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The calicoes and the origins
of industrial Barcelona,

1736-1847

by ALEX SANCHEZ
(Universitat de Barcelona)

Between May 2012 and March 2013, the Sal6 del Tinell in the Royal Palace
of Barcelona hosted an exhibition organized by the History Museum of
Barcelona (MUHBA) of which I had the honour of acting as curator. Under
the title “Indianes, 1736-1847. The origins of industrial Barcelona”, the
exhibition bore witness to the contribution of these printed calico fabrics,
and that of cotton manufacturing in general, to the economic growth and
development of the city.

Although the exhibition was not strictly speaking the first held in Catalonia
on the calico prints known as indianes, it is certainly the most ambitious, both
in terms of its theme and the chronological range. The few precedents that we
know of, for instance the exhibition held by the Society for the Decorative Arts
in the Spanish Village in Barcelona in 1944' or the very interesting display
entitled Indianes, estampats organized in 2007 by the Museum of History of
Sabadell?, centred above all on the collections of these individual institutions
and aimed to provide a historically contextualized explanation of how they
were made and used. The focus of the current exhibition was rather different.
Its starting point obviously is the indianes, but what it sought to explain was
why and how the development of their production in Barcelona became the
trigger of the process of industrialization in Catalonia and, above all, of its
capital city. The aim, then was to show that these calicoes were the fabrics of
our industrial revolution.

The origin of this exhibition was a project involving the Museum of History
of Barcelona and the Historical Archive of the City of Barcelona, which began
with the course entitled The industry of the indianes in Barcelona, 1730-1850,
organized by the Seminar in the History of Barcelona of the Historical Archive
of the City between October 2010 and February 2011°. This course aimed to
publicize the advances in the research into the industry of the calico prints
over the last 25 years, thanks to the work of specialists in different fields
- history, economics, art, architecture, technology and library science - who
have uncovered new documentary sources and have helped to expand our
understanding of our industrial past®. It was the first time that the history
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Calico print showing Montserrat and the Devil's Bridge Cotton. Catalonia 1840.
CDMT 7416. © Quico Ortega, CDMT.
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Handkerchief made at the factory
owned by Erasme de Gonima i
Passarell in the 1790s (Premia
de Mar Textile Printing Museum,
10640). Photo: Esther de Prades.
See detail.
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of this industry had been explored from such a wide range of perspectives. In
view of the success of the course it was decided to organize an exhibition to
underline the importance of this industry in the history of Barcelona®.

The result was an exhibition which, bringing together a total of 124 pieces
from a variety of museums, institutions, and public and private entities,
constitutes the largest display of its kind ever staged in Catalonia, and probably
in Europe. Its uniqueness does not lie so much in the volume of the printed
fabrics exhibited as in their variety. Fabrics, dress and furniture were on show,
but also books, leaflets, documents, paintings, portraits, engraving, maps,
ceramics and machines, all of them duly contextualized and described in
written texts and with statistical, graphic and audiovisual support.

off of the Catalan cotton SUDRIA (Dirs.), Atles
industry”, Economic History de la industrialitzacié de
Review, LVIII, 4, 2005, pp. Catalunya, 1750-2010, Vicens
701-735, Alex SANCHEZ Vives, Barcelona, 2012,
(Coord.), La industria de pp. 11-53.

les indianes a Barcelona, 5 The project also included
1730-1850, Barcelona. an itinerary, designed and
Quaderns d’Historia, n° 17, directed by Jaume Artigues,
Arxiu Historic de la Ciutat, which, entitled The city of
Ajuntament de Barcelona, the indianes. Barri de Sant
Barcelona, 2011, Alex Pere, identifies the evidence
SANCHEZ, “Els origens de existing today of the old

la industrialitzacio, 1750- printed textile factories in the
1832, in Jordi NADAL, area of the city that housed
Josep M* BENAUL i Carles most of the production.
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Allegory of the industry. Calico print.

Cotton. Catalonia, half xix Century.
CDMT, 17004. © Quico Ortega,
CDMT. See detail.

6 The fact that the Textile
Printing Museum is in Premia
de Mar and not in Barcelona,
which was the real centre of
this productive activity, is as
much to do with the personal
initiative and efforts of its
creators as with the industrial
relevance of this coastal town.
In fact, inside the network

of industrial museums in
Catalonia, which in many
aspects is excellent, a museum
that celebrates the close
relation between Barcelona
and the cotton industry is
lacking.
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The chance to bring together such a large quantity of pieces is in itself proof
of the vitality that Catalan calico print production enjoyed in its day. Apart
from the prints themselves, the material and documentary evidence conserved
in archives and museums can give a fair idea of the importance of an economic
activity in a specific location. In this regard Barcelona has one of the finest
documentary resources in Europe on the subject of the indianes, and Catalonia
is also one of the few regions in the continent with a museum devoted to their
production, the Premia de Mar Textile Printing Museum®. The other great printed
fabric museum in Europe is the Musée de I'Impression sur Etoffes in Mulhouse.
Barcelona and Mulhouse were among Europe’s main cotton manufacturing
centres and both cities were important industrial leaders at regional level.

All the material and documentary evidence was organized in four broad
areas and 14 subareas, which gave form to the thread of the exhibition. The
thematic approach paid close attention to the chronological perspective and to
the close interrelation between Barcelona and Catalonia. It also incorporated
the international dimension to demonstrate the place that Barcelona occupied at
European level.

THE CALICOES AND THE ORIGINS OF INDUSTRIAL BARCELONA, 1736-1847
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Calico print with flowers. Cotton. Catalonia 1760-1770. MTIB-22.071. See detail.
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The first area, entitled From business emporium to manufacturing city:
eighteenth-century Barcelona, showed when, how and why the production
of calicoes began in the Catalan capital. The area identifies the commercial
character of the city and the legacy of its artisanal tradition as the key factors
in its transformation at the end of the seventeenth century and the beginning
of the eighteenth. Barcelona became an important market for the new printed
fabrics arriving from Asia along the Mediterranean route that began in Aleppo
and Smyrna and ended in the ports of Italy, France and Spain. Between 1736
and 1738 the Catalan capital established itself as a key centre of printed calico
production.

The second area focused on the product itself and described the calicoes in
detail. Under the title The art of making indianes, it showed both the technical
process of production and the uses of the printed cotton fabrics in dress and
decoration, and also described the firms, factories, entrepreneurs, and workers
who were involved in their manufacture. The area stressed the predominantly
urban nature of the industry in Catalonia, specifically in Barcelona and paid
tribute to its important institutional dimension; in fact, calico production led
to the creation of the first Catalan business organizations, the precursors of the
modern-day organization known as Foment del Treball Nacional, and some of
the schools of the Board of Commerce which launched vocational training in
Catalonia.

The third area, From printing to spinning: technical innovation and
industrial modernization, described the transformation of the manufacture
of calicoes in the eighteenth century into the modern cotton industry of
the nineteenth, and the factors that made it possible. The huge size of the
manufacturing sector of Barcelona at the end of the eighteenth century, due
largely to the printing of linen fabrics imported from the north of Europe to be
sold in the American market, created the conditions necessary for the process
of modernization in the early nineteenth century. This process, based above all
on the mechanization of spinning, was carried out at a time of great hardship
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Photo: © Andrea Manenti.
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in Catalonia due to the crisis caused by the Peninsular War, the loss of Spain’s
colonies, and the Liberal Revolution.

The fourth area centred on the impact on the city of Barcelona of the
development of the cotton industry. From manufacturing to industry was the
title of the last section of the exhibition which examined the development
of the first factory areas, Sant Pere and El Raval, due to the expansion of
indiana factories, and the controversy surrounding the consequences of this
growth in the late eighteenth century. This area continued with an appraisal
of the industrial modernization of the first half of the nineteenth century,
its transformation of the urban area, the appearance of factory towns on the
outskirts of Barcelona, and the demolition of the walls to allow the unlimited
expansion of the City.

The exhibition closed with an epilogue entitled “El nostre enginy, el nostre
cor; lanostra llangadora”, (literally, Our genius, our heart, our shuttle loom”) a
sentence that appeared in an article published in the Barcelona newspaper El
Vapor in 1834. How did the process of industrial modernization that began at
the end of the eighteenth century survive the crisis of the Ancien Regime and
create the modern city of Barcelona? If we translate “enginy” as creativity, “cor”
as work and “llan¢adora” as manufacturing tradition or legacy, we have the
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Trunk. Museum of Pedralbes.
Photo: MUHBA Archive - Pep Parer.
MMP-115.094.

factors that allowed our forefathers to overcome the difficulties of the time and

take on the challenges of the future.

So the exhibition at the Sal6 del Tinell offered a complete overview of the
development of the manufacture of calicoes and what it represented for the city
of Barcelona. It explains why this production emerged in the Catalan capital,
how it fostered the development of the modern cotton industry, and how it
contributed to changing the urban space and creating a new kind of city - in
spite of extremely difficult conditions which could have put an end to the
city’s industrial growth at practically any moment. All in all, the exhibition
was particularly opportune, not just because printed fabrics are coming back
into fashion with the rediscovery of the Toiles de Jouy, but above all because it
offers a historical perspective on a very topical issue - the difficulties facing an
industrial system at a time of crisis. ®
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A textile workshop
from Roman times:

the villa dels Antigons

by MARTA PREVOSTI
Photographs: © MARTA PREVOSTI

Introduction

The Roman villa dels Antigons, in Reus, was one of the richest and most
important agricultural concerns in the territory of the city of Tarraco. The farm
was in operation between the second century BC and the seventh century AD.
In the Imperial Age a residence was built for the owner which, to judge from
the findings of the archaeological excavations — remains of a nymphaeum (a
monumental fountain), baths, sculptures, marble and mosaics - must have been
a Roman country palace. The site has been known since 1849 but it suffered
large-scale damage in the 1950s; then, between 1977 and 1979, an animal feed
factory was built on top of it, almost destroying it completely.

As is often the case with the finest villas of the Roman provinces, a thorough-
going study of the site of Els Antigons reveals the reasons for its splendour.
Many major economic activities have been identified'. First, four pottery
kilns have been found, which would have made amphorae for storing wine?.
This provides indirect evidence that the agriculture of the villa included wine
production, and in fact remains of a cellar have also been found. There are also
traces of iron-making, and the bones found in the excavations highlight the
presence of significant level of livestock farming, particularly oxen®. The bone
artefacts found also indicate the presence of a major textile workshop, and the
name Statutus written repeatedly on pottery vessels has raised the possibility of
a connection between the owner of the villa and the rich Tarraco jeweller Iulius
Statutus, who was active in the third century.*

Textile instruments

Among the materials found in the excavations and now deposited at the Salvador
Vilaseca Archaeology Museum, Reus’, there are many instruments made from
bone: 443 pin-beaters for weaving (figs. 1, 2 and 3), 82 needles for sewing (figs.

4, 5 and 6), 29 fine needles without a head (fig. 7), 87 pins (fig. 8, 9 and 10), nine
spindles (figs. 11, 12 and 13) and a spatula (fig. 14), and many other fragments

ATEXTILE WORKSHOP FROM ROMAN TIMES: THE VILLA DELS ANTIGONS


http://www.icac.cat/images/stories/pdf/llibres/53.44.1.pdf
http://www.icac.cat/images/stories/pdf/llibres/53.44.2.pdf
http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Figure 4. Needles for sewing, made of bone.

5cm.

Figure 5. Needles for sewing, one made of bone, the other made of bronze.
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Figure 6. Needle for sewing, made of bone, with the holes in the center.
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6 For example, AGUADO et
al. (2007) offer a wide range of
possibilities for acus crinalis,
although they do not mention
that the term might refer to
pin-beaters or to instruments
for use with leather or cloth.
BEAL (1983), the study used
by most archaeologists to
classify bonework, categorizes
flat-headed pin-beaters with

a conical profile as type

XX, 2, and the ones with a
pyramidal head, circular
section and conical profile as
type A XX, 3, pins to hold hair
or clothing in place. BEAL
(1983, 37) also classifies some
similar specimens with flat
heads (340), one with a round
head (341) and another with
amoulded body (342), and

a relatively wide diameter as
pins, inside type X VI, which
he says are usually thought

to have been used with
leather. He gives a number of
parallels found in contexts

of leatherwork and dyeing.

In our view, these and many
of type XX, 2 and 3 should

be interpreted as pin-beaters
used in textiles, though they
may also have been used for
leatherwork.

7 OVID, Met. VI, 55 ff,;
OVID, Fasti, 111, 819; SILIUS
ITALICUS, X1V, 656.
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Figure 7. Fine needle, made of bone.

e L

which are difficult to classify. There are also several bronze tools: two spindles
(fig. 15), a spinning wheel (fig. 12) and many needles for sewing (fig. 5), and
ceramic pieces: five whorls (fig. 16) and 15 pondera (fig. 17).

The quantities of pin-beaters and needles found clearly suggest the presence
of a significant level of textile production at Els Antigons. The length of the
pin-beaters varies between 55 and 113 mm. They have a wide head, a sharp tip
and are robustly made. Except for four oval specimens, all are round in section
and with a tapered or long conical profile, sharp at one end and wide at the
other end. They all appear to have the same function. Many authors classify
pieces of this kind as hairpins (acus crinalis in Latin) rather than instruments
for weaving®. However, we believe that these items were too short for use as
hairpins and most of them would have been used as pin-beaters in a textile
workshop either in vertical warp-weighted looms or double beam looms to
untie knots, to order the warp threads when they were compressed, and to pass
through the warp threads and push the weft thread up or down. They may even
have served as spools for the colour threads of the textile patterns on any kind
of loom.

Wild (1970, 65-67) describes the instruments for the beating-up process
required in vertical warp-weighted looms. These tools, made out of bone,
were classified as textile instruments on the basis of findings made in British
and Scandinavian archaeological contexts and on the basis of ethnographic
parallels. They comprise bobbins, pin-beaters and weave combs. The tools
from pre-Roman Britain described by Wild in fact resemble the pin-beaters
found at Els Antigons quite closely. “The pin beaters (famous as ‘bone gouges’)
are cut from the tibia or metatarsal of the sheep or goat; the shaft is cut
diagonally to give a point and the butt-end may be roughly trimmed. The
point would be inserted instead of the finger directly through the warp to
push up the loose weft.” An equivalent tool also existed in the Roman period.
“A more sophisticated version of the same tool is found after Roman conquest
(table K). Both Romans and Saxons were familiar with it. Shaped like a cigar,
about 10 cm. long, it is sharp at both ends, polished and round in section
(fig. 16). In Scandinavia an identical object was used for pushing home the
weft and rearranging the warp-threads when they became displaced. It was
thrust directly into the warp from the front beneath the loose weft or drawn
lightly across the face of the warp, as if the latter were the strings of a musical
instrument.” (Wild 1970, 66) Wild thinks that the weavers’ pin-beaters might
be the radius mentioned in the Latin sources’, and therefore they may also have
been made of wood on many occasions; he also believes that they may have
been used as bobbins by tapestry weavers (called brooches).

ATEXTILE WORKSHOP FROM ROMAN TIMES: THE VILLA DELS ANTIGONS
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Figure 11. Spindle made of bone.

Figure 12. Spinning wheel with ring, made of bronze, and two spindles made of bone.

Figure 13. Spindle made of deer antler.

Figure 14. Spatula made of bone.
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Figure 15. Probably spindles, made of bronze.

So this is the radius or pin beater, or Schlagnadel (Wild 1970, 65-67) used
for beating-up, that is, to push up the weft thread of a vertical loom. These
tools are also described by Hoffmann (1964) and Ciszuk and Hammarlund
(2008, 122 and 124). Moutinho et al. (1979, 53-54, n°s. 181 to 190) also describe
separadores, around 100 mm long, very smooth, oval or almost circular, ending
in a point, and with the function of compressing the weft thread after being
passed inside the warp and to disentangle the knots of the weft thread. We
think that it is the same tool, in this case identified on the basis of Portuguese
ethnographic descriptions.

Figure 16. Ceramic whorls.

Figure 17. Pondera (weight of loom),
ceramic, with mark.

14 ATEXTILE WORKSHOP FROM ROMAN TIMES: THE VILLA DELS ANTIGONS
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[llustrations: © Marta Prevosti.

8 See, for example, the
Attic lekythos by the painter
Amasis, 550-530 BC, in the

Metropolitan Museum of Art.

See also fig. 26, CLELAND et
al. 2007, 117.
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Figure 18. Vertical warp-weighted loom. Figure 19. Vertical double-beam loom.

Probably the thickest pins found in Els Antigons would also have served as
textile pin-beaters and were not used as hairpins. On the other hand, the longer
thinner ones would have been used in the hair, but probably also for other
uses as well, among them applications in the processes of textile production.
The narrower needles and the sewing needles would also have had their own
function in the workshop. The needles made of bone with a hole in the tip to
allow the thread to pass through often have quite wide holes, which would not
have been practical for sewing. We think that they may have been used in the
weaving process, to prepare the warp and the first stage of the weaving in the
vertical looms, to finish the woven pieces, and to correct defects. In fact, similar
needles made of wood are still used in Scandinavia to make a type of fabric
which dates from medieval times using a knotless pulling-through technique
called Nalbindning to weave socks, gloves, hats and scarves.

The tools described here are just a sample of all the ones that would have been
used in the workshop. As we said above, most of the instruments were made in
wood, a material that does not survive over long periods of time. Nor do any
traces of the looms remain. So these humble bone tools, the pin-beaters and
needles used by the weavers and tailors in their work, are extremely valuable for
identifying the textile activity in the Roman era. Unfortunately they have often
not been correctly identified in archaeological studies.

The looms

In Roman times, for the most part two types of looms were used: the vertical
warp-weighted loom (fig. 18) and the vertical double-beam loom (fig. 19).

The first type was already known in Iberian and Greek cultures, and appears
depicted on Greek vases®. The warp was tensed with weights hanging vertically,
tied to the end of groups of threads. In the middle of the loom there was a rod.
The loom might be very wide to produce large cloths without having to sew them
together. In fact Roman robes required little dressmaking, since they were ready
for wear when they came off the loom. The weaver worked standing, walking
from one end to the other, passing the weft through small groups of warp
threads and pushing it upwards. In this movement the pin beater was used, as
well as the comb and the cutter. The cloth rolled around the upper beam.

ATEXTILE WORKSHOP FROM ROMAN TIMES: THE VILLA DELS ANTIGONS
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9 Quoted by HUMPHEREY
et alii 1998, 364: “The most
essential equipment for use

on a daily basis has already
been discussed. In a few words
one can pull together the rest
of those items that pertain

to the women’s quarters:
woven baskets and baskets
with narrow bottoms and the
smaller types of both, the onos
upon which they spin and the
epinetron, and the spindle and
the circular whorls, the skeins
of yarn, the weaver’s shuttle
and the comb of the loom; and
the upright loom as well as the
side beams of the loom; and
the weaver’s rod [to attach the
alternate threads of the warp]
and the beam along with the
vertical beams of the loom
[between which the web hangs
down] and the long beams

of the loom [between which
the web is stretched]; and the
stone weights [for the warp
threads] and the loom weights,
and the flat blade [to strike the
woof threads home]”.

10 WILD (1970, 75-76), in

his description of Roman
horizontal looms, describes
the specimen found in situ

at Herculaneum (MATURI
1958, 463, fig. 420), which had
four loom weights at the ends,
which would have tensed the
warp, hanging from the four
corners of the loom. However,
it was so badly burned that
the author does not think its
workings can be understood.
11 ALFARO 1984, 53-55;
GLEVA 2004.
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The vertical double-beam loom was a technical improvement introduced in
the Roman era. Basically, in this new instrument, the warp was tensed between
two wooden beams. This system allowed the weaver to sit in front of the cloth
and to begin in the lower part; the cloth rolled around the lower beam. The
heddles were introduced once the warp was mounted, and were tied with the aid
of cords (Ciszuk and Hammarlund 2008, 124-125). The pin beater was also used.

Wild (1970, 71-72) explains that technical details of the vertical double-beam
looms became known through Coptic tapestries. In the introduction of the
colour weft to make decorative designs, the weaver separated the warp threads
with the fingers to open the shed and passed the weft through it, sometimes
selecting some of the warp threads. Then, the weaver pushed the weft with the
tip of the bobbin, the radius, which is used as a pin-beater. So, in the vertical
double-beam looms, although in the plain part of the tapestry or cloth the weft
was pushed with a comb, in the decorated areas it was pushed with a pin-beater.

Seneca (Epistles 90. 20), in the mid-first century AD, considers that a vertical
double-beam loom is a more sophisticated instrument (subtilus genus) than a
vertical warp-weighted loom. These looms were already known in Italy before
the Common Era, and in fact they had been in use even earlier in Egypt and
Scandinavia. According to Wild (1970, 67), vertical looms quickly gave way to
double-beam looms. Nonetheless, in the second century, Pollux (Lexicon 10.124-
125)° still describes vertical warp-weighted looms, so the classical sources
suggest that the two types coexisted over a long period.

There are very few references to the Roman horizontal loom". This
instrument can only be studied indirectly, that is, via a dozen silk damasks
found in tombs and reliquaries from the late Roman Era. It appears that the
horizontal loom with two (and later more) shafts was already in existence before
the end of the third century, although it is more frequently found in the fourth
and fifth centuries. We know it was in use in the eastern Mediterranean, in
Syria and Turkey, where fine materials arrived from China via the Silk Route.
But some damasks have been found in the Western Empire, and conceivably
this more developed technology also reached the West (Wild 1987). So the
textile workshop of Els Antigons, on the strength of the archaeological evidence
which can be dated to the third century, may already have had horizontal
looms, even though the work was probably carried out on vertical looms.

The classical sources indicate that Hispania Tarraconensis had some
important precedents in the production of linen during the Iberian Era'.
Polybius (Hist. 3.14.4) and Livy (22.46.6) note that the Iberians in Hannibal’s
army wore short linen tunics. Strabo (3.4.9) reports the existence of important
linourghia in Emporium, where raw fibre was converted from the plant linum
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12 Linen production was
widespread in the pre-Roman
world: see GLEVA (2004).

13 GLEVA 2004.

14 MAIK 2004.

15 WILD 1970, 2003;
CARDON 1999, 2003;
BORGARD and PUYBARET
2004.
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usitatissimum into yarn and cloth. Analytical tests find traces in the pools
where the plants were left to decompose.

In the Roman Era this tradition continued and developed. Pliny (Nat. 19.10)
describes the linen made in Tarragona as the finest and whitest in the Empire.
“But it is the province of Hispania Citerior that produces a linen of the greatest
lustre, an advantage which it owes to the waters of a stream which washes the
city of Tarraco. The fineness, too, of this linen is quite marvellous, and here it
is that the first manufactories of cambric were established”. This text suggests
that along the Francoli there would have been meadows where cloths were
whitened, as well as a major textile industry. The looms where these products
were made were probably vertical double-beam looms; the weaves required for
the linen cloth were straightforward, and horizontal looms would not have been
necessary.

The villa of Els Antigons is located precisely in the area mentioned by
Pliny. The inscription RIT 9 (Alfoldy 1975; Panosa 2009), dates from the
Late Republican Era and is written in Iberian and Latin. It seems to refer to
a Romanized indigenous woman who, to judge from her name, FVLVIA.
LINTEARIA, would have been a weaver or trader in linen.

This is another example of the thriving linen industry around Tarraco. Linen
production seems to have derived from an indigenous tradition; it developed
during the Republican period' and survived and flourished under the Empire,
as we read in Pliny the Elder. The classical sources® suggest that linen was used
for clothing and household articles and also to make sails for boats or velamina
(or veils) for buildings for public spectacles, and other minor uses, such as filters
for food, in medicine, and so on.

The production of hemp and especially of wool is often mentioned in the
classical sources, among them Cato, Varro and Columella. In the Roman
Era the wool was of excellent quality, perhaps not even surpassed by the best
merino wool from Australia and New Zealand today". In the Ancient World"
it appears that wool was usually dyed and then woven on vertical looms like
the ones described here, using the same tools. So these looms may indicate
the production of either linen or wool, or hemp, or other fibres as part of a
manufacturing industry that must have been one of the villa’s most important
economic activities. ®
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Popular names for lace

by NEUS RiBAS SAN EMETERIO
Director of the Arenys de Mar Museum
Photographs: © MUSEU D’ARENYS DE MAR

For centuries, the decorative arts were regarded as a rather minor artistic form.
Activities such as ceramics, metalwork, glass, textile work, lace and embroidery
were undervalued because of their associations with popular crafts and serial
production. In the mid-nineteenth century, the decorative arts began to receive the
attention they deserved from groups of artists and academics like William Morris’s
Arts and Crafts movement, who were alarmed by the advance of industrialization.
Art studies began to be systematized and a terminology was created to describe
the technical characteristics of the different crafts. This formal terminology

lived side by side with a more creative and suggestive popular language used by
the craftspeople themselves. In the case of lace production, as we will see, it has
survived thanks to the knowledge passed on by the lace-makers.

From the technical point of view, hand-made lace can be divided into two
categories: needle lace, and bobbin lace. Needle lace is made from a single
thread woven in a variety of twists and stitches. Bobbin lace is based on braiding
multiple threads wound around the bobbins. Beyond these two basic categories,
lace terminology tends to be very confused. Many of the terms used today
were coined in the nineteenth century by distributors who wanted to define
historical styles of lace in order to be able to describe them to their clients. The
names are derived mostly from the cities or regions where they originated, such
as valenciennes, malines, binche, and burano. Other names refer to a particular
feature: blonde lace, for example, takes the name of the colour of the silk with
which it was originally made in Normandy.

In 1922, Carlier de Lantsheere published Trésor de l'art dentellier, the first
exhaustive study to differentiate between the various categories of lace according
to the stitches, designs and the form of execution (needle or bobbin). This study
is the most comprehensive of its kind and in many respects remains unsurpassed
today. However, the author considered the French and Belgian models as his
reference point and many local varieties that were emerging elsewhere in Europe
do not appear. After Carlier’s pioneering work many other specialists tried to
revise and organize this complex terminology, considering the stitches used and
the different stylistic features that allow us to distinguish between them.
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1 For example, COENE,
Johan: International Lace
Dictionary. Ghent, Belgium
1994.

Image 1. Lace-maker from Arenys
de Mar. First half xx century.
Author unknown. A
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Creating bobbin lace and basic stitches

In Catalonia, when making bobbin lace, the lace-makers worked with different
stitches produced by crossing the threads in different ways. To distinguish
between them they created a rich vocabulary which could vary substantially
from one town to the next. The lace-makers had terms for all the parts that made
up a piece of lace: the foot, the strip of varying width which attached the lace to
the dress or fabric, the motifs adorning the piece, and the background, or heart.
In bobbin lace the basic movements are the twist and cross. Four bobbins are
used, two in each hand; the twists are always made towards the left, passing the
bobbin on the right over the one on the left in the same hand. To make a cross
the interior bobbin in the left hand is passed over the interior bobbin of the
right hand. Using these two basic movements a range of stitches can be made:
their names in Catalan are punt sencer, mig punt, tul, trenes, creuat de les trenes,
empuntillat, aranyes, punt de la verge, punt d’esperit, punt de guipur... Many of
these stitches are well known elsewhere and several studies have attempted to
standardize the terminology in Europe'. Inevitably, however, the same stitches
receive different names in different areas. For example, the stitch known as
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Image 2. Detail of jandkerchief
made with “aranya” point. Lace-
maker: Pepita Salions, 2012.

2 PLA ROVIRA, Imma: Les
puntes al coixi a Catalunya:
ahir i avui. Taller Editorial

Mateu, Barcelona 1998 (p. 71).

3 FERRERRUIZDE
NARVAEZ, Adelaida:
Punta al boixet. In: Arts i
Bells Oficis. Foment de les
Arts Decoratives, May 1928
(p. 116).
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aranya in some Catalan towns is known as pessic elsewhere (as seen in image 2)
the result of a crossing of bobbins with a full stitch. At least eight bobbins are
needed to make this stitch, though more can be used if desired. There is a wide
variety of models®.

Among the basic stitches used to create the motifs to adorn the pieces are the
punt sencer, the full stitch, which is also called punt de teixit, espés or serpeta,
used to make fuller motifs, and the mig punt (half stitch), vol i boixet, punt clar,
glasseta, and punt de creu which are used for the lighter motifs. The mig punt is
characteristic of chantilly lace, famous for the lightness of its design. Some lace-
makers and some documentary sources in Catalonia used the term vol i boixet
to refer to chantilly. High quality chantilly lace is still made in Catalonia, where
it is also known as brusselles and punt clar’.

There is a wide variety in the background stitches: filigrana, also known as
gavatx, estrellat or cairat, punt de la verge, reixeta or trena de moda or trena de
reixeta, triangle, punt de reixa, aranyeta, cinc forats and punt de neu. One of
the most characteristic is trena vella, rengla, malla de tot cloure (image 3) which
forms a net to join the stitches to each other or to the foot. In Arenys de Mar,
lace-makers call these stitches passadetes, while a few miles away in Malgrat de
Mar they are known as garbeta. Another stitch that joins motifs is called trenat
in Arenys de Mar, and cua in Arenys de Munt. Finally, tulle is the background
stitch used to make blonda, ret fi, valenciennes, and malines, which all require
particular skill on the part of the lace-maker. Large pieces like mantillas or
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Image 3. Lace-maker doing

“passadetes”, “petxina” and
“aranya” point. Associaci6 de
Puntaires Flor d’Alba d’Arenys de
Mar, 2013.

v "Passadetes” detail.

4 CARLIER DE
LANTSHEERE, A.: Trésor
de l'art dentellier, Librairie
Nationale d’Art et d’Histoire.
1922. pag. 83 and 84.
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shawls are made with rectangular strips of lace without a foot which must be
joined together. The stitch used is the punt de xiripa, which gave rise to the
name of xiriperes, the seamstresses responsible for sewing the lace fragments.
Another basic stitch is guipure, shown in image 4 (reference 9996.1.38) which
in Catalonia is also known as gavatx, gramant or trena. It is made on four
bobbins which move as if it were being woven, giving it the form of a leaf,
and it has the trena as its base. Guipure has given rise to many different styles
and varieties of lace all over Europe: Le Puy, Malta, Cluny, Bedfordshire,
Camarifas, and so on. This stitch, with small variations, receives the same
name in places as different as France, the UK, Spain and Italy.

The names of the motifs

Lace production has also created terminology developed by the lace-makers
themselves, the intermediaries and the traders to describe the various motifs or
designs which lace-makers use as they learn to make lace. Here we will examine
the terminology that emerged in Catalonia, but the phenomenon is also found
in other countries. Carlier describes the valenciennes lace — among the most
highly valued in the second half of the nineteenth century and the first quarter
of the twentieth — and the variety of its motifs, such as the May Tree (pl. 46,
fig. 1); ...; the Ball (pl. 46, fig.2); ... the Daisy (pl. 46, fig. 25); the Grape vine; ...
the Rabbit™.

