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Joana Valls:
the echo of modernity

by LAURA CASAL-VALLS
PhD in Art History and a specialist in fashion history

At the end of the nineteenth century, arts and crafts experienced a remarkable
revitalization in Catalonia. Fashion was a key element in this revival, and
around it a new business model developed. However, we still lack studies of the
protagonists of this trend, most of whom were women. Joana Valls, for example,
was a leading fashion designer in late nineteenth-century Barcelona, but very
little is known about her today.

Probably one of the main reasons for our neglect of Joana Valls is the fact
that hardly any of her creations have come down to us. Art history tends to base
its discourse on the presence of objects: art historians may talk of anonymous
objects, but they rarely speak of creators without a legacy; it seems that it is
difficult to recognize the work or the skill of someone of whom only the shadow
remains. However, judging from the testimony of her contemporaries, Joana
Valls enjoyed real prestige among the Catalan elites.

The recent discovery of one of her pieces offers a good opportunity to devote
an article to this unjustly ignored creator of fashion and to shed some light on
her achievements.

Joana Valls (1855-1935)

Since the mid-nineteenth century, Barcelona had been establishing itself as a
European capital. Among the new professions which emerged inside its new
commercial framework, driven largely by the needs of the affluent middle-
classes, were the designers of luxury fashions.

Joana Valls was one of these first creators and one of the most recognized
and respected in Barcelona at the turn of the nineteenth century. There are
very few references to her in the panorama of Catalan historiography' but some
representative testimonies remain in the form of literary images. For example,
in 1884 Serafi Pitarra mentioned her as a renowned designer of hats in a play
that premiered in that year®. There is also a brief but illustrative reference to her
in La Febre d’Or by Narcis Oller:

“— And how stylish you look! What lovely hats! Are they by Joana Valls? I
always say you are the best dressed girls in all Barcelona!™

JOANAVALLS: THE ECHO OF MODERNITY
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Silk shoulder cape, c¢. 1900, by Joana Valls (no. 131588, Design Museum). This piece was made entirely by
hand, in gauze silk satin and embroidered tulle, with tatting applique. The front opening is constructed to open
as two flaps, or lapels (See more). The gauze flounces give the cape considerable movement. A highly intricate
piece. © Barcelona Design Museum. Estudio Rafael Vargas, 2015

Years later Joaquim M. Nadal i Ferrer, in his Recuerdos de medio siglo, also
mentions the dressmaker: “the marchioness of Marianao, with one of those
large hats adorned with aigrettes and feathers, created by Juana Valls, which
were the admiration of many ladies and the envy of many more”.* Although
these literary fragments refer to hats, we know that Joana Valls also created
dresses — though the only testimony we have today is a silk cape.

Valls was the only Catalan designer to participate in the Universal Exhibition
of 1888, at the Pavilion of Industry, where she exhibited various creations and
the exhibition guide stated that “la réputation de cette maison a Barcelone est
suffisamment établie pour que les élégantes étrangeres puissent s’y diriger en
toute confiance”.” This gives us an idea of the significance of Joana Valls in the
Barcelona of the time.

Joana Valls was born in Barcelona on March 6, 1855¢ and was christened
Francisca Juana Maria del Pilar Giralt Miré. Probably she adopted the surname
Valls on marrying Juan Valls Parellada (ca. 1850-1919) in 1869.7

Joana was the daughter of Juan Giralt Alemany and Juana Mir¢ Sarcena,
owners of a milliner’s or children’s clothing shop (references have been found to

JOANAVALLS: THE ECHO OF MODERNITY
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both specialities) located in ¢/ Aviny6 in Barcelona. So costume design appears
to have run in the family.®

Joana Valls worked in Barcelona from the 1880s until 1921. She was therefore
a contemporary of renowned designers such as Maria Molist, also known as
Maria de Mataro, Ana Renaud and Montagne.

It is likely, therefore, that the designer began her career continuing the family
business. In fact, 1849 a Juana Giralt is recorded as a designer at ¢/ Aviny¢ 18;°
this may have been the mother of Joana Valls, under the surname of her
husband. In 1863, at ¢/ Aviny¢ 1, Juan Giralt was registered as the owner of a
“fashion shop”, In 1881 and 1882 at the same number, Juan Valls also appears as
dedicated to ‘fashion’,'” which suggests that at first the business was in the name
of husband." The business was still running in 1884, when the name of Joana
Valls appears at ¢/ Ferran 34."* In the industrial registry the establishment was
classified as “a fashion designer’s shop making luxury dresses and clothes”."* In
1885 both shops were registered under the name Joana Valls."* During the years
1896 and 1897 Joana Valls Parellada was based at ¢/Ferran 34," first floor, where
she had a “luxury fashion design establishment™ and she remained there in
later years."” From this period a photograph survives (although unfortunately
we cannot publish it here) showing the front of the building; on the first floor
balcony there is a sign, probably made of glass, where it says “Modas Juana
Valls”. In fact, the tariff at which the dressmaker was registered allowed her to
have signs outside, unlike others."® In 1910 she moved to 34 Passeig de Gracia,"”

14 Anuario del comercio, de la
industria, de la magistratura y
de la administracion, Madrid,
Carlos Bailly-Baillere, 1886,

p. 764.

15 At this address we also find
other dressmakers such as
Madame Berbegier and Fanny
Ricot.

16 ACA, Hisenda, Matricules
Industrials, 1896-1897, inv. 1,
n. 16592.

17 ACA, Hisenda, Matricules
Industrials, 1897-1898, inv. 1,
n. 16614; 1905, inv. 1, n. 9642;
1906, inv. 1, n. 9646; 1907 inv.
1, n. 9648; 1908, inv. 1, n. 9652;
1909 inv. 1, n. 9648.
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Front of an invitation card given by Joana Valls, showing the designer in a fashionable pose, although in a far more
conventional style than seen on the invitations of many of her contemporaries. Given that the card dates from 1910,
at the height of the modernista period, the image hints at a certain distance from current rends. It was in 1910 that
Valls moved her fashion house to Passeig de Gracia, so it may well be that this was one of the last invitations from
her previous premises in Carrer Ferran.

Carrer Ferran 34 was home to a number of different enterprises, including the Parera i Peitx fashion house , and
the renowned Matorrodona photographic studio, which, together with Joana Valls, occupied the first storey of the
building. © National Library of Catalonia. Barcelona.
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the new centre of trade in luxury goods in Barcelona, probably as a commercial
strategy.

Valls built up her business as an important fashion house. Established
independently, it became one of the leaders of elegance in Barcelona. We know
that her workshop had a library or collection of fashion books and figurines,
among them Puiggari’s Monografia histérica e iconogrdfica del traje, and plates
from the Album Réve and other publications which she probably received on
subscription. Some of these plates bear the designer’s stamp.

The products sold by the firm had a reputation for quality and fashion
and were aimed at a clientele with a high purchasing power, as shown in the
following excerpt: “How much will I have to pay, more or less? - We’re not
going to argue about that... as you know, the stitching, you know, eight duros;
the adornments, twenty-five; the linings, the serrapollera, buttons, the rods, the
brush and so on, five or six. In all, it won’t be more than fifty duros - Come on,
it’s not as if it’s by Joana Valls!”

An advertisement for the firm El Mechero de Venus suggests that Joana’s
establishment was very luxurious and had gas lighting: “The best lighting at the
theatres Novedades and Tivoli, in the elegant salons of the dressmaker Joana
Valls, in the Old England and in the best establishments.”*

In fact, the designer’s popularity spread beyond the city of Barcelona. In the
press we find dressmakers who advertised their skills saying they had worked
at the workshop of Joana Valls.* Her firm grew rapidly over the decades and
placed advertisements for employees at times when there was more work.?

JOANAVALLS: THE ECHO OF MODERNITY
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The type of products they sold were varied, as shown in the advertisement
appeared in La Vanguardia in 1905:

“To carry out a complete renewal of our stocks, we are selling at considerable
discounts our current stocks of coats, velvet, woollens, embroidery, tulle, gauze,
trimmings, flowers, feathers, ribbons, braids of all kinds, adornments and
everything related to dressmaking.”*

In 1915 the firm sought a director of dressmaking, a post that remained in
1918.%* The existence of this position indicates that the business had grown
considerably and that it was Joana Valls who managed the business and was no
longer a seamstress sewing with her own hands. Her figure, then, clearly reflects
the change in the profile of these professionals, who rose from anonymity to
run important businesses.”

In 1919 Valls announced her retirement, and a brief chronicle was published
praising her achievements:

“One of the aspects that affirms the capital status of Barcelona is our intense
artistic life, and (...) highlights everything that is related to ladies’ fashions,
which have reached such a high level, giving us a well-deserved reputation. One
of the most solid reputations and most grounded in Barcelona is undoubtedly
that of Joana Valls (...) we deeply regret the departure of the great dressmaker
Joana Valls, who has contributed so much with her taste to elevating the craft of
fashion.”

