rof
and Antoni Vazquez Barrera, both members of the Museum’s committee of
experts.

Dyeing is an important process in the textile industry. The abundance and
variety of textile products to emerge from Sabadell over the years owed much
to the city’s community of dyers, skilled professions professionals whose
permanent contact with technicians and manufacturers contributed greatly to
the commercial success of articles designed and produced in Sabadell.

A brief accompanying guide was released, and various activities were
organised on Sundays during the exhibition period, including the workshop EI
blau, de la planta al teixit. Taller de tintura amb anyil natural [Blue, from plant
to textile. Dyeing workshop with true indigo], led by Anna Homs Padrisa, a
specialist in the field of natural colourants. A full catalogue was also published,
which goes into greater detail on the exhibition content and gives an in-depth
account of the manufacturers who built the dyeing machinery used in the city.
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Workshop: E/ Blau, de la planta al
teixit. Explanations by Anna Homs
Padrisa. Photograph by Roser
Enrich/MHS. April 2014.
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Cloenda

The collaborative framework established more than a decade ago has grown
in scope and solidity and continues to generate new initiatives. Currently
underway is a project to digitise and analyse in greater depth the most
important pieces in the sample book collection.

A few months ago, the committee of experts acquired official status under
the name Associacio de Professionals i Amics del Téxtil de Sabadell [Association
of Sabadell textile professionals and friends of textiles], with a view to creating
a dedicated wool textile museum that will teach future generations about the
history of the wool textile industry in Sabadell and its importance in the life of
the city. o
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Library novelties and news

The Peniche Bobbin Lace Museum
(Portugal)

m Neus Ribas

In July, the local council of Peniche, a coastal
town located 100 kilometres north of Lisbon,
announced the opening of the Museu das Rendas
de Bilros (Bobbin Lace Museum). This new
cultural space aims to teach visitors about a craft
with a long tradition in the town. Lacemaking
in Peniche is thought to date back to the early
seventeenth century and the opening of trade
routes between Portugal and Flanders, which are
described in a number of historical documents. It
was in the nineteenth century, however, through
the work of the Rainha School of Industrial
Design, that the technique was perfected and
production reached its peak. By this time, most
of the women of Peniche were lacemakers,
and it is no coincidence that many of them
were the wives of local fisherman; Peniche is a
centuries-old fishing port, historically one of the
most important in Portugal, and the symbiotic
relationship that grew between fishing, sailing and
lacemaking calls to mind other traditional centres
of lace production, among them Camarifas in
Galicia and Arenys de Mar in Catalunya. By the
start of the twentieth century, however, the lace
industry had fallen into decline, and it was not
until 1980 that a revival was sparked, when the
local council backed the creation of the School of
Bobbin Lace. Since then, Peniche Town Council
has run a wide-reaching programme to promote
its handmade lace, through international fairs,
commercial agreements with designers and
advertising campaigns. The opening of the new
museum earlier this year can be seen as the
culmination of these efforts.

The Bobbin Lace Museum is located on
the Rua Marqués de Pombal in the centre of
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Peniche, behind the Church of Sant Pere. For
the time-being, the Museum is divided into two
spaces: a permanent exhibition on the history
of lacemaking in the town, and another area
for temporary exhibitions. In the permanent
exhibition visitors find explanations of the
techniques used by the lacemakers of Peniche,
designs and finished pieces, sample books,

a series of photographs and a summary of
recent work to promote the town’s handmade
lace industry. The temporary exhibition space
currently displays some of the designs unveiled
at this summer’s local fashion shows, events
that regularly draw the participation of young
designers from the local area.

The creation of the Peniche Bobbin Lace
Museum brings a welcome addition to the
celebration and promotion of handmade lace,
recalling its importance in the town’s history
and showcasing the singularity of this skilled
handcraft. m
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Library novelties and news

Tot Plegat. a portrait of Catalonia’s
recent textile past

Edition by the Terrassa Textile Museum
and Documentation Centre (CDMT)

m Assumpta Dangla

The Circuit of Textile and Fashion Museums of
Catalonia has produced the exhibition “Tot Plegat:
a portrait of Catalonia’s recent textile past”, which
was first exhibited at the Arenys de Mar Museum
and has since been displayed at the Terrassa
Documentation Centre and Textile Museum and
the Premia de Mar Textile Printing Museum.

The exhibition brings together pieces from the
collections of the three museums, taking visitors
on a journey through the history of Catalonia’s
textile industry from 1888 up to the present day.
The prize exhibits are the sample books recovered
from textile firms across Catalonia, which contain
fascinating examples of finished fabrics, print
designs, spun threads, ribbon and kanits.

The textile sample books are living testimony of
each company’s output and contain a surprising
variety of materials, making them versatile tools
not only for maintaining internal records but
also for marketing purposes. The exhibition
catalogue reflects this versatility by looking at
the many different aspects of the textile industry,
starting with an illustration of the production
environment itself. The exhibits chart the
evolution of textile design from the celebration
of the 1888 Universal Exhibition in Barcelona,
present the main manufacturing centres in regions
or cities across Catalonia, and showcase the very
latest developments and trends in the sector.

The director of the CDMT, Silvia Carbonell,
provides an exhaustive account of the different
types of sample books conserved at the
participating museums, unique objects that bring
us “memories from the mills”. She highlights the
great variety of fabric samples in the collection,
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TOT
PLEGAT

Unretrat de la Catalunya téxtil recent

behind which are numerous stories from a shared
social and historical context, shedding light on
many individual and collective adventures in

the history of each manufacturer. Carbonell also
presents the project “Documentation and diffusion
of the Catalan textile industry collection”, which
laid the foundations for an online database that
currently holds the details of more than 1000
textile samples.
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Jordi Maluquer de Motes, a historian from the
Universitat Autonoma de Barcelona, looks at the
emergence and consolidation of the Catalan textile
industry through a statistics-based analysis of the
particular growth model of its factories, focusing
on new economic data for the period from 1995
to the present day. Dr Silvia Rosés, meanwhile,
discusses the importance of museum collections
as an essential resource for designers, focusing on
their fundamental role in research and knowledge
transfer and their value as a source of inspiration
for contemporary design. Finally, Ariadna Detrell
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and Sergi Artigas, from AEI Textils and the Leitat
Technological Center, respectively, analyse the role
of research and development in the textile sector
over the course of its development and present new
trends and recent developments stemming from
Catalonia’s commitment to research-intensive
progress.

Tot Plegat invites the public to reflect on a series
of aspects, discussed in detail and clearly presented,
that are essential to understanding reality of the
contemporary Catalan textile industry from the
broadest possible perspective. m
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Exhibition
Dressing and undressing bodies.
Phenomenologies of appearance

Can Marfa, Knitted Fabrics. Mataré6 Museum
15 July-18 December 2016

m Oriol Ocaiia, co-curator

We dress and undress every day. Dressing forms
part of our daily routine and is linked to some
of our most basic needs. Over the last decades,
while the fashion industry has become one of
the defining economic phenomena of modern
capitalism, in the public consciousness it is
increasingly linked to the banality of consumer
culture. But beyond strictly instrumental
questions and the relevance of its productive
and economic dimension, clothing also plays a
crucial role in the relationships between bodies
in their appearance in public space: the common
world that Hannah Arendt understood as the
purest expression of political space, where each
of us observes and is observed and - through this
relationship constructs who we are.

It is this performative dimension of fashion
that forms the basis of the exhibition ‘Dressing
and undressing bodies. Phenomenologies of
appearance’, which presents works by designers
and artists who use clothing to reflect on the
dressed body and its symbolic potential. The
exhibition is structured in five areas of meaning
that articulate the forms with which clothing, our
second skin, activates different readings of our
bodies.

Design has become a key phenomenon in
placing concern for our appearance at the centre
of productive, symbolic and political activity.

As Boris Groys explains, a new field of action

has been established: self-design. On the dressed
body, clothing projects a formal and symbolic
reality over the living essence. The first area of

the exhibition addresses the ‘constructed body’,

in reference to the performative capacity with
which clothing endows the body: the projection of
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Un nosaltres impersonal, Laura Puigdellivol.
Photograph by Laura Ferndndez Antolin.

structures and forms by which it is rationalised,
stratified or inserted into new conceptual
relationships.

Elsewhere, the body has historically been the
target of the most sophisticated forms of control,
designed to subject and restrain. This control
has been particularly bloody in the case of non-
normative, functionally diverse and vulnerable
bodies, and with the female body. The power
relations that affect us project on the body a
series of ideological, economic and technological
discourses, and clothing is one of the many
mechanisms into which these discourses can
be introduced. In response, the fashion and
art worlds have proposed ways in which these
alienating or oppressive processes can be revealed
or rethought. The area ‘political body’ focuses on
such proposals, which take clothing as the basis
for reflection on the mechanisms of control or
suggest alternative mechanisms.

The area on the ‘wounded body’ address an
age-old symbolic relationship, between the act of
dressing and protection. The body, a dynamic vital
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reality in a constant state of exposure, is configured
from multiple experience and relationships.
Particularly meaningful among these, for their
bearing on the construction of subjectivities,

are certain experiences that can be considered
traumatic and which leave their mark on the body:
visible or invisible wounds that remind us of the
body’s fragility and its capacity for regeneration.
The garments exhibited in this area speak to
personal and universal wounds, in search of healing
or understanding.

The dressed body, then, is relational in two
senses: it is both constituted by the inseparable
relationship between the body and clothing
and engaged in a permanent relationship with
other bodies in a common space. Due to its
public dimension, which entails constant social
interaction, the body is vulnerable to the effect of
these relationships and to the forces by which it is

ruled and normalised. The situation is such that
we often need to protect ourselves, disappearing
from the material spaces of visibility to preserve our
singularity. The exhibits in the area on the ‘absent
body’ are responses to the disappearance of the
body or reflections on its relationship with clothing.
These relationships, however, do not apply only
to bodies. The body always exists in a given space
relative to other non-human agents, and the final
area of the exhibition deals with the notion of
the ‘expanded body’, in the sense that the body is
connected to stimuli that shape its reality and can
often expand its possibilities. The pieces on display
invite us to reflect on the links between body and
space, objects and others, exploring the awareness
of our own limits and their transgression and how
the way we dress can open up relationships with
other agents, broaden our capabilities and connect
us with other realities, spaces and times. m

With works by: Ana Laura Alaez, Nora Ancarola, Stéphanie Baechler, Ramon Guillén-Balmes,
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por la Dra. SfLvia VENTOSA.
Conservadora de Tejidos y Moda del Museu del Disseny de Barcelona

La exposicion Distincion, un siglo de fotografia de moda es el resultado de la
investigacion sobre el sistema de la moda que el Museo del Disefio de Barcelona
ha llevado a cabo durante los ultimos seis afios. El Museo (anteriormente Museo
Textil y de Indumentaria de Barcelona) considera que la moda ha de estar
representada no solo por vestidos, complementos y accesorios, sino también
por documentos graficos y fotograficos, publicaciones y otros soportes que han
contribuido, a lo largo de los siglos, a comunicar las novedades de la moda.

Desde los afios 1960, el Museo contaba con una importante colecciéon
de grabados e ilustraciones de moda, ademas de libros como el de Cesare
Veccelio, Habiti antichi et moderni di tutto il Mondo de 1598 que pretendia
explicar como eran los vestidos del mundo en el siglo xv1, revistas a partir
del siglo xv111 y fotografias de los siglos x1x y xx. En este sentido, ya en 2010
el Museo organiza dos exposiciones, Imdgenes de moda y Outumuro Looks,
veinte afios fotografiando moda, para mostrar cdmo se construyen las imagenes
de moda, y empieza a formar la nueva coleccion de fotografia de moda,
atendiendo a la importancia y omnipresencia de las fotografias y de la moda
en la sociedad actual. Este proyecto cont6 con una comision de seleccion, que,
junto con el equipo del Museo, han reunido 490 fotografias de 38 autores de los
siglos xx y xx1. Segun los criterios de selecciéon del Museo, se ha coleccionado
las imagenes que difunden modelos de moda del futuro, que se publican en
revistas y catalogos de disefiadores o marcas. Se han analizado los modelos
representados, los disefiadores, la repercusion en los medios de comunicacién,
su impacto social, y especialmente la calidad técnica y estética de las imagenes.
Se ha descartado el fotoperiodismo, los retratos de personajes o de disefiadores,
reportajes de desfiles, de vestidos en maniquies, y las fotos artisticas. Esta
coleccidn, la primera y nica en Espafia, es una representacion del lenguaje de
la moda, que emerge del mundo comercial y adquiere una segunda vida en el
universo cultural, para convertir imagenes inmateriales y efimeras en objetos
patrimoniales.

La fotografia es el principal instrumento de difusién de la moda, que llega
a grandes masas de la poblacion a través de las revistas mas populares, la
television o internet, sin la cual probablemente la moda no existiria. Asi, la
moda se define como un fendmeno social con cambios constantes y que aporta
novedades periddicamente en la manera de vestir y los estilos particulares
de cada época y lugar gracias a las imagenes de moda. La socidloga Yuniya
Kawamura considera que la moda se puede estudiar como un sistema
institucionalizado, “el sistema de la moda”, en el que diferentes profesionales
comparten la misma fe en la moda y participan conjuntamente en la produccién
y perpetuacion no sélo de la ideologia sino de la cultura de la moda, y actiian
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Muneca maniqui. Muneca de
baldés con cabeza de porcelana,
vestido de organza, cintas de
raso y encajes. Catalufa, c. 1870.
MTIB 103.623. Coleccion Manuel
Rocamora. Museu del Disseny de
Barcelona. © Xavi Padroés.

colectivamente para engrasar la maquinaria compuesta por disefio, produccién
y venta masiva de nuevos modelos (Kawamura 2005). Para mostrar estos
vestidos, el sistema de la moda requiere necesariamente medios de difusion
para estimular el consumo, convirtiendo vestidos creados por disenadores en
objetos de deseo y de compra.

Histéricamente las novedades se han difundido en primer lugar gracias a
las mufiecas maniqui. A partir del siglo x1v, las modistas de Paris envian las
«mufecas de Francia» a las provincias francesas y a las cortes europeas; se trata
de muiiecas maniquies vestidas a la moda de la corte de Versalles, realizadas
para darla a conocer y obtener encargos.

Mas adelante, la reproductibilidad (posibilidad de reproducir) de las
imagenes permitié que grabados, ilustraciones y fotografias asociados a revistas
tuvieran una gran difusién entre la burguesia. La revolucion industrial del
siglo x1x produce cantidades masivas de tejidos, que se venden a un ritmo
cada vez mas acelerado. A mediados del siglo, los grandes almacenes publican
catalogos con ilustraciones y fotografias. Aparecen las revistas, baratas y faciles
de transportar, que representan la primera forma de democratizacion de la
informacion, junto a los grabados, primeros medios de reproduccion grafica a
gran escala. Estos grabados, sueltos o encartados en las revistas, representan
imagenes idealizadas, alejadas del mundo real.

Grabado de Watteau hijo (dibujante), Dupin (grabador),

r
'

= s La gallerie des modes et des costumes francais, Paris,

Pl & " y - .

| - 1778-1786. Centre de Documentacié del Museu del
g— e g«““‘ . Disseny de Barcelona. © Xavi Padros.
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llustracion de Xavier Gosé,
Costumes Parisiens en Le journal
des dames et des modes,
coloreada au pochoir Paris, 1912.
Centre de Documentacio del
Museu del Disseny de Barcelona.
© Xavi Padros.

Las ilustraciones adquieren calidad artistica a comienzos del siglo xx, cuando
artistas como Xavier Gosé, Paul Iribe, Erté y Georges Lepape describen los
nuevos aires de modernidad de una manera abstracta, antecedente de la forma
actual de mostrar moda.