In Catalonia, these popular names appeared as soon as lace production
became a commercial concern. The documentary evidence found in the
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Image 4. Guipure, lace sample. Casa Eloi Doy d'Arenys de Mar. First quarter Xx century.
Museu d'Arenys de Mar, inv. 9996.1.
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MARCA DE FABRICA

ARENYSDEMAR

(BARCELONA)
Ne -

Melvos ...

5 Inventari dels bens que
foren de Salvador Viza,
comerciant ciutada de Mataré
pres per Maria Viza y Cires,
viuda del precht Salvador
Viza, en los noms de tenutari
y usufructuraria. En poder de
Bonaventura Catala y Mas
Notari publich de Mataro
baix differents chalendaris lo
primer als 29 de Nohembre
1769. Arxiu Comarcal del
Maresme (p. 22).

6 In 1994 Jordi Palomer,
director of the Mares Lace
Museum in Arenys de Mar,
published Uns randers
arenyencs. La familia
Castells. 1862-1962, in which
he traced the history of

the Casa Castells using the
documentation preserved

in the Fidel Fita Municipal
Archive of Arenys de Mar,
while Joan Miquel Llodra
focused on the innovations
introduced by this lace firm
in the early twentieth century
in his book Els Castells, uns
randers modernistes.
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Image 5. The Casa Castells label.

archives shows that in the seventeenth and eighteenth centuries there was
already a vast vocabulary for describing different sorts of lace. The Archive of
the Maresme preserves an inventory of a trader, Salvador Visa, dating from
1769. The document lists all the tools, instruments and so on involved in the
production of bobbin lace: accounting books, patterns, threads, and bobbins.
One of the most striking aspects is the list of the lace contained in the chests

of drawers in Salvador Visa’s house, showing their names: onda fonda, roda
fina, flor grossa, xiprer gran, feyna de dotze reals, jardinet gran, las tres fulles,
pinyol dols, genovesa xica, misericordias, al clavell, clavell flamench, la gran de
les quatre, campana, cabrera, Candelero, flor de monja gran, feyna de setse reals,
roda xica, feyna a la moda, puntilla flandesa, vehils, olivera, patxineta, caxalet,
puntilla de Argentona, jardinet xich, escorpi, sabater de Cabrera, Martina, cama
de angel, pujola Ariel ab punt flandés, Arial ab fil, amorosa, puntilla de Premia,
ull del amor, puntilleta, Toni Roca, Cua de rata, Patronilla Casas, Feyna de vint
y sis, cireretas xicas, Mariangela Mauri, Palmé gran, Mitja armosa, Catharina
Paxau, Beatas, Quatre rosas, dos cagarros, ramellets grans, rajola gran, diablons
grans, gra de anis gran, anveras grans ab puntilla, cirereta gran sens puntilla,
peu de rat, cireretas grans ab puntilla, nouetas, ancora, arpons grans, petxina
gran ab caragolet, estelas del Alva, tolipas, Rata ab ret, Mapons xichs, rata ab fil
y gra, caragolillo, cavalls, dineret, puntillas de Pineda’. The names we find in this
document probably refer to motifs such as the olivera or the patxineta, which
are still created today, and others which owe their names to their origins, such
as puntillas de Pineda or sabater de Cabrera.

The Fidel Fita Municipal Archive in Arenys de Mar also preserves several
documents which were studied by Josep Ma. Pons Guri, and provide insights
into the names given to different types of lace and their market value. In
notarial documents dated 1736 and 1739, we find references to motifs which
have the same or a similar name to the ones we find in Salvador Visa’s inventory
from 1769. In the documents studied by Josep Ma. Pons Guri we find references
to flor de monja, Anberes, palmeta, rodas, tolipa, demonstrating the existence of
a terminology that was widely accepted among the lace-makers in the area.

The Casa Castells of Arenys de Mar (1862-1962) provides a wealth of
information for the study of the production of artisanal lace, in the form of
sample-books, photographs, illustrations, projects and inventories. These
documents, studied by Jordi Palomer and Joan Miquel Llodra® - reveal how
this vocabulary was kept alive by the lace-makers throughout the nineteenth
century and the early years of the twentieth. In Uns randers arenyencs. La
familia Castells 1862-1962, Jordi Palomer devotes one of the chapters to the
nomenclature used in an inventory dating from 1894 for describing the different
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7 PALOMER, Jordi. Uns
randers arenyencs. La
familia Castells. 1862-1962.
Ajuntament d’Arenys de Mar,
1994, pp. 28 - 30.

8 In Els mostraris de punta
artesana. Testimoni d’una
industria extingida, Estudi
del fons industrial téxtil de
Catalunya, Joan Miquel
LLODRA studies the sample-
books of artisanal lace from
different lace-making firms
in Arenys de Mar which

are preserved in the town’s
museum. See http://ddfitc.
cdmt.es/home.htm.

A
Image 6. Guipure and
“barruga”, lace sample. Casa
Castells d'Arenys de Mar,
1862-1920. Museu d'Arenys
de Mar, inv. 2980.1.
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kinds of lace. The inventory classified the motifs according to the type of lace
used: encajes gruesos, entredosos, entrefines, guipurs, puntes fines i Valenciennes,
fines afegir’. Among the names that appear are some that are still in use, such as
arafias and barruga gran (reference n°2980.1.10) in image 6 for the guipures,
and llaset, sepulcra, and barca for the fine laces. At the end of the nineteenth
century, for organizational reasons, the Casa Castells began to use a numerical
system to arrange its numerous sample-books®.

Ret fi or Arenys lace

During the eighteenth and nineteenth centuries, Catalonia was the most
important lace-making centre in Spain. Baix Llobregat-Barcelona, ’Arbog
del Penedés and the Maresme were the areas in which artisanal lace-making
developed the most. Catalan lace-makers specialized in the production of
blondes which required greater technical knowledge, but also produced more
simple bobbin lace: geometrical, numerical patterns, guipures and other laces
of French origin such as lille, valenciennes, and chantilly, introducing slight
variations. In the Maresme area a distinctive Catalan lace evolved, known as ret
fior Arenys lace.

Jordi Palomer, director of the Marés Lace Museum, dates the origins of ret
fi or Arenys lace to the second half of the eighteenth century. This technique
is always performed with cotton on a tulle background and has several
characteristic stitches: punt d’esperit, ullet, filigrana, punt sencer, and tor¢al.
The designs in general are geometrical, although there are some that are
naturalistic, and a vast vocabulary of a popular origin remains alive today.

POPULAR NAMES FOR LACE
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" motif. Museu d'Arenys de Mar, inv. 655. See detail.

Image 7. “Ret fi" cuff decorated with the “barca
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Image 8. Guipure lace sample.
Casa Eloi Doy d'Arenys de Mar.
First quarter xx century. Museu
d'Arenys de Mar, inv. 9998.5.

9 SIMARRO, L. and
MAROT, N. El “ret-fi” catala o
puntes d’Arenys. Els llibres del
Set-ciéncies, Arenys de Mar,
1999.
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Lace-makers in Arenys de Mar and Arenys de Munt who still make ret fi use
different names to describe the same stitch: in Arenys de Mar it is called punt
d’esperit, and in Arenys de Munt it is known as mosqueta.

Probably the name ret fi or Arenys lace also has its origin in the oral tradition.
According to Nuria Marot and Lola Simarro, authors of the book El “ret fi”
catala o puntes d’Arenys, the name may derive from the term used by the lace-
makers when they received the pattern “ret fina” - literally, a fine net - to create
the tulle background. The name punta d’Arenys probably does not refer to the
origin of the technique, but to the fact that Arenys de Mar was the port from
which most of the lace was exported. So this would be another name associated
with the geographical origin, as in the case of valenciennes, binche or malines.

Among the ret-fi laces found in the inventories of the Casa Castells prior
to the twentieth century, the following terms are used: barca; enjardinat;
Y barca; animeta; barca pam; pinyé; parra; campanar xic; anell; serp

de Sant Pol, ancora petita; ancora gran; fulla de rosa; guitarra; raim;
sepulcre; and gafet, among others. These names derived from the object
depicted in the pattern®.

The names of some of the motifs of ret fi are still in use today and we can
find them in some of the exhibits at the Mares Lace Museum. For example the
barca, a drawing associated with the maritime tradition of the Maresme coast
(image 7), depicts a boat in the waves of the sea. Another very popular motif

POPULAR NAMES FOR LACE
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is the pota (reference 9998.5.5) in image 8, a triangular form with rounded
edges. Almorratxa, xampinyd, guitarra, sepulcre or the llacets, terms we find in
the documentation of Casa Castells, are other names of motifs of the ret fi lace
that are still used by lace-makers. Finally the campanar de Sant Iscle (image 9),
a triangular form resembling a church bell-tower, is one of the most frequently
repeated motifs in ret fi. In the documentation it presents many variations, such

as the campanar xic.

Maintaining the terminology

All these names and the lace-makers’ knowledge of the stitches and designs

are in danger of disappearing, just as many of the names recorded in the
archives are no longer with us today. The reasons are the gradual extinction

of the profession, the lack of studies of the subject, and above all the neglect of
this knowledge transmitted by oral tradition. Thankfully, some lace-makers
continue to teach the craft and some of this rich vocabulary still survives today.
In writing this article we are particularly grateful to the lace-makers whom

we interviewed for the information they have provided. We intend to continue
exploring this terminology in future studies. ®
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From cape to chasuble:
the fabric of St Ermengol

by SiLvia SALADRIGAS CHENG.
(CENTRE DE DOCUMENTACIO I MUSEU TEXTIL, TERRASSA)
Illustrations: © SfLVIA SALADRIGAS

Very few mediaeval textiles are preserved in Catalonia in their original form.
For this reason the chasuble of St Ermengol, currently in the possession of
the Diocesan Museum of La Seu d’Urgell, is a particularly interesting piece.
In 2012, the chasuble was studied and restored at the Textile Museum and
Documentation Centre'.

St Ermengol was bishop of La Seu d’Urgell from 1010 to 1035 and today
is the patron saint of the town. For his work as a reforming bishop and his
involvement in numerous public acts he is considered one of the leading figures
in early eleventh-century Catalonia®.

When the casket preserving the remains of the saint was opened in 1939, two
fragments of fabric were found. Six more cloth fragments came to light in 1971.
Together, the eight fragments were identified as part of a single piece which
became known as the “cape of St Ermengol”. This identification turned out to be
mistaken; as this study shows, the piece is in fact a chasuble.

The set of fabrics was restored between 1966 and 1971° and was displayed at
the Diocesian Museum of La Seu d’Urgell from 1973 to 2000. Believed to be a
cape, the piece was placed flat and in a semicircular position.

When and in what circumstances this chasuble reached La Seu are unknown.
The research carried out in the Archives of La Seu and in the Bishopric’s
gazettes have not yielded any results to date; nor are there any oral testimonies
that might have helped us to produce a geographical and chronological
attribution for the piece, and the only information we have at present is what
the piece itself provides us. We therefore carried out an iconographic study of
the design of the fabric and a technical study of the fibres, weaves, and dyes
used in its creation, and the way it was made. The information we obtained
enabled us to associate it with other similar pieces and can thus help us to
determine its origin and date.

The design of the fabric comprises a single motif which is repeated along
its length and breadth in a continuous, ordered fashion. This design suggests
a link with the fabrics known as pallia rotata*, cited in mediaeval inventories,
and whose motifs were inserted inside large circles. In our case the motifs are

FROM CAPETO CHASUBLE: THE FABRIC OF ST ERMENGOL
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Chasuble after restoration: Front. Photo: © Quico Ortega, CDMT. See detail.
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Chasuble after restoration: Back. Photo: © Quico Ortega, CDMT. See detail.
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Principal motif.

Motif of the circles.
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lllustration 1. Virtual reconstruction of the pattern.

pairs of birds in profile, standing on a pedestal. The circles around them touch
each other and at the points of contact there are medallions with flowers of four
heart-shaped petals surrounded by small white spheres resembling pearls.

In the interstice created by four contiguous circles is a rosette formed by eight
heart-shaped double petals grouped around a medallion similar to the one seen
in the tangents of the main circles. Between the petals there are small triangles,
with the vertex pointing outwards and the base pointing towards the centre. Each
petal and the one adjacent to it create the line which defines an eight-pointed star.

The bodies of the birds are decorated with small hearts, and a string of
pearls traces their profile from the neck to the end of the tail, which has a check
decoration. In the head we see the eye and a short beak, and the comb has three
points ending in circles. The legs are presented in a very schematic way, in the
form of a half-moon. Around the neck each bird has a rectangular shape which
may be a kind of ribbon or shawl. In spite of the fantastical elements in the
decoration, the birds can be reliably identified as peacocks.

The main circles around the birds have a double border. The motif on this
border is highly irregular and does not have a defined pattern. By comparison
with similar pieces, we think that this border comprised overlapping hearts, but
was not particularly well made.

Motif of the stars.

Illustration 2. Illustration 3.

FROM CAPE TO CHASUBLE: THE FABRIC OF ST ERMENGOL
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Motif of the peacock.

5 Authors who have
studied these fabrics are
VERHECKEN-LAMMENS,
Cris; DE MOOR, Antoine;
OVERLAET, Bruno,;
OTAVSKY, Karel; SCHORTA,
Regula.

6 CHEVALIER, J. and
GHEERBRANT, A.
Diccionario de los simbolos.
Barcelona: Herder, 1988.

Sixth century stucco. Palace of
Ctesiphon (present-day Iraq).

Detail from a tray, Persia, 7th - 8th
centuries.
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Detail of the border.

Detail of the border in a piece
belonging to the Abegg
Foundation (inv. n® 4866) 6th-7th
centuries.

00000000

Illustration 4.

From the stylistic point of view, the ornamental scheme of circles we see
in the birds - together or in pairs, either real or fantastical - is often found in
fabrics and other artwork from the Middle East and Central Asia. The presence
of birds facing each other inside a circular format is a recurrent motif which we
find in several variant forms in a set of fabrics which most specialists today date
to the seventh to tenth centuries and attribute to this geographical area.’

The most frequently represented birds are peacocks and pheasants,
associated in Eastern mythologies with cosmic harmony®. None of the designs
located so far is exactly the same as that of the chasuble of St Ermengol, but
many of these pieces share similar features:

® The birds in all these fabrics stand on steps or pedestals which are
sometimes represented in the form of a plant, or a tree, and on other
times as a simple rectangular pedestal similar to the one in the fabric of
St Ermengol

m All the birds present decorative elements on their bodies,

m All the birds bear ribbons or shawls tied around the neck or the legs,
® The birds are placed in profile, facing each other or alone

® The birds are presented inside a circular frame

® They are part of a piece that repeats the same pattern based on circles

FROM CAPETO CHASUBLE: THE FABRIC OF ST ERMENGOL
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The Cleveland Museum of Art, (num.inv. 1996.2a). Sogdiana, 8th century.
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Holy Vatican Museum, 6th-7th centuries.
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Silk fabric. Persia, 10th-11th

century, preserved at the Cathedral

of Rueda de Isabena.

7 In 956, Ramon II of
Ribagorg¢a obtained an
independent diocese for
Rueda de Isdbena, which until
then had been dependent on
La Seu d’Urgell.

8 SALADRIGAS, Silvia.
Informe historic i técnic de

la casulla de sant Ermengol.
Textile Museum and
Documentation Centre, 2012.
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The peacock’s tail in the fabric of St Ermengol, with its round form and its
checked decoration, recalls the tails of another animal from the Persian
Sassanid tradition, the simurgh: a fantastical cross between a squirrel, bird and
dog, with precedents in Assyria and Babylonia.

The pearl decoration and the heart-shaped petals are often found inside the
decorative repertoire of the Persian fabrics of the same period. They can also be
observed in other contexts: for example, the series of stucco decorations found
in Taq-i-Bustan, or on metals.

Two fabrics currently preserved in the Cathedral of Rueda de Isabena, in
Huesca, Spain, present several technical and formal similarities to the chasuble
of St Ermengol. Rueda was dependent on Urgell until 956’, when it obtained its
own diocese. This historical connection, along with the common technical and
stylistic features of the pieces, suggests a possible
route of transmission for the fabric; in fact, in
Rueda de Isabena a chasuble of the same type is
preserved, though it is considered to be a later
work than the piece in La Seu d’Urgell.

The decoration of another fabric, also from
Rueda and preserved in the Instituto Valencia
de Don Juan (Madrid), also bears notable
iconographic similarities to all the fabrics we
have mentioned so far. Perhaps a detailed study
of the pieces from Rueda de Isdbena would shed
more light on the chasuble at La Seu d’Urgell.

The technical study of the fabric® indicates
that it is a figured fabric made using a samite

Silk shroud with medallions. Persia,
10th-11th century, preserved at the
Cathedral of Rueda de Isabena.
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Fabric (10th century) from Rueda
de Isabena, Instituto Valencia de
Don Juan. (inv. n° 2071).

9 ARTEAGA, Angela and
SANZ, Estrella. Andlisis de los
colorantes naturales presentes
en la casulla de sant Ermengol
procedente del Museu Diocesd
de la Seu d’Urgell. Instituto
del Patrimonio Cultural de
Espafia, 2012.

10 See note 4.

11 MARTIN i ROS, R.M.
Catalunya Romanica,

vol. XXIII. Barcelona:
Enciclopedia Catalana, 1988.

12 Famous “bell-shaped
chasubles” we could mention
are the chasuble of Pope St
Mark, abbey of St Salvatore
(Siena-Ttaly), tenth century;
the chasuble of St Albuin,
Diocesan Museum, Brixen
(Ttaly), eleventh century;
the chasuble of St Vitale,
Abegg-Stiftung Foundation
(Riggisberg-Switzerland),
eleventh century; the
chasuble of St Ramon del
Monte, Museum of Rueda
de Isabena), twelfth century,
among others.
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technique (2el), in S direction, with four pattern wefts, one of them interrupted.
The binding warp of the decoration and the base warp, in a ratio of 1:2, are

of silk (with a slight Z twist), as are the different wefts, which do not have any
apparent twists.

Its colours have faded considerably and present two shades of brown, one
greenish blue, and one ivory. The analysis of the dyestuffs® indicates the presence
of indigo, madder, fustic and brazilwood. These technical features and
colorants are also found in pieces from Central Asia'®, and in fact the chasuble of
St Ermengol bears greater similarities to these Eastern fabrics than to the twelfth
century Andalusi pieces with which it had been associated until now'.

As regards the production of the piece, the study has revealed some
interesting findings. We mentioned above that it was originally believed to be a
cape. Once removed from its flat support, we noticed marks and cuts indicating
the presence of the neck opening of a chasuble. The existence of similar pieces
preserved elsewhere'? and pictorial and sculptural representations from the
tenth to twelfth centuries show that during this period the chasuble was a
long, wide, sleeveless cloak, often reaching down to the feet like a round cape,
fastened at the front and with a single hole through which the head could
be passed. This model, known as the “bell-shaped chasuble” because of its
conical shape, is totally different from the form that became customary in the
fourteenth century and is the model of chasuble that we know today (shorter
and open at the sides to allow the priest to move more freely).

After restoration, the chasuble measures 147 cm in height and 303 cm in
perimeter. Its three main pieces were all cut from the same piece of cloth.

FROM CAPETO CHASUBLE: THE FABRIC OF ST ERMENGOL
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Bishops wearing chasubles:
Council of Jaca, 12th century
(Archive, Cathedral of Jaca).

13 Although the width of this
piece is considerable, it is by
no means unique. Others of
similar size are the drap blau
of san Zoilo, Carrién de los
Condes (271 cm), BORREGO,
P, SALADRIGAS, S, in press;
the chasuble of sant Bernat
de Claravall, Brauweiler

(253 cm), VIAL, G. Bulletin
de liaison du CIETA, v.17,
1963 ; the chasuble of bishop
Ramon d’Escales, Cathedral
of Barcelona, (a single piece
approximately 200 cm wide)
TOMAS, P., VIAL,G. Bulletin
de liaison du CIETA, v.18,
1963.
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1o G 8

Using a life-size paper reproduction we have been able to identify its pattern
and have established that the minimum measurements of the fabric used to
make the chasuble measured 177 cm wide (in the direction of the weft and
without any sewing) and 213 cm long (in the direction of the warp), as shown in
illustrations 5, 6 and 7.

An error in the design of the motif, which is found in different places in the
finished chasuble, confirms the form in which it was woven and then made.

The width of the cloth in the direction of the weft shows that the loom on
which it was woven was at least 177 cm wide, a considerable size for a loom of
the times".

So from the study of the piece and other similar pieces we can conclude that:
® The “cape of St Ermengol” is not a cape but a chasuble,

= [t was made from a woven fabric, probably in a minor workshop given
the rather unsophisticated design, somewhere in Central Asia, and not in
Al-Andalus as was previously believed,

m [ts chronology can be established (in the absence of conclusive evidence)
between the eighth and tenth centuries, rather earlier than the date
proposed so far (eleventh-twelfth centuries),

m [ts original colours were red, green, and ivory; the colours have faded over
time,

m [ts state of deterioration and the position of the stains observed strongly
suggest that it was used as a shroud to wrap a body,

m Perhaps (though this hypothesis requires further study) it is associated with
the pieces preserved in the Cathedral of Rueda de Isabena.

We have few pieces of this kind in Catalonia, and so this chasuble is a fabric of
great importance inside our textile heritage. ®

FROM CAPE TO CHASUBLE: THE FABRIC OF ST ERMENGOL
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1 According to the definition
of the Spanish Royal
Academy, “the set of assets
belonging to a natural or legal
person, whose economic
value may be estimated”.
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Valuing our textile heritage

by MONTSERRAT BARGALLO AND EULALIA MORRAL
Textile Museum and Documentation Centre, Terrassa
Photographs: © Quico OrRTEGA, CDMT

Why heritage must be valued

In principle, public cultural assets are not for sale. This means that they do not
have a price; but they do have a value, which goes beyond their documentary or
symbolic importance.

Heritage' is something that has a value as an object of potential exchange,
although the concept of this exchange may vary. A collector might want to
change an objet dart for a better one, and an investor might acquire an item
for its economic value and hope to obtain a return on it. Those of us who work
in the cultural industries value objects above all as carriers of information,
and we only consider their economic value when, for instance, they are sent
out on loan to another institution and we have to insure them against damage
during transit. This valuation is not always easy, especially if the object does not
conform to standard conceptions of ancient or contemporary art.

At the CDMT we think it is very important to have an economic valuation
of our heritage assets. In 2006 we embarked on a valuation process, fully aware
of the difficulties involved but ready to take on a new challenge in the area of
museum administration and public management.

Over the years, museums receive pieces from many different sources and
in different conditions. Generally a museum’s initial collection comes one or
more sources, comprising the movable assets from a monument or historical
site, or from a particular territory. Later, other groups of pieces are acquired
from public entities, which normally retain the right of ownership, and a steady
trickle of private donations. A museum may also preserve objects deposited on a
temporary or an indefinite basis, and its own objects may be deposited at other
entities.

So a museum must have an idea of the economic value of its assets at all
times. It may be that part of its collection is to be sent to another destination,
in which case the museum must know the value of the pieces in question.

More in general, it needs to be able to provide information for the purposes of
accounting. Heritage assets and their economic value are listed in the annual
inventories under the heading of public property.

VALUING OURTEXTILE HERITAGE
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Double woven cotton tablecloth,
1900-1905. CDMT 20063.
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As far as security is concerned, it is well established that all heritage must
be protected. But in an emergency we cannot remove all the pieces from the
museum in half an hour. And there are also many different types of display
cases available, at a wide range of prices; which kind should we choose for our
exhibits? It is all a question of priorities, and to establish these priorities it is
important to know the value that the objects would have on the market. Of
course, another vital aspect to bear in mind is the representativeness of the
piece or pieces in question with respect to a particular theme, geographical
area, or chronological era. The same goes for preservation; although all objects
must be preserved, we all know that some require and merit greater investments
than others in terms of storage and environmental protection. On the long list
of pieces in need of conservation, a masterpiece will obviously be given priority
over an object of little significance or one that is not unique.

In some cases, we know the value of an object assigned by the seller or donor
and accepted by the museum or institution that acquired it. It may be a realistic
valuation, agreed on the basis of the market prices of the moment, or it may be
a valuation agreed on by both parties that reflects the pride of the donor or the
generosity (or lack of it) of the buyer. In any case, given the variability of the
market, updating the value of heritage items is no easy task — and there may
well be some surprises in store.

Specific issues regarding textile heritage

In art the great reference points are always painting and sculpture. Other
creative manifestations tend to be ignored; textiles, whether artisanal or
industrial, are a case in point. Art professionals and aficionados consider textiles
to be prosaic and mass-produced. In the great Art Market textiles hardly exist,
except for decorative pieces such as tapestries and rugs. The fact is that textile
objects sometimes lack the visual impact of other artistic creations, and the
ability to “read” a fabric requires specialized knowledge that few people possess.

VALUING OUR TEXTILE HERITAGE
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Leather slippers embroidered
in silk, eighteenth century
CDMT 19065.

Printed kid glove, 1800-1810.
CDMT 14826.
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The variety and complexity of textiles is enormous: from an archaeological
fragment measuring a few centimetres to a modern-day suit, ranging through
all kinds of fabrics designed for interior decoration or for civil or religious
rituals, authors’ sketches and designs, industrial sample-books and a multitude
of accessories and complements linked to fashion. To find the information
needed to give us an idea of the economic value of each object we have to search
in a variety of sources, since each type of textile has its own public.

The great auctioneers trade basically in textiles from the East (rugs,
ornamental fabrics and “traditional” dress), European fashion from the
eighteenth to the twentieth centuries (silk and fine fabrics, court dress and
contemporary brand name pieces) and some industrial archives linked to well-
known firms. To find references to more everyday clothing and complements
from Europe that do not bear a signature, we have to look at clearance sales
and on-line auctions. Obviously, between the prices of these two worlds there
are vast differences, because they have very different clienteles: museums and
serious collectors in the first case, and customers seeking retro items rather
than excellence in the second.

This lack of a market tradition also means that there are no established,
accepted criteria available for valuing textile pieces. The parameters applied
in painting, furniture and sculpture are based above all on the object’s visual
impact and are of no use in our case. Textiles are rather unusual in the antique
business, giving their intrinsic fragility and because they are reused and
recycled until they come to the end of their useful life.

So it was clear from the start that we would have to invent an ad hoc method-
ology which would be objective (taking account of the degree of preservation,
technical complexity, information available, and so on) and would allow us to
assign accurate values in accordance with published market references.

Another essential requirement for our system was that it should be intelligible
and clear for the people who will continue this task after us, and easy to update
with regard to the centre’s internal management (e.g., the organization of loans,
exhibitions, etc.).
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Silk sample, Sederias Balcells.
CDMT 14177-01.
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The valuation process at the COMT

The Textile Museum and Documentation Centre was established in 1946, when
the entrepreneur Josep Biosca opened his private collection to the public. In
the 1950s, he donated it to the city. Originally affiliated to the city and then

to the province, today the CDMT is a legally-constituted Consortium which
now manages a heritage which is actually owned by several proprietors: the
Provincial Council of Barcelona, the City Council of Terrassa, the Board of
Trustees which oversaw the museum’s activities during the 1970s and 1980s,
and finally the Consortium itself. The pieces come from two large private
collections (the Biosca collection and the one acquired from Ricard Vifas by
the Provincial Council of Barcelona) and many smaller ones (Tove Alm, Suqué,
Toértola Valencia, Garcia Capafons, Moragas, and so on) which have been
purchased, donated or deposited at the museum at different points in its career.
The museum also preserves Catalan industrial heritage in the form of company
archives from practically all the subsectors of the textile industry.

In all, the CDMT'’s heritage comprises more than 100,000 objects, many of
which form sets of their own. An example is the industrial archive, which has a
single registration number but contains dozens of sample-books, each one with
several hundred different samples. A large part of these items are recorded in
the Imatex database (comprising more than 27,000 documents, and currently
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Painted fan, 1900-1905. CDMT 14147.

available on-line) and another part is stored on
traditional index cards which are in the process
of being digitized; in late 2012 several hundred
objects which were recorded in a very vague
manner (for example: “400 cloths in boxes”)
W and did not have index cards or sewn labels
were properly classified.
- At the start of our valuation process we intended to
work on the basis of lists created using the registration number
without consulting the index cards and avoiding direct examination of the
objects whenever possible. We wanted to find a system able to value groups of
pieces that were similar according to era, technical characteristics, and state of
preservation. We were aware at all times that the valuation process should not
include, duplicate or correct other technical aspects in the documentation.

We soon realized that we would be unable to carry out the plans as we had
hoped, for a number of reasons. For example, the documentation contained
several ambiguous geographical or cultural attributions, fragments which had
been recorded in different collections and had different registration numbers
but belonged to the same fabric, and a number of repeated pieces. We had
ignored the fact that the documentation, like any other scientific task, is always
provisional, and that our knowledge develops through the publication of
research, the holding of exhibitions, and the periodical updating of the data. So
the economic value that a museum assigns to an object must also incorporate
other non-monetary “values”, such as its documentary or symbolic value. The
symbolic charge of a piece for a particular community or culture is a factor that
marks it strongly, and this intangible value complicates the process of valuation.

We were also quite surprised to see how fabrics that in our opinion belonged
to the same group have very different market prices. The reference values of
the market fluctuate depending on fashions, which push prices upwards, or
on the “flooding” caused by the clearing of large properties, which causes the
prices of objects to fall when they have not found a buyer. The demand for
objects varies over time, and with it their valuation prices. The place where the
piece is auctioned, the channels of distribution, the presence of collectors, tax
policy and the legislation in force in a particular area may all affect an object’s
value. These factors may distort the valuations, with the result that the value
finally attributed to the object may not accurately reflect its historical, aesthetic
or cultural importance. Other questions such as the appearance of doubts
regarding the authenticity of a work, alterations in the state of preservation
or the emergence of new archival documentation may also change its value,
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zg”ht/lef:ggfg'mh' 1900-1908. regardless of its useful life and regardless of whether the depositary of the
' object has complied with the legal requirements with reference to preservation,
maintenance and protection.

We approached the valuation with great care and calculated average prices
for the items. If there were similar options we chose the lower price, since our
aim is to preserve the object, not to sell it. Adopting a systematic approach,
we decided to begin with the groups of objects which had been well studied,
documented and digitized, and were already established in a particular place in
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the museum. These were the textiles from Egypt, the mediaeval, Andalusi and
Maghribi fabrics. This initial study helped us to develop and test our working
methods and models which we later applied in more complex cases.

The methodology used was the following.