In 1920-1921 we find her name in the industrial registry for the last time.”
Her business, which had acted as a sounding board of modernity in the 1880s
and 1890s, probably went into decline in the early decades of the new century,
with the emergence of a new generation of creators, such as Anita Monrds
(1882-1959) and Pedro Rodriguez (1895-1990), among others. Joana Valls died
in Barcelona on April 30, 1935* leaving behind her testimony of change.

JOANAVALLS: THE ECHO OF MODERNITY
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The Textile Museum
and Documentation Centre,

a brief account of a long
and unknown history

by EULALIA MORRAL ROMEU
Photographs: ©CDMT and Quico Ortega

Early years: The Biosca Textile Museum

The institution we know today as the Centre de Documentacié i Museu Téxtil, or
CDMT, has its origins in a small industrial warehouse at Carrer Sant Isidre, 6,
in Terrassa, where Josep Biosca Torres chose to house a collection of historical
fabrics and costumes he had acquired from Ignasi Abadal. The purchase, for the
sum of 500,000 pesetas, was funded by profits from the company AGILESA-
ETSA and completed on 21 February 1946'. According to the inventory supplied
with the deed of sale, the collection consisted of 680 individual items and 1,860
card-mounted fabric samples. Most of the items were European in origin,
dating from the fourteenth to nineteenth centuries, while a small number of
older pieces from Egypt were also included.

Following Abadal’s death, his son-in-law Josep Llussa announced the sale of
a second group of items from the same collection, courting several potential
buyers. Biosca, who appears to have been a shrewd negotiator, outmanoeuvred
his rivals and, in March 1951, closed the deal that would expand his private
museum with 1,330 new pieces. Documents from the period held in the CDMT
archive? do not record the sum that was paid for this second acquisition, but
they do confirm that the pieces were identical in nature to the first group, and
that some were duplicate items. Biosca had planned to exchange exhibits with
other museums in Europe, although the idea ultimately proved unsuccessful.

In 1953, the first board of trustees of the Biosca Textile Museum was created,
and the museum was installed in the central part of the building housing the
Terrassa Industrial Institute — the former Pasqual Sala warehouse located
at Carrer St. Pau, 6. The Institute made a substantial contribution to the
installation and maintenance costs.

The museum was formally opened to the public in January 1956, although
handwritten notes by Dr Torrella confirm that private visits had been arranged
since as early as 1947.°

From 1956 onwards there are reports of numerous activities organised by
the museum, from the “Exhibition of selected works of Textile Art from the

THE TEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY


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

4 From a signed record

by José Cristéfol Freixa,
secretary of Edificaciones
Textiles S.A., referring to the
company’s extraordinary
general meeting in Madrid
on 21 December 1958. CDMT
archive.

10

collections of the museums of Catalonia”, installed in the Casa Soler i Palet
(November-December 1956), to a display of selected pieces from the Biosca
collection at the Biosca gallery in Madrid, owned by a brother of Josep Biosca,
and a special exhibit at the Barcelona trade fair in 1957.

Not everything was wine and roses, however, and in late 1958, AGILESA-
ETSA, “recognising the need to resolve the museum’s situation permanently, given
that its holding by the company carried serious responsibilities (...) and would no
doubt demand considerable sacrifices in the future”,* agreed to hand control to
the city of Terrassa. The offer was made on the condition that the City Council
assume all of the costs and award the Industrial Institute an active role in the
management of the museum, in acknowledgment of the investments made
during the period it had housed the collection on its own premises. The City
Council accepted the terms, and approval was announced in a plenary meeting
on 17 April 1959. In September 1960 a new board of trustees was created,
chaired by the mayor of Terrassa and formed by a variety of members including
representatives of textile firms and municipal organisations, and the Museo
Municipal Textil Biosca was born.

Spatial constraints and the stubbornness of Biosca — who had influential
political contacts — placed pressure on the City Council to provide a new home
for the museum. The decision was eventually taken to use a site opposite the
Castle of Vallparadis, and on 15 December 1963 the president of the Provincial
Council of Terrassa, the Marquis of Castell-Florite, and the mayor of Terrassa,

THE TEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY
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Josep Clapés, agreed to join forces to create a new museum. The city would cede
the land and its collections in perpetuity, and the Provincial Council would
curate the Vifias Collection and transfer it to the new institution. By 1964 the
architectural plans were ready, and work was completed in 1969, making way
for the unveiling of the new museum on 14 June 1970.

THE TEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY
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Eighteenth-century cape, in
embroidered velvet, from
the Moragas Collection.
CDMT 07239.

The Provincial Textile Museum

The new building provided the space to house the textile collections held by
the City and Provincial councils. Thus, the original pieces assembled by Biosca
were joined by two collections acquired from the City Council (the Moragas
Collection, comprising 78 items of clothing from the eighteenth and nineteenth
centuries, and the Garcia Capafons Collection, formed by 860 pieces of
passmanterie covering the period from the sixteenth to the nineteenth century)
and by the Vinas Collection, purchased by the Provincial Council from the
industrialist Ricard Vifas Geis, which comprised 2,661 fabric samples and 442
examples of passemanterie dating from Late Antiquity through to the end of the
nineteenth century, together with oriental fabrics and a series of documents and
decrees from the fourteenth to eighteenth centuries.

Management of the museum was entrusted to a new board of 18 trustees
drawn from a public-private corporation: six ex officio members (the
president of the Provincial Council of Terrassa, the mayor of Terrassa, two
provincial councillors, one city councillor, and the museum’s director),
eight representatives of the Barcelona and Terrassa chambers of commerce,
the Terrassa Industrial Institute, the Collegi de I’Art Major de la Seda (the
institution representing silk industry guilds), Caixa d’Estalvis de Terrassa
savings bank, the Manufacturers’ Union of Sabadell, the cotton textile industry,

THE TEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY
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and the Textile Workers’ Mutual Society; and three individual members,
Manuel Rocamora, Lluis Garcia Capafons and Carlos Duran Torrens. The role
of secretary was held ex officio by the secretary of the Provincial Council.

As laid down in the new statutes, the budget for the museum combined
subsidies from its two public trustees with additional funding provided by the
private trustees. The CDMT archive holds several letters of request or reminder
sent to private trustees regarding their annual contributions, as well as receipts
that illustrate the gradual decline in private funding over the years, creating a
shortfall that was met by the Provincial Council of Barcelona, which increased
both its funding and its involvement in the running of the museum. By 1981,
under the presidency of Marti Jusmet, the situation had become untenable
and the museum was placed under the direct control of the management
corporation”.

A decade at the forefront of cultural life

Despite the difficulties described above, over the course of the 1970s the
Provincial Textile Museum became the preeminent cultural institution of a
city sorely lacking in infrastructures of this type. The new museum used a hall
on the ground floor for temporary exhibitions that gave it a prominent role in
the contemporary art scene throughout the decade, thanks to exhibitions by a
number of artists associated with the Catalan School of Tapestry. During this
period, the museum hosted 18 individual and collective exhibitions, which
received extensive coverage in the media and are still fondly remembered by
many people involved in this area of artistic creation.

With this focus on temporary displays, the collection of historical fabrics was
relegated to the permanent exhibition halls, while the temporary spaces housed
exhibits of paintings, sculptures, engravings, photographs, arts and crafts, and
special historical or commemorative collections.

Moving into the 1980s, the Caixa de Terrassa Cultural Centre became
the new dominant force in the cultural life of the city, and a variety of new
municipal amenities emerged. The opening of the Catalan National Museum of
Science and Technology in 1984 saw a definitive shift of the city’s cultural centre
towards the Rambla d’Egara, and the Provincial Textile Museum, which lacked
the financial muscle and the technical expertise to promote new projects or
major exhibitions, was gradually reduced to hosting smaller touring exhibitions
supported by the Provincial Council or Caixa de Terrassa.

Despite this changing role, the Provincial Textile Museum continued to
build its collection through private donations and a series of acquisitions (the

THE TEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY
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Suqué and Tove Alm collections of Egyptian textiles and the Tértola Valencia
Collection of European, Oriental and Latin American fabrics), in addition

to a major transfer from the Provincial Council of 1,275 items of clothing
and accessories dating from the sixteenth to nineteenth centuries, originally
bequeathed by the artist Lluis Tolosa Giralt. The halls on the second floor of
the museum were renovated in 1985 to accommodate the new pieces, many
of which were installed in large glass cabinets that presented the collection

in spectacular fashion, though they also caused numerous difficulties of
conservation.