En tercer lugar el cine, la television e internet, grandes difusores de imagenes,
han conseguido universalizar el acceso a la informacion sobre moda.

Actualmente, las fuentes de inspiracion para la creacién son diversas. Las
agencias de tendencias ofrecen a sus clientes libros para cada temporada, con
temas procedentes de la sociedad, del arte o de la naturaleza, en forma de
grandes albumes que muestran una life style, con propuestas de colores, telas e
incluso piezas acabadas y patrones. Los creadores de moda proyectan nuevas
colecciones siguiendo estas propuestas, pero también gracias a sus propias
intuiciones o ideas que provienen de personajes de la calle, tribus urbanas, blogs
o Instagram , y a las opiniones de forecastersy trendsetters.

Tradicionalmente los disefiadores presentan en publico sus colecciones de
cada temporada en los desfiles, en los que fotdgrafos y directores de revistas
seleccionan los temas y los modelos que consideran mas interesantes para
su difusion a gran escala. Unicamente esta seleccién se convertird en moda,
olvidando miles de modelos que no han atraido la atencién de la prensa. Y no es
inocente, sino que responde a grandes intereses, y tiene enormes consecuencias
sociales, econdmicas e incluso politicas.

Una vez creada las colecciones, las revistas son el gran instrumento de
comunicacion del sistema para mostrar y difundir la moda presente o futura;
transforma ideas, bocetos, materias primas y vestidos de los creadores en un
producto nuevo. Roland Barthes observa que no son los propios vestidos los que
crean el significado de la moda, sino la manera en que pueden ser articulados
en formas de representaciones iconicas y verbales, segun unas reglas de lenguaje
propias (Barthes 1967). Mientras que el vestido real es apreciado por un circulo
reducido de personas, su version icdnica y verbal llega a muchisima gente.

Portada de la revista £/ Hogar y la Moda,
25 de septiembre de 1936. Centre

de Documentaci6 del Museu del Disseny
de Barcelona. © Xavi Padros.
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Editorial de moda con fotos de
Maria Espeus en La Vanguardia
magazine, julio-agosto de 1988.

En las revistas, estos temas se transmiten gracias a editoriales de moda, que
consisten en una serie de fotografias articuladas en un relato. Cada revista
contiene unos cuatro o cinco editoriales que se combinan con articulos y
publicidad . Estas pequeiias narraciones inventan un micro universo, en el que
el tema, la eleccidn del fotografo y del estilista, la localizacion, los modelos y los
vestidos se conjugan para crear una atmdsfera que atrae nuestra atencién y nos
seduce y para transmitir mensajes de «lo que se lleva» y la sensacion del «aire de
un tiempo» a un lector que conoce los codigos de la moda.

En ellos se pretende crear la necesidad de adquirir novedades continuamente,
gracias a unas personas, modelos atractivos, ociosos, ricos, y glamurosos, para
que el lector se identifique con ellos. Por mimetismo, deseamos identificarnos
con su belleza y su estilo de vida, y esta proyeccion psicolégica nos incita a
consumir los mismos productos, gracias a las fotografias publicadas.

Susan Sontag sostiene que la fotografia, como actividad de producir y
consumir imagenes, es el gran fenémeno que anuncia el advenimiento de la
sociedad moderna. De todos los medios de difusion de la moda, la fotografia es
el instrumento de comunicacién mas potente para transmitir las novedades de
la moda (Sontag 1977).

Desde los inicios de la fotografia, los retratos reemplazan la pintura para
representar personajes. Se imprimen en unas tarjetas que se reparten en las
reuniones sociales y se coleccionan. Aunque no tienen como objetivo difundir
la moda, el vestido es el protagonista. A partir de 1881, las imagenes se insertan
en el texto de la revista de manera habitual. En 1909, Vogue pasa de ser una
revista de sociedad a un medio de informacion sobre alta costura para un
gran mercado potencial —mads alla de las personas con poder adquisitivo para
comprar los vestidos que se muestran—, con una idea moderna de la moda
como fendmeno global (Liberman 1979). A lo largo los siglos xx y xx1, el
lenguaje de la fotografia cambia, desde los lujosos vestidos y casas de los afios
1940 y 1950 a la representacion de escenas callejeras con un mundo marginal de
las imagenes actuales mas provocativas.

Por su parte, los creadores publican sus nuevas colecciones en catalogos
impresos que han sido sustituidos por las paginas web.
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Catélogo Armand Basi, Barcelona,
primavera-verano de 1998. Centre
de Documentacié del Museu del
Disseny de Barcelona. © Xavi
Padrés.

Fotografia de Ramon Batlles,
modelo de El Dique Flotante,
publicada en Tricornio, num. 2,
Barcelona, otofno 1934. MTIB
4.195/14.

En television e internet, los canales, los portales y los blogs de moda generan
noticias y publicidad sobre disefiadores y desfiles, venden ropa, y muestran
formas de vestir de la gente normal. Al mismo tiempo, son espacios de
intercambio de textos, fotos y videos que se actualizan de manera periddica.
Ultimamente las redes sociales, como Pinterest e Instagram, son plataformas
visuales para todo el mundo, incluidos profesionales, en las que la inmediatez
y el impacto social de la imagen se conjugan con una rapida desaparicion. En
Instagram, algunas jovenes etiquetan las prendas que llevan puestas con su
marca, para que sus fieles las puedan comprar en las tiendas referenciadas, con
un mecanismo similar al de las revistas de moda.

En un momento de rdpidos cambios sociales, en que nos preguntamos
cual va a ser el futuro de las imagenes de moda tal como las hemos conocido
hasta ahora, el Museu del Disseny de Barcelona expone su nueva coleccioén de
fotografias de ambito espafiol en una exposiciéon que ha obtenido una notable
repercusion en los medios de comunicacion y en las redes sociales, y una
afluencia importante de visitantes.

La exposicion Distincion, un siglo de fotografia de moda

Segtin Joana Bonet, la exposicion Distincion. Un siglo de fotografia de moda,

es un itinerario por la piel del mundo, capta el aire de un tiempo y muestra
fotografia de moda que por primera vez entra en el Museo (Distincion, ciclo de
conferencias, 2016). La exposiciéon muestra los ultimos cien afos de la fotografia
de moda en siete ambitos cronoldgico-tematicos, estableciendo nuevos didlogos
entre fotdgrafos y fotografias.

En las fotos de Pere Casas Abarca de comienzos del siglo xx aparecen mujeres
con un vestido holgado, antecedentes de la modernidad de los afios 1920, que
llevan vestidos escotados y cortos, pantalon largo y alpargatas, acercando el
vestido a las clases trabajadoras, por su simplicidad y elementos populares; o la
de la década de 1930, con largos vestidos de noche, que reproducen el exceso y el
poder de la moda. En estos afios aparecen las primeras revistas que incorporan
textos e imagenes de moda.
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Fotografia de Manuel Outumuro,
vestido de Josep Font, publicada
en El Pais Semanal, 2005. MTIB
3.675/10, donacién Manuel
Qutumuro, 2010.

En los afios 1940 y 1950, las modelos actiian como diosas en mundos ficticios,
y representan una construccion idealizada de la perfeccién. En contraste, las
fotografias de los afos 1960 y 1970 muestran a unas mujeres en movimiento
que transmiten juventud, asi como una nueva relajaciéon de las costumbres. A
partir de los afios 1980, las editoriales incitan al lector a imaginar pequenas
historias. El vestido esta presente, pero —a diferencia de épocas anteriores— no es
del todo el protagonista central. Los paisajes recreados ayudan a construir una
atmosfera, con un lenguaje y un mensaje que el lector o espectador trasladard a
su propio mundo, para (intentar) alcanzar la felicidad. El style magazine desde
los afios 1990 trata al mismo nivel moda, musica, arquitectura o cocina.

Actualmente, algunos de los temas mas recurrentes son el género, la
etnicidad, la interculturalidad, los viajes exdticos o sorprendentes, o la mezcla
de clases sociales. Pero también aparecen nuevos centros de interés, como la
edad o las figuras extremadamente delgadas de los y las modelos, los colores
de la piel, y, sobre todo, el estilo de calle y las nuevas subculturas de los jévenes
urbanos. Entre los fotdgrafos, cabe destacar los pioneros de los afios 1920 y 30,
como Ramon Batlles o Compal, los fotégrafos de Alta Costura con Juan Gyenes,
Man o Josep Compte, la nueva fotografia de los 60 y 70 como Oriol Maspons,
Leopoldo Pomés o Antoni Bernad y los fotégrafos que trabajan desde los
1980, como por ejemplo José Manuel Ferrater, Manel Esclusa, Sergi Pons, Biel
Capllonch, Daniel Riera, Pep Avila, Txema Yeste, Manuel Outumuro o Eugenio
Recuenco, asi como los mas jovenes César Segarra, Sergi Jasanada o Xevi
Muntané (Distinciéon 2015).

Las revistas de moda contienen fotografias que son las imagenes mas creati-
vas y conocidas de nuestro universo visual, y a la vez impulsoras de tendencias
y estilos de vida, imitadas por su potencia comunicadora y la creacién de una
atmdsfera y un lenguaje que han demostrado una gran efectividad comercial
y social. Actualmente la moda no podria existir sin la fotografia, que la repro-
duce a nivel planetario. Después de mas de cien afos de fotografia de moda, el
mundo de imdagenes impresas estd cambiando rapidamente, debido a la demo-
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Txema Yeste (1972), Gala,
Cadaqués, 2009, Giclée sobre
paper Photo Rag Baryta, tiraje
2012, MTIB 3.807/12, Donacién
Txema Yeste, 2012.

cratizacion tanto de la informaciéon como de la propia moda, y gracias a nuevos
canales mas asequibles y de difusiéon mas agil que los tradicionales. Aunque el
poder de las revistas disminuya y se cuestione el sistema de la moda, las ima-
genes de moda seguiran siendo los principales medios de difusion de moda,
contando con el poder de los consumidores y las redes sociales. ®
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per MERCE COLOMER BARTROLI

Llicenciada en Historia. Universitat de Barcelona.

Diplomada en Biblioteconomia i Documentacié. Universitat de Barcelona.
Fotografies: Arxius Grobelastic.

“Arxiu: conjunt de la documentacié produida i rebuda per un organisme
public, una institucid religiosa o laica, una empresa industrial o comercial,
una familia, un individu, com a resultat de llur activitat, conservada en
previsio d’una utilitzacié juridica o historica”

Segons la definicié que déna el Diccionari de la llengua catalana, Enciclopedia
Catalana, edicié de 1995. Es evident, i obvi, que darrere d’un arxiu s’hi
troba sempre la voluntat de qui ha entes a la perfeccio la trascendéncia d’uns
documents i la importancia de la seva adequada ordenacid, pero el que no
resulta tan evident ni tan obvi és que hi hagi persones que tinguin la percepcié
de la trascendencia d'una documentacid en el mateix moment en qué aquesta
documentaci6 s’esta produint. Es en aquest context que hem de destacar la visié
i la voluntat, a més de la constancia, del Sr. Magi Borrell Portabella per salvar
de l'oblit, i d’una possible destruccio, I'abundantissima documentacié que les
empreses que han precedit Grobelastic S.A. han anat generant des del segle
XIX fins a 1984, data de la creacié d’aquesta darrera entitat, en el si de la qual es
troben actualment uns arxius historics, testimonis d’uns passats empresarials
complexos, que es remunten a la data de 1890 pel que fa 'inici de la S.A.Grober a
Girona, pero a una data més remota pel que respecta Nacional de Manufacturas
Matas S.A., ubicada al principi a la ciutat de Barcelona. En créixer la ciutat
comtal, la fabrica es va traslladar a Palleja, a la vora del riu Llobregat i va formar
part del grup empresarial de la familia Portabella, originaria de Manresa, un
nucli textil molt important a Catalunya, especialment pel que es refereix al ram
de la cinteria. La factoria Nacional de Manufacturas Matas S.A. es dedicava,
des de feia anys, a la fabricacié d’articles complementaris per I’habillament, és a
dir, articles per la merceria com fistons, satins, gros-grain i cintes amb dibuixos
fets amb jacquard, mentre que la S.A. Grober es va dedicar, en un principi, a
la fabricaci6 de trenyelles i cordons de seda, llana i cotd, amb el corresponent
procés de tiny i acabats i més endavant, també va fabricar botons i teixits elastics.
A banda de la voluntat de salvar de la destruccié molts milers de documents,
el Sr. Magi Borrell Portabella ha entes a la perfeccié que no només calia guardar,
sense més, aquest fons documental tan copids, sin6 que s’havia de guardar, de
manera definitiva i de cara al futur, ordenat i classificat, i a poder ser, en un
indret on esdevingués facilment assequible i consultable per sempre. I aquest lloc
és ’Arxiu Comarcal del Maresme, a Matard, una comarca que va veure néixer
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Facana de la fabrica Grober
a Girona, any 1940.

moltes iniciatives en el ram del textil, i que, malauradament, ha vist com anaven
desapareixent o bé sanaven reconvertint en espais que dificilment podran
evocar el seu potent passat textil.

La preservacié d’aquest important fons documental s’ha d’entendre, aixi
mateix, a manera d’homenatge, per part del Sr. Magi Borrell Portabella, als seus
avantpassats, tant els més immediats com els més remots i reculats en el temps,
perd que esdevenen propers a través dels seus documents, firmats i segellats,
uns testimonis que palesen una intensa activitat industrial i empresarial que
va constituir una bona font de recursos per a molta gent de poblacions com
Barcelona, Palleja, Girona, Bescané i Arenys de Munt.

Ja fa temps que investigadors de I’ambit de la historiografia, a Franga, la
histoire appliquée, o en el mén anglosaxd la public history, han considerat molt
rellevants els valors que els arxius d’empreses poden aportar al coneixement
general i/o particular de la recerca historica, a banda de la consideracié de que
les organitzacions es poden beneficiar de les practiques sistematitzades de les
seves propies trajectories anteriors.

En aquests darrers anys ha sorgit, també al nostre pais, la consciéncia de la
preservacio i conservacié d’uns documents que fa un temps no es consideraven
importants, a més d’una certa perspectiva d’explotaci6 positiva de la memoria
historica empresarial, molt lligada al reconeixement i valoraci6 del patrimoni
arqueologic industrial. Seguint aquesta tendéncia, marcada en principi per
les recerques fetes pels estudiosos d’historia economica i d historia local,
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anys vint del segle XX.

l'aprofundiment en 'estudi de I’ambit de la industrialitzacié a Catalunya ha
anat potenciant, a més de valorar com es mereixen, els fons documentals de les
empreses en general, i de les empreses industrials en particular.

Es per tot aix0 que resulta molt positiu poder llegar al futur uns fons tan
rellevants com els de les empreses S.A.Grober, que ha tingut seus a Gironaia
Bescand (Girones) i a Arenys de Munt (Maresme), i Nacional de Manufacturas
Matas S.A., iniciada a Barcelona, i que va estar ubicada darrerament a Palleja
(Baix Llobregat).