1. Creation of a preliminary list, with images, of a “lot” of objects in the same
cultural style

2. Using this list, the creation of groups of objects that can be distinguished
on the basis of their type, chronology, technique, decoration, level of
documentation and state of preservation

3. Search for reference documentation (catalogues of auctions or direct on
line sales)

4. Revision, if necessary, of the typological groups in view of the references
found

5. Creation of a spreadsheet indicating: reference price, assessment criteria
adjusted to the parameters affecting the piece’s value, registration number
of the pieces in each group and the final value of the group incorporating
a calculation of the rate of inflation corresponding to the period between
the date of the reference price and the date of the valuation; each sheet
corresponds to a “lot” or group of objects, numbered according to its type
(for example IE24: lot 24 of outer clothing; C12: lot 12 of complements, M2:
lot 2 of industrial sample books, etc.)

6. A summary checklist of the groups, indicating the set number and its value

7. Recording of the value of each object in its digital description, indicating
the date of valuation

8. Creation of a list with the registration numbers and the lot assigned to
objects which have not yet been digitized.
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The spreadsheet

The spreadsheet is designed to allow changes to the data when necessary, and
other adjustments or periodical updates that the entity may make. It establishes
a mathematical function that presents as clearly as possible the relationship
between the market value and the variables (technical criteria) regarding each
object. The result of the estimation provides us with a mean or standard value
for the pieces.

Whether or not the market value represents the piece’s cultural value, this
is the price that was paid or estimated at a particular moment: it is the piece’s
real value at that time. The search for, and the comparison of, the starting
prices offered by auctioneers for objects that are similar to the ones held by the
museum will allow us to obtain a specific value that we can use as our starting
point.

So the market value is our starting point, and it appears at the head of the
spreadsheet as the source of the valuation (the reference of the publication, date
and description of the piece being auctioned). Following the advice of experts
in the art market we add 50% to this value, to reflect the difference between the
sale price and the starting price.

The second part of the sheet displays the technical criteria. There are two
kinds: fixed criteria, which apply to all the pieces, and variable criteria, which
apply to specific kinds. The state of preservation is one of the fixed criteria and
the decision not to include restored fabrics here is not arbitrary; some fabrics

VALUING OURTEXTILE HERITAGE


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

Embroidery sample, winter 1935,
Casa Rexachs. CDMT 15179-002.

have been well restored, but others have not, and in others no records of the
restoration are available. A deficient restoration has a direct effect on the state of
preservation, and so in these cases the preservation is classed as poor.

In contrast, well-restored textiles deserve special attention. Not only are
the processes they have undergone well documented, but there is generally
an exhaustive technical description (and often historical and even artistic
descriptions as well). In these cases, the piece is well preserved and the level of
documentation is high; this is another of the variables that we bear in mind.

The other technical criteria vary depending on the type of piece. The
historical period of the piece is an important factor, because the estimation of
the technical difficulty must bear in mind the technological resources available
in each era; however, chronology as such is not taken into account.

The weighted value of the object is the result of the base value (estimated
maximum) plus the technical criteria (estimated technical value). We group
together the objects that present similar characteristics on the same sheet. The
third part of the spreadsheet shows the registration numbers of the pieces, and
the final calculation of the value of the “lot” updated for inflation with respect
to the date of the base value.

Some clarifications

Starting price or final sale price?: we are not interested in sales or speculation;
our aim is to put a value on a series of assets which we hope to keep for a long
time. The final sale price always depends on the (subjective) degree of interest of
the buyer, whereas the starting prices, though variable, are (relatively) objective.

In addition, the starting price usually appears in the catalogues, while the
final price paid for a piece does not always figure in the auctioneers’ records.
Using real published data is essential if we are to record the base value used to
assess the worth of the pieces.
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Searching for references in the market
In the search for references, we rejected the following:

® Lots containing a mixture of types

m Objects in poor state of preservation

® Lots in which the elements cannot be exactly quantified
® Unfinished pieces

® The older specimens if references are available for similar pieces from
different sources

m Elements with inexact descriptions or lacking measurements
We gave priority to references with photographs.

Criteria of technical valuation: we used the following criteria:
m state of preservation (optimal, good, fair, poor, restored)

m technical complexity of the “construction” of the object (type of fabric, its
weave or finish, the pattern of a piece of clothing or a complement, etc.)

® complexity of the decoration (embroidery, applications, manual or
mechanical processes, etc.)

u Jevel of documentation (information on the origin, author, manufacturer,
user and the history of the object)

Each of these references allows us to correct the starting value and obtain the
final value automatically, using the reference value and the score for each aspect.

Purchase price?: Occasionally — and in fact in all cases in the last 20 years —

we have the documentation regarding the purchase of the objects bought by the
museum. In these cases we applied this value, updated for inflation, except for
pieces considered to be unusual in which the market price was notably higher
than the figure resulting from updating the amount paid. The purchase price

— a price agreed upon by the two parties — of a particular type of object has also
allowed us to value groups of similar objects when references are lacking.
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Updating: consumer price index or another indicator?: We were unsure
which formula to use to update the values. We wondered whether the CPI was
excessively dependent on factors in the environment and whether we could
find a more objective measurement. We tested the COICOP (Classification of
Individual Consumption according to Purpose), but it turned out to be rather
limited for working with heritage, since it uses preset types of spending and in
addition, the valuation it provided did not differ greatly from the one obtained
with the CPI, an indicator that is much better known and easy to use.

Final considerations: valuation as part of the process
of identification and documentation

The process began in 2006, and was completed at the end of 2012. It was by no
means an easy task, but it turned out to be an excellent learning experience,
not least because it gave us an opportunity to reappraise all our stocks and
rediscover their remarkable diversity. Generally speaking, we established three
broad groups of objects:

m objects of particular value (179 pieces classified as such because of their
rarity or their specific interest), valued individually and all insured for
100% of their value.

® objects which, though not of extraordinary value, are highly representative
of the museum. These objects form the main part of the centre’s patrimony:
industrial archives, the modernist pieces, historical textiles, civil and
liturgical apparel and complements, valued individually in homogeneous
groups or “lots” and insured for their joint value.

® objects which while interesting are not significant (accessories, small tools,
incomplete archives, and fragmented or poorly preserved objects which are
only useful for analytical purposes), displayed in lists and insured for an
estimated overall value.

Because there is no established methodology for a study of this kind, we

made a number of false starts. We had to determine guidelines that were

clear but sufficiently versatile to adapt to the different types of objects, but
without abandoning the underlying logic of the study. We had to combine all
the sources of information: an object with a purchase price could serve as a
reference for valuing a similar piece, or a well-referenced object could serve as

a guide to value another one that is similar in terms of technique but different
in terms of chronology or geography. In any case, however carefully the work is
done, it will always be provisional since nothing remains the same: neither our
understanding of our heritage, nor the market, nor even the objects themselves.
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The concept of value has often been the object of discussion and reflection.
Philosophers have seen it as something that is exclusive to the object, or in other
words something intrinsic to it; or alternatively as something attributed by a
subject (i.e., all value is conferred on an object from outside, since in itself the
object has no value at all).? These two positions have been the focus of heated
debate and have generated a third perspective that brings them together: it is
the context, in its role as a meeting point between objects and subjects inside a
network of social, cultural and economic relationships, that is the medium that
promotes and allows the attribution of value.

Heritage can acquire value only when we contemplate it. In fact some objects
only take on value at particular moments in the year (for example, the fabrics
used in the Easter processions, with their strong emotional connotations, which
then spend the rest of the year forgotten in the sacristy). Therefore, perhaps the
factors just mentioned with regard to the apportioning of value - object, subject
and context — we should add a fourth factor, time.

Obviously, respect for culture must always prevail over economic
considerations, but there is nothing wrong in carrying out an economic
valuation of our heritage assets provided it is performed correctly. This respect
for culture will be much greater if it is a museum entity that takes on the task,
because the sole aim of the process is to broaden our knowledge of our stocks
and to improve their preservation.

We think it is paradoxical that the code of ethics of the ICOM considers it
inappropriate that museums carry out valuations. Museums are non-profit-
making entities and have staff who have a profound knowledge of heritage in
general and of their institution’s stocks in particular. In our view, this norm
- like many other concepts linked to a model of “museum” which is rapidly
dying out - should be amended. Valuation does not merely involve applying
an economic value to an item but also certifies its existence, guarantees its
protection and confers on it a legal status and recognition that can enhance
its social and cultural recognition. In any case, an object’s economic value is
important information that forms an essential part of its documentation. It is
a mistake to leave the process for “another time”. Documentation is one of a
museum’s most complex and important tasks and must be designed, planned
and carried out by a team of experts. ®
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Fashion in Cadiz in 1812:
male and female dress in the

early Romantic period

by MAR{A ALiCIA GARCIA FALGUERAS

Doctor in Psychology

Photographs taken in Cadiz, at the exhibition “FAsHION IN CADIZ IN 1812”
held to mark the bicentenary of the Spanish Constitution

Abstract

The Spanish War of Independence was waged between 1808 and 1814, when the
Romantic movement was already in full swing in Germany and France. In 1812,
Spain’s first Constitution was drawn up in the city of Cadiz. At a time of such
political and artistic ferment, trends in fashion could be seen as a reflection of
this clash between styles, countries and ideologies.

In the later Romanticism of mid-nineteenth century Spain, the differences
between men’s and women’s fashioned reached new extremes. The female
waistline became ever narrower as women were relegated to a purely decorative
role, and the position of men as the active and productive members of society
became firmly established. But at the beginning of the nineteenth century, the
time of the writing of the 1812 Constitution, the dress associated with different
professions maintained the delicacy and subtlety of the timid beginnings of
Romanticism in Spain and reflected the identity of each of these occupations with
pragmatism and elegance.

In this article we examine some of the costumes recreated for the exhibition
“Fashion in Cadiz in 18127, held to mark the bicentenary of the Spanish
Constitution. We interpret them from the perspective of early European
Romanticism and the ideals and social changes of the time.

Introduction

When the word “Romanticism” is used in a discussion involving men and women,
it usually provokes a heated debate that reveals the gaps between the sexes which
were taken to new extremes in the Romantic period. Is this huge gulf the legacy
left to us by this historical period of great poets and indefatigable dreamers?

Why is there this contradiction regarding the term “Romanticism”, which on the
one hand delights in emotion and feeling and on the other exalts the differences
between male and female personalities, thus impeding communication between
them? What happened between the end of the eighteenth century and the middle
of the nineteenth in Europe, or more precisely in Germany and France?
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In Spain the Romantic movement started slightly later, during the reign of
Isabel II, who ascended the throne in 1833. The Spanish word romanticismo
is a translation from other languages, such as the English Romantic or the
French romantique. It seems to refer to the customs and uses of the Romance
languages, a culture and a linguistic community. However, this translation and
interpretation has created considerable confusion, since Romantic strands are
already palpable in the works of polytheistic Hellenic culture. In fact, there is no
agreement on the origin of Romanticism, since in all countries romantic love,
passion and emotion have existed, and their inspiration is not solely Latin.

After the French Revolution and the Industrial Revolution, all social
classes felt a certain disenchantment. Romanticism was the vehicle for the
expression of this melancholy mood and of the revolt against Rationalism, the
Enlightenment, and political and social norms. The exaltation of the emotions
and of their importance and relevance for understanding reality and nature
eventually became an almost fanatical defence of one’s own culture and
communicative expression. However, precisely because each country and each
person perceives emotions individually and uniquely, Romanticism opened
up a gap between countries, accentuating the differences in tiny and perhaps
insignificant details between cultures and also between men and women. The
effect of this gap was harmful, as it stifled communication and increased the
feeling of isolation and suicides.
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Figure 1.

Two examples (A and B) of men's
apparel from the period: the dress
of the lechuguino, pisaverde,
currutacos or petimetre.

See details.
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Explaining feelings with words is sometimes impossible. In the early
nineteenth century music took on new importance; in Allegros, Presto Agitatos
and Largo and Lento Assai it expressed the feelings of the age, the painful
awareness of the ephemeral nature of life, its hardships and its fleeting moments
of happiness. Among the composers of the day Ludwig van Beethoven, Carl
Maria Weber, Frederic Chopin and Felix Mendelssohn expressed and shared
the feeling of Romantic passion through their music. Beethoven, in his tireless
struggle for life composed in silence, overcoming his physical (but not spiritual)
disability and was able to understand and help others in their attempts to
transcend their own limitations. Beethoven’s Romanticism was based on
reason and human knowledge, which heroically tames the destructive passions,
overcoming them and creating sublime works. He used the knowledge of the
time regarding the transmission of sound waves through metals so that he
could feel the music in spite of his deafness. And as Reason was a vital part of
his work and of his vision of reality, some people consider that Beethoven was
not, strictly speaking, a Romantic.

Fashions in Cadiz in 1812

In 1812, in the middle of the War of Independence against the French, the first
draft of the Spanish Constitution was written in Cadiz. This period in Spain
was one of constant social change. The talk in the streets was of the social and
political issues, which were discussed often in a light-hearted way in the Cortes
Chicas, as the coffee-house debates were known, and later more rigorously
and seriously in the Cortes Grandes, the Assembly. These were difficult,
contradictory times in which dress played a vital role.

Young dandies, known in the Spanish of the time as lechuguinos or
petimetres, appeared on the street in full array (figure 1), aspiring to be taken as
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Figure 2.

High-waisted dresses in Princess
or Empire style, embroidered at
the front (A); puff sleeves and the
bottom of the skirt (B).

See detail A.

1-3 Fragments in italics from
the 1812 Constitution of
Cadiz.
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aristocrats; they hoped to be heard in the Cortes Chicas and maybe having an
influence on the Cortes Grandes. As the 1812 Constitution stated: “If it should
not correspond to the wishes of Your Majesty, nor met the expectations of the
public, at least the Commission should have fulfilled the mission entrusted to

it by the Cortes, which should not be understood so much that it should have
presented a perfect work, but that it should show the way along which the wisdom
of Congress should guide the discussion so as to reach the term so desired by the
entire Nation”.! The Constitution went on: “..all human laws, though drawn

up with great wisdom, are subject to the irresistible contradiction of unforeseen
circumstances”.”

The fabrics used in the Cadiz of 1812 were linen, cotton, silk, wool, velvet, or
leather, without mixtures. The women’s dresses of the moment, made in fabrics
with a gentle drape and a high waist, allowed great freedom of movement; the
Princess or Empire style recalled Neoclassical models rather than the styles
currently in fashion in France (fig. 2).

This freedom of movement in female apparel was highly valued. Perhaps it
is echoed in the liberal Constitution of 1812, where we read: “Note has been
taken of the teachings of history and the experience in our Monarchy to establish
the fair balance that there must be between the authority of the Government,
as responsible for public order and the security of the State, and the liberty of
which the subjects of a Nation may not be deprived to promote for themselves the
increase and improvement of their assets and properties.”?

Another trend we find in the women’s wear of the period rebelled against the
two Romantic stereotypes of the woman as an object, or as an ethereal nymph
or spirit. This new trend was the figure of the androgynous woman who wore
men’s clothing to be able to pass unnoticed and to take part in the dialogues
and social events reserved only for the men of the period (fig. 3). The prototype
of this extravagant style was the French poet and aristocrat George Sand,

FASHION IN CADIZ IN 1812: MALE AND FEMALE DRESS IN THE EARLY ROMANTIC PERIOD


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

Datateéxtil 28 OPEN SOURCE LANGUAGE VERSION > ESPANOL

Figure 3.

Men's suit comprising a jacket,
doublet, and breeches which
could have been worn by the
androgynous women of the time.
See detail.

4 Fragment in italics from whose real name was Amandine Aurore Lucile Dupin, Baroness of Dudevant.
g‘;dlijlz Constitution of After leaving her husband she began to wear men’s clothes, although she wore
' women’s clothes at social meetings; at one of these events she met Chopin, who

would become her lover. Her masculine “disguises” gained her entry to places
in Paris that were denied to women of her social status, although her flouting
of convention lost her some of the privileges she had enjoyed as baroness.
Other creative intellectuals who adopted unconventional forms of femininity
were Cecilia Bohl de Faber, who wrote under the male pseudonym of Fernan
Caballero, and Carolina Coronado, known as “the female Bécquer”, and who
was the aunt of the writer Ramén Gomez de la Serna.

The Constitution of 1812 stated: “Of those who are Spaniards, and lawfully
considered as such: All free-men, born and bred up in the Spanish dominions,
and their sons”. *

The stereotypical woman of Romanticism was often fought over by hot-
blooded men. Weak, alone, often on the verge of fainting, the woman was
assailed by the cacophony of male voices, as if in an opera in which the Tenor
and Bass sing to conquer the beloved. The heroine walks on to meet her cruel
fate; she loses her mind or her life - or both, like Ophelia in Hamlet.

Earlier in history, in Greco-Roman times, the differences between the
apparel of the sexes were established subtly, with togas and dresses and with
complements such as hairstyles. During the Romantic period the differences
between the sexes reached new heights. Men were assigned an active role in
society, women a decorative one. Men no longer aspired to beauty. And dress
adapted to this view: men’s styles lost the adornment and decoration which had
been such a feature of earlier periods. Responding to the needs of the social and
business worlds men’s dress became uniform and sober, and the rigid, hard-
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Figure 4.

Examples of sashes in men’s
dress of the era. Though more
surreptitiously than women, men
also sought slimness and a narrow
waist.

5-8 Fragments in italics
from the 1812 Constitution of
Cadiz.
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wearing fabrics they wore did not distract attention from the earnest tasks in
which they were engaged (nor did they cause envy among their peers). At the
same time, women’s wear became more complex and decorative.

In search of elegance of form and simplicity, the men also wore sashes during
the Romantic period to accentuate their figure (fig. 4).

The sash also has its place in history. In the 1812 Constitution we read: “We
therefore direct and command all tribunals, justices, commanders, governors
and other authorities, civil, military and ecclesiastical, of every class whatsoever,
to preserve, follow, comply with, and obey and cause to be preserved, followed,
complied with, and obeyed, this the above law, in all and every of its branches,
using their powers and authorities to accomplish the same, and causing it to
be printed, published and circulated.”> And in Art. 279: “The magistrates and
judges, on taking possession of their posts, swear to uphold the Constitution, to be
faithful to the King, to observe the law and to administer justice impartially.”®

Occupations and dress

The separation of powers was proposed for the first time in the Constitution
of 1812. Perhaps this is reflected in the differences in the apparel worn

by professions. To quote the Constitution: “.. the principal reason for the
Commission consists in the fact that the Constitution of the Spanish Monarchy
shall be a complete, well-ordered system, whose parts maintain with each other
the most perfect relation and harmony.”’

The idea of separating the powers of the monarchic State was based on the
novel argument set out in the Constitution that “the experience of the centuries
had demonstrated that there may no liberty or security, and for the same reason
no justice nor prosperity, in a State in which the exercise of all authority is
concentrated in a sole hand.”®

The desire to “promote the education of the young and to promote industry
and commerce by protecting the inventors of new discoveries in any of these
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Figure 5.

Men's wear for trades and
professions at the time. A) Butcher;
B) Cook; C) Sailor; D) Market
gardener. Note the twine elegantly
knotted on the shirt (B) and the flies
in the trousers to allow the wearer
to urinate at sea. See detail.

9-10 Fragments in italics
from the 1812 Constitution of

Cadiz.
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branches”” is also explicitly stated in the Constitution of Cadiz. In Art. 367 we
read: “Measures shall also be immediately taken to found a competent number of
universities and other establishments, for the promotion of literature and the fine
arts.” 1

In this way, the professions or trades of the time (market gardeners, butchers,
sailors, fruit sellers, tobacco sellers, and so on) had their own distinctive
dress. They combined the aesthetic taste and elegance of the era with popular
common sense, and kept up to date with the fashions and trends of Goya’s age
(fig. 5).

Men’s shirts were usually white, and were used even in professions in which
they could easily be stained (for example, by cooks: fig. 5; B). Linen or cotton,
strong, resistant fabrics which could be acquired cheaply, were spun on the
looms of the time (fig. 5; C). Complements were also very common in men’s
dress, either for practical purposes such as the aprons worn by butchers and
cooks (fig. 5; A and B) or for aesthetic reasons such as the sashes and caps worn
by market gardeners (fig. 5; D). In fact, many men’s complements combined the
two, adapting the practical and useful to the aesthetic — such as the warmers
worn by the market gardeners to protect the hems of their trousers from thorns
during the harvesting of fruit and vegetables (fig. 5; D) or the flies sewn into the
trousers of sailors or fishermen (detail, fig. 5).

The fabrics used by women, and the forms and details, indicated their social
or marital status. The dress of the apothecary’s wife, in fine taffeta fabric with
high puff sleeves and diamond-shaped Goyaesque passementerie, was highly
fashionable at the time. She wore a shawl of black silk satin over the shoulders
of her dress, with bobbles at the end, and the linen petticoats of the dress give
the visual sensation of a set of layers ordered harmoniously, like the flounce of
a flamenco dress, which are also visible in the shawl around the neck (fig. 6; A)
Skirts were the standard dress for women, who still did not wear trousers. They
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Figure 6.

Women's clothes for different trades
and professions. A) Apothecary;

B) Tobacco-seller; C) Seamstress;

D) Fruit-seller.

wore scarves of linen or silk cloth to cover their heads and to keep warm (fig. 6;
B and C). In the dress of the fruit-seller we see a modest version of the Spencer,
a short fitted jacket, in this case of burgundy coloured wool, with a clasp at

the front (fig. 6; D). Women’s complements — aprons or hair nets or hats — also
combined the practical and the aesthetic (fig. 6).

And this is how history is written, from the first Constitution drawn up in
Cadiz, with its fresh sea breeze, the piedra ostionera, its famous rocks, and the
light filtering through the branches of the trees that date back a thousand years.
The Cortes Chicas gave us the chirigotas, full of humour and wit but a vehicle
for important social comment as well, and the friendly, knowing smile of those
who are familiar with the eternal changes of the moon and its tides and the
patient permanence of the water, its movements, its sound, and its aroma. e
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Anna Homs's workshop: batik
cotton printed, Java style.
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The 15th International Fungi
and Fibre Symposium

by MARTA PREVOSTI, MONICA DORIA AND ESTHER DE PRADES
Photographs: © ESTHER DE PRADES MARIA

The fifteenth International Fungi and Fibre Symposium was held at the Jaca
Summer School from 7 to 14 October 2012. The event dates back to 1980, when
Carla Sundstrém and Miriam C. Rice organized the first meeting in Canada,
and ever since then it has been held every other year in different places all over
the world. It is organized by the International Mushroom Dye Institute (IMDI),
founded in 1985, and its aim is to celebrate the wide range of colours that can be
obtained with mushrooms and to promote the research into these pigments and
their use. On this occasion the event was run by the Spanish Mushroom Dye
Association and we would like to thank Marie-Noélle Vacher, Anna Homs and
Nilia Banares for taking charge of its organization.

Carla Sundstrém and Miriam C. Rice were the pioneers in the research into
the wide range of possibilities that mushrooms offer for use as a raw material
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1 Australia, Belgium,
Canada, Denmark, England,
Estonia, Finland, France,
Guatemala, Iceland, Mexico,
the Netherlands, Norway,
Scotland, Spain, Sweden, and
the US.

Olga Reiche’s workshop: wool,
linen, cotton and hemp dyed with
mushroom dyestuff. a
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in fabric dyeing and printing. Carla and Miriam set out to explore an area
which is new and old at the same time, and which allows us to enjoy a range of
colours that are closely linked to the earth and do not need chemical treatment.
This area is relatively unexplored today; its traditions are lost in the past, and
practically all its ancestral techniques have been forgotten. But the scientific
names of the mushrooms often point to their ancient use in dyeing - for
example, Pisolithus tinctorius, a fungus used for this purpose by the Romans.

The symposium comprised seven days of constant dialogue between the 75
participants from 17 different countries'. Products were displayed, experiments
explained and discussed, a mushroom exhibition was staged, and numerous
workshops were held. Speakers were Marie Noélle Vacher, José de Una y
Villamediana, Pierre-Arthur Moreau, Sergio Pérez Borjou, Massimo Candusso,
Miguel Angel Ribes Ripoll and Luis Parra.

Some of the days’ activities began with an interesting field trip to the
magnificent Pyrenean woods around Jaca, where participants collected
mushrooms of all kinds, in the middle of a lively exchange of information
between experts in dyeing with fungi and mycologists. In particular, the
participants praised the wood mushrooms for the excellence of the results
obtained for textile dyeing.

THE 15TH INTERNATIONAL FUNGI AND FIBRE SYMPOSIUM


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

Datatéxtil 28

Liza Johansson's workshop:
dyestuff made of mushrooms.
Watercolor with mushroom
pigments.
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The workshops organized in the afternoons gave practical evidence of the
possibilities offered by mushroom pigments. A calico print workshop run by
Anna Homs reproduced the technique used in the eighteenth and nineteenth
centuries. Using the characteristic woodblock moulds the cotton fabric is
printed with mordants of alum and sodium carbonate, iron or copper; when
dry, it is washed and submerged in the dyestuft created with Inonotus hispidus.
Also under the expert guidance of Anna Homs, participants printed cotton
fabrics using the batik technique, making the reserves with wax and then
submerging them once again in the dye made from Inonotus hispidus.

Another workshop led by Olga Reiche demonstrated the process of dyeing
linen, cotton and hemp previously mordanted with pomegranate rind or banana
tree and alum, with a dye made from the mushrooms Phellodon niger, Pisolithus
arhizus and Inonotus hispidus. The dyestuft is made with 20% of shredded
mushroom and 80% of water, brought to the boil three times in a quarter of an
hour and collected each time it boils. Carla Sundstrém also demonstrated her
techniques for natural fibres with dyestufts made from mushrooms.

The workshop led by Andreya von Waldenfels showed how to make plaster
masks decorated with Polyporus mushrooms, creating attractive, rustic results.
Liza Johansson led another workshop on watercolours made with mushroom
pigments. She showed how to make the colours from fungi boiled for an hour in
water, thickened, and then collected in a pot and used as paint.

Another day was devoted to tourism, with a fascinating visit to the Textile
Workshop in Triste, where participants saw the neolithic looms, inkle looms, a
backstrap loom from Guatemala, a horizontal heddle loom from Aragon from
the sixteenth century, a shuttle loom, a Nordic countermarch loom, and the
famous mule loom of Triste which is considered a forerunner of the Jacquard
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Andreya von Waldenfels's
workshop: making plaster masks.

loom, as well as simple hand looms for beginners. The fibres are dyed with
natural dyestuffs, and then hand spun and woven. This is a fine demonstration
of the recovery of traditional techniques of textile production, one of most
important economic activities in the history of humanity.

There were also discussions of classifications of species with explanations
by specialists, and sessions on terminology. Specialist books were on sale
throughout the symposium. So these seven days proved an enthralling insight
into experimentation with the natural dyestuffs extracted from fungi. e

Andreya von Waldenfels's
workshop: plaster mask decorated
with Polyporus mushrooms.
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Library novelties and news

| ELLES ESCABELLADES
VORA EL MAR
(With their hair flowing in the sea breeze)

Centre Artesania Catalunya, Banys Nous, 10. Barcelona
16 March - 19 May 2013

With this suggestive title, Guillem Pou presented
his collection of women’s fashions in a show held
on Saturday 28 April 2012 at the port of Arenys
de Mar, as part of the 25th Lace-maker’s Day.
Almost a year later, we have another chance to see
the exhibition at the Centre Artesania Catalunya,
c. Banys Nous, Barcelona, from 16 March to 19
May. As the creator says, the collection takes its
inspiration from the Mediterranean woman: “a
woman epitomized by strength since the beginnings
of history and legend, brave, single-minded, hard-
working, full-figured, statuesque, sultry”.

The Town Council of Arenys de Mar made only
one condition for Guillem Pou’s show: he had to
use lace produced by the lace-makers of Arenys
de Mar. And it is fair to say that he has put this
lace to wonderful use. Pou avoids the classical
images of flowers and the material’s lightness
and transparency. He uses a different language,
creating pieces of braided lace, some in the form
of a tip, others rounded, others printed on the
fabric to adorn colourful casual wear. It is a fresh,
innovative approach to a product that has sadly
become a little stereotyped.

Guillem Pou’s collection is markedly classical,
with pure, simple forms and in black and white,
inspired by images of women from the 1950s. He
uses organic and natural fabrics like cotton and
linen to achieve this effect of authenticity and
hardiness. Everything is carefully measured: the
Mediterranean culture, the image of a strong,
resilient woman rather than the languid figures
preferred by other designers, and the idea of
naturalness. But he also breaks this harmony with
a print made from a photograph of laces made by
the Arenys lace-makers against a blue background
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representing the sea, with touches of gold, a flash
of colour that contrasts the use of black and white
as the principal colours.

The exhibition is an example of this difficult
but not impossible dialogue between fashion
design and the world of crafts that come together
to create dresses, coats, trousers, skirts, bodices.
An important part of this dialogue is seeing
the processes of creation and realization: the
combination of fashion design and the production
of lace as a craft. Alongside Guillem’s designs
and his sources of inspiration are the patterns,
the fragments of lace, and the models used by the
lace-makers of Arenys de Mar to make the metres
of lace needed to adorn the dresses. The exhibition
ends with a video of the fashion show organized
by Radio Arenys and photographs by Alex Paricio.

I elles escabellades vora the mar is an exhibition
and a project which brings together a range of
sensibilities. Above all, it is the expression of the
joint efforts of the many people who participated
in the original project: the designer, lace-makers,
pattern makers, and seamstresses, and of their
belief in a collection which is a tribute to our
Mediterranean culture. m


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

Datatéxtil 28

TEXTILES.THE ART OF MANKIND
Mary Schoeser
Andrew Bolton, Solve Sundsbo et alii.

Thames & Hudson, London 2012
ISBN: 978-0-500-51645-4

“The knowledge-able consumer is very much a
part of today’s renaissance in textile arts. My hope
is that this book will contribute to this knowledge,
for above all its focus is how to look at textiles - or,
rather, how to look at and really see them.”

The author of “Textiles: the art of mankind”
sets herself this ambitious objective in the
introduction. And with its fine brocade-like
cover and its lavish illustrations, this book is an
impressive achievement.

Schoeser divides her evocation of the aesthetic,
chronological, geographical and technological
aspects of textile creation into six sections: impact,
ingredients, structure, surface, added dimensions,
imagery. Under these headings the author displays
her vast knowledge and offers many reflections on
her relationships with artists, scholars, collectors
and museums around the world who share her
passion for this medium of expression that we call
textile. It is impossible in such a brief space to do
justice to the contents of this highly unusual work
- more a conversation than an academic study,
and yet solid and convincing.

Each chapter is preceded by a short text that
introduces the concept and then continues with
dozens of images of textile creations from different
eras and cultural contexts that provide visual
confirmation of the author’s impressions. In
“Impact” she explores context, visual vocabulary
and colour, in “Ingredients”, the process that
transforms raw material into fabrics (i.e.,
invention, intention and alchemy), in “Surface”
the threads, stitches, painting and printing, and
in “Added Dimensions” everything that the fabric
can communicate, its inheritance, and how it
can lead to imaginary worlds. And finally, in
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“Imagery”- which, in principle, we see in a fabric,
even though it is only one of its many aspects -
she centres on identity, narrative and references to
a time and place.