By the end of the decade the museum’s model had run its course. The
influence of European museology and museography had grown dramatically
during the last years of the Franco regime, thanks in no small part to the work
of the Assembly of Museum Staff of Catalonia, and the Provincial Council
needed to update its museums. Terrassa posed a unique challenge, since
although the museum was located in one of the most important textile cities in
Catalonia, its collection included very few examples of local textile production.
As such, was there sufficient justification for keeping the museum open?

This question sparked a radical transformation®, approved by the Provincial
Council and ratified by the International Council of Museums, which entailed
scaling back conventional museum activities and focusing instead on a new
dynamic as a documentation centre and specialised service provider to the local
population and textile sector.
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Brocaded muslin cloth from
India, from the Tétola Valéncia
Collection. CDMT 7761.

7 Between 1990 and 2014
the museum hosted a total
of 63 temporary exhibitions,
20 of them curated by its
own staff, eight organised

in conjunction with other
museums, and 35 brought
from outside Spain (25 by
contemporary designers

and artists, and ten by

other organisations). Of

the exhibitions created by
the museum, five were also
shown at various museums
across Catalonia. The exhibits
themselves form the basis of
22 publications.
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A new model for a new context

The transformation of the Provincial Textile Museum addressed three areas:
concept, space and management. The new concept was clear; the centre would
operate less as a traditional museum and more as a hub for a range of key
services, making its resources available to the textile and fashion industries

to support the creation of new designs, and seeking greater involvement

in the work of local industry stakeholders, which generate wealth for the
region through the knowledge and experience acquired over centuries of
textile production in Terrassa. Heritage is the warp that gives consistency,

the structure through which the weft of innovation is threaded, thus the
fundamental mission of a centre like the CDMT must be to preserve the
national textile heritage. To achieve this, it was necessary to prioritise the
collection, conservation and diffusion of the materials that chart the industrial
history of Catalonia, before they were irretrievably lost.

The public consortium set up to manage the museum in January 1995
brought a more dynamic management structure and reinstated the municipal
representation that had been lost in 1981. Renovation work, however, had yet
to be started and would take some 14 years to complete, during which time the
museum remained open to the public. Finally, in December 2002, the CDMT as
we know it today was officially inaugurated, with modern facilities better suited
to the conservation of its collections, a new conservation workshop and library,
interactive learning spaces, a conference room, and temporary exhibition halls.

Between 1990 and 2011 the museum devoted most of its efforts to temporary
exhibitions’, which entailed constant documentation and the study,
conservation and exhibition of work in specific styles. This approach brought
considerable advances in the scientific and historical understanding of textiles
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and was successful in attracting and establishing stronger links with new
visitors not traditionally drawn to the textile industry. Unwavering support
from the Provincial Council of Barcelona, under the presidency of Manuel
Royes, enabled the CDMT to make dramatic qualitative improvements,
bringing it to greater prominence on the European cultural scene, opening

the doors to participation in collaborative projects with institutions in other
countries, and creating a more favourable environment for specialised services
such as documentation, restoration and training, as well as the design of official
curricular workshops for schoolchildren in the region.

Today, the CDMT forms part of a network with the Mares Lace Museum in
Arenys de Mar and the Textile Printing Museum in and Premia de Mar. It is
also actively involved in collaboration agreements with Catalan universities (the
UPC, UAB and UB), the schools of Conservation and Restoration of Cultural
Heritage of Catalonia and Madrid, the textile industry (Texfor), and research
organisations including the Centre for Historical Studies of Terrassa (CEHT)
and the Grup d’Estudis Precolombins (GEP).

Much of the CDMT collection (in excess of 120,000 items) can be viewed
on line, as can the specialist library catalogue, through the Consortium of
Academic Libraries of Catalonia (CBUC), and the rare books and manuscripts
collection, much of which has been integrated into the “Digital Memory of
Catalonia”, a cooperative, open-access repository managed by the CBUC.
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Storage 5, with sample-books.

Conservation workshop.
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The CDMT is now more widely known for its industrial heritage and for
Catalan modernisme than for the historical collections that formed the basis
of the original institution. These older pieces retain a certain importance, and
have an encyclopaedic value as learning tools and as a source of inspiration
for industrial design, but similar collections can now be found in many other
museums around the world; it is the industrial archives and modernista
collections - clothing, accessories, household items, original designs — that
most strongly root the CDMT in the surrounding region and local community.

Looking to the future

Heritage centres cannot work in isolation from the world around them; we must
be able to evolve in response to new demands, particularly at a time when such
demands are more numerous (and more contradictory) than ever. The intrinsic
balance of conservation and public accessibility must now be reconciled with
the demand to offer more (exhibitions, school workshops, longer opening
hours, greater availability for consultation...) for less (free or at minimal cost);
as funding falls (in a few short years we have seen our budget cut dramatically),
visitors numbers and revenue must increase.

We must acknowledge that heritage is not foremost among our national
priorities, and it is perhaps impossible to build the collaborative frameworks
and social prestige of institutions in the English-speaking world that we often
seek to emulate. A museum, by definition, belongs to society, but this is not to
say that it necessarily reaches everyone in that society, whether because it lacks
the capacity to attract the public or because the public is simply not interested.
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Each country and culture has its peculiarities, and any new policy initiative
must face this fact. In Catalonia, there are too many museums and too few
visitors; too much investment in new projects and too little money to maintain
them. We have a culture of individualism and little willingness to join forces;
a tradition of centralism and little experience of working together across the
Catalan territory, as beneficial as this would be.

The efforts put into modernising the CDMT over the last few years stemmed
from the conviction that both industry and the education system (specifically,
schools of fashion and design) could creatively “exploit” the heritage we
conserve, yet the results suggest that this has not been the case, or at least not to
the extent we had intended. It is also true that we have been unsuccessful as a
showcase for industry, a function we believed could be of interest to the sector,
to bring its innovations to the public each season. Rather, we have discovered
that our “natural” users are the museums of Catalonia, which need assistance
with conservation and, above all, with restoration. So although we have had
to change our focus in terms of users, we have consolidated our role as a
service provider, an activity in which we can be far more sustainable than if we
continue to operate as a conventional museum.

We have yet to address several areas in which work should already be well
underway: the integration of IMATEX content into a database to make it
universally accessible; the design of a specialised and officially recognised
teaching syllabus linked to different sectors (textile trade and retail, official
vocational training, higher education); the digitisation and computerisation of
our photographic and administrative archive; the creation of online teaching
resources. ..
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But responsibility for the change of model before us is not in the hands
of the CDMT team (which has submitted various strategy proposals since
2007, none of them given serious consideration) and lies squarely with the
trustees, since the redesign is necessarily of a political nature. This situation is
unavoidable given that the Provincial Council - which has covered 90% of the
CDMT'’s ordinary operating budget until now - intends to withdraw from its
commitment and pass it to the City Council, which has had little involvement
since the 1980s, despite providing half of the consortium’s members since
1995. And while it seemed for a time that the future of the CDMT would be an
alliance with Disseny Hub Barcelona (DHUB), more than one administration
has been and gone, and the initiative is no longer discussed.

A great deal of work remains to be done, much of it technical, but first a
clear decision must be taken at government level regarding the desired role and
prominence of the CDMT, both in Terrassa and across Catalonia. This decision
must reflect the need to foster relationships with industry and the higher
education sector, through which we can leverage our area of specialisation, the
only area in which we can be a singular and competitive institution; it must
strengthen our ties with the Circuit of Catalan Textile and Fashion Museums,
and not with strange “constellations” drawn up in an office in Barcelona; and,
harsh as the reality is, it must clearly acknowledge that visitors to museums in
Catalonia are overwhelmingly tourists, and Terrassa is not a major destination
on the tourist map... e
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Fashion at the Museum.

An interpretation of the dress
collections at the Design Museum
of Barcelona

by TERESA BASTARDES, Head of Collections, Design Museum of Barcelona
and SfLviA VENTOSA, Curator of Textiles and Fashion at the Design Museum
of Barcelona

Photographs: ©Design Museum of Barcelona, LaFotografica

Abstract

The new Design Museum of Barcelona has opened its doors to the public with
four inaugural exhibitions. Among them, Dressing the body; silhouettes and
fashion 1555-2015 provides a critical insight into how the outward appearance
of the human shape has been manipulated throughout history, and highlights
the absurdity of being a slave to one’s own body or to fashion. This reflection
takes on special importance in our society in which the personal image plays
such a powerful role in the creation of identity and in social communication.