A més de les circumstancies historiques, sovint dificils, que aquestes empreses
van haver d’afrontar, com per exemple la Guerra Civil de 1936-1939 a Espanya,
i que la documentacié conservada reflecteix perfectament, hi ha testimonis
documentals d’una, podriem dir-ne, filosofia d’empresa que es manifesta a la
S.A.Grober merces als germans Emili i Joan Portabella Barrera, mitjangant
actuacions socials i culturals molt estimables i estimades, amb una notable
incidencia ciutadana, tant a Girona, com a Bescand o a Arenys de Munt.
Lempresa no es va limitar a ser només un negoci, que també, naturalment, sin6
que, d’alguna manera es va convertir en un ambit de realitzacid, socialitzacio i
promoci6 personal dels treballadors, a més d’un suport familiar en époques en
que, ni la societat ni 'entorn administratiu, oferien gaires oportunitats d’educacié
i/o de formacio, i molt especialment en el periode de la postguerra. En aquest
sentit, i amb un sentiment patriarcal que ultrapassava la mateixa persona del
treballador o treballadora per preocupar-se també dels seus fills, van sorgir
projectes com els de les guarderies infantils, que venien a arrodonir i completar
I'ampli ventall de les Germandats de Socors Mutus, el Foment de Cultura,
amb les seccions d’Escoles d’Ensenyament Primari, ’Escola d’Oficis i Arts
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Pati interior de la fabrica Grober
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Interior de nau central de trenes
i cordons de la fabrica Grober
a Girona, any 1930.
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Decoratives i, fins i tot, el patrocini d’'un grup de cant coral, 'Orfedé “Cants de
Patria” a Girona i a Bescano, a més de biblioteques, equips esportius, sessions
cinematografiques, serveis de menjador i habitatges economics. Es evident

que totes aquestes realitzacions constituien una labor de substituci6 en unes
epoques de mancances estatals i municipals, i que la percepcié de les situacions
precaries d’alguns dels treballadors per part dels germans Portabella Barrera
havia assumit i promogut amb eficacia. També a Arenys de Munt 'empremta
filantropica del Sr. Joan Portabella Barrera es va fer realitat en la construccio i
posada en funcionament d’una guarderia pels fills menuts de les operaries de
la S.A.Grober, que hi van ser admesos a partir d'un mes de vida fins a I'edat de
l'escolaritzacid. De totes aquestes instal-lacions i actuacions hi ha referéncies al
ben nodrit fons documental de I’arxiu esmentat.

Tota aquesta abundant documentacié ha estat classificada segons els
parametres que el Servei d’Arxius de la Generalitat de Catalunya ha determinat
per les empreses, de tal manera que els investigadors ho tindran molt facil per
accedir als documents, acuradament descrits i quantificats.

En aquest sentit, les xifres son eloquents: els fons documentals referits a la
S.A.Grober, tant de Girona, com de Bescané i d’Arenys de Munt comprenen
uns 79 000 documents, mentre que el fons que correspon a l'empresa Nacional
de Manufacturas Matas S.A., de Palleja, n’abasta uns 25 000 més. Aquestes
series documentals abasten des de la constitucié de les societats, les seves
juntes d’accionistes i organs de direcci6 i el patrimoni, fins a les condicions de
treball dels operaris, passant per la organitzacié interna, les relacions amb els
poders publics i gremials, amb una especial incidéncia en la gestié dels recursos
economics, la facturacio, la fiscalitat, i, evidentment, en la fabricacié dels
productes, amb la maquinaria adequada, els controls de qualitat, els estudis i
informes de seguiment i propostes de millora d’equipaments i d’instal-lacions. I
pel que fa la gestié comercial, des dels estudis de mercat fins a 'abundantissima
correspondéncia amb els clients, amb tarifes incloses, que han de permetre en
el futur interessants estudis sobre la industria textil en diversos periodes de la
nostra historia, sense oblidar les millores tecniques i tecnologiques que es van
succeint durant la llarga vida d’aquestes empreses, a més de la intensa vessant
social, abans esmentada, que hi queda reflectida en molts documents que avui
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poden ser d’un indubtable valor sentimental, sense oblidar la documentacié que
permet seguir els motius de les reubicacions de la factoria de la S.A.Grober, que
va haver de marxar de Girona en creixer la ciutat amb el Pla Mercadal.

Hi ha també un interessant material d’acompanyament sota la forma de
fotografies, planols, esquemes de maquinaria, que han de facilitar estudis i
veuren l'evolucié al llarg del segle xx. També hi podran cabre treballs sobre
I'evolucié de les modes, i com aquestes poden determinar I’exit o el declivi
d’uns productes, d’unes textures o d’uns colors, i de quina manera les empreses
han hagut de considerar aquestes conteses i afrontar-les en cada cas.

Si bé tots els documents resulten interessants per als estudiosos, n’hi ha
uns quants que traspuen vida, recullen les formes de subsistencia, els salaris
percebuts, els horaris de feina, la organitzacié dels treballadors, I’evoluci6 dels
subsidis i de la previsié social, la gestié de proveiments i de subministraments,
els talls d’energia que sovintejaven en temps de precarietat, fins i tot la
importancia de les festes d’époques passades, on I'empresa hi col-laborava, i que,
tot plegat, ja forma part de la memoria collectiva dels pobles.

De tot aixo, i de bastant més “parlen” els documents que formen part dels
fons que 'empresa Grobelastic S.A. ha conservat amb molta cura, i que han de
permetre als estudiosos del futur la reconstruccié d’unes realitats que haurien
pogut correr el risc de perdre’s per sempre. ®
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1 GUDIOLICUNILL, J.,

«La Indumentaria Litargica»,
Anuari dels amics de l'art
liturgic, Cercle Artistic de Sant
Lluc. Barcelona, 1925, p. 155.
2 Mosseén J. Gudiol fou
conservador del Museu
Episcopal de Vic des de 'any
1898 fins el 1931.

3 Joaquim Folch i Torres
utilitza el terme “antiquaris
d’espardenya” a Destino

2/XI/ 1957, fent referéncia

a persones que exercien la
picaresca i el mercadeig

sense escripols de tota mena
d’objectes, Obviament no tenen
res a veure amb els importants
antiquaris del nostre pafs.

4 GUDIOLICUNILL,]J.,

La indumentaria liturgica. Vic,
1918a, p. 22.

5 Sant Bernat Calbo fou
nomenat bisbe de Vic 'any
1223 i esta enterrat ala
catedral de Vic.

6 GUDIOLI CUNILL,]J., «Lo
sepulcre de Sant Bernat Calvo,
bisbe de Vic», Memories del
Primer Congrés d’Historia de
la Corona d’Arago. Barcelona,
11, 1913.

Un museu dins d’'un museu.
La col-leccio textil del Museu
Episcopal de Vic

per JuDIT VERDAGUER I SERRAT,
conservadora del Museu Episcopal de Vic (MEV)

La dignitat d’unes robes que han estat consagrades a Déu, que han estat
objecte de la benediccio (...), que han pres part en la celebracio del mes
august misteri, haurien de ser prou perqué no se’n fes un baix comerg,

que porta sovint a mans indignes i a usos ben poc lloables a tals robes i
ornaments. Si aquelles i aquests anessin a parar als museus on poguessin
servir d’ensenyanga i curosament guardades, podriem excusar un tant mal;
pero el fet és que sovint arriben a veure’s convertides en elements decoratius
de salons i tallers, quan no son desfetes i relegades a tapissar cadires o
convertides en coixins als quals posen els peus tota mena de persones. Qui
no ha vist uns manipuls servint d'abragadores de cortinatges?!

Lany 1925 mossén Josep Gudiol® expressava d’aquesta manera, el seu
malestar per 'innoble desti d’alguns teixits i induments que havien estat
sagrats. El comer¢ que feia temps practicaven els “antiquaris d’espardenya™
com els anomenava Joaquim Folch i Torres, va fomentar, sens dubte, la cruel
fragmentaci6 i la imparable dispersié de molts exemplars textils catalans,
esborrant per sempre la seva historia i la seva procedéncia originals.

La custodia dels ornaments liturgics, de la jerarquia eclesiastica, va estar
sempre en mans del propi estament religios que els considerava objectes sagrats
que s’havien de conservar, protegir i respectar. Va ser costum, durant segles,
que quan els canonges accedien al carrec, proveissin d’'una capa pluvial a la
catedral, essent aquesta transferida post mortem a la seu catedralicia que n’havia
de tenir cura.* Aquesta tradicio va propiciar que els vestis sacra es preservessin
durant segles. Tanmateix, res va impedir que un cop iniciat el mercadeig del
textil historic, les vestimentes senceres o trossejades es comencessin a vendre o
intercanviar de forma imparable.

Certs episodis del passat, com el desafortunat trossejament i repartiment que
I'any 1888 es féu dels induments pontificals que revestien el cos de Sant Bernat
Calbo’, en sén un exemple. Alguns dels fragments del tern es van repartir com
a reliquies® i d’altres, van anar a parar a mans d’avids colleccionistes que els
van vendre a particulars o a diversos museus d’arreu del mon, on encara avui
conserven.’
lin, al Cleveland Museum of Art
i al’Smithsonian Cooper-Hewitt
National Design Museum i al

Metropolitan Museum of Art,
ambdos a Nova York.

dumentaria de Barcelona, a
I’Abegg-Stiftung de Riggis-
berg a Suissa, al Musée des
Arts Décoratifs de Paris, al
Kunstgewerbemuseum de Ber-

7 Actualment se’n conserven
al Museu Episcopal de Vic,

al Centre de Documentacio i
Museu Téxtil de Terrassa, al
DHUB-Museu Téxtil i d’In-

UN MUSEU DINS D'UN MUSEU. LA COL-LECCIO TEXTIL DEL MUSEU EPISCOPAL DE VIC
1



http://www.museuepiscopalvic.com



Datateéxtil 35

Mossén Josep Gudiol assegut
davant del Frontal d’altar
de I'Epifania. Museu Episcopal
de Vic, entre 1905 1910.

8 El Victoria and Albert
Museum fou fundat a
Londres I’any 1852.

9 El Musée des Tissus de Lio
fou fundat I'any 1890.

La disgregacié d’aquest emblematic conjunt pontifical no fou pas un fet aillat
i es va repetir en d’altres conjunts litargics antics, en un periode historic en el
qual el reconeixement i I'estudi del teixit a Catalunya encara es trobava en una
fase embrionaria. De fet la consideracié artistica del teixit historic es va iniciar
merces els successius estudis especialitzats i la seva preservacié va venir de la
ma de colleccionistes, antiquaris i erudits de I’época, que tenien estima pel
patrimoni téxtil i que van crear col-leccions particulars o publiques de gran
valor artistic.

Un gran impuls en la revaloritzaci6 del textil, va arribar a través de
I'experiéncia dels primers museus europeus amb col-leccions d’aquest tipus,
entre els quals es trobaven el Victoria and Albert Museum de Londres® o el
Musée Historique des Tissus de Li6,” ambdoés museus disposaven de fons
téxtils importants i aix0 va estimular la concepcid i la creaci6 de les primeres
colleccions de teixit catalanes. D’aquesta manera es va donar la valua necessaria
a un geénere, que fins aleshores havia estat poc apreciat, atorgant-li poc a poc
l'estatus artistic que es mereixia.
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Ornaments pontificals originals
de sant Bernat Calb¢ i d'altres
induments amb les que van
revestir les restes del sant

en epoques posteriors, exposats
al MEV.

L'origen de la col-leccio

A Catalunya, el colleccionisme de teixit historic es va iniciar a finals del segle x1x,
pero no va arrelar amb forga fins ben entrat el segle xx. El seu ressorgiment

esta relacionat amb I'interes per recuperar el savoir faire de les arts i dels oficis
antics, una fascinaci6 nascuda dins les tendencies artistiques de I’Art Noveau o
Modernisme catala. Una nova burgesia catalana enriquida per la industria textil
emergent, va desenvolupar ben aviat una gran afici6 pel col-leccionisme privat

de teixit historic, una inclinacié que va sorgir segurament com a un contrapunt
nostalgic davant I'imparable procés d’industrialitzacié del moment.

Sovint, molts dels mecenes artistics eren empresaris industrials que van
reunir veritables col-leccions de teixit, que més tard, van llegar o vendre als
museus nacionals i internacionals. D’altres, eren artistes modernistes que van
desenvolupar una gran sensibilitat per crear, pero també per col-leccionar tot
allo que tingués relacié amb les arts i els oficis del passat. D’entre ells, el Museu
Episcopal de Vic conserva teixits procedents de la colleccions de Josep Pasco,
d’Oleguer Junyent i de Gaspar Homar. D’entre aquestes, la més remarcable per la
quantitat i qualitat dels seus exemplars és la procedent de la collecci6 Homar que
fou adquirida, a través d’un antiquari, pel Museu de Vic I'any 1934.

No obstant aixo, els origens de la col-leccié textil del Museu Episcopal de Vic
és molt més antiga. Ens hem de remetre a ’Exposicié Arqueologica-Artistica
celebrada I'any 1868 a la ciutat de Vic. La mostra fou organitzada a iniciativa
d’un grup d’afeccionats a I'art i a 'arqueologia, membres del Circol Literari de
Vic, que aconseguiren reunir un nombroés conjunt d’'objectes artistics aplegats
d’esglésies, convents i cases particulars de la comarca. Entre la diversitat d’obres
exposades hi havia una excellent representacié de tapissos i també d’ornaments
religiosos, cedits majoritariament per la Catedral de Vic. L'interés que va suscitar
l'exposicié vigatana de I'any 1868, va sensibilitzar I'opinié publica sobre la
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Instal-laci6 d'indumentaria
litrgica a I'antic edifici del Museu
Episcopal de Vic, any 1934.

10 Asociacion Artistico-
Arqueoldgica Barcelonesa.
Exposicion Universal de
Barcelona. Album de la
seccion de Ropas y Bordados.
Barcelona, 1888.

11 Josep Morgades fou bisbe
de Vic de I'any 1882 al 1889.
12 Circular de Josep
Morgades, bisbe de Vic,
publicada al Boletin Oficial
Eclesidstico del Obispado

de Vic, 15/07/1889. [Arxiu i
Biblioteca Episcopal de Vic].

rellevancia del patrimoni artistic catala i va animar als organitzadors a crear

el Museu Arqueologic del Circol Literari, amb caracter permanent, compost
per objectes dipositats pels mateixos membres a més d’exemplars provinents de
les excavacions arqueologiques de la zona. Poc després, aquesta col-leccié es va
dissoldre i fou integrada al llavors recent creat Museu Episcopal de Vic.

Es en aquest mateix context d’efervescéncia cultural, que el Bisbat de Vic va
decidir participar a ’Exposicié Universal de Barcelona de I’any 1888, presentant
un bon nombre d’objectes artistics de la seva diocesi, dels quals en van destacar
tant les pintures sobre taula romaniques com les obres textils, de gran qualitat
artistica, com el conegut Drap de les Bruixes i els pallis de ’Anunciacio, dels
Evangelistes, de la Epifania i de la Pietat, tots procedents del monestir de Sant
Joan de les Abadesses.'?

Lexit de la participacié vigatana, que fou premiada amb tres medalles d’or,
una d’elles atorgada pels magnifics teixits i brodats, va engrescar al Bisbe de
Vic, Josep Morgades," a crear el Museu Arqueologic-Artistic Episcopal de
Vich -avui Museu Episcopal de Vic-, i també el va estimular, sens dubte, a
llancar una crida a tots els rectors de la seva diocesi, instant-los a conservar els
tresors artistics de les seves parroquies. El bisbe Morgades els va recordar que
tenien la obligacié de tenir cura de tot el que restés d’antic a les seves esglésies
i els va convidar a ingressar les obres d’art al Museu de Vic com a garantia de
salvaguarda del ric patrimoni religios.'?

L'any 1891 el Museu Episcopal de Vic va obrir per primera vegada les seves
portes amb un important fons antic de teixit i indumentaria liturgica, que en
bona part procedia de l'aixovar litargic de bisbes i canonges de la Catedral de
Vic, del monestir de Sant Joan de les Abadesses i d’esglésies de la comarca. La
tenacitat dels primers conservadors del museu vigata per aconseguir engrossir
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13 Josep Gudiol i Cunill va
publicar diferents estudis
sobre teixits, els més coneguts
son a Nocions d’Arqueologia
Sagrada Catalana. Vic,
1931-1933 (edici6 revisada
de la primera de 1902); La
indumentaria litirgica. Vic,
1918; «Per la historia de la
tapisseria a Catalunya», La
Veu de Catalunya, 1918.

inaugurat I'any 2002.

i completar aquesta antiga col-leccio els porta, amb els anys, a adquirir a
antiquaris i a col-leccionistes particulars una quantitat important de teixits
antics d’estil i época diversa, que van contribuir a configurar 'actual col-leccié
de teixits del museu de Vic.