But don’t expect a treatise on fabrics, or a
reference book or a story that can be read in one
sitting. It is a text that should be dipped into,
savoured, and pondered over. In this way, the
reader will discover art through philosophy,
creation through chemistry, history through
technique and an unimaginable repertoire of
textile objects from all times confirming that
textiles are indeed an art of mankind.

Schoeser says at one point that the artistic
value of an object depends, among other things,
on the attitude of the possessor, we might say of
the beholder, since contemplation is a form of
possession. In this magnificent work the author
offers the reader her vast, passionate knowledge -
or possession — of something that humanity has
shared and will probably continue to share for a
long time: the intertwining of fibres and dreams. m
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DELTREBALL ANONIM A LETIQUETA.
MODISTES | CONTEXT SOCIALA LA
CATALUNYA DEL SEGLE XIX

(From anonymity to the designer label:
dressmakers and the social context in
nineteenth-century Catalonia)

Laura Casal-Valls

Ed. Duxelm, Barcelona, 2012
ISBN 978-84-939650-6-8
Preface by Mireia Freixa. Barcelona: Duxelm

This book is a version adapted for publication
of a research project carried out as part of the
Master of Advanced Studies in art history at the
University of Barcelona, under the supervision of
Mireia Freixa. Initially, Laura Casal-Valls centred
her research on the early stages of the development
of Catalan haute couture. But as her studies
progressed she grew increasingly interested
in the more remote origins of dressmaking in
Catalonia, and she shifted the focus of her study to
the designers of the late nineteenth and the early
twentieth centuries, a period in which the gradual
professionalization and visibility gave rise to the
emergence of the great names in this art. In Del
treball anonim... she explores the production of
female dress in Catalonia, which in fact can be
said to have set the scene for the emergence of
haute couture. This is a little known field which
has only recently begun to receive the attention
it deserves; while there have been a considerable
number of exhibitions and publications on haute
couture, the study of popular female dressmaking
has been almost completely ignored.

After a presentation of the study outlining
its aims, the short first chapter reviews the
historiography of Catalan fashion. There follows
a 70-page summary of the historical context and
the social conditions in which women worked
and lived. The third part of the book, around fifty
pages, focuses on the dressmakers themselves.
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LAURA CASAL-VALLS

DEL TREBALL ANONIM
A L ETIQUETA

Modistes i context social a la Catalunya del seqle XIX
PROLEG DE MIREIA FREIXA

Applying an essentially historicist approach, the
author analyses the background to the evolution of
haute couture.

Casal-Valls describes the lives of the
seamstresses in the nineteenth and early twentieth
centuries in great detail. These women often
worked very long hours at home for very little
money or recognition, and combined their work
with child care and household duties. The author
applies a gender studies perspective to the social
contexts of women in this era and the legislation
covering their activities, stressing the links with
the origins of early Catalan feminism through
references to Dolors Monserda' and Carme Karr
and journals such as Feminal and Or i Grana.

1 One of the works that refer to the situation of working women
is Dolors Monserd4’s novel La Fabricanta, which describes the
conditions of women in the factory world of Barcelona in the
mid-nineteenth century, focusing especially on the role of small
scale businesswomen. The book was reprinted by the Premia de
Mar Print Museum in 2008.
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The author explains how dress shops run
by women proliferated during the nineteenth
century. The use of the sewing machine became
widespread, educational levels improved, and
academies began to give courses in needlework;
new methods appeared, women’s magazines and
fashion magazines were launched, and gradually
the profile of dressmakers gained respectability
in the Barcelona of the late nineteenth and
early twentieth centuries. New trends arrived
from Paris, but the well-trained, well-informed
Catalan dress designers boldly took the initiative
and introduced their own distinctive touches.
During the first decades of the twentieth century,
they adopted new, independent approaches to
their work, which ultimately culminated in the
emergence of a genuinely Catalan haute couture.

There is a well-structured bibliography at the
end of the book. The historiography of Catalan
fashion of the period in the second chapter is well
worth reading, and there are interesting references
to textile and fashion museum institutions
in Catalonia. Perhaps the author might have
mentioned the Premia de Mar Print Museum,
which focuses on the theme of calicoes and prints
from the eighteenth century to the present, and
the Marés Lace Museum in Arenys de Mar, which
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focuses on another important area of textiles and
fashion.

The last chapter, from page 131 to 149, is
devoted to the study of fashion itself, to dress, and
to the creations of the modernist era, as the period
of Catalan art nouveau is known. The author
discusses theories about the movement’s social
and cultural background and the aesthetic trends
in women’s dress, its influences and its canons
of beauty. She explores the coded language of
dress of the time, the increasing democratization
of fashion and the need for distinction which
eventually led to the emergence of haute couture.

So this work fills a gap, but still we lack a
monographic study of the seamstresses working in
each of the periods considered, with an evaluation
of their work, styles, prices, their popularity,
and so on. A study of the economic history is
still needed, particularly an in-depth study from
an art history perspective of the production of
nineteenth and twentieth-century designers
outside the world of haute couture.

Laura Casal-Valls leaves us with a promise: to
continue her study of Catalan haute couture as the
theme of her doctoral thesis. We look forward to
her future work and hope that she will become the
great historian of Catalan haute couture. m
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FIGURE 1. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 1. Punxons de teixir, fets d'os.
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FIGURE 2. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 2. Punxons de teixir, fets d'os.
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FIGURE 3. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 3. Punxons de teixir, fets d'os.
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FIGURE 8. PINS WITH ROUND OR CONIC HEAD, MADE OF BONE.
Figura 8. Agulles amb cabota rodona o conica, fetes d'os.

5cm.
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FIGURE 9. PINS WITH ROUND OR BUTTON HEAD, MADE OF BONE.
Figura 9. Agulles amb cabota rodona, abellanada o de boto, fetes d'os.

5cm.
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FIGURE 10. PIN WITH BUTTON HEAD: ACUS CRINALIS, HAIR PIN.
Figura 10. Agulla amb cabota de boté: acus crinalis, agulla pel cabell.
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2 JARREGA i PREVOSTI
2011.

3 VALENZUELA 2010.

4 JARREGA i PREVOSTI
2013.

5 Agraim al Sr. Jaume Massé
i Carballido, director del
Museu Arqueologic Salvador
Vilaseca de Reus, totes les
facilitats que hem tingut per
estudiar els materials.

Un taller textil d’epoca romana
a la vil-la dels Antigons

Per MARTA PREVOSTI
Fotografies i il-lustracions: © MARTA PREVOSTI

Introduccio

La villa romana dels Antigons, a Reus, va ser una de les explotacions agraries
mes riques i importants del territori de la ciutat de Tarraco. Va viure entre el
segle raCiel vir dC, i en época altimperial s’hi va construir una residéncia
per al propietari que hem de considerar un veritable palau de camp. Ho
corroboren les troballes de les restes d’'un nimfeu (una font monumental),
termes, escultures, aplacats de marbre i mosaics, tot plegat molt malmes, ja que
el jaciment ha sofert repetides agressions. Tot i que es coneix des de 1849, va
patir serioses destruccions en els anys 50 del segle xx, pero especialment, entre
197711979, les obres d’implantacié d’una fabrica de pinsos al seu damunt van
provocar-ne l'arrasament gairebé total.

Com sol passar a les vil-les més riques del mén rural roma provincial,
l'estudi aprofundit del jaciment revela les claus de I'esplendor de ’establiment.
Als Antigons s’han detectat multiples activitats economiques d’importancia
notable'. En primer lloc, s’hi han localitzat quatre forns de produccié ceramica,
d’una terrisseria que fabricava especialment amfores per envasar vi*. Aixo
indica indirectament que I'agricultura de la vil-la incloia la vinya, per bé que
també s’han trobat restes del celler. S"han trobat indicis de I'activitat d’una
ferreria. El conjunt d’ossos recuperats a I'excavacio va permetre estudiar una
important activitat pecuaria, centrada especialment en els ramats de bous’.
Les restes d’os treballat han permés també estudiar l’activitat textil d’un taller
d’importancia notable. I el nom Statutus escrit repetidament sobre atuells
ceramics ha permes relacionar hipoteticament el propietari amb el ric joier de
Tarraco Iulius Statutus, actiu en el segle 111, que apareix a 'epigrafia.

Les eines textils

Entre el material procedent d’aquestes excavacions, dipositat al Museu Salvador
Vilaseca de Reus’, es compten abundants eines fetes d’os: 443 punxons de
teixir (fig. 1, 2 i 3), 82 agulles de cosir (fig. 4, 51 6), 29 agulles fines sense cabota
(fig. 7), 87 agulles amb cabota (fig. 8, 9i 10), nou fusos de filar (fig. 11, 121 13) i
una espatula (fig. 14), a més de molts fragments trencats i dificils de classificar.
També s’hi ha de sumar eines de bronze: dos fusos (fig. 15), una filosa d’anell
(fig. 12) i una de vidre i multiples agulles de cosir (fig. 5), aixi com peces
ceramiques: 5 fusaioles (fig. 16) i 15 pondera (fig. 17).

Els punxons i les agulles es donen doncs en les quantitats més altes i han de
significar una industria. Els punxons fan unes llargades que oscil-len entre els
113 i els 55 mm. Presenten un cap ample, una punta afilada i unes proporcions
robustes. Excepte en 4 exemplars de seccié ovalada, la resta presenten la tija de
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Figura 4. Agulles de cosir, fetes d'os.

Figura 5. Agulles de cosir, una feta d’os i I'altra de bronze.

R ST T S e e G
————————————— T

Figure 6. Agulla de cosir, feta d'os, amb els forats per passar el fil desplagats cap el centre.
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6 Aixi per exemple
AGUADO et al. (2007) sota
lepigraf general d’acus
crinalis dona una pila de
possibilitats d’us a les agulles
amb cabota, per bé que no
esmenta la possibilitat que
servissin com punxons ni
pel treball del cuir ni per al
teixit de roba. BEAL (1983),
la monografia de referéncia
que fan servir la majoria
d’arqueolegs per classificar
els estris d’os, classifica els
punxons de cap pla, secci6
circular i perfil conic dins
del tipus XX, 2, i els de cap
piramidal, secci6 circular

i perfil conic dins del tipus

A XX, 3, com agulles per
subjectar el cabell o els
vestits. BEAL (1983, 37)
també classifica alguns
exemplars similars, de cap pla
(340), un de cabota rodona
(341) i un tercer amb el cos
motllurat (342), de diametre
relativament gruixut, com
punxons, dins del tipus XVI,
dels qué diu que hom pensa
generalment que servien per
treballar el cuir. En dona
alguns paral-lels trobats en
context de treball de cuir i de
tintoreries. Al nostre parer,
tant aquests com molts del
tipus XX, 2 i 3 més aviat
haurien de ser interpretats
com punxons textils, sense
descartar I’ts per treballar el
cuir.

7 OVIDL Met. VI, 55 ss.;
OVIDI, Fasti, 111, 819; SILI
ITALIC, XIV, 656.

8 Les eines caracteristiques
per al’area britanica
preromana que descriu Wild,
de fet s’adapten forga a la idea
dels punxons que es troben
als Antigons, amb un extrem
tallat de forma diagonal per
obtenir una punxa, que ésla
que es feia passar entre els
fils de l'ordit per prémer la
trama cap amunt, mentre
que l'altre extrem era ample.
«The pin beaters (famous as
‘bone gouges’) are cut from
the tibia or metatarsal of the
sheep or goat; the shaft is cut
diagonally to give a point and

secci6 circular i de diametre decreixent d’una extremitat a 'altra, amb un perfil
longitudinal conic, o bé afusat. Tots ells semblen tenir una finalitat similar.
Molts autors classifiquen peces similars a les presents com agulles de cabell,
anomenades en llati acus crinalis, i dificilment com punxons de teixir®. Creiem
pero que resulten massa curts per aquesta fi i s’han d’interpretar, en la seva
majoria, com punxons d’un taller textil, destinats al treball de telers verticals de
peses o bé als telers verticals de doble travesser per desfer nusos, per ordenar els
fils de Pordit quan s’atapeien i es desordenaven, per fer-los passar entre els fils de
lordit i prémer el fil de la trama cap amunt o cap avall, i fins i tot poden haver
servit com a bitlles (canilles) pels fils de colors dels dibuixos téxtils, en qualsevol
tipus de teler.

Wild (1970, 65-67) descriu les eines per batanar cap amunt, que requereix el
teler vertical de peses, que consisteixen en una serie d’eines d’os classificades
com a instruments textils a partir de les troballes de I'arqueologia britanica
i escandinava i de paral-lelismes etnografics. Es tracta de bobines, punxons
i pintes de teixidor. Descriu els punxons (pin-beaters o bone gouges) de
caracteristiques semblants als dels Antigons. D’uns 10 cm de llargada, es tallen
a partir d’ossos, de forma diagonal per donar una punxa, o bé dues puntes,
una a cada extrem, afinades, i tota la peca és polida i de secci6 rodona. Segons
Wild, els teixidors inserien aquest punxo entre els fils de l'ordit, enlloc de fer-ho
amb els dits, per anar empenyent amunt la trama. També 'usaven per arreglar
els fils de l'ordit quan es desplagaven. Es podia usar empenyent la trama solta
directament dins de l'ordit, picant de forma frontal, o bé passant la punta
suaument al llarg de ordit com si es tractés de les cordes d’un instrument
musical. Wild pensa que els punxons de teixidor podrien ser els radius a qué fan
referéncia les fonts llatines’, i per tant sovint també podrien haver estat fets de
fusta, aixi com també creu que es tracta del mateix instrument que usaven com
a canilles (broche) els teixidors de tapissos.

Es tractaria doncs del radius o el pin beater, o Schlagnadel (Wild 1970,

65-67) for beating-up, per prémer el fil de la trama d’un teler vertical®. També
els descriuen Hoffmann (1964) o Ciszuk i Hammarlund (2008, 122 i 124).
Moutinho et al. (1979, 53-54, nim. 181 a 190) també descriuen els separadores,
com d’una llargada al voltant de 100 mm, ben polits, de seccié oval o gairebé
circular, acabats en punxa, i amb la funcié de compactar el fil de la trama

un cop passat dins de l'ordit, aixi com de desfer els nusos del fil de la trama.
Pensem que es tracta de la mateixa eina, en aquest cas identificat a partir de
'etnografia portuguesa.

Probablement entre les agulles amb cabota trobades als Antigons, les més
gruixudes també devien servir com punxons textils i no estaven pas destinades
a fer d’agulles del cabell. Les més fines, llargues i estilitzades, en canvi, devien

Figure 7. Agulla fina, feta d'os.
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the butt-end may be roughly Figure 11. Fus fet d'os.
trimmed. The point would be
inserted instead of the finger
directly through the warp

to push up the loose weft.»
Pero també existeix I'eina
equivalent en el periode roma.
«A more sophisticated version
of the same tool is found after
Roman conquest (table K).
Both Romans and Saxons
were familiar with it. Shaped
like a cigar, about 10 cm.
long, it is sharp at both ends,
polished and round in section
(fig. 16). In Scandinavia an
identical object was used for
pushing home the weft and
rearranging the warp-threads
when they became displaced.
It was thrust directly into

the warp from the front
beneath the loose weft or
drawn lightly across the face
of the warp, as if the latter
were the strings of a musical

instrument.» (WILD 1970,
66) Figure 13. Fus fet de banya de cérvol.

5cm.

Figure 12. Agulla de filosa d'anell de bronze i dos fusos d'os.

Figure 14. Espatula d'os.

Figure 15. Possibles fusos de bronze.
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servir pel cabell, perd segurament també per altres usos, entre els quals podria
haver-hi aplicacions en el procés téxtil. No cal dir que les agulles més fines i les
agulles de cosir també devien tenir el seu paper en el taller. Les agulles d’'os amb
forat per passar el fil sovint presenten la part del forat forca ampla, cosa que no
resultaria funcional per cosir. Pensem que podria ser que s'usessin en el procés
de teixir, per preparar lordit i el primer tram de teixit dels telers verticals, aixi
com per acabar les peces teixides, per arreglar defectes. Pero sabem que encara
s'usen agulles similars, en fusta, per fer un tipus de teixit que data d’¢poca
medieval i que encara es fa a la peninsula Escandinava, consistent en una xarxa
sense nusos anomenada Nalbindning, de la qual es teixeixen mitjons, guants,
gorres i bufandes sense costures i amb un acabat molt polit.

Tot plegat no sén sind una mostra del total d’eines textils que hi havia al
taller, ja que, com hem dit més amunt, aquest tipus d’instruments es feien molt
sovint en fusta. Com que la fusta no es conserva després de pocs segles, aquestes
eines han desaparegut, de la mateixa manera que tampoc han quedat traces
dels telers. Aixi doncs, aquestes humils eines fetes d’os, els punxons i agulles
amb que s'ajudaven els teixidors i els sastres en la seva feina, sén de gran valor
per identificar l’activitat textil d’época romana. I dissortadament, la majoria
d’arqueolegs no les identifiquen bé.

Figure 16. Fusaioles de ceramica.

Figure 17. Pes de teler de ceramica, amb marca.
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9 Per exemple un lekitos

atic del pintor Amasis del
550-530 aC, del Metropolitan
Museum of Art. Vegeu també
la fig. 26, de CLELAND et al.
2007, 117.

10 Citat per HUMPHEREY

et alii 1998, 364: The most
essential equipment for use
on a daily basis has already
been discussed. In a few
words one can pull together
the rest of those items that
pertain to the women’s
quarters: woven baskets and
baskets with narrow bottoms
and the smaller types of both,
the onos upon which they
spin and the epinetron, and
the spindle and the circular
whorls, the skeins of yarn, the
weaver’s shuttle and the comb
of the loom; and the upright
loom as well as the side beams
of the loom; and the weaver’s
rod [to attach the alternate
threads of the warp] and the
beam along with the vertical
beams of the loom [between
which the web hangs down]
and the long beams of the
loom [between which the web
is stretched]; and the stone
weigths [for the warp threads]
and the loom weights, and the
flat blade [to strike the woof
threads home].

[l-lustracions: © Marta Prevosti.

Els telers

A l’época romana, hom usava basicament dos tipus de telers: el teler vertical de
peses (fig. 18) i el teler vertical de doble travesser (fig. 19). El primer tipus era ja
conegut a la cultura iberica i a la grega. Apareix en els dibuixos d’alguns vasos
grecs’. Lordit es tensava amb pesos, que penjaven verticalment, lligats a I'extrem
dels grups de fils. A mig teler hi havia un lli¢, subjectat amb un pal travesser. El
teler podia ser molt ample, per donar teles grans, sense haver-les d’empalmar.
De fet, els vestits romans usaven poca sastreria, ja que el vestit sortia a punt del
teler. El teixidor treballava dret, caminant d’un extrem a l'altre, passant la trama
per petits grups de fils d’'ordit i prement-la cap amunt. En aquest gest s'usava

el punxo de teixidor (pin beater), a més de la pinta i 'espasa. La tela s'anava
enrotllant al travesser superior.

El teler vertical de doble travesser va ser un aveng d’eépoca romana.
Essencialment, en aquest nou instrument, l'ordit es tensava entre dos travessers
de fusta. Aquest sistema permetia al teixidor estar assegut davant la tela, que
comencava per la part inferior, al revés que en el teler anterior, i que per tant
s'anava enrotllant al travesser inferior. Els llicos s’hi introduien un cop estava
muntat l'ordit, amb cordills que els lligaven (Ciszuk i Hammarlund 2008, 124-
125). També s’hi usava el punxé de teixidor (pin beater).

Wild (1970, 71-72) explica que s’han pogut coneixer detalls tecnics dels
telers verticals de doble travesser a través de la tapisseria copta. En el treball
d’introduir la trama de colors per fer els dibuixos decoratius, el teixidor separa
els fils de I'ordit amb els dits, per obrir la calada i fer-hi passar la trama, de
vegades seleccionant alguns fils de 'ordit. Tot seguit, prem la trama amb la
punta de la canilla, el radius, que usa com un pin-beater, és a dir com un punxé
de teixidor. Es a dir, en els telers verticals de doble travesser, tot i que en la part
llisa del tapis o de la tela es premés o piqués la trama amb una pinta, en els
dibuixos es premia la trama amb el punxé de teixidor o pin-beater.

Séneca (Lletra 90. 20), a la meitat del segle I, considera que un teler vertical
de doble travesser és un instrument més sofisticat (subtilus genus) que un
teler vertical de pesos. Abans del canvi d’era sabem que ja es coneixia a Italia
i encara abans es coneixia a Egipte i Escandinavia. Segons Wild (1970, 67), els

Fig. 18. Teler vertical de peses.

Fig. 19. Teler vertical de doble travesser.
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11 WILD (1970, 75-76),

en descriure els telers
horitzontals romans, explica
l’exemplar que es va trobar

a Herculaneum in situ
(MATURI 1958, 463, fig. 420),
que tenia quatre pesos de teler
als extrems, que se suposa
que tensaven lordit, penjats
dels quatre cantons del teler.
Ara bé, estava tan cremat que
Pautor pensa que no es pot
entendre el seu funcionament
ino es pot prendre com a
demostracié de res.

12 ALFARO 1984, 53-55;
GLEVA 2004.

13 La producci6 de 1li estava
molt estesa en el mén
preroma, com estudia GLEVA
(2004).

14 GLEVA 2004.

telers verticals de peses van donar pas rapidament als de doble travesser. Aixo
no obstant, en el segle 11, Pollux (Lexicon 10.124-125)", encara descriu amb
normalitat els telers verticals amb pesos. Per tant, de les fonts classiques sembla
que cal deduir que devien coexistir durant for¢a temps.

Existeixen molt pocs testimonis del teler horitzontal roma". Aixi doncs,
'estudi s’ha hagut de fer de forma indirecta, és a dir, a través d’una dotzena de
domasos de seda que s’han recuperat de tombes i reliquiaris d’¢época romana
tardana. Sembla que el teler horitzontal amb dos (i més tard més) grups de
llicos ja existia abans de la fi del segle 111, tot i que és més habitual en els
segles 1v i v. Sabem que funcionava a ’est del Mediterrani, a la zona de Siria
i Turquia, on arribava la seda procedent de la Xina. Pero s’han trobat alguns
domasos a I'Imperi occidental, de manera que podria ser que la tecnologia més
desenvolupada dels telers s"hagués introduit també a ponent de I'Tmperi. (Wild
1987)

Aixi doncs, al taller téxtil dels Antigons, que es data per context arqueologic
en el segle 111, podria ser que ja s"hi comptessin telers horitzontals, per bé que el
més probable és que s’hi treballés amb telers verticals.

La Hispania Tarraconense tenia uns importants precedents en la fabricaci6
de i, en época ibérica, com es despren de les fonts classiques'. Ja Polibi
(Hist. 3.14.4) i Livi (22.46.6) expliquen que els ibers que anaven a les tropes
d’Anibal vestien tuniques curtes de lli. Estrab¢ (3.4.9) fa referencia a linourghia
importants a Emporium. Es tracta de les instal-lacions artesanals on es feia
el procés de fabricacid del lli a partir de la planta (linum usitatissimum).
Arqueologicament podem trobar-ne indicis en les basses on es deixava podrir la
planta, que es poden identificar a través d’analitiques.

En época romana, aquesta tradici6 es devia seguir practicant i millorant, ja
que Plini (Nat. 19.10) descriu el lli que es feia a Tarragona com el de mes blancor
i finor de I'Imperi. Plini (Nat. 19.10) escriu: «La Hispania citerior te també
un lli d’extraordinaria blancor, gracies sobre tot a les aigiies del torrent que
banya Tarraco, en les que l'abrillanten. Aixi mateix s’ha d’admirar la subtilesa
dels teixits de gasa que alli es troben». D’aquest text es dedueix que al llarg del
Francoli hi havia d’haver prats de blanqueig de teles, a més d’una industria
téxtil que segurament tenia una importancia notable. Els telers on es fabricaven
aquests productes podien ser telers verticals de doble travesser, i no era pas
necessari que fossin horitzontals ja que els lligaments que requereixen les teles
de lli referides sén senzills.

Justament la vil-la dels Antigons es troba a la zona que esmenta Plini.

La inscripcié RIT 9 (Alfoldy 1975; Panosa 2009), és d’época republicana
tardana i bilingtie, iberica i llatina, i sembla fer referéncia a una dona indigena
romanitzada, d’ofici teixidora de lli o comerciant de lli, atribut que segurament
també és el seu gentilici: FVLVIA.LINTEARIA.

Es tracta d’un testimoni més de la industria de lli que devia florir al
territori de Tarraco, i és possible que aquesta activitat derivés ja en I’época
republicana d’una important tradici6 indigena®, i que pervisqués i floris en
l'etapa altimperial, com es dedueix de Plini el Vell. Com es dedueix de les fonts
classiques', aquesta tela s'utilitzava no solament per a la indumentaria i la roba
de la casa, sind també per fer les veles dels vaixells, el velamen dels edificis
d’espectacles, i altres usos menors, com filtres d’aliments, s medic, etc.
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15 MAIK 2004.

16 WILD 1970, 2003;
CARDON 1999, 2003;
BORGARD i PUYBARET
2004.

La produccié de canem i especialment la de la llana també compta amb
una llarga llista de citacions de les fonts classiques, entre les que destaca la
informacié que en donen Catd, Varré i Columel-la. Sabem que en época romana
es va fer una llana d’altissima qualitat, de vegades no igualada per la millor
llana merina de la producci6 actual australiana i neozelandesa'’. En el procés
d’elaboraci6 de la llana’® sembla que a 'antiguitat la practica més comuna va ser
de tintar la llana en floca. Es teixia també en telers verticals com els descrits i
amb les mateixes eines. Per tant, aquestes tant poden indicar la produccié de lli
com de llana, o el canem, o diverses fibres. Tot plegat, com hem raonat, en telers
verticals, dins d’una industria manufacturera que devia produir per vendre i
que devia constituir un dels puntals economics de la vil-la. ®
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FIGURE 1. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 1. Punxons de teixir, fets d'os.
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FIGURE 2. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 2. Punxons de teixir, fets d'os.
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FIGURE 3. PIN BEATERS FOR WEAVING, MADE OF BONE.
Figura 3. Punxons de teixir, fets d'os.
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FIGURE 8. PINS WITH ROUND OR CONIC HEAD, MADE OF BONE.
Figura 8. Agulles amb cabota rodona o conica, fetes d'os.

5cm.
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FIGURE 9. PINS WITH ROUND OR BUTTON HEAD, MADE OF BONE.
Figura 9. Agulles amb cabota rodona, abellanada o de boto, fetes d'os.

5cm.
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FIGURE 10. PIN WITH BUTTON HEAD: ACUS CRINALIS, HAIR PIN.
Figura 10. Agulla amb cabota de boté: acus crinalis, agulla pel cabell.
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FIGURE 1. TWO EXAMPLES (A AND B) OF MEN’'S APPAREL FROM THE PERIOD: THE DRESS OF THE LECHUGUINO, PISAVERDE, CURRUTACOS OR PETIMETRE (DETAILS).
Figura 1. Dos ejemplos (A y B) de trajes de hombre de la época con vestimenta tipo lechuguino, pisaverde, currutacos o petimetre (detalles).
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FIGURE 2. HIGH-WAISTED DRESS IN PRINCESS OR EMPIRE STYLE, EMBROIDERED AT THE FRONT (DETAIL).
Figura 2. Vestido de talle alto corte princesa o imperial y bordado en pectoral (detalle).
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FIGURE 3. MEN'S SUIT COMPRISING A JACKET, DOUBLET, AND BREECHES WHICH COULD HAVE BEEN WORN BY THE ANDROGYNOUS WOMEN OF THE TIME (DETAIL).

Figura 3. Traje masculino compuesto de chupa, casaca y calzones que bien podria haber sido usado por las mujeres andréginas de la época (detalle).
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FIGURE 5. MEN'S WEAR FOR SAILOR. DETAIL OF THE FLIES IN THE TROUSERS TO ALLOW THE WEARER TO URINATE AT SEA.
Figura 5. Vestimenta masculina de marinero. Detalle con la portafiuela en el pantalén marinero para facilitar micciones en altamar sin cremalleras.
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La moda en Cadiz de 1812: hombre
y mujer en el Romanticismo temprano
o0 centroeuropeo

Por MARTA ALICIA GARCIA FALGUERAS

Doctora en Psicologia

Fotografias realizadas en Cadiz en 2012, en la exposicion titulada “La Mopa En CAp1z
DE 1812” con motivo del bicentenario de la Constitucién espafola.

Abstract

La guerra de la Independencia contra los franceses sucedio entre los afios

1808 y 1814 y entre esos afos el Romanticismo habia comenzado en Alemania
y Francia. En aquella época se dibujaron los primeros trazos de nuestra
Constitucion, en Cadiz 1812. La Moda fue un reflejo de este balance y contraste
entre estilos, paises e ideologias.

En el Romanticismo avanzado del periodo Isabelino (reinado de Isabel II,
afos 1830-1904) las diferencias entre géneros llegaron a un extremo, como
sucedi6 con la estrechez de la cintura femenina, estando el rol masculino
representado como el aspecto activo y productivo de la sociedad mientras que el
rol femenino era el papel decorativo. Pero no fue asi al comienzo del siglo x1x,
durante la elaboracién de la Constitucion en 1812. Los vestidos tipicos de cada
profesion guardaban la delicadeza, finura y sutilidad del comienzo timido del
Romanticismo y conservaban la identidad de cada profesién con pragmatismo,
satisfaccion y elegancia.

En este escrito haremos un recorrido por algunos vestidos recreados de
la época de la Constitucion de 1812 interpretados desde el Romanticismo
temprano europeo y desde los ideales y cambios sociales de la temprana
Constitucion inicial espaiiola.
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Introduccion

Cuando la palabra Romanticismo aparece en una reunién donde hay hombres
y mujeres, lo que suele acontecer es una acalorada discusiéon que pone en
evidencia las innumerables brechas que han existido entre hombres y mujeres y
que, en el Romanticismo, se acentuaron hasta el extremo. ;Ese es el legado que
nos deja ese periodo histoérico lleno de grandes poetas y soiadores incansables?
sPor qué esta contradiccion para el término Romantico, que por un lado se
recrea en lo emocional del sentimiento amoroso y por otro supone la exaltacién
de las diferencias entre, por ejemplo, los caracteres masculinos y femeninos,
dificultando la comunicacion entre ellos? ;Qué pasé aquellos dias de finales

del siglo xv111 hasta mitad del x1x en Europa o quiza mds concretamente en
Alemania y Francia? En Espafia el Romanticismo inicia su andadura algo mas
tarde, siendo el reinado de Isabel II, iniciado en 1830, la franja temporal donde
se desarrolla nuestro Romanticismo ibérico.