The body and dress

Human beings are distinguished from other animals by a system of verbal
communication - language - and by other nonverbal behaviours such as
our gestures and the way we present ourselves to the world. Our outward
appearance conforms to the canons of beauty, which intentionally alter our
natural forms. The obsession with achieving a specific aesthetic ideal has given
rise to the invention of exaggerated artefacts to modify the shape of the body.
In today’s world, speaking of the body and its modification is in fashion. At
the same time, fashion is a key element of the post-industrial society. Changes
in appearance and dress are continuous, cyclical, and increasingly accelerated.
According to Elisabeth Wilson (1985), the body is a cultural artifact. Its
ornamentation expresses the aesthetics that modify our appearance: hairstyles,
makeup, tattoos and alterations in the body, and especially our dress. While the
concept of the body has been treated extensively in academic fields, the body in
relation to clothing and fashion was largely ignored until the studies published
by Joanne Entwistle and Elisabeth Wilson, especially The Fashioned Body
(Entwistle, 2000) and Body Dressing (Entwistle and Wilson, 2001).
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Dress is universal; it is a basic fact of social life in all cultures, transmitting
information about its wearers and their social class, age, gender, their aesthetic
tastes and their intentions: aggression, submission, transgression, seduction and
power.

Body and dress are complementary. The content and the container form a
symbiosis. Obviously, dress is not self-supporting; it needs a body to support it,
but at the same time the body is covered with a dress. The dressed body could
be considered as a dynamic relationship, a dialogue between the body, dress,
and the social and aesthetic moral codes of an era or culture. In Western society
the dressed body is the protagonist of our appearance, which is one of the major
concerns of our time.

Furthermore, fashion can be defined as a collective belief that is manifested
and becomes visible in clothing. In Western society the dressed body is directed
by a system that arbitrarily and periodically introduces changes. Fashion lays
down the ornamentation of the human body as the maximum expression of
the individual personality to which we add an impersonal feature, the collective
style. Fashion is not dress, the seen object, but a set of invisible elements
included in the dress that give added value. Dress is what a person wears; it is
the transfer of fashion into everyday life.

At different times in history, dress has artificially modified the body shape to
create silhouettes and volumes. The silhouette, the visible contour of a dressed
body, marks the entire shape of the body and creates its limits with respect to
other bodies and to other spaces, either occupied or free. Three silhouettes have
recurred consistently over the last few centuries; the straight tubular silhouette,
the geometric silhouette with the basic forms of the triangle, the rectangle and
the circle, and the silhouette that respects the anatomical shape of the human
body.
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The concept of the exhibition

Dress modifies the image of the body by compressing it or releasing it. Fashion
tends to be cyclical, and over recent history the morphology of dress has gone
through five phases: compression of the body from the sixteenth to eighteenth
centuries, release at the time of the French Revolution, compression again in the
nineteenth century until the First World War, release in the 1920s and 1930s,
compression once more until the 1950s, and a new social revolution in the
1960s which has released the body again until today. This endless variation is
the essence of fashion and its arbitrariness.

The main actions exerted by dress on the body are increasing, reducing,
elongating, profiling and revealing. Increasing involves creating volume in
the arms, shoulders or hips using interior structures or ample rigid fabrics:
tontillos, petticoats, crinolines and bustles widen the figure. Reducing physically
constricts the natural forms of the body, particularly the torso and waist
corsets, bodices, bras and belts. Elongating enhances the silhouette to make
people seem taller, with stylized heels and platform shoes, hats, dresses with
long tails. Profiling outlines the forms of the body without modifying it, with
stockings, gloves, shirts and bodysuits. Finally, revealing uncovers parts of
the body or suggests the figure with transparent fabrics, dresses, shorts and
sleeveless T-shirts.

These effects are achieved in three main ways. First, the choice of fabrics:
a flexible material like knitwear fits close to the body, while a rigid fabric
like velvet separates the body from the dress. Then, with the techniques of
patterning, cutting and sewing, the silhouette of the dress can either cling to
the body with the use of darts and folds or be separated using pleats and ruffles
or overlapping fabrics, trimmings, and lace. Finally, internal structures, either
constraining the body or increasing it, help to give the desired shape: corsets to
make the body appear smaller than it is, crinolines and bustles to separate the
dress from the body, and brassieres to reduce the bust, leave it as is, or give it
volume.

FASHION AT THE MUSEUM. AN INTERPRETATION OF THE DRESS COLLECTIONS AT THE DESIGN MUSEUM OF BARCELONA


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

Datateéxtil 33

1 Julia Schulz-Dornburg,
exhibition design; Toni
Rueda, lighting AAAA Pere
Canals and Daniel Pujal,
graphic design.

2 The fashion collection

of the Design Museum of
Barcelona has pieces from
all over Western Europe.

It centres in particular on
Spanish designers from the
twentieth century onwards,
especially those from the city
of Barcelona.
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Museography

Underlying the exhibition is the idea that presentation is as important as
content. Its complex narrative is housed in a setting in which visitors can
perceive it and understand it.

The museography converts something a priori intangible into something
tangible. It is a transversal project involving expert professionals who have
brought together their skills in curating, design space (including the display
cases and cabinets), lighting, and graphic design'.

The dresses are the protagonists. The pieces were carefully selected to
represent all the materials and techniques used throughout history, but
especially to ensure that all silhouettes characteristic of each moment should
reflect the five actions that dress performs on the body, in accordance with the
underlying concept of the exhibition. It was also decided that as many of the
designers represented in the Museum’s collection as possible should be chosen
for the exhibition?: in all, 50 designers, from the nineteenth century to the
present day.

The timeline presents the graphic and textual contents on the walls opposite
the display cases. Inside the display cases are the pieces themselves, without
any text except for the title and dates that link up with the graphic and textual
information.

The exhibition is divided into ten periods. The first, 1550-1789. The
Gentleman and the Courtier. Dresses compress the body, includes more than
two centuries of costumes belonging to the aristocracy, and displays silhouettes
that modify the natural lines of the body through the use of the corset and
tontillo. 1789-1825. Dress and Revolution. The body set free exhibits tunic
dresses that allow the body to move and display itself naturally. Then, over the
course of the nineteenth century, in the hands of the new industrial bourgeoisie,
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fashion once again exaggerates the woman’s body, compressing the torso and
narrowing the waist with corsets and widening hips and rear with crinolines
and bustles. These modifications of the body are shown in 1825-1845. Ethereal
Women. The dress inflates the body, which presents romantic dresses with
rounded skirts and pufted sleeves; 1845-1868. The well-dressed bourgeoisie.
Exaggerating volumes, which increases the skirt with the use of crinolines;
1868-1888. The age of the bustle. What matters is at the back, shows models
that change ever more quickly, obliging continued change; and 1888-1910. “S”-
shaped belles; clothes deform the body, in which women’s figures are grossly
deformed. The first decades of the twentieth century saw the second major
break in the history of fashion. 1910-1930. Clothes reveal the body. Corsets
off! During wartime, women are replacing men in the workforce, and dress
become more comfortable, gradually shorter, revealing the legs for the first
time in history; the waistline moves down from the chest to the hips. 1930-
1960. Haute couture. The artificial silhouette is a conservative period which
returns to the past with narrow waist and wide hips. But the 1960s brought

in new currents of freedom, as the younger generations began to impose their
aesthetics. Soon designers and the industry adapted to changing times, and the
democratization of fashion made it accessible to everyone. 1960-1990. Prét-a-
porter. The body on show. A variety of silhouettes in comfortable unisex clothes
for both women and men; trousers for women, as well as mini and maxi skirts.
1990-2015. Designers versus globalization. Clothes outline, wrap or reveal
the body shows that all the silhouettes are possible: large volumes live alongside
minimalist models.

The dresses are arranged in large display cases that resemble rooms with a
glass front to protect them from dust and the public. The dresses maintain a
dialogue with each other, their similarities and differences enhanced by the
display. Two large wall cabinets house the interior structures (corsets, bras and
bustles) in an intentionally more abstract arrangement than the dresses. Finally
a cylindrical glass cases contains the crinolines.

The lighting design obtains a theatrical effect since only the pieces and
graphic information are lit; the visitor remains in darkness. Maintaining levels
of 50 lux on the pieces at all times, the windows have a cycloramic background
of soft colours. To enhance their volumes, spotlights are focused directly on the
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pieces. The lighting reinforces the concept of the exhibition which includes both
two-dimensional silhouettes and three-dimensional volumes and uses LED

technology to comply with the requirements of conservation (neither infrared
nor ultraviolet) and sustainability.

Each cabinet corresponds to a period with particular silhouettes and a
particular concept of body modification. To illustrate the concept, a pattern is
repeated throughout the exhibition, with four “characters™

1. Anatomical modification: anatomical mannequins with joints highlight
the body parts modified by clothing and draw our attention to how this is
achieved in each period.

2. Prosthesis: a mannequin showing the interior structure that helps to
achieve anatomical changes.

3. Main character: the costume that best represents the standard shape of the
period of the time and the relationship with the body that wore it.

4. Full Image from the period, showing a person wearing the costume, the
hairstyle, accessories and context. These supports are paintings from
the seventeenth to the nineteenth centuries and photographs from the
nineteenth and twentieth centuries on a lenticular system that introduces a
certain movement; and videos for the twentieth and twenty-first centuries.