Precisament fou mossén Josep Gudiol qui va impulsar aquesta lloable
iniciativa, doncs va saber fomentar amb impetu la recuperacié i la investigacié
dels tresors textils oblidats en catedrals i esglésies del pais,'® i es va dedicar
amb perseveranca, durant la seva trajectoria de conservador i investigador, a
fomentar el coneixement i I'estudi del fons textil del museu vigata.

La col-leccio actual

Avui, el Museu Episcopal de Vic disposa d’uns 2000 teixits que integren una
colleccié textil d’una gran identitat i que és reconeguda internacionalment per
la varietat i notorietat dels seus exemplars. La col-leccié de teixit i indumentaria
és en si mateixa, un museu dins d’un museu , per aixo, i per garantir-ne la bona
conservacio, es va crear un espai expositiu amb una estética propia, diferent

de la resta de sales del museu. Aquesta, esta composta per una banda, d’una
excel-lent representacio de teixits historics de gran qualitat artistica i per l’altra
d’una excepcional colleccié d’indumentaria litirgica que il-lustra, a la perfeccio,
la historia d’aquests tipus d’ ornaments religiosos.

SN

S

Dibuix de Federico Correa del projecte de la sala de teixit i indumentaria. Federico Correa i Alfonso Mila van ser els arquitectes del nou edifici del MEV,
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A Actual sala de teixit
i indumentaria liturgica del Museu
Episcopal de Vic, any 2005.

> Vitrina dels teixits coptes
muntats damunt de suports
de conservacio.

UN MUSEU DINS D'UN MUSEU. LA COL-LECCIO TEXTIL DEL MUSEU EPISCOPAL DE VIC
6





Datateéxtil 35

Drap de les Bruixes, Al Andalus,
primera meitat s. XII. Provinent
del monestir de Sant Joan de les
Abadesses MEV 557.

14 Una part d’aquest article
fou publicat en francés 'any
2010: Verdaguer Serrat,

Judit. “Fastes de la Couronne
d’Aragon” Dialogue entre

les broderies et les tissus du
Musée des Tissus de Lyon et
du Musée Episcopal de Vic.
Ed. Musée des Tissus Lyon

et MEV. Lyon-Vic, 2010. pp.
16-19. Aquest cataleg es va
editar en motiu de 'exposicié
realitzada a Li6 I'any 2010,
que fou coorganitzada i
coproduida entre el Musée
des Tissus de Lyon i el Museu
Episcopal de Vic.

Els teixits del museu vigata abracen una llarga cronologia que va des del
segle 1v fins al xx, iniciant-se amb els exemplars coptes i bizantins i els teixits
hispanoarabs dels que en destaca I'antependi “El Drap de les Bruixes” un
unicum en la seva tipologia. Aquest primer conjunt, és seguit per una serie
de velluts i sedes de manufactura italiana i espanyola dels segles x1v al xv11,
decorats amb rics brodats pintats a I’agulla. El tern de ’abat Vilalba o el
fastuosos frontals procedents del monestir de Sant Joan de les Abadesses en s6n
els exemples més remarcables. De la técnica del brodat en opus anglicanum, a
Vic se’n conserva un indument de gran format, la capa del segle x1v del bisbe
Bellera, un excepcional brodat fet en fil plata daurada i sedes de colors. Els
segles posteriors son representats pels grans tapissos flamencs, els teixits per
entapissar d’amplis motius vegetals, els extravagants bizarres o els exquisits
teixits d’imitaci6 a punta, sense comptar amb les indianes o els primers teixits
estampats al bac que clausuren el segle xv1i1. La colleccid de teixit del museu
de Vic acaba amb alguns models d’indumentaria liturgica del segles x1x i xx
realitzats amb un disseny innovador™. e
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Grup de teorics que integren

la Comissié de mostraris. En
primer terme, d’esquerra a dreta:
Lluis Marqués, Sebastia Serra,
Josep Llobet, Roser Enrich
(técnica de MHS), Llufs Clapers,
Manel Borrell, i Ramon Vila; en
segon terme d'esquerra a dreta:
Frederic Gutés, Ricard Séez,
Pere Nogué, Josep Maria
Ramoneda, Josep Maria Peret,

Josep Cusido,Joan Carles Miquel,

Antoni Ribera, Albert Puigdellivol,
Josep Armesto, Antoni Vazquez,

Josep Puigdellibol i Orsini Sotorra.

No present a la foto esmentem
Jordi Marmifia un dels membres
fundadors de la comissié. Foto
Carlos Rivera/MHS, juny 2014

Fixant la memoria del textil:

com la col-laboracié entre el museu
I la societat civil aporta activitat i coneixement

per ROSER ENRICH GREGORI
Conservadora del MHS

Des de fa més d’una década el Museu d’historia de Sabadell desenvolupa una
experiencia de col-laboracié amb un grup treballadors jubilats del sector textil
que esta donant molt bons resultats. Aquesta col-laboraci6 ha permes avangar
en la correcta catalogaci6 i documentacié del fons textil, sistematitzar el
coneixement sobre el procés textil llaner, fer recerca en la memoria historica del
Sabadell textil i emprendre accions per donar a coneixer el que va significar la
industria téxtil llanera per a la ciutat de Sabadell.

Sabadell, ciutat textil

La fabricacio de teixits de llana de qualitat fou l'activitat economica principal
des de mitjan segle x1x fins practicament tot el segle xx. L'exit dels teixits
fabricats a la ciutat possibilita que Sabadell esdevingués el primer centre téxtil
llaner d’Espanya i un dels primers nuclis on es desenvolupa i consolida la
Revolucié Industrial a Catalunya.
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1 ENRICH, Roser, “Els
mostraris. Creacions i historia
del textil sabadellenc”,
Arraona: Revista d’historia,
2012, num. 33, 4a epoca, p.
276-285.

2 Volums on s’arxiven les
mostres referenciades del
mostrari de cada temporada.

El complex anar i venir del Sabadell industrial depenia de si els teixits
fabricats a la ciutat tenien bona acceptaci6 al mercat. Cal remarcar que ’'any
1837 I'empresa sabadellenca José Duran y Compaiia introdui a Espanya el teixit
de novetat. A partir d’'aquest moment, les tendencies i les modes incideixen
totalment en la fabricacioé.

Es fabricava per vendre i obtenir uns beneficis; el fabricant preparava un bon
mostrari, per distingir-se dels seus competidors i obtenir més vendes. Comptava
amb el tedric, professional que dominava amb destresa la teoria de teixits i
que era el responsable principal de confeccionar, dos cops I'any -a l’estiu i a
I’hivern-, el mostrari de la temporada segiient.

Aquests mostraris, ben referenciats i arxivats, a les empreses els eren de molta
utilitat en temporades posteriors, sigui per poder servir més comandes de teixits
d’anys anteriors, sigui com a important font d’inspiracio per a la confeccié de
nous mostraris.

La col-leccio de mostraris del MHS

Des del final de la década de 1980, una de les linies basiques de la politica
d’adquisicions del Museu és incrementar el fons de mostraris procedents
d’empreses sabadellenques, amb l'objectiu de disposar d’una representacié com
més amplia millor dels teixits fabricats a Sabadell durant els darrers 150 anys.
Aquesta col-lecci6 la constitueixen més de 4.000 documents de repertori
divers, que es correspon amb cada un dels processos i operacions que
intervenien en la fabricaci6é d’'un teixit, des de la seva concepci6 i disseny fins
a la peca teixida i acabada a punt de vendre.! Provenen de més de 30 empreses
textils de la ciutat. Cronologicament, abraga des de la segona meitat de 1857 fins
a l'any 2000.

La catalogacio dels mostraris

Lany 2004, el Museu inicia la catalogacié d’aquest fons. Per aquest motiu,
es signa un conveni de collaboracié amb la secci6 textil de les Agrupacions
Professionals Narcis Giralt, formada majoritariament per teorics, tots amb
dilatada experiéncia en la creacio de teixits en empreses téxtils del pais. Amb
aquesta col-laboracio, el Museu s’assegurava el coneixement i I'experiéncia del
sector i els teorics compartien el seu bagatge, que el Museu, com a institucio,
recull, fixa i transmet a la societat.

Aquesta comissio de teorics del Museu, de la qual també formen part
tintorers i filadors, al llarg de més d’'una deécada, ha revisat i catalogat tots els
llibres de referencies del MHS i els mostraris de tintoreria.

Criteris de documentacio

Davant les caracteristiques de la col-leccid, la Comissié de teorics i el MHS
consideraren adient comencar per la catalogacié dels volums de Referéncies.
Amb aquest objectiu es confecciona una fitxa amb uns camps especifics que
permeten catalogar individualment cadascun dels llibres.

Aquesta fitxa esta informatitzada i integrada dins el Programa de
documentacié del Museu MuseumPlus.

A mesura que s’ha anat avangant en la documentacid de les referéncies
de despatx, s’ha endegat 'ordenacio i inventari de les fitxes de fabricacid, els

2
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Volums del Diccionari oberts.
Foto Isabel Pardo/AHS. Abril 2016.

llibres de banderes, els escandalls, les comandes, etc. relacionant-los amb les
referéncies en la mesura del possible. Aquesta tasca s’esta fent en les empreses
que presenten un repertori documental més complert: Molins Hermanos,
Planas y Rosson i Garriga Hermanos.

L'any 2009 es comenga la catalogacié dels mostraris de tintoreria, afegint
alguns camps especifics a la fitxa. La catalogacié s’ha centrat basicament en els
mostraris de 'empresa Estruch textil.

Difusio i divulgacio del fons textil

Després de més d’una decada de recerca i documentacio, el MHS i el Grup

de Teorics hem endegat conjuntament tot un seguit de projectes i accions de
difusi6 amb l'objectiu de donar a conéixer en que va consistir i qué va significar
per Sabadell la industria textil.

1. Diccionari téxtil llaner

Des de 'inici de la catalogacio, es féu evident la necessitat de consensuar uns
diccionaris de termes identificadors dels teixits a documentar. Les diferents
especialitats dels teorics, aixi com les particularitats individuals de cadascu en
funcio6 de les empreses on havien treballat, feien que una mateixa mostra rebés
denominacions diferents.

A mesura que s'anaven incorporant termes a la fitxa, eren revisats
periodicament per la comissio, a fi d’unificar criteris i validar-los. Consensuada
la llista, alguns membres de la comissié tingueren la iniciativa de fer un pas
més amb la voluntat de donar a conéixer de manera directa i visual els diferents
tipus de teixits, i confeccionaren el que anomenaren Diccionari de mostres vives,
en que el nom del teixit s’il-lustra amb una mostra de roba.
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Sorganitzaren en dos grups, en funcié de l'especialitat en home o dona.
Després de diversos mesos de buscar els teixits il-lustratius necessaris, ordenar-
los i enganxar-los, el resultat fou el Diccionari textil llaner, acabat el juny del
2013. Consta de dos volums, 'un de llaneria i I'altre de panyeria, que recullen i
compendien els diferents tipus de teixits presents en els mostraris del fons del
Museu, tots fets a Sabadell. Aquests volums es cenyeixen al procés textil llaner
perque, tot i que a Sabadell s’han fet teixits de tota mena, aquest procés és el que
més ha caracteritzat la nostra inddstria.

2. Exposicio Diccionari dels teixits fets a Sabadell

El MHS presenta publicament el Diccionari en el marc d’aquesta exposici6
temporal que es pogué visitar al museu des del 4 de setembre de 2014 al 31 de
maig del 2015.

En aquesta exposicio, comissariada per Orsini Sotorra Sanmarti, Josep
Armesto Beneyto i Frederic Gutés Pujadas -membres de la Comissio-, es
mostra la riquesa i diversitat de teixits fets a la ciutat, els seus noms i les
caracteristiques que els defineixen. Per comencgar, la mostra introduia el visitant
al teixit i al seu creador, el teoric, i a la teoria de teixits, la disciplina que domina
el teoric i li permet dissenyar i construir els teixits.

|
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Vista de la primera sala de I'exposicié Diccionari dels teixits fets a Sabadell. Foto Roser Enrich/MHS .juny 2015. Vegeu més.
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3 Construits per Emili Grau
Vallribera. Fou qui realitza les
demostracions.

4 Enla realitzacié
comptarem amb la
col-laboracié dels técnics de la
Seccié d’Imatge i So de ’AHS.

A Vista de la segona sala de
I'exposicié Diccionari dels teixits
fets a Sabadell. Foto Roser Enrich/
MHS.juny 2015.

» Detall d’'una de les vitrines de
I'exposicio Diccionari dels teixits
fets a Sabadell. Foto Roser Enrich/
MHS.juny 2015.

Seguidament, i en un lloc destacat, hi havia el Diccionari textil llaner.
Acompanyant el Diccionari, es presentaren tot un seguit de teixits fabricats
a Sabadell agrupats en funcio de la peca de vestir a la qual estaven destinats
i distribuits per temporades: hivern, migtemps i estiu. Al centre de la sala
es presenta la transformaci6 de la materia téxtil des de la llana bruta fins els
acabats. Acompanyant el procés, sexposaren un ordidor i un teler mecanics fets
a escala’® en que es realitzaren diverses demostracions de funcionament mentre
dura la mostra.

Lexposici6 es cloia amb 'audiovisual Del be al teixit, que mostra tot el procés
textil llaner.*
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3. Publicacio Diccionari textil llaner. Referéncies il-lustrades

Al mes de desembre del 2015 es féu la presentacié publica d’aquest llibre, que
reprodueix i agrupa els dos volums de mostres reals realitzats per la comissié
de teorics. Primer tenim el volum de les referencies il-lustrades dels articles

de senyora, en el qual les entrades estan classificades per articles, per disseny

i per fibres; i, dins d’aquests apartats, per ordre alfabetic. El segueix el volum
d’articles de panyeria. Aqui, la classificacio esta feta atenent primer I’as final del
teixit, seguidament la temporada i, finalment, dins d’aquesta, els teixits estan
ordenats per articles i dissenys i endregats alfabéticament. L'acompanyen, al
final, uns index alfabetics de termes.

El Diccionari textil llaner recull i transmet els coneixements d’uns
professionals que durant decades han estat primers actors en la creacio i
fabricacio de teixits de llana, producte basic del desenvolupament economic
de la ciutat. Aquest treball és un acte de recuperacié de la memoria del téxtil i,
per extensid, d’una part de la memoria collectiva d’una ciutat que deu la seva
importancia a aquesta industria, la qual ha marcat la fesomia de la ciutatila
idiosincrasia dels seus habitants. Durant més de 150 anys la fabricacié de teixits
i totes les industries auxiliars del sector téxtil ocupaven la gran majoria de la
poblacio.

DICCIONARI
textil llaner

Referéncies il-lustrades
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Vista de I'exposicié Tints

i colorants a Sabadell. Una historia
que ve de lluny. Foto Roser Enrich/
MHS. Febrer 2014.

4. Exposicio Tints i colorants a Sabadell. Una historia que ve de lluny

Un cop acabada la catalogacio dels 376 volums de mostraris de tintoreria
procedents de 'empresa Estruch textil, que abracen quasi tot el segle xx, i amb
l'objectiu de difondre els resultats d’aquesta tasca de recerca i documentacio,
el museu organitza aquesta exposicio, que es presenta al Museu d Historia del
setembre del 2013 a mitjans d’abril del 2014. Fou comissariada pels tintorers
Sebastia Serra Rof i Antoni Vazquez Barrera, ambd6s membres de la Comissio
de Mostraris del museu.