La palabra Romanticismo en castellano parece ser una traduccion de otras
lenguas, como el inglés Romantic o el francés Romantique, que a su vez, se estan
refiriendo a las costumbres y usos propios de las lenguas romanicas referidas a
nuestra propia cultura y nuestra propia comunidad lingiiistica. Sin embargo,
no pocas confusiones se han derivado de esta traduccién e interpretacion,
puesto que ya existian matices romanticos en la época helenistica politeista
griega y en sus novelas. No es de extrafar que exista esta confusiéon y que no
haya acuerdo en el origen del Romanticismo, puesto que en todos los paises de
habla romanica o no, hay y ha habido sentimientos, apasionamientos y Amor
romantico, no siendo este topico inspirativo de exclusividad latina.

Después de la Revolucion Francesa y de la Revolucion Industrial, habia
quedado un poso de amargura en todas las clases sociales. El Romanticismo fue
la forma de expresar esa melancolia revolucionaria contra el Racionalismo, la
Ilustracion y las normas politicas y sociales. Una exaltacion de las emociones y
de su importancia y relevancia informativa para el entendimiento de la realidad
y de la naturaleza que, a la larga y llevada al extremo, podria suponer un giro
quiza fanatico hacia la defensa de la propia cultura o expresiones comunicativas
como importantes fuentes generadoras de emociones. Sin embargo,
precisamente porque cada pais siente de una manera y cada persona percibe
los sentimientos individual y diferentemente, el Romanticismo fue una brecha
entre paises, acentuando las diferencias en detalles minimos y quiza nimios
y fanaticos entre culturas y entre hombres y mujeres. Esta brecha pudo ser
perjudicial, al enturbiar la comunicacién e incrementar el nimero de suicidios.

Explicar los sentimientos con palabras en ocasiones no es posible, por ello la
musica fue tan importante en estos aflos para representar en Allegros, en Presto
Agitatos o en Largos y Lentos Assai los sentimientos mayoritarios de la época,
en la concienciacion generalizada, dolorosa y existencial de lo efimero de la vida
y de sus duraderos sinsabores y escasas alegrias. Compositores como Ludwig
van Beethoven, Carl Maria Weber, Frédérick Chopin o Felix Mendelssohn son
algunos ejemplos musicales que sonaban aquellos dias, ejemplos de como la
pasion romantica se expreso, compartié y comprendio el sentir generalizado
desde la musica. Beethoven, en su incansable lucha por la vida (empezé a perder
el oido a los 24 afos) componia desde el silencio superando su invalidez fisica
pero no espiritual y supo ayudar y comprender a las personas en sus luchas de
auto superacion. El punto de vista romantico de Beethoven se basé en la razén
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1-2 Fragmentos en cursiva
tomados del texto de la
Constitucion (Cadiz,
Imprenta Tormentaria, 1812)
y adaptados a las normas
ortotipograficas de 2012
(Lépez, 2012).

Figura 1.

Dos ejemplos (A 'y B) de trajes
de hombre de la época con
vestimenta tipo lechuguino,

pisaverde, currutacos o petimetre.

Ver detalles.

y el conocimiento humano, que vence heroicamente las pasiones debilitadoras
sobreponiéndose a ellas para crear obras sublimes. Usd los conocimientos de la
época en cuanto a aparatos de metal transmisores de ondas sonoras para sentir
la musica a pesar de su sordera. Por ello, ya que la Razdn era parte vital de su
obra y de su forma de percibir la realidad, algunas personas consideran que
Beethoven no fue romantico propiamente dicho.

Indumentaria tipica de Cadiz 1812

En 1812, en plena Guerra de la Independencia contra los franceses, se dibujaron
los primeros trazos de nuestra Constitucion, en Cadiz. En esos afos en Espaiia
los cambios sociales se sucedian constantemente y casi a diario se comentaban
en la calle los asuntos sociales de relevancia politica en tono desenfadado y
hasta humoristico en las “Cortes Chicas” de los cafés y tertulias para después ser
tratados con posterioridad, rigor y seriedad en las Cortes (“grandes”). Fueron
dias dificiles y contradictorios donde la indumentaria era muy importante.

De esta manera, los lechuguinos o petimetres salian a la calle con sus mejores
galas (fig. 1), adornados y engalanados, aspirando a ser reconocidos con si
tuvieran el rango de aristocrata para que asi, sus palabras fueran tenidas en
cuenta en la “Cortes Chicas” y quiza poder influir en las “Cortes Grandes”.
Como la Constitucion refiere “Si ella no correspondiese a los deseos de vuestra
majestad, ni llenase la expectacion publica, a lo menos la Comision habra
cumplido con el precepto que las Cortes le impusieron, el que no tanto debe
entenderse que era dirigido a que presentase una obra perfecta, cuanto que
sefialase el camino que la sabiduria del Congreso podria seguir en la discusion
para llegar al término tan deseado por la Nacién entera”. Porque, como se
explica mas adelante en la Constitucion de 1812: “..todas las leyes humanas,
aunque sean dictadas con la mayor sabiduria, estdn sujetas a sufrir la irresistible

contradiccion de circunstancias imprevistas”™.
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3 Fragmento en cursiva Las fibras empleadas en la época de Cadiz 1812 fueron el lino, el algodon, la
tomados del texto de la seda, la lana, tejidos como el terciopelo, las pieles o el cuero, sin mezclas. Los
Constitucion (Cadiz, . : . N
Imprenta Tormentaria, 1812)  vestidos de mujer del momento, realizados con tejidos de suave caiday talle alto,
y adaptados a las normas destacaban por su la volatilidad y libertad en el movimiento en silueta vertical
ortotipograficas de 2012 o de corte princesa o estilo imperio, que rememoraban el estilo Neocldsico
(Lépez, 2012). . .

contrariamente a la moda empleada en Francia (fig. 2).

Esta libertad de movimiento en la vestimenta femenina fue muy valorada, ya
que, como decia la Constitucion liberal en 1812: “Se ha hecho cargo de cuanto
ensefia la historia y la experiencia en nuestra Monarquia para establecer el justo
equilibrio que debe haber entre la autoridad del Gobierno, como responsable del
orden publico y de la seguridad del Estado, y la libertad que no pueda privarse
a los subditos de una Nacion de promover por si mismos el aumento y mejora de
sus bienes y propiedades™.

Otra posibilidad en la vestimenta de la mujer de la época, que se rebelaba
contra los dos estereotipos romanticos asignados o de mujer objeto o de
mujer etérea ninfa-espiritu, fue la figura de la mujer androgina, que empleaba
vestimentas masculinas para pasar desapercibida y poder participar de los
dialogos y eventos sociales sdlo reservados para el hombre de la época (fig. 3).
Como ejemplo representativo de este extravagante estilo tenemos en Francia
a la poetisa George Sand, cuyo nombre verdadero fue Amandine Aurore Lucile
Dupin, baronesa Dudevan y de origen aristocratico francés, conocida como
Aurore. Tras separarse de su marido, Aurore comenzé a usar vestimentas
masculinas, aunque usaba prendas femeninas en reuniones sociales y asi fue
como conocid a Chopin del que seria pareja. Con ese “disfraz” masculino
pudo acceder libremente a lugares de Paris a los que no hubiera podido entrar
por estar negados para una mujer de su condicion social y a consecuencia de
ese atrevimiento, perdid parte de los privilegios que tenia como baronesa.

Figura 2.

Vestidos de talle alto corte princesa
o imperial y bordados en pectoral
(A) y en mangas abullonadas y
extremo de falda (B).

Ver detalle de (A).

LA MODA EN CADIZ DE 1812: HOMBRE Y MUJER EN EL ROMANTICISMO TEMPRANO O CENTROEUROPEO
a





Datatéxtil 28

4 Fragmento en cursiva
tomados del texto de la
Constitucion (Cadiz,
Imprenta Tormentaria, 1812)
y adaptados a las normas
ortotipograficas de 2012
(Lopez, 2012).

Figura 3.

Traje masculino compuesto de
chupa, casaca y calzones que bien
podria haber sido usado por las
mujeres andréginas de la época.
Ver detalle.

Otras formas de feminidad no adaptadas a los estereotipos podria ser las
personalidades creativas, intelectuales y comunicadoras como fue la de Cecilia
Bohl de Faber, que escribia bajo el pseudéonimo masculino de Fernan Caballero.
Otra mujer intelectual de la época fue Carolina Coronado, conocida como “el
Bécquer femenino” que fue tia del escritor Ramén Gémez de la Serna.

Y es que la Constitucion de 1812 decia: “Son esparioles. —Primero: Todos los
hombre libres nacidos y avecindados en los dominios de las Espafias, y los hijos de
éstos™*.

A menudo la mujer romantica se veia en medio de luchas encarnizadas y
peleas entre hombres vigorosos que combatian heroicamente por su amor.
Ella, sola, débil, con tendencia al desmayo, soportaba el vapuleo de las voces
masculinas, como en una representacion de dpera, donde el Tenor y el Bajo
cantan para obtener el amor de su fémina, que, lastimosamente, se terminaba
encaminaba a su cruel destino que era, tras ser lacerada y sddicamente tratada,
perder la razdn, la vida, o ambos, cual Ofelia de Hamlet.

Con anterioridad en la historia, en la antigiiedad grecorromana, las
diferencias de género en la vestimenta se establecian sutilmente, con la
colocacion de los trajes o togas o con los complementos en peinados y tocados.
Durante el Romanticismo las diferencias entre géneros llegaron a un extremo.
El rol masculino representaba el papel activo de la sociedad mientras que el
femenino era el papel decorativo. Acorde a esta vision, la indumentaria se
adapto, privando a los hombre de todo adorno o decoracion, tan presentes en
épocas pasadas de la historia y teniendo que renunciar a toda pretension de ser
considerados hermosos. En pos de las satisfactorias negociaciones sociales la
vestimenta masculina se volvié uniforme, sobria, hasta en los tejidos empleados
(rigidas y tenaces) para que no distrajese los pactos o acuerdos ni generase
envidia alguna durante las negociaciones mientras que la complejidad y el
“adornismo” fue incrementandose en el género femenino.
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5-8 Fragmentos en cursiva
tomados del texto de la
Constitucion (Cadiz,
Imprenta Tormentaria, 1812)
y adaptados a las normas
ortotipograficas de 2012
(Lopez, 2012).

Figura 4.

Ejemplos de fajin en la vestimenta
del hombre de la época. Aunque
con cierto secretismo la figura
masculina también persiguié la
esbeltez y estrechez de cintura

romantica usando fajines y corsés.

En busqueda de la esbeltez y la elegancia de la forma desde la sencillez,
los hombres también usaron corsés o fajines durante el Romanticismo para
acentuar la agilidad de sus figuras (fig. 4)

Y es que el corsé o fajin ha estado también presente en la historia y en
referencia a la Constitucion en 1812, donde se especificaba: “Por lo tanto
mandamos a todos los tribunales, justicias, jefes, gobernadores y demds
autoridades, asi civiles como militares y eclesidsticas, de cualquier clase y
dignidad, que guarde y hagan guardar, cumplir y ejecutar el presente decreto
en todas partes. Tendreislo entendido para su cumplimiento, y dispondréis se
imprima, publique y circule”®. Asi mismo, mas adelante en el Art. 279 de la
Constitucion de 1812 dice: “Los magistrados y jueces al tomar posesion de sus
plazas jurardn guardar la Constitucion, ser fieles al Rey, observar las leyes y
administrar imparcialmente la justicia”®.

Profesiones y vestimenta

Por otro lado, la separacion de poderes, que se sugirié por primera vez en

la Constitucién de 1812, se podia intuir quiza en las diferentes y especificas

indumentarias segun profesiones y oficios especializados. En la Constitucion

de 1812 dice: “...la razon mads principal de la Comision consiste en que la

Constitucion de la Monarquia espariola debe ser un sistema completo y bien

ordenado, cuyas partes guarden entre si el mds perfecto enlace y armonia™.
La idea de separar los poderes del Estado mondarquico se sostenia en el

novedoso argumento expuesto en la Constitucion de que “la experiencia de

los siglos habia demostrado que no puede haber libertad ni seguridad, y por

lo mismo justicia ni prosperidad en un Estado en donde el ejercicio de toda

autoridad esté reunido en una sola mano”s.

-
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Figura 5.
Vestimenta de hombre propia de
cada oficio y profesién popular en

la época. A) Carnicero; B) Cocinero;

C) Marinero; D) Hortelano.
Obsérvese el detalle con el

cordel elegantemente anudado

en la camisa (B) y el detalle con la
portafuela en el pantalén marinero
para facilitar micciones en altamar
sin cremalleras. Ver detalle.

9-10 Fragmentos en cursiva
tomados del texto de la
Constitucion (Cadiz,
Imprenta Tormentaria, 1812)
y adaptados a las normas
ortotipograficas de 2012
(Lopez, 2012).

También el deseo de “promover la educacion de la juventud y fomentar la
industria y el comercio protegiendo a los inventores de nuevos descubrimientos

en cualquiera de estos ramos”® estaban presentes en la Constitucion de Cadiz de

1812. Como se recoge en el Art. 367. “Asimismo se arreglard y creard el niimero
competente de universidades y de otros establecimientos de instruccion que se
juzguen convenientes para la ensefianza de todas las ciencias, literatura y bellas
artes” .

De esta manera, las profesiones u oficios del momento (hortelanos,
carniceros, marineros, fruteras, cigarreras, etc.) tenian su propio vestir
distintivo y guardaban la estética y la elegancia de la época con la sabiduria
popular propia del sentido practico y estando al dia al informarse de las modas
y preferencias estéticas dominantes de la época goyesca (figs. 5).

La camisa en el hombre se usaba de manera generalizada, normalmente de
color blanco, e incluso se empleaba en profesiones donde las manchas podrian
estar muy presentes, como en los cocineros (fig. 5; B). El hilo, el lino y también
el algoddn entretejian los telares comunes del momento (fig. 5; C), al ser telas
fuertes y resistentes y poder adquirirse a bajo coste. Los complementos también
eran muy comunes en la vestimenta masculina, ya sea por motivos practicos,
como el delantal en las profesiones de carnicero y cocinero (fig. 5; A y B) o bien
sea por motivos estéticos, como el fajin y la cofia para el pelo en el hortelano
(fig. 5; D). Aunque muy habitual también eran ambas razones para el uso
generalizado de complementos en el hombre: esto es ajustar lo practico y util
a la belleza y estética, como los calentadores en el hortelano para proteger los
bajos de los pantalones de plantas espinosas durante la recoleccion de frutas
y verduras de la huerta (fig. 5; D) o bien la portafiuela en los pantalones de
marineros o pescadores (ver detalle de la fig. 5).

Los tejidos en la mujer, asi como las formas y detalles, indicaban su posicion
social o estatus marital, estando por ejemplo el traje de boticaria realizado
en tejido fino de tafetan con mangas abullonadas elevadas y luciendo un
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Figura 6.

Vestimenta de mujer propia de
cada oficio y profesién popular en la
época. A) Boticaria; B) Cigarrera; C)
Costurera; D) Frutera.

entramado de pasamaneria romboidal goyesca, tan de moda en la época. La
manteleta, de raso de seda negra, también adorna los hombros del vestido de
boticaria, terminando en detalles de madrofio. Y las enaguas en lino de este
mismo vestido dan sensacion visual de composicion en capas, superpuestas
en orden y armonia, como los volantes de una falda flamenca, insinuados en
la forma que la manteleta dibuja alrededor del cuello (fig. 6; A). Las faldas,
basquinas o guardapiés eran la vestimenta tipica de la mujer, atin sin opcién

a pantalones. Las mantillas o chals, que podian ser de lino, de pafo, de seda

o de hilo, las usaban las mujeres para cubrirse la cabeza y para protegerse del
frio (fig. 6; By C). En el vestido frutera podemos ver una versiéon humilde

del Spencer o Juboncito, que era una chaquetilla, en este caso de lana de

color burdeos, con cierre delantero entallada con costadillo redondo y tres
haldetas para permitir el buen ajuste de la prenda (fig. 6; D). Los complementos
femeninos también se ajustaban al sentido practico junto con el estético, como
los delantales y los gorros o protectores de pelo y cabeza (fig. 6).

Y asi se escribe la Historia, desde la primera Constitucion originada en
Cadiz, con su brisa fresca de olor a mareas enredandose en la piedra ostionera
y con la luz entre las ramas y las raices de los arboles milenarios. De las cortes
chicas quedan las chirigotas, repletas de sentido del humor, gracia y salero pero
expresando problemas y malestares sociales importantes. También queda ain
la sonrisa amable y sabia de los que conocen acerca de los cambios eternos de la
luna y sus mareas y de la permanencia paciente del agua en suave movimiento
sonoro y aromatico. @
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FIGURE 1. TWO EXAMPLES (A AND B) OF MEN’'S APPAREL FROM THE PERIOD: THE DRESS OF THE LECHUGUINO, PISAVERDE, CURRUTACOS OR PETIMETRE (DETAILS).
Figura 1. Dos ejemplos (A y B) de trajes de hombre de la época con vestimenta tipo lechuguino, pisaverde, currutacos o petimetre (detalles).
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FIGURE 2. HIGH-WAISTED DRESS IN PRINCESS OR EMPIRE STYLE, EMBROIDERED AT THE FRONT (DETAIL).
Figura 2. Vestido de talle alto corte princesa o imperial y bordado en pectoral (detalle).
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FIGURE 3. MEN'S SUIT COMPRISING A JACKET, DOUBLET, AND BREECHES WHICH COULD HAVE BEEN WORN BY THE ANDROGYNOUS WOMEN OF THE TIME (DETAIL).

Figura 3. Traje masculino compuesto de chupa, casaca y calzones que bien podria haber sido usado por las mujeres andréginas de la época (detalle).

B A S e SR TV )
R i, P A
i m i, v

e
Bt e

v e 8 U TS R D i

o e T T e il et

oy

N ak

-ty

. R b e e

S LBornn g AT e ARG
R I Y
S te ket gy b ot aphr o

B e Lt

T L

PAmm eyt

oy =t

3 v,

B T
o firasins dsengd, FLFWIERY

~agmrs

FASHION IN CADIZ IN 1812: MALE AND FEMALE DRESS IN THE EARLY ROMANTIC PERIOD

LA MODA EN CADIZ DE 1812: HOMBRE Y MUJER EN EL ROMANTICISMO TEMPRANO O CENTROEUROPEO

Datatéxtil 28















FIGURE 5. MEN'S WEAR FOR SAILOR. DETAIL OF THE FLIES IN THE TROUSERS TO ALLOW THE WEARER TO URINATE AT SEA.
Figura 5. Vestimenta masculina de marinero. Detalle con la portafiuela en el pantalén marinero para facilitar micciones en altamar sin cremalleras.
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1 Sobre la restauracié de
la pega, feta per Rosa Flor
Rodriguez i Elisabet Cerda
(CDMT), es publicara
properament un article en
aquesta revista.

2 AAVV. Sant Ermengol,
bisbe d’Urgell (1010-1035).

Historia, art, culte i devocions.

3 ATlany 1966 per Pilar
Tomas, i al 1971 per Dolors
Gendrau i M. Teresa Alberch,
del Museu Textil i de la
Indumentaria de Barcelona.

De capa a casulla: el teixit
de sant Ermengol

Per SiLvia SALADRIGAS CHENG.
Centre de Documentacid i Museu Textil de Terrassa
Il-lustracions: © SfLVIA SALADRIGAS

Soén poques les peces textils medievals que es conserven a Catalunya en el seu
format original. Per aquest motiu volem cridar I'atencié sobre LA CASULLA
DE SANT ERMENGOL, actualment en el Museu Diocesa de la Seu d’Urgell,
estudiada i restaurada 'any 2012 en el Centre de Documentaci6 i Museu Textil".

Sant Ermengol va ser bisbe de la Seu d’Urgell entre els anys 1010-1035 i
és avui en dia el patrd principal de la villa. Va ser un personatge, que per
la seva tasca com a bisbe reformador i com a responsable de nombroses
obres de millora en les comunicacions del territori de ’¢poca, és considerat
historicament com figura senyera de la Catalunya de principis del segle x1°.

Relacionats amb el sant, la tradicié oral vincula un parell de fragments
de teixit trobats en el moment de 'obertura, 'any 1939, de I'arqueta on es
conservaven les despulles del sant. Posteriorment, I'any 1971, es trobaren sis
fragments més de teixit que, juntament amb els dos fragments anteriors, es van
identificar com a part d’una unica peca a la que se li va donar el nom de “capa
de sant Ermengol”. Aquesta identificaci6 va resultar erronia ja que en realitat, i
tal com queda demostrat a partir d’aquest estudi, es tracta d’'una casulla.

El conjunt de teixits va ser restaurat entre els anys 1966 i 1971° al i va estar
exposat al Museu Diocesa de la Seu d’Urgell des de 'any 1973 fins el 2000,
disposats en pla i en forma semicircular, d’acord amb la idea que es tenia en
aquell moment de que la pega corresponia a una capa.

Casulla restaurada. Davant. Veure detall.
Fotografia: © Quico Ortega, CDMT.

Casulla restaurada. Espatlla. Veure detall.
Fotografia: © Quico Ortega, CDMT.
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En quin moment i en quines circumstancies aquesta casulla va arribar a la
Seu sén una incognita ja que les recerques realitzades a ’Arxiu de la Seu i en els
butlletins del Bisbat han resultat, fins el moment, infructuoses.

Malauradament, tampoc es conserva memoria oral que ens serveixi de
referéncia a I’hora d’intentar concretar una atribucié geografica i cronologica a
la peca, de manera que I’ Gnica informacié que disposem és, ara per ara, la que

Motiu principal. Grafic 1. Reconstrucci6 virtual del disseny.

Motiu dels cercles. Motiu de les estrelles.

Grafic 2. Grafic 3.
Motiu del pad. Detall de l'orla.
®
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Detall de I'orla en en una peca de la
Fundacio Abegg, (inv.nr.4866 u.a).
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Grafic 4.
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4 GOMEZ MORENO,
Manuel. Iglesias mozdrabes:

arte espariol de los siglos 1x-X1I.

Madrid: Centro de Estudios
histdricos, 1919.

The Cleveland Museum of Art,

(num.inv. 1996.2a). Sogdiana, s. VIII.

la mateixa pega ens aporta. Amb aquest objectiu s’ha fet 'estudi iconografic del
disseny del teixit aixi com l'estudi tecnic de les seves fibres, lligaments, tints i
forma com es va confeccionar. A partir d’aquestes dades se I’ha relacionat amb
altres peces similars a la recerca de parallels que ens ajudin a ubicar el seu
origen i datacio.

El disseny del teixit consta d’'un motiu tnic que es repeteix a I'ample i llarg
de la tela de forma continua i ordenada. Per la manera com aquest sestructura
el podem vincular a les denominades teles de pallia rotata*, pels seus motius
inserits dins d’amplis cercles, citades en els inventaris medievals. En aquest
cas es tracta de parelles d’aus, situades de perfil i dempeus sobre un pedestal.
Els cercles que les emmarquen son tangents i en els seus punts de contacte hi
ha medallons amb flors de quatre pétals cordiformes envoltats de petits discs
blancs similars a perles (grafic 1).

En interstici que es crea entre quatre cercles contigus hi ha un flor6 format
per vuit petals cordiformes dobles agrupats al voltant d’un medall6 similar al
que es troba a les tangents dels cercles principals (grafic 2). Entre els pétals hi ha
petits triangles, amb el vértex apuntant cap a 'exterior i amb la base orientada
cap el centre. Cada petal amb el seu adjacent perfila la linia del que en conjunt
defineix una estrella de vuit puntes (grafic 3).

Les aus tenen l'interior del cos decorat per petits cors i una filera de perles
ressegueix el seu perfil des del coll fins el final de la cua, que presenta una
decoracio escacada (grafic 4). En el cap de I'au es perfila I'ull i un curt bec, a
la cresta té tres brins acabats en una boleta. Les potes s’han representat d'una
manera molt esquematica en forma de mitja lluna. A 'al¢ada del coll i davant de
cada au s'aprecia una forma rectangular que pot ser una mena de cinta o xal.

DE CAPA A CASULLA: ELTEIXIT DE SANT ERMENGOL
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5 Autors que han estudiat Malgrat els elements fantastics de la decoracio, les caracteristiques generals
aquestes teles: VERHECKEN- " 4o 1y eng porten a identificar-la com un padé.

LAMMENS, Cris; DE MOOR, i , L .
Antoine; OVERLAET, Els cercles principals els configuren una doble circumferéncia concentrica
Bruno.; OTAVSKY, Karel; que crea una orla al voltant dels animals. El motiu d’aquesta orla és molt
SCHORTA, Regula. irregular i no presenta un patr6 definit. Per comparacié amb peces similars,
GGHCEHEIE{;[;E;?;’ ki pensem que es tracta d’una sanefa de cors imbricats treballada, pero, d’'una
Diccionario de los simbolos. manera poc elaborada.

Barcelona: Herder, 1988. Des del punt de vista estilistic, 'esquema ornamental de cercles que inclouen

en el seu interior animals —sols o en parella, de caracter real o fantastic—, és un
model que es troba sovint en les multiples produccions artistiques que provenen
de I’area de I'Orient mitja i de I’Asia central. En els teixits, la incorporacié d’aus
afrontades dins d’aquest format circular, és un motiu recurrent que trobem amb
diverses variants dins d’un conjunt de teixits datats avui en dia, per la majoria
d’especialistes, entre els segles viI-x i amb una atribuci6 geografica localitzada
en ’area citada.’

Les aus més representades son paons i faisans, vinculats simbolicament en les
mitologies orientals a ’harmonia cosmica®.

Cap disseny dels localitzats fins ara és exactament igual al del teixit que ens
ocupa, perd moltes d’aquestes peces comparteixen elements similars al teixit de
sant Ermengol:

® Les aus de tots aquest teixits reposen dempeus sobre peanyes que, a vegades,
s’han representat com un element vegetal similar a una palmeta i d’altres,
com un simple pedestal rectangular similar al del teixit de sant Ermengol

m totes les aus incorporen elements decoratius dins del seu cos,
m totes les aus porten cintes o xals nuats bé al coll, bé a les potes,
® les aus es situen de perfil, afrontades en parella o soles

u les aus es troben dins d'un emmarcament circular

® son part d’'un conjunt que repeteix el mateix esquema organitzat en cercles

Museu Sacro Vaticano, s. VI-Vil. Museu Sacro Vaticano, s. VI.
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7 Ramon II de Ribagorga
aconsegueix 'any 956 diocesi
propia per Roda d’Isavena
independitzant-se de la
diocesi de la Seu d’Urgell.

8 SALADRIGAS, Silvia.
Informe historic i técnic de

la casulla de sant Ermengol.
Centre de Documentacio i

Museu Téxtil, 2012.

Estuc del s. vi, palau de Ctesifont
(avui dia actual Irak).

Teixit de seda. Persia, s. X-XI, conservat a la catedral de Roda d'Isavena.

La decoraci6 de la cua del pa¢ en el teixit de sant Ermengol, per la seva forma
arrodonida i la seva decoracio escacada, es pot relacionar amb les cues d’un
altre animal de tradicié persa sassanida com és el senmurv, bestia fantastica
confluéncia d’esquirol-au-gos, amb antecedents a Assiria i Babilonia.

Per la seva banda la decoraci6 perlada i els petals en forma de cor
(cordiformes) son elements recurrents dins del repertori decoratiu dels teixits
perses del mateix periode i es poden observar també sobre altre tipus de suport,
com en el cas de la série de decoracions estucades trobades a Taq-i-Bustan, o
sobre elements de tipus metallic.

Dos teixits, actualment conservats a la catedral de Roda d’Isavena, (Osca),
presenten caracteristiques técniques i formals similars a la casulla de sant
Ermengol. Recordem que Roda depenia de la diocesi d’Urgell fins 'any 9567 en
que aconsegueix diocesi propia. Aquest fet historic, afegit a la similitud técnica
i estilistica de les peces, obra una possible via d’estudi sobre la manera de com
va arribar el teixit de sant Ermengol a la Seu d’Urgell. Cal destacar també que,
a Roda d’Isavena, es conserva la casulla del bisbe san Ramoén del Monte, de la
mateixa tipologia que la que aqui estudiem, pero datada, a dia d’avui, en una
cronologia posterior a la que nosaltres proposem per la peca de la Seu.

Un altre teixit, també procedent de Roda, conservat a I'Institut Valencia de
Don Juan (Madrid), presenta gran similitud iconografica amb tota la seérie de
teixits fins ara citats. Potser un estudi detallat de les peces de Roda d’Isavena
podria aportar dades interessants a les peces de la Seu d’Urgell.

Lestudi tecnic del teixit® indica que es tracta d’un teixit llavorat, treballat en
técnica de samit (2el), en sentit S, de 4 trames llangades, 1 d’elles interrompuda.
Lordit de lligadura de la decoraci6 i I'ordit de base, en relacié (1/2) sén de seda
(lleugera torsi6 Z), aixi com també les diferents trames, aquestes, sense torsio
aparent.

Els seus colors es troben actualment molt degradats i mostren 2 tons de
marrd, 1 to blau verdds i 1 to ivori. analisi de colorants’ indica la preséncia de
indi, roja, fustet i madera de brasil.

Sudari de seda amb medallons. Persia, s. x-XI, catedral
de Roda d’'lsavena.
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9 ARTEAGA, Angelay
SANZ, Estrella. Andlisis de los
colorantes naturales presentes
en la casulla de sant Ermengol
procedente del Museu Diocesa
de la Seu d’Urgell. Instituto
del Patrimonio Cultural de
Espafia, 2012.

10 Veure nota 4.

11 MARTINIROS, R.M.
Catalunya Romanica,

vol. XXIII. Barcelona:
Enciclopédia Catalana, 1988.
12 Com a “casulles de
campana” podem citar:
casulla del papa san Marco,
abadia de sant Salvatore
(Siena-Italia), s. x; casulla de
sant Albui, Museu Diocesa
de Brixen (Alemanya),

s. x1; casulla de sant Vital,
Fundacié Abegg-Stiftung
(Riggisberg-Suissa), s. X1;
casulla de sant Ramon del
Monte, Museu de Roda
d’Isabena), s. X11, entre
d’altres.

Aquestes caracteristiques técniques i de colorants les trobem també en peces
de I’Asia central,’” amb les que la casulla de sant Ermengol té més afinitats que
no pas amb les peces andalusines del s. x11 amb la que se I’havia vinculat fins el
moment'.

En quant a la seva confeccio, I'estudi ha aportat dades molt interessants. Ja
hem comentat que en un principi es pensava que la peca era una capa. Un cop
retirada del suport en pla en que va arribar, es van evidenciar marques i talls
que indicaven l’escot i el coll d’una casulla. Cexisténcia d’altres peces similars
conservades'” i les representacions pictoriques i escultoriques datades entre els
segles x-x11 mostren que durant aquells segles la casulla era un mantell llarg i
ample, sense manigues, que sovint arribava fins els peus, a la manera d’'una capa
rodona, tancada pel davant i amb només un forat per on passar el cap. Aquest
model de casulla, denominada “casulla de campana”, per la seva forma conica,
és totalment diferent de la casulla que a partir del segle xv va passar a ser d’us
habitual, de mida més curta i retallada en els laterals per facilitar la llibertat de
moviments al sacerdot, que és la que avui en dia coneixem.