5. Reference: a gold mannequin in twenty-first century dress which formally
recalls the silhouette of the period and helps to explain the historical
costumes to the visitor.

The rest of the cabinet presents the different models of the period.
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The mannequin, the artificial body is the support of the dress. The organizers
of the exhibition deliberately opted for mannequins without heads, to give
prominence to the dress, but with legs and arms when the model requires
them. All mannequins required mannequinage: that is, the process to create
the specific form that each dress needs. With innocuous materials, volumes
are created on the mannequin to obtain the exact shape for each dress, giving
volume where needed, filling in parts of the body. The costumes are assembled
without modifications, without any folds or stitches, in order to favour their
preservation.

The costumes in the collection belonging mostly to specific individuals and
are therefore made to measure. The system of sizes did not arrive until the
1960s, the era of prét-a-porter. Each dress tells us about the body of the person
who wore it. We also know each model in great detail thanks to documentary
sources as prints and photographs.

The modelled body: from the corset of the body
to the corset of the mind

In contrast to the Museum’s motionless mannequins, real bodies are a kind
of capital that require major important economic and aesthetic investment,
following the canons of beauty of each particular period. These canons oblige
us to be permanently aware of our bodies and urge us to be slim, muscular,
and healthy. Today’s global fashion standardizes us; the differentiation occurs
not only in the way we dress, but also in altering our skin and body shape.
Our society “invites” us to diet and to do sport; “aesthetic” surgery proposes
an ever younger figure, in the image of athletes, actors, singers and models.
Our freedom of choice is reduced because social pressure makes us follow the
aesthetic of the moment. Dressing the body aims to reflect this. e
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Can Marfa,
showcasing knitted fabric

at the Mataro Museum

by MATARS MUSEUM
Photograhps: ©Mataré Museum and ©Sergi Ruiz

Matar6 has long been a leading centre for the production of knitted fabrics, a
mainstay of the local economy and the industry that has lent the city its unique
identity in Catalonia.

In the late 1980s and early 1990s, the knitted fabric industry fell into
sharp decline in Catalonia as a result of successive crises across the whole of
the textile sector. Against this backdrop, Jaume Vilaseca i Beltranpetit, an
industrialist from Matar6, brought together a group of professionals (machine
manufacturers, textile producers, mechanics, weavers, etc.) to begin work
on the recovery, restoration, study and classification of diverse sources of
material evidence related to knitted fabrics from an industry that was rapidly
disappearing. His aim was to create a textile museum in Matar6 dedicated
exclusively to knitted fabric, bearing witness to its historical importance in the
city and the wider region.

Mataré City Council, meanwhile, had been seeking an opportunity to
present the city’s textile heritage to the public as part of the Mataré Museum,
adding a new element to its cultural and tourist amenities. It was particularly
keen to focus on knitted fabric, given its crucial role in the history of the city.

The two projects converged and in 1996 the Jaume Vilaseca Foundation
signed an agreement with the City Council to make the collection public.
Although Vilaseca died in 1997, thanks to the commitment of his team
of collaborators and the goodwill of his children the project went ahead,
attracting support from private individuals, companies and professionals from
across Catalonia. As a result, the Jaume Vilaseca Foundation succeeded in
assembling one of the most remarkable collections of industrial heritage in the
country.

In 2009, 2010 and 2011 the City Council undertook refurbishment of one
of the factories in the architecturally striking industrial complex of Fabrica
Marfa, to house an extension to the Mataré6 Museum that would specialize in
knitted fabrics. Fabrica Marfa (or Can Marfa), a factory built in the Manchester
style in 1880-1881, was once the leading producer of knitted fabrics in Spain,
boasting the largest workforce and the finest product.
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Can Marfa, a new extension of the Mataré Museum dedicated to the knitted fabric industry. Photograph: Sergi Ruiz.
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Partial view of the permanent
exhibition: Matard, capital del
génere de punt.

Tools used in textile production,
c. 1920-1940. Permanent
collection.
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Bank of knitting machines,
c. 1929. Permanent collection.
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In 2013 the City Hall and the Jaume Vilaseca Foundation signed a definitive
agreement to make the museum a reality. The collection donated by the
Foundation is the basis of a permanent exhibition at the Matar6 Museum
focusing on the city as a capital of knitted fabrics. This makes it the third key
area covered by the museum. The first two areas, which feature exhibitions in
the main building at Can Serra, focus on Mataré as the Roman city of Iluro and
on Mataré as a Mediterranean city.

Since 28 March 2015 Can Marfa has been home to the Mataré Museum’s
newest extension, dedicated to knitted fabrics, a crucial part of local and
national history that did not have its own museum space until now. The new
extension provides 1,800 square metres of space spread across three floors. The
ground floor, which is a multipurpose space open to the general public, will host
a varied programme of activities encompassing temporary exhibitions, lectures,
conferences, presentations, educational workshops and more. The aim is to offer
events that appeal to a diverse public, presenting the past and present of the
sector alongside opportunities to learn and reflect, in a fun and entertaining
setting.

The first floor houses a display of equipment, including a sizeable sample
from the Jaume Vilaseca Foundation collections, organized thematically and
chronologically. With this design, the curators aim to give visitors two distinct
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Toton Comella display case.
Permanent collection.

paths to guide them through the exhibition. The first leads through the process
of textile production, while the second charts the development of the textile
industry in Catalonia from the eighteenth century to the present day. The
display tells an economic and social history that many Mataré residents have
experienced first-hand, inviting visitors to reflect on the events of the past and
the challenges of the present and future. The exhibits on the first floor occupy
an area of 600 square metres and are organized into seven thematic units that
give context to the machinery, clothing, images and documents on display:

Area 1. Getting started: Video describing the characteristics of knitted fabric
and the factors that have had a bearing on its production in Mataré
and Catalonia.

Area 2. From fibre to mesh: The manufacturing processes for knitted fabric:
spinning, weaving, conditioning and finishing, design, patterns,
garments, labelling, packaging and sales.

Area 3. The beginnings of knitted fabric: Cottage industry and domestic
workshops, the development and geographical locations of knitted
fabric production in Catalonia. From handlooms to the first
mechanical knitting machines.
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Area 4. The industrialization of knitted fabric: The industrial production
of undergarments and stockings. Technological innovation and
the organization of labour in factories. The role of the industrial
bourgeoisie in the development of the knitted fabric industry, exports
and the consolidation of the Maresme cluster around Matard.

Area 5. Fashion, imagination and sport: Changes in consumption patterns of
apparel, the influence of fashion and the emergence of new products.
The commitment to training and technological renewal.

Area 6. From autarky to sector growth. The economic policy of autarky
and the impetus to build machinery for knitted fabrics. Ancillary
industries. The nylon revolution.

Area 7. Future prospects: The continued survival of the Maresme
cluster devoted to knitted fabrics. The importance of design, the
commitment to quality and the application of new technologies. The
sector’s threats and opportunities.

The second floor, where work is ongoing, will provide space for collections,
including a technical work area, a reserve section and storage facilities. It

will house collections of clothing, scientific instruments and small-diameter
machines. The aim is to provide access to a portion of the reserve collections,
extending the display space and enabling visitors to view a significant
proportion of the Jaume Vilaseca Foundation collections. The second floor will
also have an educational space where visitors will be able to learn more about
the displays on the first floor and gain hands-on experience.

CAN MARFA, SHOWCASING KNITTED FABRIC AT THE MATARO MUSEUM


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

AL Fe et Wiy S carlat

Mitja arnb brodats Mitges de nena
Seqona metat segfe X Ution et egile K00

2N 17190 s e

Display case with stockings c.

, Work is now under way on the second phase of the project, which includes
1890-1910. Permanent collection.

the refurbishment of the second floor of Can Marfa and the second part of the
Jaume Vilaseca Foundation inventory (4,000 objects have so far been catalogued
out of an estimated total of 8,000 pieces).

The long-term goal is to establish Can Marfa as a pivotal institution in
the Catalan network of science and technical museums and a member of the
Network of Textile Museums of Catalonia. ®

For more information:
http://culturamataro.cat/ca/museu-i-exposicions/museu-de-mataro/can-marfa
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1 The article by Ana Cabrera
La Fuente, El Museo Nacional
de Artes Decorativas en sus
primeros afios (1912-1930)
reproduces the appendices
to the Royal Decree which
established the creation of
the National Museum of
Industrial Arts.

2 Aurora Gutiérrez Larraya
played a key role in the
creation of the National
Museum of Decorative Arts,
as the historian Joan Miquel
Llodra has demonstrated.