La tintura és un procés important de la industria téxtil. Labundant i
diversificada oferta d’articles dels fabricants locals tenia un pilar fonamental
en els tintorers de la ciutat, professionals que en constant dialeg amb els teorics
i els fabricants contribuiren a I’éxit comercial de la multiple oferta d’articles
dissenyats i fabricats a Sabadell.

Es va editar un full de sala i es programaren activitats dominicals; sorganitza
el taller El blau, de la planta al teixit. Taller de tintura amb anyil natural,
impartit per Anna Homs Padrisa, especialista en el camp dels colorants
naturals. També s’ha publicat el cataleg que recull i amplia els continguts de
I'exposicid, i aprofundeix en el tema dels fabricants de maquinaria de tintoreria
a la ciutat.
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Taller: El Blau, de la planta al
teixit. Explicacions d’Anna Homs
Padrisa. Foto Roser Enrich/MHS.
Abril 2014. Vegeu meés.

Cloenda

Aquesta collaboracié iniciada fa anys s’ha consolidat amb for¢a i continua
generant activitats. En aquests moments s’esta elaborant el projecte de
digitalitzacio i analisi de les mostres més significatives del fons de mostraris.

Des de fa uns mesos, els teorics s’han constituit legalment en I’Associacié de
Professionals i Amics del Textil de Sabadell, amb la mirada posada en la creacié
del Museu Textil Llaner de Sabadell i amb I'objectiu de fer conéixer a les actuals
generacions el que va ser i va significar per la ciutat de Sabadell la industria
textil llanera. o
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m Neus Ribas Museu das Renda de Bilros de Peniche (Portugal)

El passat mes de juliol, ’Ajuntament de Peniche, una ciutat
costera situada a 100 km al nord de Lisboa, va inaugurar el
Museu das Rendas de Bilros -Museu de Puntes de Coixi.
Aquest nou espai pretén donar a coneixer una artesania amb
una llarga tradici6 en aquesta ciutat. Lorigen de les puntes
a Peniche sembla que se situa a principis del xv1r, a través
de les relacions comercials que els navegants portuguesos
van establir amb Flandes; diversos documents historics fan
referéncia a aquests intercanvis. El segle x1x és el moment
de maxim esplendor d’aquesta artesania a través de ’Escola
de Desenho Industrial Rainha, quan la majoria de les
dones de Peniche, especialment les dones dels pescadors,

es dedicaven a la produccié de puntes. Peniche és des de fa
segles un dels ports pesquers més importants de Portugal,
aquesta relacid entre el mén de la pesca i la navegacid i la
produccié de puntes presenta similituds amb altres centres
com Camarifias a Galicia i Arenys de Mar a Catalunya. A
principis del segle xx, decau aquesta industria, fins que I'any
1980 s’inaugura I’Escola de Rendas de Bilros amb el suport
de ’Ajuntament. Al llarg d’aquests anys, ’Ajuntament de
Peniche ha desenvolupat un programa de promocié de la
punta artesana a través de la celebracié de mostres internacionals, convenis
amb dissenyadors i promocié de producte, que aquest 2016 ha culminat amb la
inauguraci6 del Museu.

El Museu da Renda de Bilros, se situa al centre de Peniche, a la rua Marqués
de Pombal darrere I’església de Sant Pere. En aquesta primera fase, inaugurada
el mes de juliol, el Museu es divideix en dos espais: un de dedicat a la historia
de la punta a la ciutat de Peniche i un altre espai per a exposicions temporals.
Lespai historic presenta les tecniques de realitzaci6 de la punta de Peniche,
dissenys i peces del segle x1x, mostraris, algunes imatges historiques i 'activitat
desenvolupada en els darrers anys de promoci6 de la punta artesana. El segon
espai mostra alguns dels dissenys presentats en les desfilades de moda que se
celebren durant el mes de juliol, que des de fa anys disposen de la collaboracié
de joves dissenyadors. Amb la inauguracié d’aquest museu, s’incorpora un nou
espai que realga la punta artesana, recordant la importancia que ha tingut en la
historia de la ciutat de Peniche i donant a conéixer la seva singularitat. m
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TOT PLEGAT.
Un retrat de la Catalunya textil recent

Publica: Centre de Documentacié i Museu Textil

TOT

El Circuit de Museus Textils i de Moda de Catalunya ha produit
I'exposicié «Tot plegat. Un retrat de la Catalunya textil recent,
que s’ha inaugurat al Museu d’Arenys de Mar i ha itinerat al
Centre de Documentacié i Museu Textil de Terrassa i al Museu

G de I’Estampaci6 de Premia de Mar. La mostra recull peces de les
P LE AT col-leccions dels tres museus i fa un trajecte per la historia del textil

Un retrat de la Catalunya téxtil recent a Catalunya des de 1888 fins l'actualitat. Els protagonistes son els

mostraris de diferents empreses catalanes, que recullen textils,
estampats, puntes, cintes i génere de punt.

Els mostraris téxtils son un viu testimoni de la produccié de cada
empresa i presenten una amplia varietat, una eina que compren
funcionalitats tan diverses com el registre intern de la fabrica o com
a eines per al comerg. Es en aquest sentit que el cataleg de I'exposici6
recorre els diferents aspectes de la industria textil, comengant per
una reflexi6 a I'entorn de la fabricacié. Lexposici6 fa una cronica del
disseny des de I'any de I'Exposicié Universal de Barcelona de 1888,
situa els principals centres de fabricacié per zones o ciutats i acaba
amb les descobertes i tendéncies de la més rabiosa actualitat.

La directora del CDMT, Silvia Carbonell, fa un repas exhaustiu
dels tipus de mostraris que s’han conservat en els museus, uns objectes que
esdevenen «la memoria dels telers». Carbonell destaca que contenen una gran
varietat de mostres amb teixits que amaguen moltes histories compartides d’un
mateix context historico-social, i alhora, un seguit d’aventures individuals i
collectives de les fabriques. Alhora, presenta el projecte de Documentacio i
difusié del fons industrial téxtil de Catalunya (DDFTIC), una eina on line on
s’han introduit dades de més de 1000 mostres de teixits.

Jordi Maluquer de Motes, historiador de la Universitat Autonoma de
Barcelona, centra I'interés en el naixement i consolidacié de la industria textil
catalana a partir de l'analisi del particular model de desenvolupament de les
fabriques a Catalunya. I per aixo, recorre a la informacio estadistica, que aporta
noves dades economiques des de I'any 1995 fins a 'actualitat. La Dra. Silvia
Rosés, recorda com els fons dels museus son una eina indispensable per als
dissenyadors, basics per a la recerca i transmissié del coneixement i fonts de
primer ordre per al disseny contemporani. Al seu temps, Ariadna Detrell i Sergi
Artigas d’AEI Textils i Leitat Technological Center fan una analisi on es posa en
relleu les tendencies i la importancia de la I+D en el sector textil fins els nostres
dies i es presenten les novetats fruit de 'aposta per la recerca intensiva que es duu
a terme al pais.

Tot plegat, és un retrat de la Catalunya téxtil contemporania que posa a
I'abast del gran public tot un seguit de reflexions, on es recullen aportacions
indispensables per conéixer la realitat del téxtil a Catalunya des d’una perspectiva
amplia i amb tot rigor i claredat. m
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m Oriol Ocaiia,
co-comissari de l'exposicio

Un nosaltres impersonal,
Laura Puigdellivol.
Fotografia: Laura Fernandez
Antolin.
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Exposicio
Vestir i desvestir cossos.
Fenomenologies d’aparicio

Can Marfa Génere de Punt. Museu de Mataré.
Del 15 de juliol al 18 de desembre de 2016

Cada dia ens vestim i desvestim. Vestir-nos forma part de la
nostra quotidianitat i té a veure amb algunes de les nostres
necessitats més basiques. A les darreres decades, mentre

la industria de la moda s’ha convertit en un dels fenomens
econOmics més caracteristics del capitalisme actual i dels seus
conflictes, a 'imaginari collectiu s’ha vinculat cada cop més la
moda amb la banalitat consumista. Perd més enlla de qiiestions
estricament instrumentals, i de la rellevancia de la seva
dimensi6 productiva i econdmica, la indumentaria té un paper
determinant en les relacions entre els cossos en la seva aparicié
a l'espai public, el mén comu qué Hannah Arent entenia com
l'espai politic per antonomasia, on cadasct de nosaltres mira i és
mirat, construint en aquesta relacio, el que som.

Lexposicié Vestir i Desvestir Cossos: Fenomenologies
d’Aparici6 es centra precisament en aquesta dimensio
performativa de la moda amb obres de dissenyadores i artistes
que empren la indumentaria per establir reflexions al voltant
del cos vestit i el seu potencial simbolic. Lexposicio s’estructura
a través de cinc ambits de significaci6é que articulen les formes
amb que, aquesta segona pell que és la vestimenta, activa
lectures diferents sobre els cossos.

En el nostre temps el disseny ha esdevingut un fenomen clau
per situar la preocupaci6 per I'aparenga com a centre de l'activitat productiva,
simbolic i politica. Tal com ens explica Boris Groys s’ha assolit un nou territori
d’accio: el disseny d’un mateix. En el cos vestit, la indumentaria projecta una
realitat formal i simbolica sobre I'essencia sempre viva del cos. El primer dels
ambits expositius de la mostra, el «cos construit, fa referéncia a aquesta capacitat
performativa de la indumentaria sobre el cos: la projeccié d’estructures i formes
que el racionalitzen, 'estratifiquen o li sumen relacions conceptuals noves.

D’altra banda el cos ha estat historicament objectiu de les formes de control
més sofisticades, destinades a sotmetre’l i limitar-lo. Aquest control ha estat
especialment cruent amb els cossos no normatius, funcionalment diversos,
vulnerables i també amb el cos femeni. Les relacions de poder qué ens afecten,
projecten sobre els cossos els discursos ideologics, economics i tecnologics
ila indumentaria és un dispositiu més en queé aquests discursos poden ser
inoculats. Com a reaccid, des de la moda i l'art, s’han desenvolupat propostes
destinades a fer visibles o repensar aquests processos alienants o opressors.
L'ambit del «cos politic» fa referencia a aquestes propostes que reflexionen
des de la indumentaria al voltant dels dispositius de control del cos o que en
proposen alternatives.
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L'ambit del «cos ferit» fa referencia a una relacié simbolica historica: la de
vestir amb la proteccid i la cura. El cos, com a realitat vital dinamica en un
estat d’exposici6 constant, es configura a partir de multiplicitat d’experiéncies
i relacions. D’entre aquestes relacions, sén especialment significants per la
seva influencia en la construccié de subjectivitats algunes experiéncies que
podem considerar traumatiques i qué deixen un determinat rastre al cos:
ferides visibles o invisibles que recorden la fragilitat del cos i la seva capacitat de
regeneracio. Les peces presents en aquest ambit recorren a través de les peces de
vestir ferides propies i universals cercant cura o comprensio.

El cos vestit és doncs, relacional en dos sentits: esta constituit per la relacio
inseparable de cos i indumentaria i existeix sempre en relacié amb altres cossos
a un espai comu. Degut a la seva dimensié publica, en la que resta en constant
interacci6 social, el cos és vulnerable a 'efecte d’aquestes relacions i a les forces
que el legislen i el normativitzen. En aquesta situacid sovint tenim la necessitat
de protegir-nos, desapareixent dels espais materials de visibilitat per preservar
la nostra singularitat. Les peces del «cos absent» son reaccions de desaparicié
del cos o reflexions al voltant de la seva vinculacié amb la indumentaria.

Pero aquestes relacions no es redueixen a cossos. El cos existeix sempre a
un espai determinat en relacio a altres agents no humans. Al darrer ambit, es
parla de «cos expandit» en el sentit que el cos esta connectat a estimuls que
configuren la realitat i qué sovint poden ampliar les seves possibilitats, peces
que reflexionen sobre la relacié del cos i I'espai, els objectes i els altres, i exploren
el reconeixement dels limits propis i la seva ruptura i transgressio, en com el
que vestim pot fer possibles relacions amb altres agents, amplificar les nostres
capacitats i connectar-nos amb altres realitats, espai i moments. m

Exposicio amb obres de: Ana Laura Aldez, Nora Ancarola, Stéphanie Baechler,
Ramon Guillén-Balmes, Isabel Banal, Anna-Sophie Berger, Denys Blacker,
Maria Castellanos, Julia Coma Vilarasau, Lucia Cuba, David Delfin,

Emma Escuer, Pepe Espaliu, Ali Yerdel i Anastasia Pistofidou, Laura Ferndandez
Antolin, Esther Ferrer, Lena Gallovicova, Nadine Goepfert, Rubén Grilo,

Enric Majoral, Ana Mir, Txell Miras, Juan Luis Moraza, Maria Morgui,

Juan Mufoz, Peter Pohjola, Maria Palomeras, Miriam Ponsa, Joana Poulastrou,
Laura Puigdellivol, Mariaelena Roqué, Tea Sirbiladze, Jana Sterbak, Pan Weiju.

Comissaris: Maia Creus i Oriol Ocana
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El Museu del Tapis Contemporani
de Sant Cugat

Projectes pedagogics per al descobriment
I posada en valor de I'art textil

per Lrufs CamPINs, director dels Museus de Sant Cugat
i HELENA MINUESA, responsable del servei educatiu dels Museus de Sant Cugat
Fotografies: @LocalPres

El mes de maig del 2003 es va inaugurar la subseu del Museu de Sant Cugat
destinada a donar a conéixer I'important llegat textil de la ciutat: la Casa Aymat,
avui Museu del Tapis Contemporani de Sant Cugat.

Des del seu inici, doncs, la missié del museu ubicat a la Casa Aymat ha estat
difondre la historia d’un dels fenomens artistics més potents i caracteristics del
panorama catala de la segona meitat del segle xx, fenomen que, paradoxalment,
després de gaudir d’una gran forga va caure, a partir de finals dels anys 80 del
segle XX, no només en decadeéncia, sin6 en un oblit clamoroés. Es tracta del
moviment del tapis contemporani catala, que amb artistes com Josep Grau
Garriga, Aurelia Mufoz, Josep Royo, Carles Delclaux, Dolors Oromi, Teresa
Conte, Maria Assumpcié Raventos, Maria Teresa Codina, Merce Diogene, etc.
va constituir un moviment comparable a d’altres de produits a diferents punts,
com Franga (on Jean Lurcat exerci el seu mestratge), Polonia (amb Magdalena
Abakanowicz com a principal referent) o Iugoslavia.

La missio del MTC és, doncs, donar a coneixer aquest llegat textil de Sant
Cugat, llegat que remet a principis del segle xx a través de la figura de Tomas
Aymat, artista noucentista creador de la Fabrica de Catifes i Tapissos Aymat,

EL MUSEU DEL TAPIS CONTEMPORANI DE SANT CUGAT
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referent absolut a Catalunya durant la primer meitat del segle xx (en que va
produir les catifes del Parlament de Catalunya o el tapis de I’escala d’honor de la
Casa de la Ciutat de Barcelona), i, sobretot, al moviment de I’Escola Catalana de
Tapis, moviment explicitament renovador de I’art textil, nascut a Sant Cugat a la
segona meitat del mateix segle.