La casulla, un cop restaurada, mesura 147 cm d’alt X 303 cm de perimetre.

Es va confeccionar a partir d’un unic teixit del que es van tallar les tres peces
principals que li donen forma.

A partir de la reproducci6 en paper a mida real del teixit hem pogut deduir el
patrd de la pega i hem pogut establir que les mides minimes del teixit que va servir
per a confeccionar la casulla eren de 177 cm d’ample (sentit trama i sense cap
costura) per 213 cm de llarg (sentit ordit), tal com s’indica en els grafics 5, 61 7.

Una errada en el disseny del motiu, que en la casulla ja acabada es localitza en
diferents llocs de la pega, confirma la forma en que es va teixir i posteriorment
confeccionar.

Teixit del s. X procedent de Roda d’Isavena, Instituto Valencia de Don Juan.
(ndm.inv.2071).
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13 Malgrat tractar-se d’un
ample considerable no ens
trobem davant d’un cas
unic. Com altres peces amb
ample similars podem citar:
drap blau de san Zoilo,
Carrién de los Condes

(271 cm), BORREGO, P,
SALADRIGAS, S., en prensa;
casulla de sant Bernat de
Claravall, Brauweiler (253
cm), VIAL, G. Butlletin

de liaison du CIETA, v.17,
1963; casulla del bisbe
Ramoén d’Escales, catedral
de Barcelona, (es cita que

té aproximadament 200

cm d’ample en una sola
peca) TOMAS, P., VIAL, G.
Butlletin de liaison du CIETA,
v.18, 1963.

Lample de la tela en sentit trama, indica que el teler on es va teixir era com a

minim, ja que no s’han conservat els voravius, de 177 cm. Aquesta és una mida
considerable per a un teler d’aquella época i vincula la peca a una série de teixits
excepcionals per les seves dimensions".

Aixi doncs, a partir de I'estudi de la casulla i dels parallels localitzats, podem

concloure que:

® 'anomenada fins ara “capa de sant Ermengol”, és en realitat una casulla,

® que va ser confeccionada amb una tela teixida, molt probablement en un
taller secundari per la manera poc elaborada i molt simplificada del disseny;,
en algun indret de I’Asia Central, i no de '’Al-Andalus com fins ara es creia,

® que la seva cronologia, es pot establir, a falta de proves més concloents,
entre els segles vIII-x, endarrerint aixi la cronologia fins ara proposada dels
segles x1-x11,

® que els seus colors originals eren el vermell, el verd i I'ivori i que s’han anat
degradant amb el pas del temps, fins arribar a la coloracié actual

m que pel seu estat de degradacio i la disposicié de les taques que té, és molt
probable que fos utilitzat per embolcallar un difunt.

B que potser, i aquesta és una possibilitat encara per treballar, té relacié amb
les peces conservades a la catedral de Roda d’Isavena.

Al nostre pais es conserven poques peces amb aquestes caracteristiques, fet
que converteix aquesta casulla en un exemplar de gran rellevancia dins del
patrimoni textil catala. e

or

@_
S h"{,) = -

o
=

———=
,_':__ —t

Bisbes amb casulla. Actes del Concili de Jaca, s. XiI (arxiu catedral de Jaca).

DE CAPA A CASULLA: ELTEIXIT DE SANT ERMENGOL

7







ILLUSTRATION 5. THE FABRIC BEFORE IT WAS CUT TO MAKE THE CHASUBLE.
Grafic 5. Teixit abans de ser tallat per confeccionar la casulla.
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ILLUSTRATION 6. ORIENTATION OF THE PATTERN WITH THE PIECE COMPLETED AND LAID FLAT.
Grafic 6. Orientacié del disseny amb la peca confeccionada i en pla.

Datatéxtil 28 FROM CAPE TO CHASUBLE: THE FABRIC OF ST ERMENGOL
DE CAPA A CASULLA: ELTEIXIT DE SANT ERMENGOL








ILLUSTRATION 7. FRONT AND BACK OF THE FINISHED CHASUBLE.
Grafic 7. Davant i espatlla de la casulla ja acabada.
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CHASUBLE AFTER RESTORATION: DETAIL OF THE BACK. Photo / Foto: © Quico Ortega, CDMT
Casulla restaurada. Detall de I'esquena.
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CHASUBLE AFTER RESTORATION: DETAIL OF THE FRONT. Photo / Foto: © Quico Ortega, CDMT
Casulla restaurada. Detall del davant.
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PEACOCKS AND PHEASANTS, ASSOCIATED IN EASTERN MYTHOLOGIES WITH COSMIC HARMONY.
Paons i faisans vinculats simbolicament en les mitologies orientals a I'harmonia cosmica.

Abegg Foundation (inv. n° 4866 u.a) 6th-8th centuries. Museum of Xinjiang, Tang dinasty, 7th century. Abegg Foundation (inv. n® 4864s) 6th-8th centuries.
Fundaci6 Abegg, (inv.nr.4866 u.a). s. VI-VIil. Museu de Xinjiang, dinastia Tang, segle Vil. Fundacié Abegg, (inv.nr.4864a). s. VI-Viil.
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SIMURGH.
Senmurv. Victoria & Albert Museum, s. VI-VII.
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EXHIBITION: CALICOES, 1736-1847. THE ORIGINS OF INDUSTRIAL BARCELONA, AT SALO DEL TINELL, BARCELONA Photos / Fotos: © Andrea Manenti
Exposicié “Indianes, 1736-1847. Els origens de la Barcelona industrial”, al sal6 del Tinell de Barcelona.
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NUMBER OF CALICO AND PAINTED FABRIC FACTORIES IN CATALONIA, 1784 Author / Autor: Alex Séanchez
Nombre de fabriques d'indianes i llencos pintats a Catalunya, 1784 Graphic / Grafica: Andrea Manenti
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COTTON PRINTING FACTORIES IN BARCELONA, 1786
Fabriques d'estampats a Barcelona, 1786
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Author / Autor: Alex Sanchez
Graphic / Grafica: Andrea Manenti

SPINNING, WEAVING AND PRINTING FACTORIES IN BARCELONA, 1829
Fabriques de filats, teixits i estampats a Barcelona, 1829
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SPINNING, WEAVING AND PRINTING FACTORIES IN BARCELONA, 1842 Author / Autor: Alex Sanchez
Fabriques de filats, teixits i estampats a Barcelona, 1842 Graphic / Grafica: Andrea Manenti
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ALLEGORY OF THE INDUSTRY. DETAIL. CDMT 17004. Photo / Foto: © Quico Ortega, CDMT
Al-legoria de la indUstria. Detall. CDMT 17004.
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FLORAL CALICOE. DETAIL. MTIB-22.071.
Indiana motius florals. Detall. MTIB-22.071.

Datatéxtil 28 THE CALICOES AND THE ORIGINS OF INDUSTRIAL BARCELONA, 1736-1847
LES INDIANES | ELS ORIGENS DE LA BARCELONA INDUSTRIAL, 1736-1847










HANDKERCHIEF FROM THE FACTORY OWNED BY ERASME DE GONIMA IN 1790'S. MEPM 10.640. Museu de I'Estampaci6 de Premia de Mar 10649.
Detall del mocador de la fabrica barcelonina d’'Erasme de Gonima, de la década de 1790, amb evocaci6 de la Guerra Gran. MEPM 10.640. Photo / Foto: © Esther de Prades Maria
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1 Agusti DURANI
SEMPERE va fer una
ressenya d’aquesta exposicio
a Barcelona. Divulgacion
Historica. Tomo I, 1945, pp.
164-166.

2 D’aquesta exposicid es va
publicar un cataleg: Indianes,
estampats, Museu d’Historia
de Sabadell, 2007.

Les indianes i els origens
de la Barcelona industrial, 1736-1847

Per ALEX SANCHEZ
(Universitat de Barcelona)

Entre els mesos de maig de 2012 i marg de 2013, el salé del Tinell de
Barcelona va acollir una exposicid, organitzada pel Museu d’Historia de
Barcelona (MUHBA) i de la qual vaig tenir I’honor de ser-ne comissari, que,
sota el titol “Indianes, 1736-1847. Els origens de la Barcelona industrial”, mostrava
la contribucié d’aquests teixits de cot6 estampats al creixement economicia la
transformaci6 urbanistica de la ciutat. Una exposicid, I'objectiu principal de la
qual era explicar, de forma visual i grafica, el que van representar les indianes, i
la manufactura cotonera en general, en la historia de Barcelona.

Si bé no es pot considerar, en sentit estricte, la primera exposicio feta a
Catalunya sobre les indianes, si es pot afirmar que es tracta de la més ambiciosa,
tant pel seu plantejament tematic com per I’abast cronologic. Els escassos
precedents de que tenim noticia, com l'organitzada pel Fomento de las Artes
Decorativas al Poble Espanyol de Barcelona I’any 1944' o la molt interessant
que, sota el titol Indianes, estampats, va organitzar, I'any 2007, el Museu
d’Historia de Sabadell per mostrar la colleccid de teixits estampats conservats
en els seus fons?, se centraven sobre tot en les propies teles i pretenien oferir

una explicacio, historicament contextualitzada, de com es feien i per a que
sutilitzaven. Aquesta exposici6 ha tingut un enfocament diferent. Partia,
evidentment, del que eren les indianes, pero el que intentava era explicar perque
i com el desenvolupament de la seva manufactura a Barcelona va convertir-

se en el punt de partida del procés d’industrialitzacié del Principat i, molt
especialment, de la seva capital. En definitiva, mostrar que les indianes van ser
les teles de la nostra revolucid industrial.

Mocador produit a la fabrica
d'Erasme de Gonima i Passarell
a la década de 1790 (Museu de
|'Estampacié de Premia de Mar
10640). Foto: Esther de Prades.
Veure detall.
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3 Alex SANCHEZ (Coord.),
La indiistria de les indianes

a Barcelona, 1730-1850,
Barcelona. Quaderns
d’Historia, n° 17, Arxiu
Historic de la Ciutat,
Ajuntament de Barcelona,
Barcelona, 2011.

4 Una relacid, feta per ordre
cronologic, dels treballs

meés importants sobre la
inddstria de les indianes
barcelonina publicats des de
1974 és la seglient: Ramon
GRAU i Marina LOPEZ,
“Empresari i capitalista a

la manufactura catalana

del segle xvi1. Introduccié
al’estudi de les fabriques
d’indianes”, Recerques,

n° 4, 1974, pp. 19-57, Alex
SANCHEZ, “La eradela
manufactura algodonera

en Barcelona, 1736-1839,
Estudios de Historia Social, n°
48-49, 1989, pp. 65-114, Alex
SANCHEZ, “Lestructura
comercial d’una fabrica
d’indianes barcelonina:

Joan Rull i Cia (1790-1821)”,
Recerques, 22, 1989, pp.
9-24, James THOMSON,
“Els origens de la industria
d’indianes a Barcelona”, a
La industria d’indianes a

la Barcelona del segle xv1ir,
L'Aveng, Barcelona, 1990, pp.
7-59, Jordi NADAL, “Sobre
Pentitat de la indianeria
barcelonina del set-cents.
Nota suggerida per la lectura
d’un article d’Alexandre
Sanchez”, Recerques, 24, 1991,
pp- 181-185, Alex SANCHEZ,
“La indianeria catalana:
smito o realidad?”, Revista
de Historia Industrial, n°

1, 1992, pp. 213-232, James
THOMSON, Els origens

de la industrialitzacié

a Catalunya. El coté a
Barcelona, 1728-1832.
Edicions 62, Barcelona, 1994,
pp- 62-129. Alex SANCHEZ,
“Crisis econdmica y
respuesta empresarial. Los
inicios del sistema fabril

en la industria algodonera
catalana, 1797-1839”, Revista
de Historia Econémica,
XVIII, ne 3, 2000, p. 485-
523, Alex SANCHEZ, “Les

Lorigen d’aquesta exposicié és un projecte, en el que han col-laborat el Museu
d’Historia de Barcelona i PArxiu Historic de la Ciutat de Barcelona, que va
tenir el seu punt de partida en el curs que, sota el titol de La indiistria de

les indianes a Barcelona, 1730-1850, va organitzar el Seminari d'Historia de
Barcelona de I’Arxiu Historic de la Ciutat entre octubre de 2010 i febrer de 2011°.
Aquest curs volia donar a coneixer els importants avengos que en el terreny de
la investigacio sobre la industria de les indianes s’han produit en els darrers
vint-i-cinc anys, gracies a un conjunt d’especialistes que des de diferents camps
—la historia, 'economia, I'art, 'arquitectura, la tecnologia o I'arxivistica- han
contribuit a descobrir noves fonts documentals i a millorar el coneixement i la
interpretacid del nostre passat industrial®. Era la primera vegada que la historia
d’aquesta industria es convertia, a casa nostra, en objecte d'una aproximacioé
global i aix0 va portar a veure la conveniéncia d’oferir, en forma d’exposicio,
els resultats cientifics del curs, per mostrar al conjunt de la ciutadania la
importancia que va tenir aquesta industria en la historia de Barcelona’.

El resultat ha estat una exposicié que, al reunir un conjunt de 124 peces
procedents de diversos museus, institucions i entitats publiques i privades,
constitueix la mostra més important exposada mai a Catalunya, i probablement
a Europa, sobre el tema. Aquest caracter unic no li ve donat tant pel volum
de peces exhibides com per la seva varietat. En I'exposicié s’han pogut veure
teles, vestits i mobles, perod també llibres, opuscles, documents, pintures,
retrats, gravats, mapes, planols, ceramiques i maquines. Tot degudament
contextualitzat i explicat no sols pels textos, siné també per un important
suport estadistic, grafic i audiovisual.

La possibilitat de reunir una quantitat de peces com aquesta és en si mateixa
una prova de la vitalitat que va tenir la nostra manufactura d’indianes. La
importancia d’una activitat economica en un territori determinat es pot

les indianes a Barcelona,
1730-1850, Barcelona.
Quaderns d’Historia, n° 17,
Arxiu Historic de la Ciutat,
Ajuntament de Barcelona,
Barcelona, 2011, Alex
SANCHEZ, “Els origens de
la industrialitzacid, 1750-
1832, dins Jordi NADAL,
Josep M* BENAUL i Carles
SUDRIA (Dirs.), Atles

bergadanes i les primeres
maquines de filar”, dins Jordi
MALUQUER DE MOTES
(dir.), Técnics i tecnologia
en el desenvolupament de la
Catalunya contemporania,
Enciclopedia Catalana,
Barcelona, 2000, pp.161-
175, James THOMSON,
“Transferencia tecnoldgica
en la industria algodonera

catalana: de las indianas

a la selfactina”, Revista de
Historia Industrial, n° 24,
2003, p. 13-50, Francesc
VALLS, La Catalunya
atlantica. Aiguardent i teixits
a larrencada industrial
catalana, Vic, Eumo,

2004, James THOMSON,
“Explaining the take-

off of the Catalan cotton
industry”, Economic History
Review, LVIII, 4, 2005, pp.
701-735, Alex SANCHEZ
(Coord.), La industria de

de la industrialitzacié de
Catalunya, 1750-2010, Vicens
Vives, Barcelona, 2012,

pp- 11-53.

5 El projecte inclou també
un Itinerari, dissenyat i
dirigit per Jaume Artigues,
que, sota el titol La ciutat de
les indianes. Barri de Sant
Pere, identifica i ubica sobre el
planol de Barcelona les restes
que avui perduren de les
antigues fabriques d’indianes
en el barri que fou bressol de
la nova manufactura.

LES INDIANES | ELS ORIGENS DE LA BARCELONA INDUSTRIAL, 1736-1847

2





Datatextil 28

6 Que el Museu de
I’Estampacio estigui ubicat

a Premia de Marinoa
Barcelona, que era el veritable
centre d’aquesta activitat
manufacturera, sexplica

per raons que tenen a veure
tant amb la iniciativa i
lesfor¢ personal dels seus
creadors com en la rellevancia
industrial tardana (segle xx)
d’aquesta poblacié marinera
propera a la ciutat comtal.

De fet, dins de la, en molts
aspectes espléndida, xarxa

de museus industrials de
Catalunya, hom troba a

faltar un museu que posi de
manifest ’estreta relacié entre
Barcelona i la industria del
coto.

mesurar també per les restes materials i documentals que ha deixat i que
s’han conservat en arxius i museus. En aquest sentit, Barcelona és una ciutat
privilegiada ja que disposa d’un dels millors fons documentals que existeixen
a Europa sobre el tema de les indianes. Catalunya és, d’altra banda, una de les
poques regions del continent que té un museu dedicat a aquesta manufactura:
el Museu de ’Estampacio de Premia de Mar®. Que l'altre gran museu existent a
Europa sobre el mén de les indianes sigui el Musée de I'Tmpression sur Etoffes
de Mulhouse no és una casualitat. Reflexa la importancia historica de les seves
manufactures cotoneres i el lideratge industrial que totes dues ciutats han
exercit a nivell regional. No en va es poden considerar dos dels principals
centres manufacturers d’Europa.

Tot aquest conjunt material i documental estava organitzat en quatre grans
ambits i catorze subambits, que estructuraven el discurs expositiu de la mostra.
Una estructura recolzada sobre un enfocament tematic, perd que no perdia de
vista en cap moment la perspectiva cronologica, i un discurs que tenia molt
present l'estreta interrelaci6 entre Barcelona i Catalunya i que incorporava
la comparacid internacional per mostrar en tot moment el lloc que ocupava
Barcelona a nivell europeu.

El primer, titulat D'empori mercantil a ciutat manufacturera. Barcelona al
segle xviI1, mostrava quan, com i perque surt a Barcelona la manufactura
d’indianes. El que ressaltava aquest ambit és que el caracter comercial i la
tradicio artesanal de la ciutat, heréncia del passat, van ser els factors claus que
permeten entendre que Barcelona es convertis, a finals del segle xv11 i principis
del xv111, en un important mercat per als nous teixits estampats asiatics que,

a través de la ruta mediterrania que arrancava de ciutats com Alep i Esmirna,
les anomenades Escales de Llevant, arribaven als ports de Marsella i Liorna i
d’aqui a la capital catalana, i que aquesta fora capag, a partir de la creacié de les
primers fabriques d’indianes, entre 1736 i 1738, de convertir-se en un destacat
centre productor.

Indiana amb representacions de Montserrat i el Pont del Diable de Martorell. Percala.
Cot6 estampat. Catalunya 1840. CDMT 7416. © Quico Ortega, CDMT.

Al-legoria de la industria. Percala. Coté estampat amb
corrons de coure. Ctalunya, mitjans del segle xix. CDMT.
17004. © Quico Ortega, CDMT. Veure detall.
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Indiana amb motius florals. Glassilla.
Coto estampat amb motlle de bac.
Catalunya 1760-1770. Museu Textil i
de la Indumentaria-DHUB.
MTIB-22.071. Veure detall.

El segon ambit estava centrat en el producte en si i intentava explicar el que
eren les indianes. Sota el titol de Lart de fer indianes, es mostrava tant el procés
técnic de produccid i els usos —vestuari i decoracié— a que es destinaven les
teles de cotd estampades, com el tipus d’empreses -les fabriques d’indianes—
que les produien i els agents socials —empresaris i treballadors— que les van
impulsar. En aquest darrer sentit, 'exposicié posava de manifest el caracter
predominantment urba i barceloni que va tenir la manufactura d’indianes a
Catalunya, aixi com la important dimensio institucional que va assolir, ja que
va estimular la creacid de les primeres organitzacions empresarials catalanes,
origen de 'actual Foment del Treball Nacional, aixi com d’algunes de les
principals escoles de la Junta de Comerg, bressol de la formaci6 professional al
Principat.

En el tercer ambit, titulat De I'estampacio a la filatura. Innovacié tecnologica i
modernitzacié industrial, sexplicava el procés que va portar de la manufactura
d’indianes del set-cents a la moderna industria cotonera del vuit-cents, aixi
com els factors que ho van fer possible. Lexcepcional dimensié que va assolir
la manufactura barcelonina a finals del segle xv111, recolzat en bona mesura
en l'estampacio de teles de lli importades del nord d’Europa per ser venudes
en el mercat america, crea les condiciones necessaries per encarar un procés
de modernitzacid, que va tenir en la mecanitzacio de la filatura el seu principal
motor impulsor, i de fer-ho, a més, en uns moments molts dificils degut a la
greu crisi que, provocada per la Guerra del Frances, la perdua de les colonies i la
revoluci6 liberal, va viure el pais en el primer ter¢ del segle x1x.

El quart ambit abordava I'impacte que sobre la ciutat de Barcelona va tenir
el desenvolupament de la industria cotonera. De la ciutat manufacturera a la
ciutat industrial és el titol d’aquest darrer espai de l'exposicié que mostrava, en
primer lloc, el naixement dels primers barris fabrils —Sant Pere i el Raval- fruit
de 'expansié de les fabriques d’indianes i les polémiques que es generaren a
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la ciutat, a finals del segle xv111, sobre les conseqiiéncies d’aquest creixement
manufacturer, i, en segon lloc, com la modernitzaci6 industrial de la primera
meitat del segle x1x va transformar l'espai urba, al temps que impulsava també
I'aparici6 dels pobles fabrils del Pla de Barcelona i plantejava la necessitat de
I'enderroc de les muralles per fer realitat 'eixamplament il-limitat de la ciutat.

Lexposicio es tancava amb un epileg que, sota el titol “El nostre enginy, el
nostre cot; la nostra llangadora”, frase apareguda en un article publicat en el
diari El Vapor de Barcelona el 1834, intentava situar quines van ser les claus
que expliquen per queé el procés de modernitzacié industrial iniciat a finals del
segle xv111 va poder superar la crisi de ’Antic Régim fent possible I'aparicio
de la Barcelona industrial contemporania. Si traduim enginy per creativitat,
cor per treball i llancadora per tradicié o heréncia manufacturera, tindrem els
factors claus que van permetre als nostres avantpassats enfrontar les dificultats
del moment i encarar el futur.

En definitiva, 'exposici6 del Tinell oferia una visi6 general del que va ser i
del que va significar per a Barcelona el desenvolupament de la manufactura
de les indianes. Una visié que ha permés entendre per que va sortit a la capital
catalana una manufactura d’aquest mena, com va ser capa¢ d’impulsar
l'aparici6 de la industria cotonera moderna i de quina forma va contribuir a
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Bagul. Museu de Pedralbes.
Foto: Arxiu MUHBA - Pep Parer.
MMP-115.094.

transformar I'espai urba i a configurar un nou tipus de ciutat. I fer-ho, a més,
en condicions dificils, obligada a enfrontar crisis molt dures que podrien
perfectament haver significat la seva desaparicio, abocant Barcelona a un
procés de desindustrialitzacid, com el que es va donar en moltes ciutats
manufactures europees en les primeres decades del segle x1x. Per aixo,
I'exposicid ha tingut també la virtut de ser oportuna, i no tant perque les teles
estampades, gracies a redescobriment de les Toiles de Jouy, tornen a estar

de moda, sind sobretot perque ens ha ofert, partir de 'experiéncia historica,
elements de reflexio sobre les dificultats que pateix el nostre teixit industrial
en la crisis actual. ®
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EXHIBITION: CALICOES, 1736-1847. THE ORIGINS OF INDUSTRIAL BARCELONA, AT SALO DEL TINELL, BARCELONA Photos / Fotos: © Andrea Manenti
Exposicié “Indianes, 1736-1847. Els origens de la Barcelona industrial”, al sal6 del Tinell de Barcelona.
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NUMBER OF CALICO AND PAINTED FABRIC FACTORIES IN CATALONIA, 1784 Author / Autor: Alex Séanchez
Nombre de fabriques d'indianes i llencos pintats a Catalunya, 1784 Graphic / Grafica: Andrea Manenti
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COTTON PRINTING FACTORIES IN BARCELONA, 1786
Fabriques d'estampats a Barcelona, 1786
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Author / Autor: Alex Sanchez
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SPINNING, WEAVING AND PRINTING FACTORIES IN BARCELONA, 1829
Fabriques de filats, teixits i estampats a Barcelona, 1829
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SPINNING, WEAVING AND PRINTING FACTORIES IN BARCELONA, 1842 Author / Autor: Alex Sanchez
Fabriques de filats, teixits i estampats a Barcelona, 1842 Graphic / Grafica: Andrea Manenti
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FLORAL CALICOE. DETAIL. MTIB-22.071.
Indiana motius florals. Detall. MTIB-22.071.
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HANDKERCHIEF FROM THE FACTORY OWNED BY ERASME DE GONIMA IN 1790'S. MEPM 10.640. Museu de I'Estampaci6 de Premia de Mar 10649.
Detall del mocador de la fabrica barcelonina d’'Erasme de Gonima, de la década de 1790, amb evocaci6 de la Guerra Gran. MEPM 10.640. Photo / Foto: © Esther de Prades Maria
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ALLEGORY OF THE INDUSTRY. DETAIL. CDMT 17004. Photo / Foto: © Quico Ortega, CDMT
Al-legoria de la indUstria. Detall. CDMT 17004.
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IMAGE 7. "RET-FI” CUFF DECORATED WITH THE “BARCA” MOTIF. DETAIL. MUSEU D'ARENYS DE MAR, INV. 655.
Imatge 7. Punys de ret fiamb el motiu de la barca. Museu d'Arenys de Mar, nim d'inventari 655. Detall
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IMAGE 9. “RET FI” HANDKERCHIEF WITH THE BELL TOWER (CAMPANAR) OF SAINT ISCLE MOTIF. NURIA MAROT, 1998. MUSEU D'ARENYS DE MAR, INV. 1821.
Imatge 9. Mocador de ret fiamb el motiu del campanar de Sant Iscle. Nuria Marot, 1998. Museu d'Arenys de Mar, nim. inventari 1821.
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| ELLES ESCABELLADES VORA EL MAR

Centre Artesania Catalunya, Banys Nous, 10.
Barcelona 16 de marg¢ - 19 de maig de 2013

Amb aquest suggerent titol, Guillem Pou va presentar la seva colleccié de moda
femenina en una desfilada que es va celebrar el dissabte 28 d’abril de 2013 al
Port d’Arenys de Mar, dins els actes de la 25a. Diada de la Puntaire. Gairebé un
any després, tenim una nova oportunitat de veure-la de nou al Centre Artesania
Catalunya, c. Banys Nous, 10 de Barcelona del 16 de marg al 19 de maig. Una
colleccid, tal com diu l'autor, inspirada en la dona mediterrania. Una dona forta
des dels inicis de la historia i de la llegenda, valenta, amb empenta, treballadora,
amb carn damunt de l'esquelet ben posat, de pell fosca, estimada pel sol.

Guillem Pou va rebre 'encarrec de I’Ajuntament d’Arenys de Mar que
unicament va posar una condicid: calia utilitzar punta artesana realitzada per
puntaires d’Arenys de Mar. Es en aquesta utilitzacié de la punta artesana on
hem de reconeixer la genialitat d’aquest jove creador. Davant la imatge classica
de flors, lleugereses i transparéncies que tenim de la punta, en Guillem Pou
ha utilitzat un altre llenguatge amb puntes trenades amb forma de punxa o
arrodonides, altres estampades sobre la roba fer realitzar roba esportiva plena
de colors. Una lectura fresca i innovadora d’un producte malhauradament molt
estereotipat.

La collecci6 que va presentar Guillem Pou era decididament classica, formes
pures i simples, colors neutres: blanc i negre, inspirada en els looks de la imatges
de les dones als anys 50 del segle xx. Teixits organics i naturals: cotd i lli per
aconseguir aquest efecte de roba resistent i sense artificis. Tot esta molt mesurat
en la proposta d’en Guillem: la cultura mediterrania, la dona forta enfront de les
figures languides que proposen altres dissenyadors, la naturalitat... Pero també
es permet una aposta trencadora, un estampat realitzat a partir d’'una fotografia
de les puntes que han realitzat les puntaires arenyenques sobre un fons blau com
la nostra mar amb tocs d’or, un punt de color a la proposta del blanc i negre
com a principals colors.

Lexposici6 és una mostra d’aquest dialeg dificil, pero no impossible, entre el
disseny de moda i l’'artesania que ha donat lloc a uns vestits, abrics, pantalons,
faldilles, cossos... que podem contemplar en I'exposici6. Part important d’aquest
dialeg és veure els processos de creacio i de realitzacié: el disseny de moda i
'artesania de les puntes. Al costat del dibuixos d’en Guillem i les seves fonts
d’inspiracié es poden veure els patrons, fragments de punta, el coixi amb la
punta realitzada... models utilitzats per les puntaires d’Arenys de Mar per
realitzar els metres de punta necessaris per aplicar als vestits. Lexposici6 es
completa amb el video de la desfilada de moda realitzat per Radio Arenys i
fotografies d’Alex Paricio.

I elles escabellades vora el mar és una exposicio i un projecte que uneix
diverses sensibilitats, fruit de la col-laboracié de moltes persones que van
participar en el projecte original: dissenyador, puntaires, patronistes, cosidores...
per fer realitat un colleccié que és un homenatge a la nostra cultura. m










Datatéxtil 28

Novedades editoriales y noticias

TEXTILES. THE ART OF MANKIND
Mary Schoeser, Andrew Bolton, Solve Sundsbo et alii.

Thames & Hudson, London 2012
ISBN: 978-0-500-51645-4

“El consumidor-conocedor es una parte muy importante del renacimiento actual
de las artes textiles. Mi deseo es que este libro contribuya a dicho conocimiento,
sobre todo en el sentido de cémo mirar los textiles —o, mejor, cémo mirarlos y verlos
realmente’.

Propésito nada banal, por tanto, el que firma la autora en su texto de presenta-
cion de un libro que seduce por su aspecto fisico —cubierta con aspecto de broca-
do, ilustracion lujosa- la vez que inspira respeto por su mas que notable volumen.

El contenido que sigue responde a seis conceptos a través de los cuales Schoe-
ser evoca la creacion textil en su conjunto estético, cronoldgico, geografico y
tecnoldgico: impacto, ingredientes, estructura, superficie, dimensiones aniadidas,
imdgenes. Bajo estos enunciados la autora deja fluir sus ingentes conocimientos
y no pocas reflexiones fruto de su larga relacion con artistas, investigadores, co-
leccionistas y museos de todo el mundo con los que comparte su pasion por este
medio de expresion que llamamos textil. Es imposible en una resefia necesaria-
mente breve dar cuenta del contenido de esta obra, atipica en todos los sentidos,
que se asemeja mas a una conversacion que a una obra académica y sin embargo
tiene una contundente solidez.