3 Javier Ferndndez
explains the history of this
incipient Museum of Lace
and participation of the
writer and anthropologist
Carmen Baroja, one of the
first historians of art in our
country and author of the
book El encaje en Espafia,
Editorial Labor, Barcelona,
1933.
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Unusual lace creations
at the Museum of Decorative

Arts in Madrid

by NEus RiBas SAN EMETERIO, director of the Arenys de Mar Museum

The origins of the Museum of Decorative Arts in Madrid

The National Museum of Decorative Arts in Madrid was set up 1871, following
the example of the South Kensington Museum (today the V&A) in London. The
museum was created to revive the original aims of the universal exhibitions of
promoting craftsmanship and trade, and of improving the training of workers
in industry. A Royal Decree of 1912' later established the creation of the
National Museum of Industrial Arts.

The first directors of the museum were Rafael Doménech and Luis Pérez
Bueno, but they were soon joined by experts in the various fields. In textiles,
important contributions were made by Aurora Gutiérrez Larraya, a designer
in lace, batik, and leather.”? The museum had a strong educational mission, and
sought to make contact with other European institutions; indeed Domeénech,
Pérez and Gutiérrez travelled abroad to learn about the work underway at
various European museums. The museum was organized into eight sections,
seven containing pieces (stone, metal, wood, earthenware, textiles, graphic arts,
and ivory, shells and leather), and an eighth section dedicated to education.

The stocks came from state museums or government agencies, and there
were also some acquisitions. The acquisitions were mainly old Spanish pieces,
or foreign pieces with a Spanish influence; finally, for educational purposes
and also to enhance the museum’s international dimension, the museum also
purchased items with contemporary designs which reflected the transformation
of the decorative arts in the museum’s early years, from the UK, Denmark,
Germany, Austria and elsewhere in Europe.

In 1927 the museum changed its name to the National Museum of Decorative
Arts, since it was decided that certain artistic items could not be catalogued
under the heading of Industrial Arts. Curiously, in the 1930s, the Museum of
Lace was created as a part of the National Museum of Decorative Arts, but the
museum lasted only a short time, and it was soon transferred to the Museum
of the Spanish People along with the stocks from the Museums of Regional and
Historical Costume and Popular Art.?
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Entrance hall. National Museum of Decorative Arts. Madrid.
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4 ARBETETA MIRA,
Letizia: “La coleccion
textil del Museo Nacional
de las Artes Decorativas.
Su contenido e historial
museologico”. Boletin de la
ANABAD, 19%4.

5 The article by Ana Cabrera,

“El Museo Nacional de Artes
Decorativas en sus primeros
anos (1912-1930)”, reproduces
a photograph of these
samples.
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The textile and lace collection

The collection consists mainly of flat, untailored fabrics from private
households, or civil and religious garments. The oldest are a set of Coptic
textiles from the second century. The aim of the collection is to represent the
diversity of textile techniques: brocade, embroidery, passementerie, batik,
lace, and so on.

The textile collections of the National Museum of Decorative Arts were
acquired mostly between 1913 and 1916, according to Letizia Arbeteta Mira
in her article The textile collection of the National Museum of Decorative
Arts. The main criterion for acquisition was that the fabric had been made
in Spain, and priority was often given to pieces made using traditional craft
techniques.

While awaiting further studies to identify sources, all kinds of
historic textiles obtainable in Spain, whether Spanish or not, entered
the collection. Among religious garments accessories such as
mantillas, gloves, bags, belts, etc. were acquired, but this important
representation was missing among the Museum’s collections, perhaps
because religious garments were not considered “national” and only
the design and embroidery of the fabrics was considered of interest.*

The first directors of the museum seem to have looked for pieces in the
Balkans and Russia, considering them to bear similarities to popular
Spanish creations. An example of this group is the fabric fragment CE23551,
with orange and ecru bobbin lace braid made in Europe. The description
states that it comes from central Europe, from the Czech Republic or
Slovakia. Slovak traditional art is characterized by the use of different
colours according to region and religion: Lutherans and Protestants made
white lace, and Catholics used colours.

Since the initial acquisitions, the museum has increased its stocks of
textiles atauctions and thanks to private donations. In the case of bobbin and
needle lace, the first acquisitions seem to have corresponded to lace samples
that were made in Spain, catalogued on small cards.? Albeteta mentions
the collection of metallic lace known as Point d’Espagne. This lace had been
widely used in Spain since the late sixteenth century and over the years has
been applied to religious clothing and furnishings.
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Fan no. CE180086, attributed
to Ricardo Mateos Garcia.
National Museum of
Decorative Arts. Madrid.
MNAD_CE18006a.

6 Belgian chiffon is
characterized by needle lace
motifs on a tulle background.
Duchess lace, named after
the Duchess Maria Henriette,
future queen of Belgium and
a patron of lace work, is made
on bobbins. These techniques
emerged in Belgium in the
mid-nineteenth century

and were widely used in
making collars, fans, and
clothing accessories. In the
late nineteenth century a
new kind of lace appeared
that mixed the two styles and
created highly decorative
results.
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The collection of lace fans

Among the bobbin and needle lace pieces at the museum, perhaps the collection
of fans is the most interesting. Most are from Belgium, made in chiffon needle
lace; others combine Gauze point and the Duchess lace characteristic of that
country.® The fans date from the second half of the nineteenth century; made
in the romantic style, they are also called alfonsinos. These pieces were highly
valued by the Spanish aristocracy and bourgeoisie, and in fact the prestige

of Belgian lace endured until the first quarter of the twentieth century. The
design is a floral theme with large roses on a tulle background as seen in the
fans no. CE04985 and no. CE12202 surrounded by lobe shapes and large
leaves with a highly decorative, naturalistic design. Together, the fans stand

out for their technical quality and in some cases they present painted scenes of
domestic life or scenes depicting romance and recreational activities. The rods
of the fans are usually made of fine materials. This type of fan, which was often
given to brides, remained popular throughout the second half of the nineteenth
century and the first part of the twentieth, when modernism began to impose
its new styles. After the First World War, these objects lost importance as the
fashion and ornaments of the 1920s took hold.

Among the fans in the collection, two unique pieces are particularly
interesting: the numbers CE18006 CE27222. The first is attributed to Ricardo
Mateos Garcia of Salamanca , who was probably the designer or a shop owner.
The piece dates from the second half of the nineteenth century. It is a pericon, a
large fan used in flamenco dance. Its uniqueness lies in the painted scene that
occupies a large part of the fan, with two female figures. One is in the central
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7 Boletin Oficial del Estado,

no. 172, 19 July 1977, p. 31.449.

8 Two articles in ABC and

El Diario Vasco reported the
purchase and the origin of the
pieces.

9 The two lace making
centres began their activity

in the second half of the
eighteenth century. They
reached their peak in the
nineteenth century, before the
advent of the textile industry.
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part of the fan, dancing, and next to her is an angel with a tambourine; on the
right we see the inscription Dubais, who may have been the author of the scene.
On the left is another female figure, carrying a lute and dressed in Turkish
style. The two scenes are framed by bobbin lace work with a design of ferns,
palm leaves and flowers twisting around the drawing. It is certainly an original
creation, far removed from the symmetrical structures found in other pieces,
and it incorporates motifs inspired by the tastes of the early twentieth century.
The quality of the work and especially the originality of the design suggest that
this was an exclusive commission.

The second fan, no. CE27222, was acquired in 2007 for 10,077.60 €7 from
Subastas Segre in Madrid. This fan had belonged to Queen Maria Cristina
(1858-1929). According to press reports,® it came from a buyer in Brazil who
purchased three objects from the heirs of Queen Maria Cristina - a Fabergé
box, a brooch and the fan, all documented and authenticated. The fan was made
by the jeweller’s Leitao, in Portugal. We do not know the reason for the gift or
when it was made; Leitao was founded in 1822 and is still operating, and in fact
is the most prestigious jeweller’s in Lisbon.

The fan acquired by the National Museum of Decorative Arts is made of
bobbin lace and has exquisite working in the rods, inside a velvet-lined box.
The rods are simple, but the guards are richly decorated with symbols of the
royal family: the Golden Fleece topped with a royal crown, two coats of arms,
of the Spanish and Austrian royal families, and other symbols like the lotus
flower, the Greek cross and the letter M inside a circle of gold. All these details
are made with applications of 18 carat gold, platinum, diamonds, sapphires and
polychrome enamels.