El MTC és, per tant, un museu textil, ja que la seva tematica és exclusivament
relacionada amb la materia textil. En el context dels museus textils del pais,
pero, presenta una clara particularitat, i és que aborda el mon textil des de
I'expressié explicitament artistica. Perque, evidentment, el projecte de I’Escola
Catalana de Tapis, a banda de constituir una aventura empresarial (que ho
va ser), va voler ser sobretot un projecte artistic. Totes les persones que hi van
participar ho van fer des de la perspectiva i la voluntat explicitament artistica.
El MTC és, doncs, un museu d’art, perd un museu d’art textil.

En aquesta perspectiva, el desplegament de la seva missié ateny eixos i
dimensions diferents perd concurrents en la seva tematica:

m la dimensio técnica, per quant el tapis contemporani s'elabora amb uns
procediments i esquemes técnics molt especifics, i molt diferents dels del
tapis classic

m |artistica, ja que I’Escola Catalana constitueix un moviment de renovaci6
del llenguatge artistic contemporani en I'expressio textil

m la ideologica, per quant cal vincular el moviment del tapis contemporani
a una voluntat de renovaci6 artistica, perd també, indestriablement,
cultural, moral, sociologica i politica del pais, propia de la intel-lectualitat
antifranquista

m la pedagogica, caracteristica del treball desenvolupat pels Museus de
Sant Cugat, que han volgut tractar sempre aquesta dimensi6é com a eix
constitutiu de la seva accio, i que és intrinsecament necessaria com a
instrument de socialitzacié d’uns continguts complexos i prou allunyats de
I'imaginari collectiu actual

En aquest context cal inscriure dues de les propostes pedagogiques, que us
presentem: Anna de la llana i Fem tapis!

EL MUSEU DEL TAPIS CONTEMPORANI DE SANT CUGAT
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L'Anna de la llana i la seva maleta pedagogica.
Treballant el mon del tapis amb Educacio Infantil

Lany 2009, el servei educatiu del MTC va comprometre’s amb la creacié d’'un
recurs didactic fet ex professo per a Educaci6 Infantil.

Aquest fet responia a la voluntat d’acostar el patrimoni del tapis, i més
concretament el de I’Escola Catalana de Tapis, a un public objectiu que,

a principis del 2000, encara era poc treballat des del punt de vista de

recursos museistics. El recurs que presentem, doncs, es va crear per treballar
especificament amb nens i nenes de 3 a 6 anys en un ambit formal, pero fora de
l'espai estrictament escolar.

Per tal de crear una expectativa prévia al descobriment del MTC, plantejarem
la creacié d’un personatge amb el qual els infants poguessin identificar-se.

Anna de la Llana és un titella creat per Anna Roger, partint d’un estudi previ
realitzat per part de 'equip d’educacio, sobre les motivacions a treballar amb
nens i nenes de 3 a 6 anys a I’hora de descobrir un museu d’art textil. A partir
d’aquest analisi previ es va pensar en una maleta compartimentada en queé cada
espai, cada color, albergués un tipus de material amb el qual treballar el tacte,
les olors, els usos de la matéria en si. I a partir d’aquesta analisi previa, veure
com aquest procediments es podien aplicar a la descoberta dels tapissos de
I’Escola Catalana de Tapis.

Aixi, la maleta ens vincula amb la materia: la llana, el coto, el jute, el fil de
plastic o el cartrd, entre molts d’altres, tots ells presents en major o menor
mesura a les obres d’art exposades al museu. D’aquesta manera, partint de
l'estudi del Curriculum d’Educacié Infantil i de les capacitats que s’han
d’estimular i treballar en les edats primerenques de la vida, prioritzem I’as
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de la materia i la textura per al desenvolupament de I’accié manipulativa i
experimental. En aquesta perspectiva d’activitat curricular, treballem els sentits
a partir de 'excusa del tapis contemporani, i 'ampli ventall de mateéria, colors,
olors, que aquest ens evoca. Aixi doncs, la proposta és acostar l'art textil,
aparentment desvinculat d’allo que un infant podria reconéixer com a familiar,
i apropar-lo a la seva escala, descodificant-lo segons la seva mirada i els seus
interessos. I principalment centrant-lo en I's de la mateéria en si, del color, de la
forma i de la textura.

Més enlla d’aix0, el recurs pedagogic planteja un circuit d’anada i de tornada
respecte l'espai museistic. A I'escola es realitza un treball previ, tot perseguint
la voluntat de crear expectativa: ’Anna de la Llana ha perdut una bossa plena
d’objectes que la identifiquen i cal lliurar-la al museu.

Aportem recursos als i les mestres per tal de treballar continguts que després
seran descoberts al museu. Tota aquesta proposta es dissenya des del servei
d’educacié dels Museus de Sant Cugat i es va adaptant segons les necessitats
dels grups, i segons les demandes especifiques de I'equip docent. Es d’aquesta
manera com el museu es posa al servei de 'escola per tal d’aportar, sumar, i
enfortir-se mituament.

Amb una despesa economica minima (capsa, titella, i materials diversos per
a la seva manipulacio) la proposta didactica de ’Anna de la Llana i la seva capsa
de sorpreses ha tingut una repercussio significativa. Des de febrer de 2009, any
en que es va oferir el recurs a les escoles per primera vegada, fins al juny de
2016, I’han sol-licitat un total de 73 grups, la qual cosa significa un total de 1.946
alumnes. Segons els nivells educatius, P5 és el grup que més I’ha usat, amb un
total de 1.270 usuaris, seguit amb molta diferencia per P4 i P3, amb un total de
292 i 271 alumnes respectivament. Altres grups que han aprofitat el recurs sén
Primer de Primaria, amb una activitat adaptada a les seves necessitats, i grups
de futurs docents que han treballat el cas de la maleta didactica com a exemple
de proposta didactica per a descobrir el patrimoni amb els més menuts.

EL MUSEU DEL TAPIS CONTEMPORANI DE SANT CUGAT
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Fem tapis! Un llagc amb la comunitat educativa

Fem un tapis! va néixer I'any 2014 com una iniciativa en col-laboraci6 entre
l'escola i el museu per tal de sensibilitzar els i les alumnes en l’art téxtil,
treballar continguts vinculats amb la historia compartida i difondre el
patrimoni cultural local.

Durant 5 mesos, dues mestres de ’Escola Joan Maragall de Sant Cugat del
Vallés van rebre formacid per tal d’aprendre la técnica del tapis, amb l'objectiu
de traslladar a posteriori aquest coneixement als seus alumnes, els quals, al seu
torn, ensenyarien als més petits de l'escola com es teixeix. Lexperiencia doncs
es basa en la filosofia de ’Aprenentatge-Servei: el coneixement es transmet
de mestra a alumne/a i aquest, al seu torn, el transmet a alumnes d’edats més
primerenques. Es un aprenentatge cooperatiu on els més grans ajuden els petits.
Aixi com ens ajudem a cordar les sabates, també ens ajudem a fer passadesia
teixir nusos de tapis...

Lactivitat desperta 'interes mitjancant el propi fer. La teoria i la practica es
complementen i esdevenen indissociables, ja que només ens podem apropar a
lart del tapis mitjangant la creacié mateixa.

De fet, el verb FER és l'essencia del projecte, i aixi ho reflectim al seu nom:
Fem tapis!

No obstant aixo, el seu vessant practic es nodreix d’una base de contingut
conceptual molt solid. En la seva formacid, 'equip docent rep durant tres
mesos, per part d’'un artista de tapis, unes eines, uns coneixements teorics i
practics, per tal que els pugui transmetre posteriorment de manera rigorosa al
seu alumnat.

El tapis proporciona un aprenentatge global. Per una banda, potenciem
obviament el treball manipulatiu i interactiu, el treball de psicomotricitat fina.
Pero permet alhora construir un entorn social especific: mentre 'anem fent
créixer, ens relaxem, conversem en moments de trobada distesos i agradables,

EL MUSEU DEL TAPIS CONTEMPORANI DE SANT CUGAT
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potenciant I'ts del llenguatge i la comunicaci6 i incorporant nou vocabulari
i noves maneres d’expressio i de relacié, en un moén on impera la tecnocracia
digital.

Per altra banda, el llenguatge de les matematiques hi és també fortament
present.

Parlem en definitiva d’aprenentatges multiples, de connectivitat entre arees i
materies, i del museu com a entorn d’aprenentatge en estreta collaboracié amb
l'escola. Son, al cap i a la fi, dos mons que s’interroguen, que dialoguen, i que
construeixen plegats.

En el projecte Fem tapis!, el museu es desplaga posteriorment a I’escola, de
manera que ’experiéncia adquirida préviament es trasllada d’ambit i es nodreix
d’ambdés mons. Es una trama que es va enredant 'ordit, de manera simbolica
pero també a nivell practic. A Fem tapis!, 'escola i el museu, contribueix a la
recuperacié d’un llegat que semblava inexorablement condemnat a l'oblit. A
mode de taca d’oli, la implicaci6 directa de la comunitat educativa va creixent,
com també creix la voluntat de coneixement envers l’art textil per part de la
societat en un sentit més ampli.

El gran ventall de possibilitats que ofereix el treball d’aquest patrimoni
artistic en I’ambit pedagogic ha permes que, des del 2009, el servei educatiu
dels Museus de Sant Cugat hagi desenvolupat iniciatives diverses pero alhora
complementaries per a tot tipus de publics, des de 'educaci6 formal fins a
collectius en risc d’exclusio6 social. Iniciatives que han teixit, tal i com ho fa
la trama en l'ordit, complicitats subtils entre la comunitat i el museu, pero en
definitiva amb un gran potencial emocional i afectiu. ®

EL MUSEU DEL TAPIS CONTEMPORANI DE SANT CUGAT
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Sobre teixits, colonies i indians.
Una historia d’ultramar

per JoAN MIQUEL LLODRA,
historiador de l’art.

La relacié mantinguda entre Espanya i les colonies d’ultramar pot ser tractada
des de diferents punts de vista. El mén del téxtil n’és un, i ho és, cal recalcar-
ho, de manera ben transcendental ja que les repercussions que tingué en
I'economia, la societat i la cultura de totes les parts implicades en aquesta
historia transoceanica foren moltes, especialment per a Catalunya que, des

del 1778, tenia definitivament les portes del mercat atlantic obertes. Heus aci,
resumidament, l'objectiu de 'exposici6 que, organitzada per ’Area de Cultura
de ’Ajuntament de Begur (Catalunya), s’ha presentat amb motiu de la XIII Fira
d’Indians i de la qual us resumim els diversos ambits tractats.

Des de bon comengament, les colonies antillanes van nodrir Europa d’un
gran nombre de productes que havien de satisfer les necessitats d’'una societat
-la del vell continent- cada vegada més consumista. A banda de cafe, sucre o
tabac, des de ’'Havana, van arribar als ports catalans infinitat de velers replets
de bales de cot6 en floca, procedent en bona part de les grans plantacions de
Nova Orleans i Charleston. Aquesta fibra anava especialment destinada a una
industria téxtil catalana llavors en ple procés de creixement.

Van ser molts els «emprenedors» catalans que, al llarg del segle x1x, des
de Cuba, des de Barcelona o des d’ambdoés llocs, van enriquir-se comerciant

Cartell anunciador de I'exposicié

Zzgg‘:tr'“zgfs'a XIl Fira dindians Del 26 d’agost al 4 de setembreé de2016
Gravat del segle XIX que es Sobre teixits, colonies I indians.
conserva a I'Arxiu Historic Fidel Una historia d’ultramar

Fita d'Arenys de Mar.
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Fragment d'indiana, coto
estampat. Ultim quart del s. XVIIl,
CDMT num. reg. 2922. © CDMT.
Quico Ortega.

amb aquest cot6. A Jaume Torrents, que explota amb exit la ruta comercial
Barcelona-’'Havana-Nova Orleans, o a les families d’indians Vidal Quadras
o Baradat, que també en controlaren el comerg, se’ls ha de sumar els germans
Biada i Prats —fills de I'india mataroni Miquel Biada- o els germans Amell,
membres d’una nissaga indiana de Sitges, els quals esdevingueren dues de les
principals firmes importadores de cot6 en floca a Barcelona.

Gracies a aquest cotd, la industria de les indianes a Catalunya va arribar al
seu punt algid. Barcelona va esdevenir la capital del sud d’Europa pel que fa a
la produccié d’aquests teixits de cotd estampat: se’n feien massivament i a preus
molt assequibles. Amb poc temps, la Ciutat Comtal no només va esdevenir el
principal i més consolidat proveidor d’aquest producte a I’Estat espanyol sind
també a les mateixes colonies que, a banda de centres productors i exportadors
de mateéria primera, es convertiren en grans mercats importadors.

El cot¢ fabricat a Catalunya, juntament amb el que es comprava a Nord-
america, era el teixit més present en tots els comerg¢os antillans. Per raons
d’higiene, netedat i comoditat, pero també per motius esteétics, els teixits de coto
estampats acabaren sent molt acceptats pels cubans. Igual d’exit van tenir les
teles de 11i, els anomenats llencos, que importades en cru del nord d’Europa eren
estampades a les fabriques d’indianes barcelonines i enviades, amb molt bona
sortida, al mercat colonial. Amb poc temps, el teixit de cotd i lli manufacturat
a Catalunya ana arraconant a les Antilles el de pel ovi, introduit en un primer
moment per castellans i andalusos, els tafetans i els teixits de seda, també
d’origen espanyol, i fins i tot els de 1li fabricats a regions tan importants com
Laval (Franga) o Landshut (Alemanya).

SOBRE TEIXITS, COLONIES | INDIANS. UNA HISTORIA D'ULTRAMAR
2





Datateéxtil 35

Caricatura de I'india i industrial

Joan Guell, Josep Parera

(1828?-1902), Barcelona, mitjan

s. XIX, Museu Frederic Mares,

num. reg. 5877, © Guillem F-H. I

Una altra manufactura catalana enviada a les Ameriques foren les puntes. De
les cases de randers de la Costa de Llevant en sortiren milers de canes de puntes
per embellir el vestuari de les classes benestants. Les puntes, pel seu poc pes i
per l'alt cost, esdevingueren preuats productes amb els quals comerciar a través
de Atlantic. De la mateixa area geografica, en concret des de Mataro, en sorti
cap al mercat colonial una gran quantitat de genere de punt: productes de tipus
economic, especialment de color, com ara mitjons, samarretes i mitges. Hijos de
Marfa o Font, Clavell i Coll foren algunes de les industries mataronines d’aquest
ram que penetraren amb éxit a les colonies.

No només va ser la industria cotonera originada al segle xv111 la que va
afavorir el gran procés d’industrialitzacié de Catalunya al llarg del segle segiient
—textil, perod també mecanica i quimica-, sindé molt especialment les grans
fortunes indianes repatriades de Cuba. Gracies a aquests capitals, a partir de la
década de 1840, es van fundar les fabriques textils que feren de Catalunya un
dels motors industrials europeus. D’exemples d’americanos que, o bé només
actuaren com a socis inversors o bé s'encarregaren de dirigir aquestes empreses,
n’hi ha molts arreu de la geografia catalana. Citem, per exemple, Miquel Biada
—impulsor del primer ferrocarril d’Espanya—, que va invertir 100.000 pessetes
de I’¢poca en una fabrica cotonera de Mataro; o Josep Antoni Salom, que I'any
1854 participava en la firma cotonera Santacana Sadurni y Cia, a Vilanova i la
Geltru, poblacié en la qual el 60% del patrimoni invertit en la seva industria
cotonera procedia de les Antilles.
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Detall de la balconada de la casa
Berenguer de Barcelona ©Centre
d'Estudis Domenechians de Canet
de Mar.

Pero no només trobem els capitals indians ficats dins del ram del coto, sind
també en el financament de la industria de la llana. Antoni Sama i Urgelles, per
exemple, colloca part dels seus diners en una cotonera d’Esparreguera i en una
empresa dedicada a la fabricacié de draps de llana, que disposava el 1872 de 114
telers i 5.700 fusos.