Cada capitulo viene precedido por un texto relativamente corto que da paso
a una exposicion conceptual tras la cual se suceden decenas de imagenes de
creaciones textiles de diversas épocas y contextos culturales que traducen y
confirman visualmente las consideraciones de la autora. En “Impacto” analiza el
contexto, el vocabulario visual y el color; en “Ingredientes”, el proceso de ma-
nipulacién que permite transformar la materia prima en tejido (es decir, inven-
cion, intencidn y alquimia), en “Superficie” los hilos, las puntadas, la pintura y el
estampado; en “Dimensiones afadidas” todo aquello que la tela puede comuni-
car, la herencia que lleva impresa y también como puede conducirnos a mundos
imaginarios. Y finalmente, en “Imagenes” -lo que, en principio, vemos en una
tela, aunque solo sea uno de sus multiples aspectos-, la identidad, la narrativa y
las referencias de tiempo y lugar.

Pero no esperen un tratado de tejidos. Tampoco un libro de consulta ni una
narracion que pueda leerse de corrido. Es un texto que debe tomarse y dejarse,
saboreandolo poco a poco y dandose tiempo para interiorizar uno mismo cada
una de sus digresiones. Hay que dejarse llevar para ir descubriendo el arte a
través de la filosofia, la creacion a través de la quimica, la historia a través de la
técnica y un repertorio inimaginable de objetos textiles de todos los tiempos que
muestran, efectivamente, que el textil es un arte de la humanidad.

Schoeser comenta en algun momento que el valor artistico de un objeto
depende, entre otras cosas, de la actitud de quien lo posee ~podriamos decir de
quien lo mira, puesto que la contemplacion es una forma de posesién. En esta
obra magnifica, ella ofrece al lector su mirada apasionada y su vastisimo cono-
cimiento -léase posesion- de algo que la humanidad ha compartido, comparte
y seguramente seguird compartiendo por mucho tiempo: el entrelazo de unas
fibras entre las que siempre se cuelan nuestras propias quimeras. m
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DEL TREBALL ANONIM
A L ETIQUETA

Modistes | context secial a la Catalunya del seqle XIX
FRGLEG B MIREIA (RETKA

1 Dolors Monserda, entre els
molts texts que fan referéncia
a la problematica de la dona
treballadora, va escriure la
novella La Fabricanta, que
descriu les condicions de la
dona en el moén laboral fabril
de la Barcelona de la meitat
del segle x1x, especialment de
la dona empresaria. Aquest
llibre ha estat reeditat pel
Museu de ’Estampacié de
Premia de Mar, el 2008.
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DELTREBALL ANONIM A LETIQUETA.
MODISTES | CONTEXT SOCIAL A LA CATALUNYA DEL SEGLE XIX

Laura Casal-Valls

Ed. Duxelm, Barcelona, 2012
ISBN 978-84-939650-6-8
Amb un proleg de Mireia Freixa. Barcelona: Duxelm.

El llibre que ressenyem constitueix una versid, adaptada per a la publicacid,

del treball de recerca del master d’Estudis avangats d’historia de I'art, dirigit
per Mireia Freixa, realitzat per I'autora al Departament d 'Historia de ’Art de
la Universitat de Barcelona. Laura Casal-Valls es va interessar inicialment en

la investigacio dels primers passos de l'alta costura catalana. Pero la inquietud
que la va moure va derivar cap a un capteniment fortament historic, fet que la
va dur a interrogar-se per la gestacié del fenomen i a voler-ne copsar el perque

i el com en els origens més remots. Aixi doncs, va dedicar la seva obra no pas
al’alta costura sin6 a les modistes de la segona meitat del segle x1x i I'inici del
XX, que en un ascens progressiu de professionalitzaci6 i de protagonisme acaben
donant lloc als grans noms d’aquest art de 'agulla. Analitza I’especificitat
catalana del mén productiu artesanal del vestit femeni, que marca els
precedents de I'alta costura. Es tracta doncs, d'un camp poc conegut, poc
treballat i fins poc valorat. Efectivament, en els darrers temps, hem assistit a un
nombre considerable d’exposicions i publicacions sobre l'alta costura, mentre
que l'estudi del vestit femeni popular s’ha menystingut gairebé completament.

Després d’una presentaci6 i justificaci, l'obra comenga amb un primer
capitol dedicat a repassar la historiografia de la moda a I’ambit catala, de sis
pagines. Segueix una part d’examen i resum historiografic del context historic,
dedicada a calibrar les condicions socials i laborals de les dones, secci6 a la qual
dedica unes setanta pagines. La tercera part del llibre es centra propiament en
'estudi de les modistes, en un espai d’unes cinquanta pagines. Aixo és prou
significatiu del capteniment essencialment historicista de l'autora, preocupada
per copsar com s han gestat les condicions i els esdeveniments que van acabar
donant els fruits de l'alta costura.

Lautora descriu minuciosament les condicions socials i laborals d’aquelles
treballadores de I’agulla, que en el segle x1x i I’inici del segle xx, sovint feien
feina a casa, en jornades llarguissimes i mal pagades, de forma anonima i
compaginant-ho amb la cura dels fills i de la llar. Recull el panorama dels
estudis de genere referits a la dona en el marc laboral i social i fa refereéncies a la
legislacio. Tot plegat va lligat als origens del primer feminisme catala, amb les
referéncies obligades a Dolors Monserdd' o Carme Karr i a revistes com Feminal
o Ori Grana.

L'obra explica com al llarg del segle x1x, van anar proliferant els establiments
de confeccid de vestits regentats per dones, com es va generalitzar I'as de la
maquina de cosir, les millores en l'educacio, les académies on s’aprenia l'ofici
de l'agulla, I'aparicié de metodes creats per les mestres, el paper de les revistes
de dones i les revistes de modes, i com paulatinament es va anar passant de
les modistes invisibles a una modisteria reconeguda a la Barcelona de finals de
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segle x1x i comencaments del XX, que es va anar atrevint a tenir iniciativa i a ser
creativa. Les tendencies de Paris seguien arribant, pero lentament les primeres
modistes catalanes, ben formades i ben informades, introduien els seus tocs
distintius. Aixi, durant les primeres decades del segle xx, es va anar adoptant
una nova manera de fer, més autonoma i d’autor, que va acabar desembocant en
una auténtica alta costura catalana.

Lobra reuneix una bibliografia sobre la tematica, ben estructurada al final
del llibre. També cal apreciar una bona historiografia de la moda catalana de
I’época tractada, en el segon capitol. Entre altres, es fan interessants referéncies
a les institucions museistiques relacionades amb el sector téxtil i de la moda
a Catalunya. S’haurien pogut complementar amb un esment al Museu de
I’Estampaci6 de Premia de Mar, dedicat al tema de les indianes i dels estampats
textils des del segle xviir fins a I'actualitat, i al Museu Marés de la Punta,
d’Arenys de Mar, dedicat també a un sector monografic del textil i la moda.

El darrer capitol, de la pagina 131 a la 149, es dedica a l’estudi de la moda
propiament dita, als vestits i al modernisme. Es repassen pensaments i teories
sobre el rerefons social i cultural d’aquell moviment. Es fa referéncia a les
tendeéncies estétiques en el vestit femeni, influéncies i canons de bellesa. Es
revisa el llenguatge codificat del vestit, la democratitzaci6 creixent i la necessitat
de distincid de classe, que acaba abocant a I'aparicié de l'alta costura.

Lobra doncs, omple un buit, pero encara manca per estudiar de forma
monografica les modistes que van actuar a cada época tractada, amb valoracid
de la seva obra, estil, preus, acceptacio, etc. Falta encara 'estudi d’historia
economica i especialment l'estudi aprofundit d’historia de I'art de la produccié
de les modistes no d’alta costura del segle x1x i xx.

Lautora acaba amb una promesa esperangadora: seguir amb ’estudi de ’alta
costura catalana com a tema de la seva tesis doctoral. Posem tota la confianca
en que Laura Casal-Valls sabra cobrir aquest buit i es convertira en la gran
historiadora de l'alta costura catalana. m
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Imatge 1. Puntaire dArenys de
Mar. Primera meitat segle xx.
Autor desconegut.

Els noms populars de les puntes

Per NEus RiBAS SAN EMETERIO
Directora del Museu d’Arenys de Mar
Fotografies: © MUSEU D’ARENYS DE MAR

Les arts decoratives son un ambit artistic que durant molt temps ha rebut la
consideraci6 d’un art menor. Aquesta consideracio per part del mén académic
no és aliena al fet que la seva realitzacid és una activitat de caracter artesa que
té els seus origens en una producci6 seriada i de caracter popular. Aquest és el
cas d’activitats com la ceramica, la forja, el vidre, les labors téxtils, les puntes

o els brodats... Les arts decoratives a mitjans del segle x1x comencen a rebre
un reconeixement per part d’artistes i académics en front la industrialitzacié
gracies a moviments com U'Arts and Crafts, liderat per William Morris. Els
estudis d’art es comencen a sistematitzar i a elaborar una terminologia per
explicar les caracteristiques téecniques dels diferents oficis. Aquesta terminologia
perviu al costat d’un llenguatge popular més creatiu i suggeridor que mantenen
els mateixos artesans i, com analitzarem ara en el cas de les puntes, perviu
gracies als coneixements que transmeten les mateixes puntaires.

Les puntes fetes a ma es divideixen en dues categories a nivell técnic: les
que es realitzen amb agulla i les que es fan amb boixets. La punta a I'agulla es
realitza a partir d’un unic fil que es teixeix en una varietat de bucles, ullals,
puntades... La punta al boixet es basa en el trenat, entrecreuant multiples fils
que s'organitzen a partir dels boixets. Més enlla d’aquestes dues categories
fonamentals, la terminologia de les puntes acostuma a ser molt confosa. Molts
dels termes utilitzats en I'actualitat van ser desenvolupats en el segle x1x pels
distribuidors que desitjaven distingir els estils historics de puntes amb el
proposit de descriure-les als clients. La majoria d’aquests termes deriven del
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1 A Bélgica s’han publicat
alguns treballs intentant
unificar la terminologia

en diversos idiomes, com:
COENE Johan: International
Lace Dictionary. Gent, 1994.

nom de la ciutat o de la regi6 on es van originar, com és el cas de les puntes
valenciennes, malines, binche, burano... Altres puntes reben el nom per alguna
caracteristica en la seva realitzacid, aquest és el cas de la blonda, que rep el nom
del tipus de seda amb la que es feia originariament a Normandia i que era de
color marrd clar, d’aqui el nom de blonde (ros en frances).

Lany 1922, Carlier de Lantsheere va publicar el llibre Tresor de l'art de la
dentelle, que va ser el primer estudi exhaustiu per diferenciar les diverses
categories de les puntes segons els punts caracteristics, els dissenys i la forma de
realitzacié (agulla o boixet).

Aquest treball, tot i que es pot considerar el més complet dels realitzats fins a
l'actualitat, i que en molts aspectes que encara no ha estat superat, va considerar
els models francesos i belgues com a referéencia i no apareixien diverses varietats
locals que es van anar desenvolupant a tota Europa. A partir d’aquest primer
treball de Carlier, molts altres especialistes han intentat revisar i posar ordre en
aquesta terminologia tan complexa amb més o menys fortuna tenint en compte
els punts en la seva realitzacio i les diferents caracteristiques estilistiques que
ens permeten diferenciar-les.

La realitzacio de les puntes al boixet i punts basics

En el cas catala, en el moment de confeccionar les puntes al boixet, les puntaires
treballen amb diversos punts que es realitzen segons com entrecreuen els fils.
Per diferenciar-los han creat un ric vocabulari que pot variar a pocs quilometres
de distancia. Cal també distingir les parts que formen una pega de punta: el
peu, la franja més o menys estreta que unira la punta amb la roba o teixit, els
motius que guarneixen la pega i el fons o cos de la punta.

En la punta de boixet els moviments basics son, en la terminologia catalana:
volta i creu. S'utilitzen quatre boixets, dos a cada ma, les voltes es fan sempre
cap a l’esquerra, passant el boixet de la dreta per sobre del boixet de I'esquerra
de la mateixa ma. Per fer una creu es passa el boixet interior de la ma esquerra
per sobre del boixet interior de la ma dreta. Utilitzant aquest dos moviments
basics es poden fer diferents punts com: punt sencer, mig punt, tul, trenes, creuat
de les trenes, empuntillat, aranyes, punt de la verge, punt d’esperit, punt de
guipur... Molts d’aquests punts s6n universalment reconeguts i fins i tot s"han
realitzat treballs per posar en comu aquestes terminologia en I’ambit europeu'.

Imatge 2. Detall de mocador amb el punt
de I'aranya. Puntaire: Pepita Salions, 2012.
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2 PLA ROVIRA, Imma: Les
puntes al coixi a Catalunya:
ahir i avui. Taller Editorial
Mateu, Barcelona 1998

(pag. 71).

3 FERRER RUIZ DE
NARVAEZ, Adelaida: Punta
al boixet. Dins: Arts i Bells
Oficis. Foment de les Arts
Decoratives, Maig 1928
(pag. 116).

Pero es dona el cas que les mateixes denominacions reben noms diferents
segons les zones. Per exemple, mentre a alguns llocs es parla del punt de 'aranya
altres 'anomenen pessic (tal com es pot apreciar en la imatge 2) que resulta d'un
encreuament de boixets treballat amb punt sencer. Per a la seva execucio, com a
minim, calen vuit boixets, pero se’n pot emprar un nombre indeterminat. N’hi ha
una gran varietat de models®.

Entre els punts basics a ’hora de realitzar el motius que ornamenten la peca
trobem el punt sencer que també es denomina punt de teixit, espés o serpeta,
amb el que es realitzen els motius més farcits, i el punt mig o mig punt, vol i
boixet, punt clar, glasseta, i/o punt de creu que s’utilitza per fer els motius més
clars. El mig punt és el caracteristic de la punta de xantilli, famosa per ser de
disseny molt lleuger. Algunes puntaires i diverses documentacions a Catalunya
denominen al xantilli, vol i boixet. El chantilly es féu i es fa encara amb gran
perfeccié a Catalunya, i és denominat també brussel-les i punt clar>.

Entre els punts de fons trobem moltes varietats: filigrana també denominada
gavatx, estrellat o cairat, el punt de la verge, la reixeta o trena de moda o trena
de reixeta, el triangle, el punt de reixa, l'aranyeta, els cinc forats o el punt de neu.
Un dels punts de fons més caracteristics és la trena vella, rengla, malla de tot
cloure (imatge 3) que forma una xarxa per unir els punts entre si 0 amb el peu.
A Arenys de Mar, les puntaires denominen a aquest tipus de punt passadetes,
mentre que a pocs quilometres les puntaires de Malgrat de Mar li diuen garbeta.
Un altre punt d’unié entre motius serien els trenats que és com la denominen
les puntaires d’Arenys de Mar, mentre que a Arenys de Munt li diuen cua.
Finalment, el tul és el punt de fons utilitzat per a la realitzaci6 de la blonda, el
ret fi, valenciennes, malines... que requereix uns coneixements més precisos per
part de la puntaire. Les peces grans com mantellines o mantons es realitzen a
partir de tires de punta rectangulars sense peu que s"han d’unir per formar la
peca. El punt que s’utilitza per unir-les és el punt de xiripa, que déna lloc al nom
de xiriperes, les cosidores encarregades d’unir els fragments de punta.

f‘

Imatge 3. Puntaire realitzant les passadetes, la petxina i el punt de
I"aranya. Associacié de Puntaires Flor d’Alba d/Arenys de Mar, 2013.
A Detall de les passadetes.
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4 CARLIER DE
LANTSHEERE, A.: Tresor de
lart de la dentelle, Librairie
Nationale d’Art et d’Histoire.
1922. pag. 83 i 84.

Un altre punt basic és el guipur a la imatge 4 (referencia 9996.1.38) que a
Catalunya també el trobem amb altres denominacions com gavatx, gramant o
trena. Es treballa amb quatre boixets que es mouen com si es teixis tot donant-li
forma de fulla i té com a base el fons de trena. El guipur ha donat lloc a diferents
estils i varietats de puntes a tota Europa: Le Puy, Malta, Cluny, Bedforshire,
Camarinas... En el cas d’aquest punt, amb petites variacions rep el mateix nom
allocs tan diferents com Franga, Regne Unit, Espanya, Italia...

Els noms dels motius

La realitzacié de les puntes ha donat lloc també a terminologia desenvolupada
per les artesanes d’aquest ofici, els intermediaris, els negociants i els mateixos
randers per denominar el diferents motius o dissenys que es transmeten
entre les propies puntaires a mesura que aprenen a realitzar puntes. Aquesta
caracteristica que nosaltres estudiarem en el cas catala també es dona en altres
paisos. Carlier en descriure la punta valenciennes —una de les més apreciades
durant la segona meitat del segle x1x i primer quart del xx—, descriu la varietat
de motius que la caracteritzen, com per exemple: L“Abre de Maig” (pl. 46, fig. 1);
...; la “Pilota” (pl. 46, fig. 2); ... la “Fulla de les margarites” (pl. 46, fig. 25); la
“Fulla de raim’; ... el “conill”.*

A Catalunya, aquestes denominacions populars apareixen tan bon punt la
fabricacié de puntes esdevé un negoci. La documentaci6 trobada als arxius
ens mostra com al segle XvII-XV1II ja existia un amplissim vocabulari per
denominar diferents tipus de puntes. A I’Arxiu Comarcal del Maresme es
conserva un inventari d’un negociant, Salvador Visa, de 'any 1769. El document
relaciona tots els estris i elements vinculats a les puntes de coixi: llibres de
comptabilitat, patrons, fils, coixins... Un dels aspectes més destacats és la
relacié de les puntes que es conserven a les diferents calaixeres de la casa d’en
Salvador Visa, amb el nom que reben: onda fonda, roda fina, flor grossa, xiprer
gran, feyna de dotze reals, jardinet gran, las tres fulles, pinyol dols, genovesa

Imatge 4. Mostra de punta amb punt de guipur
de la Casa Eloi Doy d/Arenys de Mar. Primer
quart segle xx. Museu dArenys de Mar, num.
inventari 9996.1.
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5 Inventari dels bens que
foren de Salvador Viza,
comerciant ciutadad de Mataré
pres per Maria Viza y Cires,
viuda del precht Salvador
Viza, en los noms de tenutari
y usufructuraria. En poder de
Bonaventura Catala y Mas
Notari publich de Mataré baix
diferents chalendaris lo primer
als 29 de Nohembre 1769
Arxiu Comarcal del Maresme
(foli 22).

6 Jordi Palomer, director

del Museu Mareés de la

Punta d’Arenys de Mar, va
publicar any 1994 el llibre,
Uns randers arenyencs. La
familia Castells. 1862-1962,
on analitzava la historia de

la Casa Castells a partir de la
documentaci6 conservada a
PArxiu Municipal Fidel Fita
d’Arenys de Mar, mentre

que Joan Miquel Llodra es

va centrar especialment en

la renovaci6 que va realitzar
aquesta casa de puntes el
primer quart del segle xx al
llibre Els Castells, uns randers
modernistes.
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Imatge 5. Etiqueta de la Casa
Castells.

xica, misericordias, al clavell, clavell flamench, la gran de les quatre, campana,
cabrera, Candelero, flor de monja gran, feyna de setse reals, roda xica, feyna
a la moda, puntilla flandesa, vehils, olivera, patxineta, caxalet, puntilla de
Argentona, jardinet xich, escorpi, sabater de Cabrera, Martina, cama de angel,
pujola Ariel ab punt flandes, Arial ab fil, amorosa, puntilla de Premia, ull del
amor, puntilleta, Toni Roca, Cua de rata, Patronilla Casas, Feyna de vint y sis,
cireretas xicas, Mariangela Mauri, Palmé gran, Mitja armosa, Catharina Paxau,
Beatas, Quatre rosas, dos cagarros, ramellets grans, rajola gran, diablons grans,
gra de anis gran, anveras grans ab puntilla, cirereta gran sens puntilla, peu de
rat, cireretas grans ab puntilla, nouetas, ancora, arpons grans, petxina gran ab
caragolet, estelas del Alva, tolipas, Rata ab ret, Mapons xichs, rata ab fil y gra,
caragolillo, cavalls, dineret, puntillas de Pineda®. Els noms de les puntes que
trobem en aquest document, probablement fan referencia a motius com l'olivera
o la patxineta, que avui en dia encara es realitzen, i d'altres que deuen el seu
nom al lloc de procedencia, com puntillas de Pineda o sabater de Cabrera.
L'Arxiu Municipal Fidel Fita d’Arenys de Mar també conserva diversos
documents que van ser estudiats per Josep Ma. Pons Guri dels quals es pot
obtenir informacié dels noms que reben les diferents puntes i el seu valor de
mercat. En documents notarials de 1736 1 1739, podem trobar referéncies a motius
que tenen un nom igual o similar als que trobem en el document de Salvador
Visa de 1769. Aixi, en els documents estudiats per Josep Ma. Pons i Guri trobem
la referéncia a les puntes flor de monja, Anberes, palmeta, rodas, tolipa... que
demostraria una terminologia acceptada entre randers i puntaires de la comarca.
La Casa Castells d’Arenys de Mar (1862-1962), de la que conservem mostraris,
fotografies, dibuixos, projectes i inventaris, és un cas nic a I’hora d’estudiar la
produccié de punta artesana. Els seus inventaris i mostraris —estudiats per Jordi
Palomer i Joan Miquel Llodra®- ens permeten apreciar com aquest vocabulari
es manté viu entre randers i puntaires al llarg del segle x1x i principis del xx.

Imatge 6. Mostra de punta amb punt de guipuri barruga de la Casa Castells dArenys de Mar, 1862-1920.
Museu dArenys de Mar, nim. inventari 2980.1.

ELS NOMS POPULARS DE LES PUNTES
5





Datatéxtil 28

7 PALOMER, Jordi. Uns
randers arenyencs. La
familia Castells. 1862-1962.
Ajuntament d’Arenys de Mar,
1994. Pag. 28,29 i 30.

8 Joan Miquel LLODRA a Els
mostraris de punta artesana.
Testimoni d’una indistria
extingida, dins Estudi

del fons industrial téxtil

de Catalunya, estudia els
mostraris de punta artesana
de diverses cases de punta
artesana d’Arenys de Mar
que es conserven al Museu
d’Arenys de Mar n’analitza

el seu funcionament. Lestudi
d’algunes de les mostres es
pot trobar a la web http://
ddfitc.cdmt.es/home.htm.

En el llibre Uns randers arenyencs. La familia Castells 1862-1962, Jordi Palomer
dedica un dels capitols a la nomenclatura utilitzada en un inventari de 1894 per
denominar les diferents puntes i altres, que va estudiar dins la documentacié
d’aquesta casa de puntes. L'inventari endrecava els diferents motius segons

el tipus de puntes: encajes gruesos, entredosos, entrefines, guipurs, puntes

fines i Valenciennes, fines afegir’. Entre els noms que ens apareixen trobem
denominacions encara en us com arafias i barruga gran (nimero 2980.1.10) a
la imatge 6 per als guipurs. El llaset, sepulcra, o la barca per a les puntes fines.
A finals del segle x1x, per una qiiestié organitzativa, la Casa Castells comenca a
utilitzar la numeraci6 per poder organitzar els seus extensos mostraris®.

El ret fi o punta d’Arenys

Durant els segles xv111 i x1x, Catalunya va ser el centre puntaire més important
de tot I’Estat Espanyol. ] Baix Llobregat-Barcelona, I’Arbog del Penedeés

i el Maresme eren les arees on el negoci de la punta artesana va tenir un
desenvolupament més gran. Les puntaires catalanes estaven especialitzades

en la realitzacié de blondes que requerien uns coneixements técnics més
desenvolupats, perd també realitzaven puntes al coixi més senzilles: les puntes
geometriques, numeriques, guipurs i altres puntes d’origen frances com lille,
valenciennes, xantilli, etc. que realitzaven amb algunes variacions respecte a les
puntes originals. En I’area del Maresme va sorgir una punta autoctona catalana:
el ret fi o punta d’Arenys.

El ret fi o punta d’Arenys és la punta blanca que s'origina a la comarca del
Maresme durant el segle x1x, tot i que alguns especialistes com el director del
Museu Mares de la Punta, Jordi Palomer, creia que podriem avangar els origens
a la segona meitat del segle xvii1. Aquesta técnica es realitza sempre amb coto
amb fons de tul i compta amb uns punts caracteristics: el punt d'esperit, l'ullet, la

Image 7. Punys de ret fiamb el motiu de la barca. Museu d’Arenys de Mar,
num d'inventari 655. Veure detall.
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9 SIMARRO, L.i MAROT, N.

El “ret-fi” catala o puntes
d’Arenys. Els llibres del Set-
ciéncies, Arenys de Mar, 1999.

filigrana, el punt sencer i el tor¢al. Els dissenys son de caracter geometric, tot i que
en trobem també algun de caracter naturalista, i tenen un vocabulari amplissim
d’origen popular que es manté encara viu. Les puntaires d’Arenys de Mar i Arenys
de Munt que avui en dia encara realitzen aquesta punta també utilitzen noms
diferents per parlar del mateix punt, per exemple les puntaires d’Arenys de Mar en
diuen punt d'esperit, mentre que les d’Arenys de Munt 'anomenen mosqueta.

Probablement 'origen del nom ret fi o punta d’Arenys, també té el seu origen
en la tradicié oral. Segons Nuria Marot i Lola Simarro, autores del llibre El “ret fi”
catala o puntes d’Arenys, el nom podia procedir de la forma en que les puntaires
la denominaven quan rebien el patr6 de “ret fina” per a la realitzaci6 del fons de
tul. El nom de punta d’Arenys probablement no es refereix a l'origen de la técnica,
sin6 al fet que al port d’Arenys de Mar es concentraven la majoria de les exporta-
cions d’aquest tipus de punta. Ens trobariem de nou davant d’un nom vinculat a
la procedéncia de la punta com el cas del valenciennes, binche o malines...

Entre les puntes de ret-fi, trobades en els inventaris de la casa
Castells anteriors al segle xx, hi trobem les segiients denominacions:
la barca; enjardinat; ¥ barca; animeta; barca pam; el pinyé; la
parra; el campanar xic; l'anell; serp de Sant Pol, ancora petita;
ancora gran; fulla de rosa; guitarra; raim; sepulcre; i gafet, entre
daltres. Aquestes denominacions venien donades per l'objectivitat
del dibuix®.

Aquests noms amb els que es denominen alguns dels motius del ret fi encara

es mantenen vius i els podem identificar en algunes de les peces del Museu
Mares de la Punta. Per exemple la barca, dibuix relacionat amb la tradici6
marinera de la costa del Maresme (a la imatge 7), aquest disseny representa una
barca de forma esquematica sobre les ones. Un altre motiu molt popular és la
pota (referencia 9998.5.5) a la imatge 8 que és una representacié d’una forma

Image 8. Mostra de punta amb punt de guipur de la Casa Eloi Doy d’Arenys de Mar. Primer quart
segle xX. Museu dArenys de Mar, nim. inventari 9998.5.
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triangular arrodonida. Lalmorratxa, el xampinyd, la guitarra, el sepulcre o els
llacets, nom que trobem a la documentacié de la Casa Castells, son altres noms
de motius de la punta de ret fi que es mantenen encara vius entre les puntaires.
Finalment el campanar de Sant Iscle (imatge 9), la representaci6 d’una forma
triangular que podem atribuir al campanar d’una església, és un dels motius
més repetits en el ret fi i que en la documentacio presenta diverses varietats com

poden ser el campanar xic.

El manteniment d'una terminologia

Tots aquests noms i els coneixements que les puntaires apliquen, tant als punts
com als dissenys que realitzen, tenen a vegades el perill de desapareixer, com
ens ha passat amb els noms que trobem en la documentacio dels arxius i que,
avui en dia, dificilment podem recuperar. Els motius son sens dubte la perdua
de Plofici, la manca d’estudis sobre el tema i sobretot la falta de consideraci6 que
es té en moltes ocasions cap a aquests coneixements transmesos per tradici6
oral. Gracies al manteniment del treball de puntaires que encara ensenyen a

fer puntes podem assegurar-nos que aquest ric llenguatge es mantingui viu. A
I'’hora de realitzar aquest article hem d’agrair molt especialment la informacié
que ens han facilitat les mateixes puntaires que hem entrevistat i sens dubte ens
hem de proposar continuar estudiant aquesta terminologia. ®
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IMAGE 7. "RET-FI” CUFF DECORATED WITH THE “BARCA” MOTIF. DETAIL. MUSEU D'ARENYS DE MAR, INV. 655.
Imatge 7. Punys de ret fiamb el motiu de la barca. Museu d'Arenys de Mar, nim d'inventari 655. Detall
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IMAGE 9. “RET FI” HANDKERCHIEF WITH THE BELL TOWER (CAMPANAR) OF SAINT ISCLE MOTIF. NURIA MAROT, 1998. MUSEU D'ARENYS DE MAR, INV. 1821.
Imatge 9. Mocador de ret fiamb el motiu del campanar de Sant Iscle. Nuria Marot, 1998. Museu d'Arenys de Mar, nim. inventari 1821.
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Taller de Anna Homs: estampado
de telas de algodon con batik,
al estilo de la isla de Java.

Croénica del 715th International Fungi
and Fibre Symposium

Por MARTA PREVOSTI, MONICA DORIA Y ESTHER DE PRADES
Fotografias: © ESTHER DE PRADES MARIA

Del 7 al 14 de octubre de 2012 tuvo lugar en la Universidad de verano de Jaca
la quinceava edicion del simposio Fungi and Fibre. Desde 1980, en que Carla
Sundstrom y Miriam C. Rice organizaron el primer encuentro en Canada,

se ha seguido celebrando de forma bianual, en diferentes lugares del mundo.
Organiza el International Mushroom Dye Institute (IMDI), fundado el 1985,
con la finalidad de propagar por el mundo los beneficios de la exploracién

del amplio espectro de colores que se derivan de las setas y promover la
investigacion y el uso de dichos pigmentos. La presente edicién corrié a

cargo de la Asociacion Tintorera Micoldgica de Espana y hay que agradecer a
Marie-Noélle Vacher, Anna Homs y Nilia Bafares la direccion de la tarea de
organizacion.