The backing of the fan, made of bobbin lace, is not particularly notable in
terms of its technique. According to the documentation the lace was made in
Belgium, but the technical and stylistic features do not necessarily identify it as
such; it could in fact have been made in Portugal where historically there were
two major production centres of bobbin lace, in Vila do Conde and Peniche.’
Portuguese lace was made with bobbins and the designs are often floral or
geometric and naturalistic. The design of this fan is highly original, with a
structure of pointed arches inspired by neo-Gothic styles; this architectural
design is far removed from the floral designs of most of the lace of the romantic
period of the second half of the nineteenth century and reflects neo-Gothic
tastes, closer to the modernist aesthetic with its revival of medieval elements.
According to the description of the piece, the fan is late nineteenth-century; but
the description also quotes Javier Benito Alonso, an art historian, who believes
that the precious stones were cut in the early 1900s. The architectural design of
the lace also suggests that the fan was made after the turn of the century.
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Fan made for Queen Maria Cristina by Casa Leitao of Portugal. National Museum of Decorative Arts. Madrid.
MNAD_CE27222a and MNAD_CE27222b.
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10 M* Angeles Gonzalez Mena
and Natividad Villoldo have
studied the typology of the
soles of the different areas

of Spain, which began to be
made in the sixteenth century.
11 The Mares Lace Museum
of Arenys de Mar preserves
many examples of Venetian
lace from the Francesca
Bonnemaison collection,
which probably correspond

to pieces made at the School
for Women founded by
Bonnemaison.

See more

Household items

A large group of the lace article in the collection of the National Museum
of Decorative Arts are cloths and tablecloths used for the decoration of the

household. Many are in the popular tradition, like pieces CE21950 and
CE21387 with the characteristic soles we find in several areas of Spain: radial
forms made with a needle and repeated throughout the fabric, and framed
inside a quadrangular structure."

In addition to these works of popular tradition, there are also two more
complex pieces. The first, number CE25598 is a large tablecloth measuring
550 x 210 cm. The centre is made with a mixture of embroidery and needle
lace; around it is an organdy fabric with embroidered insertions. The centre is
lavishly decorated with flowers and leaves, and includes figures representing a
group of people dancing hand in hand dressed in eighteenth-century clothes.
The motifs were made in buttonhole stitch and contoured to give more relief to
the figures. This type of needle work is called Venetian lace - not to be confused
with the productions of the 1500s and 1600s, since this form dates from the late
nineteenth century and the early twentieth. In spite of the name, this lace was
not exclusively made in Venice, and in fact the same technique was also used in
Spain."!
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One of three tablecloths made by Casa Zaida in 1929. National Museum of Decorative Arts. Madrid. CE21681.
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One of three tablecloths made by Casa Zaida in 1929. National Museum of Decorative Arts. Madrid. MNAD_CE21682.

12 Official State Gazette, The last work is undoubtedly one of the most elaborate, in terms of both its
no.. 51,1 March 1977, p- 4867 technical quality and its design. It is a set of three tablecloths, two circular and
one oval with catalogue numbers CE21680, CE21681 and CE21682. The pieces
were made in 1929 by the Casa Zaida in Madrid and were presented at the
Hispano-American Exhibition in Seville, where they won a Medal of Honour.
These pieces were donated to the museum in 1977 by Consuelo Diaz Prieto and
Arturo Lopez Rodriguez, in memory of Quintina Rodriguez Diaz.'?
The three tablecloths represent several scenes from the story EI Ingenioso
Hidalgo Don Quijote de la Mancha. The two circular ones, CE21680 and
CE21681, are divided into four arcs with small flowers in needle-made lace,
framing four distinct scenes from the Don Quixote story. The oval tablecloth,
no. CE21682, is divided into six arcs with small flowers in needle-made lace.
This piece represents six scenes from the novel and between the scenes are
portraits of the protagonists. All the scenes are in needle-made lace, both the
motifs and the tulle background.
Needle-made lace is not very common in Spain. From the technical
perspective these pieces are closer to Belgian needle lace; certainly, if they
were created by Casa Zaida, they would have been made by the best workers.
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Stylistically, these pieces constitute a clear departure from the standard floral
designs, and strive to represent literary scenes in which the human figure is the
protagonist. This would have required a considerable effort on the part of the
textile designer.

The set of lace creations at the National Museum of Decorative
Arts in Madrid: a collection worth studying.

In this short article we have only given a brief outline of this unusual collection.
It is a first attempt, based on a consultation of its online catalogue and a study
of the pieces in two visits to the museum, but we expect that a deeper study

will uncover some more gems. The pieces made by the last lace makers to the
Royal Household, now in the possession of the museum, and Joan Miquel
Llodra’s ongoing study of Aurora Gutiérrez Larraya, the textile expert who
assisted Rafael Domeénech in the early days, suggest that there may well be more
important specimens stored in the museum’s drawers and cabinets.
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L’Espanya Industrial
and the Barcelona Universal

Exhibition of 1888

by AssuMPTA DANGLA

L’Espanya Industrial was the first cotton firm to set up in Spain, and it was

also one of the most important until well into the twentieth century. From its
foundation, it fought hard to overcome the crises that arose and was able to do
so thanks, to a large extent, to its commitment to development, innovation and
research.

In the mid-nineteenth century, as manufacturing began to give way to
factory production, technology transfer took on a leading role in the textile
industry. In Catalonia, some companies brought in new procedures that
favoured the transmission of knowledge. LEspanya Industrial played its part
in this process by introducing specific measures that allowed it to expand its
resources. For instance, its managers and technical staft travelled abroad to
keep abreast of the latest developments and to purchase machinery, especially
in France and England; they studied at training centres in other European
countries, hired technical staff from abroad and kept in constant contact with
other companies in the field'. At this time the latest innovations were beginning
to reach Catalonia via domestic and foreign trading companies which imported
and sold machinery and chemicals, and leading European firms opened
branches in Catalonia. LEspanya Industrial, always attentive to the needs of the
market and the latest discoveries, was quick to capitalize on these resources.

The company was founded in 1847 by the seven sons of Maties Muntadas and
Francesca Campeny, woolmakers from Igualada. The brothers were all present
to a greater or less extent in the creation and launch of the factory. The first
two managers were brothers, and the third was Maties Muntadas, son of Josep
Antoni Muntadas, also one of the founders. Maties Muntadas ran the company
from 1882 until 1927, His strength of character and the determination with
which he led the company were crucial to UEspanya Industrial’s survival.

From the very beginning, the company was keen to establish itself and
it participated at national, international and universal exhibitions. Indeed,
VEspanya Industrial won two gold medals at the Universal Exhibition of
1888, a showcase event where the firm displayed its innovations and worked
hard to expand its range of customers. One of the promoters and members
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Expenditure log for dyes, 1888.
MEPM 6075. Photograph: Esther
de Prades.

3 Memoria llegida a la Junta
General d’Accionistes 23 de
febrer de 1890. Arxiu Historic
del Museu de ’Estampacio de
Premia de Mar.
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of the Commission for the exhibition was precisely the manager of I’Espanya
Industrial, Maties Muntadas, one of the leading figures in the political life of
Barcelona.

Overcoming Crises

The years before the Universal Exhibition of 1888 were full of difficulties and
management took certain controversial steps. In 1884, the director ordered a
detailed study of the costs of the factory. Even the smallest expenditure in each
section (yarn, dyes, prints, engravings, cylinders, etc.) was analysed in great
detail in order to reduce costs and to increase production.

After the study Maties Muntadas concluded that, above all, the firm needed
to overhaul its machinery and begin a savings plan. The decision did not please
either workers or shareholders, but the manager pushed on with his project.
After a great deal of effort and many delays, the new machinery was installed
and put into operation in 1889°. It triggered a remarkable recovery and once
again set the company on the path to success.

The year 1887 was marked by a long strike that lasted four months;
production fell sharply from 33,189 printed pieces in the second half of 1886
to 18,233 pieces in the first half of 1887. Since 1850, the factory had had a
section which engraved many of the copper cylinders that were used in
printing machines. As a result of the strike, the section disappeared and many
experts who had been in the service of the factory for years were laid off: Joan
Puigmacia, Juli Krepser, Damia Coch, Josep Romeu, Antoni Walch, Bernat
Berg, Antoni Ratera and Manel Quintana, among others.

The situation of the draughtsmen was quite similar. LEspanya Industrial
had had a design section where the leading illustrator was Joan Rabada
Vallbé, a pupil of the painter Carlos de Haes, who had studied at the Llotja
School. Rabada, born in 1850, had worked all his life in the factory; in 1888
he presented his last designs, two of them to commemorate the Universal
Exhibition in Barcelona. Another section that suffered the consequences of the
crisis was the colours room, which made formulations for the pastes of dyes and
printing tests. That year the only colourist who remained on the payroll was
Josep Tay, who lost his two companions.