D’entre els indians catalans que invertiren en la industria téxtil, 'exemple
més paradigmatic potser és el de Joan Giiell (1800-1872), enriquit a Cuba i que
va tenir un paper molt important en la vida economica i politica catalana i
espanyola, entre el 1850 i el 1870. Després d’un viatge de formacié a Anglaterra
i d’altres experiéncies en aquest camp, el 1848 va associar-se amb el mecanic
Domingo Ramis i va fundar a Sants una moderna fabrica textil que va
aconseguir 'exclusiva a la peninsula en la fabricacié de velluts i panes de coto,
molt emprades per les classes treballadores urbanes i rurals i que cap industrial
del pais havia aconseguit produir amb eéxit. La Giiell, Ramis y Cia. —coneguda
com el Vapor Vell de Sants—, iniciada gracies a la maquinaria i a tecnics
anglesos, va ser una de les empreses cotoneres més importants d’Espanya,
amb la concentraci6 de fusos més alta de la industria de filats de cotd a tot
Catalunya.

La tasca de Joan Giiell va ser continuada i augmentada pel seu fill, Eusebi
Giiell i Bacigalupi (1846-1918), que el 1890, associat amb l'enginyer Ferran
Alsina, trasllada aquesta fabrica a Santa Coloma de Cervello: era I'inici
de la colonia Giiell, en actiu fins al 1973. Tot i el seu destacat paper com a
industrial, Eusebi Giiell ha passat a la historia com a principal mecenes del
genial arquitecte Antoni Gaudi (1852-1926). De fet, el modernisme catala va
ser possible en molt bona part tant pels diners vinguts de les colonies com pels
originats pel desenvolupament de la industria textil, tal com moltes vegades
delata 'ornamentacié de molts edificis.
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Manto6 de Manila, seda natural
brodada, principis s. XX, Col-leccié
Vinas, L'Arca.

Parlant del modernisme, un dels seus pintors més destacats, Ramon Casas, de
qui enguany celebrem el 150¢ aniversari del naixement, és fruit d’aquest fecund
binomi que suposa durant tants anys el mon colonial i el textil a la societat
catalana. Casas va ser nét, nebot i fill d’indians —el seu pare s’havia enriquit
a Matanzas- i la seva mare, Elisa Carbd, filla d’'un india que funda diverses
empreses textils, 'any 1907 acaba essent propietaria de la firma Isidro Puigy
Cia., a Sant Benet de Bages, activa des del 1856. La fortuna familiar de Ramon
Casas li va permetre poder-se dedicar sempre, sense preocupacions materials, a
la seva passio: la pintura.

D’entre la vasta i variada produccié pictorica de Casas, destaquen, per la
bellesa i sensualitat de formes i colors, els retrats de les conegudes com a chulas
i manolas. Moltes d’elles apareixen guarnides amb un complement téxtil de
seda que, pel delicat tacte, la rica combinaci6 cromatica dels brodats i 'exotisme
que generava, va acabar arrelant molt fort a la societat espanyola: el manto6 de
Manila. Tot i que a les colonies espanyoles no s’hi van desenvolupar mai grans
industries textils, no cal oblidar les manufactures téxtils que des d’alli arribaren
a Europa. Els mantons de Manila, malgrat prendre el nom del port que els
exportava fins a la peninsula, tenen el seu origen a la Xina, pais especialitzat des
de feia segles en el treball de la seda.
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Roquet per al papa Lleo XIII, 1887,
teixit amb fil de pinya i brodat
amb coto. Sagristia Apostolica del
Vatica © Txeni Gil. Veure detall.

Els comerciants espanyols no van trigar a incloure aquell producte entre les
exotiques i luxoses mercaderies de la ruta nautica dels galions de Manila, que
des de finals del segle xv1 cobria pel Pacific el trajecte entre les Filipines i Sevilla.
Aixi com en un primer moment els mantons van ser emprats com a cobertors
o tapissos, amb el temps van acabar esdevenint un complement més de la
indumentaria femenina espanyola. Qui primer va lluir-los van ser les dones amb
més poder adquisitiu, tot i que, a partir del darrer terg del x1x, el seu us es va
generalitzar a totes les classes socials —especialment en el periode de la regencia
de Maria Cristina (1833-1840)-, i fou incorporat, fins i tot, als vestits regionals.

Tractar de la historia del textil en els territoris colonials abans de la conquesta
espanyola donaria, de per si, materia suficient per a escriure més d’un llibre. El
valor material i simbolic del teixit en les cultures maies i inques, la producci6 dels
obrajes sud-americans o els diversos tipus de fibres o tints emprats en aquelles
terres, serien alguns dels molts aspectes a tractar en aquest ambit. Centrem-nos,
pero, en un teixit fabricat a Filipines, d’aparenca fragil per6 de gran consisténcia,
i que va ser anomenat per algu feixit del paradis. El seu origen es troba en la
planta de la pinya que, procedent de Mexic, va adaptar-se rapidament al sol i
al clima del I'arxipelag filipi. De les seves allargades fulles els artesans locals,
coneixedors de tradicions xineses i malaies, en van extreure una fibra que
una vegada filada i treballada encara avui és considerada, per la seva textura i
qualitats visuals i tactils, una de les més singulars, sofisticades i exclusives de tots
els temps: el nipis. Amb aquest teixit, degudament brodat, s’hi feren des del segle
X V1 vestits i complements per a dones, homes i nens de classe alta, i parament de
lallar de gala, molt del qual va acabar en llits i taules reials. Ledat d’or del nipis
va coincidir amb els ultims anys de preséncia espanyola en aquest arxipelag. A
partir del 1898, el que havia estat un simbol del luxe asiatic, exportat arreu del
mon, va entrar en un periode de decadeéncia i oblit internacional.
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Ventall amb escena de tematica
colonial, tela de ras pintada, fusta
de cirerer, llautd, dltim quart

s. XIX, Museu d'Arenys de Mar,
nam. reg. 3349.

Dins I'entramat comercial i economic generat per la industria textil, els
comercos, botigues o grans magatzems també hi tenen la seva importancia.
Els dietaris de viatge, les croniques, la premsa i la literatura deixen testimoni
de la intensa vida comercial de Cuba, amb I'esment d’establiments dedicats a
la venda de roba —molts d’ells regentats per catalans— veritablement opulents
per la gran quantitat de mercaderies que exhibien. Cal dir, també, que amb els
diners indians també s'obriren importants botigues de teixits a la metropolis.
Es el cas dels dos madrilenys enriquits a Cuba, Pablo del Puerto i Eduardo
Conde Giménez, que van decidir fundar a Barcelona una botiga de camises
i roba blanca que el 1881 esdevindria els Almacenes El Siglo, uns dels més
populars de Barcelona. Mig segle després, quadrant el cercle, Pepin Fernandez
i Ramodn Areces, també enriquits a les Antilles, fundaven respectivament a
Madrid Galerias Preciados i El Corte Inglés, dos referents en la industria i
comercialitzaci6 del textil espanyol.

Va ser en aquests establiments on els cubans que s’ho podien permetre van
adquirir els teixits necessaris per al seu vestuari. I és que a Cuba, no només
la pigmentaci6 de la pell marcava barreres economiques i diferencies socials,
sind també, com a quasi totes les civilitzacions, la indumentaria. Qui no podia
comprar la roba exclusivament confeccionada a Paris, Londres, Madrid o les
capitals d’America del Nord, seguint I’tltima moda, se la feia fer als sastres o a
les modistes —una de les activitats professionals més lucratives a I'illa— que o bé
feien us de la imaginacié o bé copiaven tan bé com podien allo que s’estilava al
vell continent.
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Els indians Viceng Ferrer Bataller
i Josep Caner, Cuba. Arxiu Historic
de Begur.

Cal dir, pero, que el clima tropical provoca aviat la substitucié de les gruixudes
teles de llana, caixmir o domas emprades a Europa per d’altres de més lleugeres i
de tacte més agradable: els teixits de cotd o de lli -més transpirables, que ajuden
a aguantar millor la calor i a mantenir fresca la pell- i els vestits de disseny més
senzill i colors més clars, de mica en mica, acabaren imposant-se. Amb el temps,
vestir d’'una manera o altra indicaria a Cuba qui apostava per continuar sotmes a
Espanya o qui, al contrari, volia independitzar-sen.

Al camp, pero la situacio era diferent; la poblacié cubana que hi treballava
continua vestint-se durant molt temps amb la franel-la de llana, mal conductor
de la calor. Deixa d’emprar-se finalment perqué, a banda de produir irritacié a
la pell, necessitava més neteja que els teixits de cotd i els insectes tendien a criar-
hi més. D’altra banda, la indumentaria dels esclaus, amb els teixits més pobres
i barats, mereixeria un estudi a part. Alguns propietaris esclavistes disposaren
de costureres encarregades d’abastir els qui eren considerats la darrera baula de
la societat. Des de 1872, pero, la famosa firma americana Montgomery Ward es
va dedicar a produir per a ells molta roba en série, amb talles establertes. A tall
d’anécdota, i sense voler frivolitzar, es deia que I'arenyenc Josep Xifré Casas,
un dels indians més acabalats del seu temps, els diumenges feia sortir els seus
esclaus pels carrers de ’'Havana uniformats amb pantalons blancs, levita curta i
barret de copa on hi havia brodades les seves inicials.

La indumentaria va ser un dels recursos que els indians retornats a casa
empraren per a exhibir-se socialment, a banda dels actes filantropics, 'adopcid
d’un castella o catala ple d’americanismes, o la construccié de luxosos
habitatges pomposament decorats amb tot tipus de teixits. Tot i que el poble els
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Retrat d’esquena de Judith
Downing Xifré, Arxiu Historic Fidel
Fita d'Arenys de Mar.

© Ramon Soler.

imaginava guarnits a la manera antillana —amb un vestit de 1li blanc, el célebre
barret jipijapa i una armilla d’on penjava un gros rellotge d’or- el fet és que

els americanos vestien luxosament seguint les pautes de la burgesia i noblesa
europees amb les quals volien relacionar-se i identificar-se. Aixi ho demostren
els retrats pictorics, escultorics i fotografics, en els quals, entre mobiliari
luxosament entapissat, cortinatges i posats solemnes, podem veure les peces
masculines per excelléncia de I’¢época: casaca, levita, camises blanques de coll
rigid, llagos, armilla...

Molta més opulencia van poder exhibir en el seu vestuari les dones dels
indians. Un dels casos més extraordinaris el trobem en la cosmopolita i
excentrica Judith Downing (Nova York 1801- Paris 1868), esposa de Xifré,
vinculada als ambients parisencs més selectes, amb amistats intimes de la
categoria de la comtessa de Montijo -mare d’Eugenia de Montijo, futura
emperadriu dels francesos- i Prosper de Mérimée. Es justament aquest escriptor
frances qui destaca d’ella l'elegancia i el bon gust en materia de moda -vestida
amb luxoses teles i guarnida amb els millors complements, com ara mantellines
de puntes-, tal com reflecteixen els retrats que en tenim. La Downing marcava
tendencia.

El temps de les colonies ens queda avui ben enrere tot i que els vincles que
uneixen Catalunya i Espanya amb aquells territoris sén encara prou vius.
Malgrat la globalitzacid, tan despersonalitzadora, és bonic de veure com certs
teixits, peces de roba o complements son el testimoni d’una historia d’ultramar
que, tot i els seus episodis foscos, ens va enriquir en tants aspectes. Que serveixi
d’exemple la guayabera, la camisa tipica cubana, un vincle de Cuba amb el
Carib i amb la resta del mén. o
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1 Egipte, entre el Solila
Mitja Lluna. Centre de
Documentacio i Museu Téxtil
i Ambit Serveis Editorials,
Terrassa, 1999.

Cataleg de I'exposicié “Egipte,
entre el Sol i la Mitja Lluna”,
CDMT, 1999.

Teixits de la Vall del Nil. Coptes v.02

per SILVIA SALADRIGAS CHENG
Centre de Documentaci6 i Museu Textil
Fotografies: Quico Ortega (CDMT)

Amb el pas del temps, els conceptes i les definicions de persones i objectes es
modifiquen o prenen nous significats. Quan a I'any 1999 el CDMT va publicar
la seva col-leccié de teixits coptes en el cataleg “Egipte entre el Sol i la Mitja
Lluna™, amb motiu de 'exposicié que va organitzar del mateix titol, el terme
“copte” s'utilitzava de manera amplia per designar a totes aquelles peces textils,
posteriors al periode faraonic, trobades a les excavacions fetes a Egipte.
Historicament, la paraula “copte” equivalia a dir “egipci”. Els grecs
denominaven amb aquest terme als habitants de I’actual Egipte com a resultat
de la derivaci6 que en grec van fer del nom faraonic de Memphis: “Het-ka-
Ptah” o, “Santuari del ka (anima) de Path”. Amb la conquesta del territori pels
musulmans, I'idioma arab va eliminar la primera sil-laba, de manera que va
quedar com “cophte” i posteriorment “copte”. Amb aquest mot denominaven
els nous conqueridors als habitants de la vall del Nil, que en aquells moments
(any 641) eren en la seva majoria de religié cristiana. Es a dir, que una mateixa
paraula feia referéncia a un lloc geografic i a un grup de poblacié concreta.
Avui en dia aquestes referéncies no tenen sentit. Les peces a les que fan
esment no tenen res a veure amb els coptes actuals, que com a poblacié
continua existint vinculada a unes creences religioses pero sense estar associada
a cap espai geografic determinat. Igualment, molts d’aquests teixits no tenen
cap vincle amb la iconografia cristiana: les peces amb representacié d’elements
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2 Enllag als documents
disponibles a la biblioteca
del CDMT:

3 Textilien des
Mittelmeerraumes

aus spdtantiker bis
frithislamischer Zeit,
Fundaci6é Abegg-Stiftung,
2004.

4 Katoen Natie és una
companyia privada belga,
fundada ’any 1855, que en
els seus inicis es va dedicar
al comerg i transport de
fibres textils, principalment
cotod, i que actualment s’ha
especialitzat en serveis
logistics d’alta tecnologia.
Els seus propietaris han creat
ala central d’Anvers el que
denominen “HeadquARTers”
a on exposen part de la seva
collecci6 d’obres d’art entre
les que destaquen nombrosos
teixits d” Egipte i de ’Asia
Central.

5 Methods of dating

ancient textiles of the 1st
millennium AD from Egypt
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6 Catedratica dela
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7 Conservadora del Museo
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Madrid.
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Coptic textiles in the

Museo Nacional de Artes
Decorativas, Madrid: the
results of the dye analysis and
14C testing,” A: Methods of
dating ancient textiles of the
Ist millenium AD from Egypt
and neighbouring countries.
Lannoo, 2007.

9 Van ser els I+D+i
finangats pel Ministerio de
Economia y Competitividad
(antic Ministerio de

Ciencia y Innovacion)
denominats “Caracterizacion
tecnoldgica y cronoldgica

de las producciones textiles
coptas: antecedentes de

las manufacturas textiles
altomedievales espafiolas”
(HUM2005-04610) y

de la mitologia classica no tenen espai sota aquest qualificatiu de copte. Queda
clar, doncs, que era necessaria una revisi6 del terme.

Aixi, ara es prefereix parlar de teixits de la Vall del Nil, o teixits egipcis, i
relacionar-los amb el periode historic amb el que es puguin vincular: teixits del
periode faraonic, greco-roma, bizanti o islamic.