Carla Sundstrom y Miriam C. Rice fueron las primeras artesanas que
iniciaron la experiencia de la investigacion en torno a las amplias posibilidades
que ofrecen las setas para ser utilizadas como materia prima del tefiido y
estampacion de telas. Se trata de explorar una via nueva y antigua a la vez, de
las inmensas posibilidades que ofrece la naturaleza para dar color a las fibras,
que permite disfrutar de gamas que conectan con la tierra y evitan el camino de
la quimica. Se trata de explorar un mundo poco conocido, de tradiciones muy
perdidas en el pasado, cuyas técnicas ancestrales se olvidaron en su inmensa
mayoria. Por ello las personas que se interesan por este campo realizan una
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1 Australia, Bélgica, Canadd,  verdadera labor de investigacion de esas nuevas vias y posibilidades. Pero no
ED;;:IT;C;O??E n]fasrcl‘(’;;a hay que olvidar que los propios nombres cientificos de la setas delatan con
Francia, Guatemala, Holanda,  {F€cuencia esa ancestral utilizacion para el tinte, como es el caso del Pisolithus
Inglaterra, Islandia, Méjico, tinctorius, al uso tintorero del cual ya hacen referencia los romanos.

Noruega y Suecia. El simposio consistid en siete dias llenos de didlogo entre las 75 personas
asistentes, llegadas de 17 paises distintos'. Se realizaron exposiciones de
productos y de los experimentos de los participantes, exposicion de setas, asi
como numerosos talleres practicos. Las ponencias corrieron a cargo de Marie
Noélle Vacher, José de Una y Villamediana, Pierre-Arthur Moreau, Sergio Pérez
Borjou, Massimo Candusso, Miguel Angel Ribes Ripoll y Luis Parra.

Algunas jornadas se iniciaron con una interesante salida al campo, a los
soberbios bosques pirenaicos de los alrededores de Jaca, donde se recolectaron
setas de todo tipo, en medio de un vivo intercambio de informacién entre
expertos en tintes con hongos y mico6logos. Las setas de madera se alabaron
como algunas de las que mejores resultados dan para el tinte de textiles.

Las tardes se dedicaron a los talleres (Workshops), donde pudo comprobar de
forma practica las infinitas posibilidades que ofrecen los pigmentos de las setas.
Se realizd un taller de estampacion de indianas, conducido por Anna Homs,
que reproduce la técnica usada en el siglo xvii1 y x1x. Con los caracteristicos
moldes de baque se estampa la tela de algodén con mordientes de alumbre y
carbonato sddico, de hierro o de cobre, que una vez seco, se lava y se sumerge
en colorante del hongo Inonotus hispidus. También bajo la maestria de Anna

Taller de Olga Reiche: tinte delana,  Homyg, se estamparon telas de algodon con la técnica del batik, realizando las

lino, algodoén y cahamo con tintes

obtenidos a partir de setas. reservas con cera y sumergiéndolas luego en tinte de Inonotus hispidus.
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Taller de Liza Johansson: obtencion
de pigmentos a partir de setas.
Acuarela realizada con las pinturas
obtenidas en el taller.

En otro taller, impartido por Olga Reiche, se mostro el proceso de teiir lino,
algodon y cafnamo, previamente mordentado con piel de granada o arbol de
platano y alumbre, con tinte elaborado a partir de las setas Phellodon niger,
Pisolithus arhizus 'y Inonotus hispidus. El tinte se elabora con un 20 % de la seta
desmenuzada y un 80 % de agua, llevada a ebullicién tres veces durante un
cuarto de hora y recogiendo el liquido después de cada hervor. Carla Sundstrom
también hizo demostraciones de sus técnicas de tefiido de fibras naturales con
tintes elaborados con setas.

El taller conducido por Andreya von Waldenfels se dedic a elaborar
mascaras de yeso decoradas con setas Polyporus, de resultados rusticos y
vistosos. Liza Johansson condujo un taller de dibujos de acuarela con pigmentos
de setas. Se mostrd como se elaboraban las tintas a partir de hongos tintéreos
hervidos durante una hora en agua, hasta lograr una reduccién considerable,
que se recoge en un tarro y sirve como pintura a la acuarela.

Una jornada se dedicé al turismo de la zona, que incluyd la interesantisima
visita al Taller Textil de Triste, donde se pudieron contemplar telares neoliticos,
las tarjetas perforadas prehistdricas, el telar de cintura de Guatemala, un
telar horizontal de bajo lizo de Aragén recuperado del siglo xv1, un telar de
lanzadera volante, un telar de estilo ndérdico de contramarcha, y el famoso
telar de tiro o de lazos de Triste que se considera un precedente del Jacquard,
ademds de los sencillos telares manuales para el aprendizaje. Alli se tifie la fibra
con colorantes naturales, se hila a mano y se teje también de forma manual.
Toda una leccién de recuperacion de las técnicas tradicionales de la produccion
textil, uno de los patrimonios de gran importancia econdémica de la historia de
la humanidad.
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Taller de Andreya von Waldenfels:
realizacion de mdscaras de yeso.

Tampoco faltaron las sesiones de clasificacion de especies, con las discusiones
y aclaraciones entre especialistas, asi como las lecciones de nomenclatura.
Durante todos los dias hubo venta de libros especializados. De este modo, de
domingo a domingo, transcurrieron siete dias de intensa interrelacion en el
circulo de la experimentacion con los colorantes naturales extraidos de los
hongos. @

Taller de Andreya von Waldenfels:
las méscaras de yeso decoradas
con setas Polyporus.
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1 Segtn la definicién de la
RAE, “conjunto de bienes
pertenecientes a una persona
natural o juridica, o afectos
a un fin, susceptibles de
estimacion econdmica”.

Valorar el patrimonio textil

Por MONTSERRAT BARGALLO Y EULALIA MORRAL
Centre de Documentacio i Museu Textil. Terrassa
Fotografias: © Quico OrRTEGA, CDMT

Por qué valorar el patrimonio

En principio, los bienes culturales ptblicos no se venden. Por tanto, no pueden
tener precio, pero si tienen valor, mas alld de su contenido documental o
simbdlico.

Patrimonio' es algo que tiene valor como objeto de intercambio potencial,
aunque el concepto de este intercambio varie segun el propietario del bien en
cuestion. Si un coleccionista busca poder cambiar el objeto por otro mejor y un
inversor por su valor econémico susceptible de ser recuperado en moneda, en
el ambito cultural consideramos fundamentalmente el valor del objeto como
contenedor de informacion, y sélo activamos su valor econdmico, a efectos
de seguro, cuando debe viajar como préstamo a una exposicion externa. Esta
operacion no siempre es facil, y mucho menos si se trata de algo que esté fuera
de lo que se considera propiamente Arte, ya sea antiguo o contemporaneo.

Sin embargo, consideramos que es muy recomendable tener y mantener
valorado el patrimonio en términos econémicos, y por ello en el afio 2006
iniciamos este camino en el CDMT, sabiendo que no seria facil pero con el
incentivo de hacer frente a un nuevo reto en el ambito de la museologia y la
gestion publica.

A medida que transcurren los afos, los museos vamos recibiendo bienes
de muchas fuentes y bajo distintas condiciones. Generalmente existe un
patrimonio “fundacional” que proviene de uno o varios coleccionistas, del
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Disefio de Josep Palau Oller.
CDMT 19458-0016.
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Cubremesa en doble tela de
algoddn, 1900-1905. CDMT 20063

contenido mueble de un monumento o un lugar histérico, o de hallazgos
vinculados al territorio. Posteriormente se van acumulando otros grupos de
bienes procedentes de entidades publicas —que suelen mantener la propiedad-,
y un goteo de donaciones privadas. Ademas, conservamos objetos en depdsito
temporal o indefinido, y tenemos objetos nuestros depositados en otras
entidades.

Ante tal variedad de situaciones hemos de poder responder en cualquier
momento, ya sea por la eventual desmembracion de parte de los bienes hacia
otro destino, para tener una idea clara del peso especifico de una de estas partes
en el conjunto del museo, o para poder dar cualquier informacion relacionada
con la gestion contable —no olvidemos que el patrimonio, con su valor
econdmico, figura en los inventarios anuales como bienes de dominio publico.

En cuanto a la seguridad se refiere, ya sabemos que todo el patrimonio ha
de estar protegido. Pero en caso de emergencia no podremos sacar todos los
bienes de un museo en media hora. También existen muchos tipos de vitrinas,
y de muchos precios. Todo es cuestion de prioridades, y para establecerlas es
importante conocer el valor que los objetos tendrian en el mercado, aunque
luego maticemos esta informacién con otro tipo de valoraciéon mas vinculada a
la representatividad que la/s pieza/s en cuestion tienen para nosotros respecto
de un tema, ambito geografico o época concreta. Lo mismo vale para la
conservacion; aunque todos los objetos deban ser conservados, todos sabemos
que hay algunos que requieren y justifican mayores inversiones que otros en
términos de almacenaje y proteccion medioambiental; y en la larga cola de
las restauraciones pendientes, el turno tampoco sera el mismo para una obra
considerada maestra que para un objeto poco significativo o repetido.

En algunos casos conocemos el valor otorgado a algunos objetos por el
vendedor o donante y aceptado por el museo o la administracion que lo
adquirié. Puede tratarse de una valoracion realista, acordada a los precios
del momento en el mercado, o puede tratarse de unas cifras de conveniencia
justificadas por el orgullo del donante o por la generosidad o estrechez del
comprador. En cualquier caso, actualizar su valor no sera sencillo dada la
variabilidad del mercado, y puede depararnos grandes sorpresas, tanto al alza
como a la baja.

VALORAR EL PATRIMONIO TEXTIL
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Problematica especifica del patrimonio textil

_ Las grandes referencias artisticas son siempre la pintura y la escultura.

i | Generalmente tenemos poco en cuenta las demas manifestaciones creativas,

como es el caso del textil, ya sea artesano o industrial. Los profesionales y

amateurs del arte lo consideran algo demasiado cercano a la cotidianeidad o

‘ a la produccién seriada, y en el gran mercado del Arte en mayusculas puede

E decirse que el textil no existe salvo cuando tiene una funcién decorativa, como

i : es el caso de los tapices y alfombras. Y es que el impacto visual no es siempre

determinante en los bienes textiles, y “leer” un tejido es una practica que
requiere unos conocimientos especificos que muchas veces no se tienen.

i La variedad y complejidad del textil es enorme: desde un resto arqueolédgico

de pocos centimetros hasta un traje contemporaneo, pasando por todo tipo

de telas destinadas a vestir los interiores o los rituales religiosos o civiles, los

bocetos y disenios de autor, los muestrarios industriales y un sinfin de accesorios

y complementos vinculados a la moda. Dar con la informacion necesaria para

hacernos una idea del valor econémico de cada cosa requerira también buscar

en fuentes diferentes, puesto que cada tipologia tiene su publico.

Guante en cabritilla estampada, Las grandes casas de subastas comercializan basicamente textiles de oriente

1800-1810. CDMT 14826. —alfombras, telas ornamentales y piezas de vestir “tradicionales”™, moda
europea de los s. xv1i1 al xx (sederias y telas nobles, indumentaria de corte y
piezas contemporaneas de marca) y algunos archivos industriales vinculados
a firmas conocidas. En cambio, para encontrar referencias de indumentaria y
complementos de procedencia europea, mas cotidianos y sin firma, habremos
de buscar en almonedas y en empresas de subastas on line. Ni qué decir tiene
que entre los precios de estos dos mundos hay grandes diferencias, sin duda
porque responden a un perfil de cliente muy distinto: museos y grandes
coleccionistas en el primer caso, y, en el segundo, el mundo vintage y otro tipo
de cliente que parece buscar mas el objeto fetiche que la excelencia.

Esta falta de tradicion en el mercado conlleva, también, la inexistencia de una
metodologia en la tasacion de los objetos. En pintura, mayormente, y también
en mueble y escultura, se aplican unos parametros conocidos y compartidos
por todas las partes. Pero estos baremos —-basados sobre todo en el impacto
visual del objeto- no sirven para el textil, un material “raro” en el comercio
de antigiiedades debido a su fragilidad intrinseca y también por reutilizarse y
reciclarse durante su vida util hasta ser finalmente desechado.

-

Zapatillas en piel y seda bordada,
s. Xviil. CDMT 19065.
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Paraguas estampado, 1900-1909.
CDMT 17269.

Estuvo claro, por tanto, desde el principio, que tendriamos que “inventar”
una metodologia ex profeso, que manteniendo la objetividad de unos baremos
aplicables a las distintas situaciones del objeto (conservacion, complejidad
técnica, nivel de informacion asociada, etc.) nos permitiera atribuirle unos
valores correctos de acuerdo siempre con referencias publicadas del mercado.

Otro requerimiento indispensable para idear nuestro sistema era el de ser
inteligible y claro para las personas que nos sucederan en la continuidad de esta
tarea, y facil de actualizar de cara a la gestion interna del centro (préstamos,
exposiciones, etc.).

Planteamiento de la valoracion en el CDMT

Los origenes del centre de Documentacié i Museu Textil se remontan a 1946,
afo en que el empresario José Biosca abria al publico la coleccion privada que
luego, en los afios cincuenta, dono a la ciudad.

Después de pasar por titularidad municipal y provincial, hoy el Centro tiene
personalidad juridica propia como entidad publica local (Consorcio) y se ha
convertido en gestor y responsable de un patrimonio que responde a distintas
propiedades: la Diputacion, el Ayuntamiento, el Patronato que rigié el museo
entre los afios 70 y 80, y, finalmente, el propio Consorcio. Estos bienes proceden
de dos grandes colecciones privadas (la del propio Biosca y la adquirida a
Ricard Vifas por la Diputacion de Barcelona) y muchas otras de menor tamafo
(Tove Alm, Suqué, Tértola Valencia, Garcia Capafons, Moragas) adquiridas
por compra, donacién o deposito en distintas épocas de la vida del museo,

y conviven hoy con la herencia industrial catalana en forma de archivos de
empresas de casi todos los subsectores productivos del textil.

VALORAR EL PATRIMONIO TEXTIL
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Muestra de sederia 1895-1900,
Sederias Balcells. CDMT 14177-01.

En total, el CDMT dispone de un patrimonio formado por mas de 100.000
objetos muchos de los cuales son conjuntos —por ejemplo, un archivo industrial,
que con un unico numero de registro contiene decenas de libros y cada uno
varios centenares de muestras diferentes. Una gran parte de estos bienes esta
integrada en la base de datos imatex (mas de 27.000 documentos disponibles
actualmente on line: http://imatex.cdmt.es) y otra parte estd en fichas
tradicionales en curso de digitalizacion; a finales de 2012 se acab¢ de aflorar
totalmente algunos centenares de objetos que figuraban en el libro de registro
de manera muy vaga (por ejemplo: “400 telas en cartones”) pero no tenian ficha
ni tampoco llevaban etiqueta cosida.

Al iniciar las tareas de valoracion teniamos la intencién de trabajar a partir
de listados elaborados mediante el nimero de registro, sin detenernos a bajar
a nivel de ficha y evitando, siempre que fuera posible, la consulta directa de los
objetos. Queriamos encontrar un sistema para valorar grupos de piezas afines
por época, caracteristicas técnicas y estado de conservacion, que pudieran
ser tratadas en conjunto. Siempre entendimos que el trabajo de valoracién no
debia comprender, ni duplicar, ni corregir los demas aspectos técnicos de la
documentacién.

Pronto nos dimos cuenta de que los planes no podian cumplirse como
habiamos previsto, debido a factores internos y externos. Los primeros,
relacionados con la documentacion: atribuciones geograficas o culturales
necesariamente ambiguas, fragmentos que habian ingresado dentro de
colecciones diferentes y tenfan distintos nimeros de registro pero pertenecian
a una misma tela, piezas iguales, etc. En realidad no habiamos pensado que la
documentacion de los objetos —como cualquier otra tarea cientifica— siempre
es provisional, y que el conocimiento sobre ellos evoluciona a través de trabajos
de investigacion, exposiciones o publicaciones, y que todo ello conlleva
modificaciones en los datos que hay que actualizar periddicamente; al fin y
al cabo el valor econémico que el museo otorgue a un objeto debe incorporar
también los demas “valores” no monetarios, como el documental o el simbdlico,
y estos son dinamicos. La carga simbdlica que pueda contener una pieza para
una determinada comunidad o cultura son factores que la marcan fuertemente,
y este componente de valor intangible complica el proceso de tasacion.

VALORAR EL PATRIMONIO TEXTIL
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éga,\’/‘liﬁmt;do a mano, 1900-1905. También descubrimos con un cierto estupor como telas que desde nuestro
' punto de vista podian incluirse en un mismo grupo tenian en el mercado
precios muy distintos. Las referencias del mercado son poco estables y se
mueven en funcion de las modas —que las mueven al alza- o a las
“inundaciones” resultantes del vaciado de grandes propiedades,
con objetos que aparecen y reaparecen en los catalogos
con precios mas bajos porque no han encontrado
comprador. Las demandas de objetos varian a lo largo
del tiempo y con ellas los precios de tasacion; otras
variables pueden ser el lugar en el que se subasta
la pieza, los canales de distribucion, la presencia
de coleccionistas, la politica fiscal del territorio,
la legislacion vigente, etc. La influencia de estas
variables en ocasiones puede provocar desajustes
en las tasaciones, de manera que el valor que
se acaba atribuyendo al objeto no se corresponde
= con su calidad real desde el punto de vista histérico, estético o

cultural. También otras cuestiones como la aparicién de dudas en relaciéon a
la autenticidad de una obra, alteraciones en el estado de conservacion o bien un
incremento en el grado de documentacién pueden incidir de forma importante
en el deterioro o incremento del valor del bien independientemente de su vida
util y de que el depositario del objeto cumpla fielmente todos los requisitos de
conservacion, mantenimiento y proteccion exigidos por ley.

Ante esta problematica hemos intentado actuar con prudencia, aplicando los
precios medios o —ante opciones similares- los de la parte baja, sabiendo que
nuestro interés esta en preservar el objeto y no en venderlo.

Para poder avanzar de manera sistematica y optimizar el tiempo al maximo,
decidimos iniciar la tarea por los grupos de objetos que habian sido bien
estudiados, documentados y digitalizados, y estaban en su ubicacion definitiva.
Asi, los textiles de Egipto, las telas medievales, andalusies y magrebies nos
permitieron aprender como trabajar, desarrollando y ensayando las pautas de
trabajo y los modelos de documentos de control que después se han podido
aplicar en casos mas complejos.

Gorro femenino en malla de seda,
s. XIiX. CDMT 19007
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Cubremesa estampado, 1900-1905.
CDMT 18439.

La metodologia fue la siguiente.

1. elaboracion de un listado previo, con imagenes, de un conjunto de objetos
pertenecientes al mismo estilo cultural

2. a partir del listado, establecimiento de grupos de objetos diferenciables en
base a su tipologia, cronologia, técnicas de construccion y de decoracion,
nivel de documentacion y estado de conservacion.

3. busqueda de documentacion de referencia (catalogos de subastas o de
ventas directas on line)

4. ajuste, en su caso, de los grupos tipoldgicos en base a los elementos de
referencia encontrados

5. elaboracion de una hoja de célculo en base a: precio de referencia, criterios
de valoracion ajustados a los parametros que deben intervenir en su valor,
namero de registro de los bienes que forman cada grupo y valor final del
grupo incorporando el IPC correspondiente al periodo transcurrido desde
la fecha del precio de referencia hasta la fecha de valoracién; cada hoja se
corresponde a un “Lote” o grupo de objetos, numerado correlativamente
dentro de cada ambito (por ejemplo IE24: lote 24 de indumentaria exterior;
C12: lote 12 de complementos, M2: lote 2 de muestrarios industriales, etc.)

6. listado-resumen de control de grupos, con indicacién del niimero de lote y
el valor del mismo

7. insercion del valor de cada objeto en su ficha digital, con indicacién de la
fecha de valoracion

8. elaboracion de un listado con los numeros de registro y el Lote asignado a
aquellos objetos que atin no estan digitalizados

VALORAR EL PATRIMONIO TEXTIL
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Muestra de lana, invierno 1928,
Textil Vallhonrat. CDMT 15135-030.

La hoja de calculo

La hoja de célculo esta pensada para modificar los datos cuando sea necesario
y adaptarse al tipo de objeto y a otros ajustes o renovaciones periddicas que la
entidad considere necesarias. Su funcion es la de establecer una funcién ma-
tematica que presente de la forma mas significativa posible la relacion entre el
valor de mercado y las variables (criterios técnicos) que afectan a cada objeto. El
resultado de la estimacion nos aporta un valor medio o estandar de los bienes.

Independientemente de si el valor de mercado representa o no su valor
cultural, éste es la cantidad monetaria que se ha pagado o tasado en un
momento concreto por una pieza: su valor real en un tiempo determinado. La
busqueda y comparacion de diferentes precios de salida ofrecidos por las casas
de subastas sobre objetos similares a los que conservamos en el museo nos
permite obtener un valor concreto a partir del cual podemos trabajar.

Asi, el valor de mercado es la base de partida, y consta en el encabezamiento
de la hoja como fuente de valoracion (referencia de la publicacion, fecha y
descripcion de la pieza que se subasta). A partir de este valor, y siguiendo
los consejos de personas expertas en el mercado del Arte, le aplicamos un
correctivo al alza del 50 % considerando ésta una mediana “prudente” de precio
de remate sobre el de salida.

En la segunda parte de la hoja se analizan los criterios técnicos, que son de
dos tipos: unos que podriamos denominar como fijos (validos para todas las
piezas) y otros variables (vélidos para determinados tipos de piezas).

El estado de conservacion es uno de los criterios fijos y la decision de no
incluir tejidos restaurados en éste criterio no es arbitraria. Hay tejidos bien
restaurados y otros que han sufrido intervenciones desafortunadas y, en
muchos casos, no documentadas. Una restauracion deficiente incide directa y
negativamente en el estado de conservacion, de manera que el criterio técnico
de valoracion de la conservacion de una pieza en tales circunstancias se
considera malo.

En cambio, los textiles bien restaurados merecen una atencion aparte puesto
que no solo estan bien documentados los procesos a que han sido sometidos
sino que generalmente disponen de un informe técnico exhaustivo —técnico,
historico e incluso artistico. En estos casos, la conservacion de la pieza se ha
estabilizado y se ha mejorado su nivel de documentacién que es otra de las
variables que tenemos en cuenta.

VALORAR EL PATRIMONIO TEXTIL
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Muestra de bordado,
invierno 1935, Casa Rexachs.
CDMT 15179-002.

Los demas criterios técnicos pueden cambiar en funcidn del tipo de pieza/s
y, evidentemente, tienen en cuenta el periodo histérico puesto que la dificultad
técnica debe medirse en funcidn de los recursos tecnoldgicos existentes en cada
época. Por ello la cronologia como tal no se ha tenido en cuenta.

El valor ponderado del objeto sera el resultado del valor base (maximo
estimado) mas los criterios técnicos (valor técnico estimado). La hoja permite
agrupar en una misma hoja los objetos que presenten caracteristicas similares,
y asi podemos agilizar el proceso. En la tercera parte del documento se indican
los nimeros de registro de las piezas a las que corresponde, y el calculo final del
valor del “lote” con la actualizacion del IPC respecto de la fecha del valor base.

Algunas precisiones

sPrecio de salida o de remate?: nuestro objetivo no es la compraventa ni la
especulacion, sino mantener valorados unos bienes que se conservan con
mentalidad de permanencia a largo plazo. Los precios de remate dependen
siempre del grado de interés (subjetivo) de su comprador, mientras que los de
salida, aunque variables, son (relativamente) objetivos.

Ademas, el precio de salida suele constar siempre en los catalogos, mientras
que lo que finalmente se paga por una pieza no siempre consta en las memorias
de las casas de subastas. Partir de datos reales publicados es indispensable
si consideramos que es absolutamente necesario documentar el valor base
utilizado para tasar las piezas.

Friso para cortina en jacquard de
seda, 1900-1909. CDMT 18295.
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Muestra de pasamaneria, s. XVIII.
CDMT 17323.

Prospeccion de documentos de mercado.
En la busqueda de referencias, hemos aplicado los siguientes criterios:

® Desestimar los lotes de tipologia mixta.
® Desestimar objetos con mal estado de conservacion.

® Desestimar lotes en que no se puedan cuantificar exactamente los
elementos.

® Desestimar piezas inacabadas.

® Cuando se disponga de referencias de piezas parecidas procedentes de
distintas fuentes, desestimar las mas antiguas

® Desestimar los elementos con descripciones inexactas y sin medidas.

m Priorizar las referencias de piezas fotografiadas.

Criterios de valoracion técnica: como referencias que nos permitieran
diferenciar y matizar los valores segtin el objeto, las concretamos en:

m estado de conservacion (6ptimo, bueno, regular, malo, restaurado)

m complejidad técnica de la “construccion” del objeto (el tipo de tejido, su
ligotecnia o acabados, el patronaje de una pieza de indumentaria o de un
complemento, etc.)

® complejidad en la decoracion (bordados, aplicaciones, procesos manuales o
mecanicos, etc.)

® nivel de documentacién (grado de conocimiento sobre el origen, autor,
fabricante, usuario y trayectoria del objeto)

Cada una de estas referencias permite aplicar un porcentaje de correccion sobre
el valor de partida y obtener el valor final de manera automatica, partiendo del
valor de referencia y la puntuacién de cada aspecto.

sPrecios de compra?: En algunas ocasiones —y en todas por lo que respecta a
los ultimos 20 anos- tenemos la documentacion de compra de los objetos que
se han ingresado por esta via. En estos casos hemos aplicado directamente
este valor, actualizado con el IPC, excepto en aquellos bienes considerados
como singulares en los cuales el precio de mercado es sensiblemente superior
al resultante de actualizar el importe pagado. El precio de compra —una
convencidn aceptada por las dos partes— de una determinada tipologia de
objetos nos ha servido también, ante una falta de referencias, para valorar
grupos de objetos similares.
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2 FRONDIZI, Risieri,
3Qué son los valores?, 3=.
ed., México, D. F.: Fondo de
Cultura Econ6mica, 1972.

sActualizacion: IPC u otro indicador?: tuvimos nuestras dudas en relaciéon a
la férmula para actualizar los valores. Nos preguntdbamos si era un indicador
demasiado variable debido a factores del entorno, y si podiamos encontrar una
medida mas objetiva. Hicimos pruebas a partir del COICOP (Classification of
Individual Consumption according to Purpose), pero nos parecié demasiado
limitado para trabajar con patrimonio puesto que parte de tipologias de gasto
predeterminadas y, ademas, la valoracidn resultante de su aplicaciéon no era
sensiblemente distinta a la originada por la aplicaciéon del IPC, un indicador
mucho mas conocido y facil de utilizar.

Consideraciones finales: la valoracion como parte del proceso
de identificacion y documentacion

El proceso de trabajo se inicié en 2006, y se ha culminado a finales de 2012.
No ha sido facil, pero si ha sido un excelente aprendizaje. En primer lugar, nos
ha permitido revisar la totalidad del patrimonio y redescubrir su riquisima
diversidad; a partir de aqui, hemos podido establecer tres grupos de bienes:

® Jos objetos singulares (179 piezas especiales, ya sea por su rareza o su
especificidad), valorados uno por uno y asegurados al 100% de su valor.

m |os bienes que, sin ser singulares, dan sentido a nuestra entidad (el grueso
del patrimonio del centro, conformado por los archivos industriales, el
patrimonio modernista, los textiles historicos, la indumentaria civil y
liturgica y los complementos), valorados individualmente dentro de grupos
de afinidad o “lotes” y asegurados por su valor de conjunto.

® las piezas que, aun teniendo interés, no son significativas (accesorios,
pequeiio utillaje, archivos incompletos y objetos fragmentarias o en mal
estado que sélo tienen utilidad a efectos de analisis), integrados en listados y
asegurados por un valor global estimado.

La falta de una metodologia previa en que apoyarnos nos ha llevado a dar mas
de un rodeo, y en ocasiones incluso a andar y desandar el camino recorrido
cuando las soluciones adoptadas no resultaban satisfactorias. Hemos tenido que
establecer unas pautas claras pero suficientemente versatiles para adaptarlas

a las diferentes tipologias de objetos sin perder la coherencia, y utilizar de
manera combinada todas las fuentes de informacién: un objeto con precio de
compra podia servir de referencia para valorar uno similar, o un objeto bien
referenciado podia servir como pista para valorar otro bien técnicamente afin
aunque distinto desde el punto de vista cronologico o geografico. Al fin y al
cabo, por muy bien hecho que esté el trabajo, siempre serd provisional puesto
que nada es estable; ni nuestro nivel de conocimientos sobre el patrimonio, ni
el mercado, ni siquiera los mismos objetos que van y vienen de exposiciones, se
publican y se restauran.

El valor ha sido objeto de discusion y de reflexion filoséfica e incluso algunos
pensadores han sefialado posiciones concretas: la valoracién como un asunto
propio y exclusivo de los objetos, o lo que es lo mismo, el valor es algo intrinseco
al objeto; la valoracién como un ejercicio que efectua un sujeto sobre las cosas
(quien se aproxima al objeto en busca de establecer su importancia es quien le
otorga valor, ya que el objeto en si mismo no tiene valor alguno).?
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Estas dos posturas han sido muy discutidas y han generado una tercera
perspectiva que auna las dos anteriores y argumenta que es el contexto, en su
papel de punto de encuentro entre los objetos y los sujetos dentro de un ambito
de relaciones sociales, culturales y econémicas, el medio que promueve y
produce la valoracién.

El patrimonio puede, por tanto, adquirir valor justo en el momento en que
nos fijamos en él, e inclusive podemos constatar la existencia de objetos que
s6lo adquieren valor en momentos concretos del afio (como podria ser un paso
procesional, que desata emociones en Semana Santa y se pasa el resto del afio
olvidado en una sacristia). Por tanto, desde nuestra perspectiva, creemos que a
los factores antes mencionados de objeto, sujeto y contexto, cabe anadir también
el tiempo.

Esta claro que el respeto cultural debe presidir siempre cualquier valoraciéon
econdmica, pero ello no la debe imposibilitar ni significa ninguna herejia
respecto del bien en cuestion si se hace correctamente. Sin duda este respeto
sera mucho mayor si es una entidad museistica quien hace la valoracion,
porque no busca en ello otra cosa que un mayor conocimiento y una mejor
preservacion del objeto.

Consideramos, por tanto, paradéjico, que el codigo deontologico del ICOM
(punto 5.2) limite la valoracion o tasacion de los museos a su propia coleccion
o0 a otros entes publicos, cuando precisamente son entidades no lucrativas y
cuentan con los profesionales mas proximos al patrimonio y profundamente
conocedores de las piezas. Creemos que esta norma —al igual que muchos
conceptos ligados a un modelo de “museo” que estd pasando rapidamente a la
historia— deberia revisarse, porque la tasacién no supone tinicamente aplicar
un valor econémico a un bien sino que constata su existencia, garantiza su
proteccion y le confiere naturaleza legal, un reconocimiento juridico que se
afiade al reconocimiento social y cultural.

En cualquier caso, el valor es una informacioén que debe formar parte de
la documentacion del objeto, y es un error dejarlo para “mads adelante”. La
documentacién, en un museo, es una de las tareas mas complejas y de mayor
responsabilidad, y ha de ser considerada, planificada y ejecutado como un
trabajo de equipo. ®
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