Un altre punt a destacar és el canvi important que s’ha produit en relaci6
a les cronologies de tot aquest grup de teixits. Hi ha nombrosa bibliografia
publicada? sobre els teixits “coptes”, pero en la seva majoria, i fins fa un anys, el
seu estudi es basava en la iconografia de les peces, el seu estil o la relaci6 entre la
seva decoracid i la d’altres objectes (estucs, monedes, ceramiques...). Gran part
de les excavacions de les que provenen aquests teixits no van ser documentades
en el seu moment de manera apropiada i en moltes ocasions només es va
conservar la part més atractiva de les teles o la més ben conservada. Com a
conseqiiencia, molts teixits son peces descontextualitzades i sense referencies
per a una correcta catalogacio.

Durant els darrers anys diversos equips formats per especialistes en diferents
disciplines han estudiat de forma conjunta aquests teixits. Han fet analisis de
fibres, tints i lligaments i algunes de les peces s’han sotmes a la datacié per C14.
Com a resultat de tot aquest treball, moltes de les cronologies establertes han
quedat substancialment modificades.

Un primer pas en aquesta linia va ser la publicacio, I'any 2004, del cataleg de
peces de la colleccié de la Fundacié Abegg®. Una part dels teixits es va datar
amb Cl4 i en el seu estudi, I'autora Sabine Schrenk, qiiestionava alguns dels
llocs de producci6 i de les cronologies que tradicionalment se’ls atribuia, alhora
que afegia una interesant reflexié sobre la importancia d’intentar definir el
context i la funci6 que en el seu moment tindrien aquestes peces.

Lany 2005, a la ciutat d’Anvers, va tenir lloc la 1a conferéncia del grup
d’estudi “Textiles from the Nile Valley”, patrocinada per la companyia belga
Katoen Natie.* Al voltant del tema “Methods of dating ancient textiles of the 1st
millennium AD, from Egypt and neighbouring countries” arqueolegs, quimics,
historiadors de I’art, conservadors i egiptolegs de diferents paisos i institucions
van trobar-se per posar en comu el resultat de les investigacions que estaven
portant a terme. Dos anys després es van editar les actes® d’aquesta trobada que
des de llavors es realitza cada dos anys amb la presentacié de comunicacions de
gran interes en les que es recullen sempre els tltims avangos sobre aquests temes.

A la primera trobada hi van participar Laura Rodriguez Peinado®i Ana
Cabrera Lafuente’ per presentar I'estudi que havien realitzat dels tints de les
peces del MAD?. Posteriorment, i liderat per elles mateixes, es van iniciar
dos nous projectes de recerca en els que el CDMT va participar com a museu
collaborador’. Com a resultat d’aquesta col-laboracid, a les segones jornades

“Caracterizacion de las
producciones textiles de la
tardoantigiiedad y Edad
Media temprana: tejidos
coptos, sasanidas, bizantinos
e hispanomusulmanes en

las colecciones publicas
espafiolas” (HAR2008-04161).
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CDMT n.r.2705, segles V-VI.
Veure detall.

10 Publicat a: Clothing the
House. Furnishing textiles of
the Ist millenium AD from
Egypt and neighbouroing
countries. Lannoo Publishers,
20009.

11 Encara que van ser
trobades a Egipte, no hem
comptabilitzat dins d’aquest
grup: 5 fragments de bena de
momia (s. 1 dC), 4 teixits de
1li pintats (s. 1 dC), 8 sedes
d’Akhmin (s. vii-ix dC),

1 fragment de teixit
d’Antinoépolis (s. v-viI dC),
ni totes aquelles peces que

considerem de perfode fatimi.

d’aquest grup d’estudi, vam fer una comunicacié conjunta amb el titol “Late
Roman and Bizantine textiles from Egypt: some examples of furnishing textiles
from Spanish collections™;'® aixi mateix, es va fer la datacié per C14 de dues
peces i I'analisi de colorants de cinc teixits, tots del CDMT.

De les col-leccions publiques estatals amb teixits egipcis del periode greco-
roma fins a I’época islamica, la colleccié del CDMT és la més nombrosa. La
formen un total de 284 peces' compreses entre els segles 111 i segle v11y; la seva
presentacio i descripcié va quedar recollida en el cataleg publicat I'any 1999
“Egipte, entre el sol i la mitja lluna”. A partir dels nous estudis i del treball
realitzat en aquests 17 anys transcorreguts, hem pogut afegir i concretar millor
les dades que teniem fins ara, informacié que presentem en aquest article.

La datacid a través de la prova del C14 es basa en mesurar la quantitat que
d’aquest isotop conté un organisme determinat. El C14 es troba a I'atmosfera
ija sigui a través del procés de fotosintesis (en les plantes) o bé a través de
'alimentacié (en els animals) tots els organismes vius I’assimilem de manera
acumulativa. Quan un organisme, o part d’ell, mor, aquest procés satura ila
quantitat de C14 comenga a disminuir lentament. El ritme amb que aquesta
perdua es produeix s"ha pogut concretar de manera que, al mesurar el C14 que
encara conserva l'organisme, s'estableix una franja relativament exacta que
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12 http://g00.g1/rIW06Yw.

Hi participen, entre d’altres,
el Katoen Natie (Antwerp),
Musée du Louvre (Paris),
Skulpturensammlung und
Museum fiir Byzantinische
Kuns (Berlin), Fundacié
Abegg-Stiftung (Riggisberg),
National Museum of
Denmark (Copenhaguen).
13 Les proves les va realitzar
el laboratori Beta Analytic
Inc. de Florida, Estats Units.
Es va escollir el sistema
d’espectrometria de masses
amb acceleradors per ser

el menys agressiu per a les
peces, ja que és el que menys
material necessita per poder
realitzar la prova.

CDMT n.r.3869, segle VII.
Veure detall.

indica en quin moment es va aturar la “carrega” de C14. Fins ara era un procés
poc utilitzat per la datacié de teixits, degut al seu preu elevat i per ser destructiu
per a la pega ja que necessitava una quantitat relativament gran de material per
poder-se efectuar amb garantia. Pero, en els darrers anys, tant el seu cost com
el volum de mateéria necessari s’ha reduit molt, cosa que I'ha fet més accessible
alhora que ha possibilitat el poder treballar amb grups de peces suficientment
nombrosos com per a que les datacions obtingudes siguin considerades
significatives. Els resultats dels diferents projectes que han datat teixits
—anteriors i posteriors al 1r mil-lenni- amb el metode del C14, s’estan posant en
comu a través d’una base de dades on-line, oberta i gratuita, gestionada per la
universitat de Bonn."

Es van seleccionar dues peces del CDMT per fer la datacié de C14 pel sistema
d’espectrometria de masses amb acceleradors (AMS)".

Una d’elles, la pega niimero de registre 2705, és un fragment de teixit de
format rectangular del tipus clavus, de 1li amb la decoracié color purpura en
llana. La seva decoracié compren un petit lled dins un cercle polilobulat, un
personatge a un extrem molt desdibuixat per la pérdua quasi total de la trama
i una figura a l’altre extrem, agenollada o reclinada, que sosté un objecte
sense identificar, alcat amb la ma esquerra. Aquesta ultima figura, sembla una
representacio femenina que pel seu tocat, rodo i en forma de torre, recorda a les
representacions de la deessa Rhea (Cibeles, en llati), mare, entre d’altres déus,
de Zeus i Posidé. La cronologia en la que fins el moment teniem datada aquesta
peca era en la franja del segle v al segle v1, dada que s’ha vist confirmada pel
C14 que ha donat amb un 95% de probabilitats la franja cronologica que va de
I'any 400 al 540 dC, i en un marge més reduit (68%) entre el 420 i el 530 dC.
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14 Les analisis es va fer
el laboratori Larco Quimica
y Arte S.L. de Madrid.

CDMT n.r.87, segles V-VI.
Veure detall.

CDMT n.r.207, segles V-VII.
Veure detall.

Laltre peca és la que té el nimero de registre 3869. Es un teixit que es troba
molt fragmentat on hi trobem representada una llarga filera de putti nedadors
amb una ofrena a les mans, separats entre ells per plantes aquatiques i flors de
lotus. Els motius destaquen en diferents colors sobre un fons vermell, pero el
treball de les figures es veu bast i simplificat, aspecte que havia portat a datar-
lo en una cronologia situada entre els segles 1x i x1. La datacié amb Cl14, que
coincideix amb un mateix resultat per a peces similars, la ha situat amb un 95%
de probabilitats entre els anys 600 i el 660 dC, i en un marge més reduit (68%)
entre I'any 620 i 'any 650 dC. Es a dir que la seva cronologia s’ha vist rectificada
en dos segles cap a endarrere.

De la mateixa manera que identificar de forma correcte els lligaments de les
peces i les seves fibres ajuda a definir arees geografiques i datacions, un altre
dels elements importants a estudiar per la informacié que poden aportar, sén els
tints. Per exemple, els tints utilitzats en época medieval a la zona de ’Andalds o
aI’Asia Central no s6n els mateixos o, un altre exemple, la cotxinilla americana
marca un limit cronologic ante quem molt clar.

Dels teixits nimeros de registre 87, 207, 222, 245 i 304 es va fer analisi de
colorants pel sistema de cromatografia liquida d’alta resoluci6." Les proves van
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CDMT n.r.222, segles V-VI.
Veure detalls.

CDMT n.r.245, segles V-VI.
Veure detalls.
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CDMT n.r.304, segles IlI-V.
Veure detall.

15 A. Cabrera ha trobat també
canem en alguna de les peces
del Museu Textil i de la
Indumentaria de Barcelona,
com aixi ho fa constar en

la seva tesi doctoral: La
industrial textil copta: la
coleccién de tejidos de la
Antigiiedad Tardia del Museu
Textil i d’Indumentaria de
Barcelona, Universidad
Complutense de Madrid,
2015, inédita.

16 Restauradora de teixits i
investigadora respectivament,
vinculades a la col-leccio del
Katoen Natie d’Antwerpe.

17 “Textiles, tools and
técniques of the 1st
millennium AD from Egypt
and neighbouring countries”.
Lannoo, 2015.

donar com a resultat els tints habituals emprats en els teixits egipcis d’aquest
periode: roja (Rubia tinctorum) en els colors vermells, indi pels blaus (Indigofera
tintoria) i indi amb galda (Indigofera tinctoria amb Reseda luteola) pels verds.
Pel que fa al resultat de I'analisi de les fibres, a banda del 1li i la llana usuals en
els teixits egipcis anteriors al periode islamic, es va identificar canem en algunes
parts dels detalls decoratius d’una de les peces (nimero de registre 207). L'ts del
canem en els teixits egipcis esta poc referenciat en els estudis fets fins el present,
pero segurament aixo es deu a la falta d’analisi de les fibres a laboratori per
poder identificar-les de forma correcta, ja que visualment el canem i el lli sén
molt similars."”

En aquests moments formem part de 'equip de treball del projecte “Las
manufacturas textiles andalusies: caracterizacion y estudio interdisciplinar”
(HAR2014-54918-P), amb una durada prevista de tres anys i que, seguint
I'esquema dels projectes anteriors, interrelaciona peces textils medievals des
de multiples perspectives. A més, participem al mateix temps en el “Medieval
Textiles in Iberia and the Mediterranean”, financat per la Fondation Max van
Berchem (Ginebra) i la Pasold Foundation (Regne Unit) per I’estudi epigrafic
d’aquest corpus textil.

Un altre dels projectes en queé ha participat el COMT és “Measurements and
fitting of Egiptian children’s tunics of the 1st millenium AD”, dut a terme entre els
anys 2012 i 2013 per Anne Kwaspen i Chris Verhecken-Lammens.'® Les autores,
sobre una seleccié de 60 tuniques infantils de 14 col-leccions diferents, van
extreure els patrons i van reconstruir la forma i manera de com van ser teixides
i utilitzades. Entre les peces estudiades van considerar d’interés incloure la
tdnica infantil, nimero registre 263. El resultat final d’aquests treballs el van
presentar en les 8es jornades del “Textiles from the Nile Valley” i s’ha publicat
en les seves actes."”
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Dues peces més, provinents de la colleccié Tove Alm, la nimero de registre
7495 ila 7509, participen actualment en la investigacié que Maciej Szymaszek
esta fent per a la seva tesis doctoral “Tracing the Provenance of Ancient Egyptian
Textiles: Tove Alm’s Collection” a la Universitat de Goteborg. En el seu projecte,
'autor indaga sobre com ha evolucionat la representacié de la figura humana en
els teixits egipcis, i fara dataci6 per C14 de les peces estudiades.

i
A
i
:
:
!
v

CDMT n.r.263, segles IV-VI.
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CDMT n.r.7495, segles VI-VII.

18 No hem inclos en aquest
grup els teixits egipcis del

s. 1 donacié del Monestir de
Montserrat.

19 Per a més informacié sobre
la formacié de la col-leccié

de teixits egipcis del CDMT,
veure: CARBONELL, Silvia.
“La col-lecci6 de teixits coptes
del Centre de Documentacio
i Museu Téxtil de Terrassa.”
A: Quaderns del Museu
Episcopal de Vic. Vic, 2004.
20 Enlla¢ Imatex:
http://goo.gl/wY F8hP.

Lantiquaria sueca Tove Alm va vendre I'any 1968 part de la seva colleccié de
teixits egipcis, setze peces en concret, al que aleshores era “Museo Provincial
Textil de Terrassa”. Les altres peces egipcies'® del CDMT procedeixen de la
col-leccié Biosca i de la col-leccié Vifias". Ara hem pogut concretar, gracies
al treball de Silvia Carbonell, que Ricard Vifas va comprar les seves peces a
diferents antiquaris i col-leccionistes d’arreu del mon: a Jacques Kassapian de
Paris, Gottfried Enster de Zurich, Albert Honnegger de Lid, A. Indanyan i
a Margal Olivar i Emili Cabot de Barcelona. Alhora, gracies a la informacié
facilitada per Laura Rodriguez hem localitzat 36 peces que provenien de
la colleccié Anastasio Paramo d’on van passar a la col-leccié Abadal i
posteriorment a la colleccié Biosca, qui l'any 1946 va fundar el “Museo Textil
Biosca”, embrid de I’actual Centre de Documentaci6 i Museu Textil.

La colleccid de teixits egipcis va ser la primera que vam fotografiar amb
camera digital, 'any 1996, i va ser també la primera que vam oferir de manera
oberta i gratuita en el nostre banc d’imatges (IMATEX). En el seu moment,
IMATEX va ser una aventura pionera a nivell estatal, plantejada com una
alternativa al sempre dificil equilibri entre conservar les peces i fer-ne difusid.

Aquest any hem fotografiat de nou totes aquestes peces, ja que la imatge
obtinguda amb la primera camera digital amb la que vam treballar ha
quedat ampliament superada, de manera que avui en dia podem oferir amb
millor qualitat i detall la imatge de tots aquests teixits, que amb les seves
representacions acolorides, tosques i elaborades alhora, tant ens enamoren?.
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CDMT n.r.7509, segles VI-VIII.
Veure detall.

Per una altra part, en el mes de febrer del 2017, el CDMT acollira I'exposicié
“Antic Egipte i teixits coptes de Montserrat”, de la Fundacié Abadia de
Montserrat, procedents de la col-leccié Roca, i la de fotografies de les
excavacions d’Oxirrinc organitzada per la Societat Catalana d’Egiptologia. Una
jornada de conferéncies complementara ambdues exposicions.

Es evident que l'estudi dels teixits historics es troba en una fase de gran
interes. Noves recerques, analisis i proves possibiliten una revisié del que fins
ara s’havia escrit a la vegada que sorgeixen noves vies de treball sobre aspectes
encara no investigats. Es en aquesta tessitura que juga un paper primordial el
treball en equip per compartir recursos i coneixements, Unics elements que
possibiliten la visi6 de conjunt dels diferents aspectes que els teixits, amb tota la
seva complexitat, plantegen. ®
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