L’Espanya Industrial has been studied in depth from the point of view of
economic history and, secondly, from a scientific and technical standpoint, with
analyses of documents on dyes and the machinery used in the factory. These
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Printed cotton taffeta, 1888. MEPM, 6555. Photograph: Esther de Prades.
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See detail

4 The Premia de Mar Print
Museum preserves a large
collection of sample books,
formula books and original
designs from L'Espanya
Industrial, as do the Textile
Museum and Documentation
Centre in Terrassa, the
Barcelona Design Museum,
the History Museum of
Sabadell and the Musée de
I'Impression sur Etoffes de
Mulhouse. These pieces are
also to be found in a number
of private collections. The
Archive of Catalonia and
the Premia de Mar Print
Museum possess almost all
the company archives.
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studies have been possible since virtually the entire archive of documents of
the company has survived. The correspondence sent and received, the minutes
of the shareholders’ meetings, the accounting books and other documentation
of an economic, social, scientific and technical nature allow us to trace the
history of the factory in great detail. The firm also preserved a good set of
formula books, sample books, samples and original print designs*. This is a
relatively rare occurrence: along with the products, the documentation of the
factory still exists. The documents are invaluable tools for the study of the
pieces, which bear witness to the transfer of technology and provide insights
into the relationships between the different sections of the factory, the guiding
lines governing the company, and the different stages it went through during its
development.

Issues of style and trends

Printing has always been one of the most complex processes in the textile
industry. At ’Espanya Industrial many different craft workers were involved:
colourists, draughtsmen, printmakers and engravers, among others. All
these professionals had expertise in their field, but also had to be aware of the
different stages that made up the manufacturing; they had to work together
on the creation of a mass-produced product and communication between
them was a vital part of the process, a task that had to be coordinated by the
management.

The designers had to have knowledge of composition, and had to be sure
to create drawings that would fit well both lengthwise and in cross-section.
Moreover, the designs could only contain a limited number of colours,
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Sample book of fabrics printed in 1888. MEPM. Photograph: Esther de Prades.
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depending on the blocks to be engraved or the number of printing cylinders in
the machine. Therefore, they produced an original drawing that contained the
rapport, or the minimum unit of repetition; they then separated the colours

and engraved the motifs on wooden blocks or cylinders with the colour to be
printed. In the case of 'Espanya Industrial, where most of the printing was done
with machines containing engraved copper cylinders, up to 12 colours could be
printed.

Following the strike of 1887 and the loss of the draughtsman Joan Rabada,
the factory began to order most of the blocks, cylinders and designs from
abroad. The firm’s correspondence of the time reflects this change. Maties
Muntadas often made trips to France to visit draughtsmen and to keep up with
the latest trends, and he also asked foreign experts to recommend colourists
or highly skilled engravers. And precisely between 1887 and 1889 he contacted
new draughtsmen, who supplied the factory with the most novel designs,

a concept that was often repeated in the firm’s documents and was always
strongly emphasized.
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Following the director’s trips to France and the Universal Exhibition of
Barcelona of 1888, many draughtsmen came into contact with the factory. In
1888 it had a lively relationship with designers and design studios in Paris and
Mulhouse: Constant Tillier, Charles Scheindecker, Henry Andresz, Antonio
Badia, Paul Mouton, J. Pfenninger, E. Petitdemagne, Oscar Schmidt, Eugene
Schiffmacher, Paul Schnebeler, E. Sins, G. Muller, Mathias Wehrey, Mathias
Renner, Daniel Dessins Industriels, Julien & Cron, Kreuscher & Engel, Rhem &
Garnache, and others. The firm also received assistance from Charles Ventrillon
a draughtsman who had worked for years in the factory and then, after moving
to France, acted as a correspondent and sent drawings to Barcelona.

The firm paid great attention to the trends from abroad, especially from
France. LEspanya Industrial regularly received samples and notebooks with
the latest developments which served as the inspiration for the design of its
new collections. The firm had a subscription with the most prestigious fashion
houses.

The director gave instructions to his artists, sometimes very precise, on the
type and number of colours, indications about the size of the motifs to print,
their arrangement, and other issues related to design. These instructions bear
witness to Muntadas’s extensive knowledge of dyes, machinery and design.

In his correspondence, his instructions regarding style or type refer not
just to drawing, but to technique, colour and shapes as well. Therefore, the
term style was not only a formal aspect, but was considered the result of the
manufacturing process. In a letter of 1888 to the draughtsman Oscar Schmidt,
Muntadas wrote:

Ci joint vous envoie quelques types de une nouvelle fabrication (enlevage sur
fond noir) pour vous le faire connaitre et vous commander 4 types sur cet
ordre de fabrication en tachant de faire quelqu’un avec bordure de fleurs et
le fond semis avec des fleurs moyennes; les autres selon votre goiit, mais pas
de carreaux car ces morceaux que je vous envoie sont seulment pour vous
montrer le genre. Il nous faut les dessins a deux couleurs, cest-a-dire, rouge
et blanc, blanc et jaune, jaune et rouge, mais toujours en fond noir.

And in another letter to Schmidt:

Consequentment a votres demandes jai l'avantage de vous faire nouveau
commande de 4 dessins en fond rouge sur Istyle du dessin n. 7 plus 3 dessins
par lordre de I’échantillon ci-inclus, prenant garde du style de fabrication,
car comme vous voyez le blanc est obtenu par moyen de l'acide.
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L’Espanya Industrial installation at
the Universal Exhibition [Libro del
Centenario (1847-1947). La Espana
Industrial].

5 Libro del Centenario (1847-
1947). La Espafia Industrial.
Barcelona: La Espafa
Industrial, 1947, p. 65.

6 La Espafia Industrial.
Sociedad Anénima en su

82¢ gniversario (1847-1929).
Barcelona: La Espana
Industrial, 1929, p. 30
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The success of ’Espanya Industrial’s products was mainly due to the fact that
the firm followed the trends introduced in France. This practice sometimes
came in for criticism in Barcelona, on the grounds that the design did not take
local art as its model. The abundant correspondence with foreign draughtsmen
often requested above all, designs of the utmost novelty — that is, ones that
follow the trends of Paris or Mulhouse. The factory was anxious to receive the
drawings as soon as possible, in order to keep ahead of the strong competition
at home.

A great showcase

The Universal Exhibition was the showcase where the company displayed its
most valuable products. In 1888 I’Espanya Industrial produced fabrics of all
kinds, including printed corduroy; in fact, this latter production increased in
volume in the following decade, and by the turn of the century the firm was
known best for its corduroy rather than its prints®.

With a stand of 125 square metres described as “splendid and majestic”,
PEspanya Industrial aimed to show off the novelty and quality of its design.
According to the reports of the time, the design was one of the most carefully
nurtured features: “the management of such an important company pays great
attention to the artistic part of this industry, because the firm’s success and its
dominance in the markets is largely dependent on it™.

The installation was presided over by a tapestry printed with the traditional
method of wooden blocks known as motlles de bac, which bore the design
engraved in relief. It was a large tapestry depicting an allegory of the industry,
inspired by a contemporary French piece created in praise of agriculture. It
was hand-printed and made in imitation of the Gobelins works; the aim was
to recover the magnificence of the ancient and complex traditional procedure,

L'ESPANYA INDUSTRIAL AND THE BARCELONA UNIVERSAL EXHIBITION OF 1888


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

Woodblock printed tapestry for the stand at the Barcelona Universal Exhibition of 1888. Design by Joan Rabada Vallbé. MEPM 1214.

Photograph: Esther de Prades.
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now consigned to second place by modern mechanical printing cylinders. It was
designed by Joan Rabada, and wooden printing blocks were sent to J. Cholet in
Paris, who made three copies in earthy colours. The tapestry was also displayed
at the stand of the Paris Universal Exhibition of 1889, where the company won
the Grand Prix and at the International Furniture Exhibition in Barcelona in
1923, where it earned the same award.

Following the Universal Exhibition a commemorative scarf was printed,

a common occurrence at the time. Joan Rabada made the design for the
contest. The large scarf reproduces emblematic buildings from the exhibition,
surrounded by angels and inscriptions.

The firm won two gold medals, one for plain and printed cotton yarns and
fabrics and another for imitation tapestries. The motifs for clothing were
mainly geometric or inspired by flora and fauna. The drawings of flowers and
plants varied widely: many clothes reproduce roses and wildflowers in up

to twelve different colours. The most common compositions were plants or
silhouettes on dark backgrounds which have small branches with flowers and
leaves and simple shapes. These clothes, mainly made for agricultural workers,
used the rongeant technique. This type of printing created a light motif on a
dark background. The garment was dyed black, brown or indigo and then the
motifs were printed using the blocks or cylinders impregnated in the paste that
removed the dye and created a new colour.
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Among other motifs, we find life-size chestnuts, butterflies and insects, often
in light colours on a dark background. There were also synthetic plant designs
with the coup de fouet forms characteristic of modernisme, the Catalan art
nouveau. In the case of the scarves, most were decorated with geometric shapes
and floral borders. The motifs were outlined in black on a background of red
and nankin, a unique yellow colour that mimicked the clothes of the region in
China of that name.

Other new shades of colour were introduced at this time. In fact, the colour
room of I’Espanya Industrial incorporated new dyes as they were discovered.
From 1856, when the first synthetic dye was created, the factory replaced by
natural and artificial dyes with dyes made in the laboratory. The 1880s were
marked by the coexistence of the three types of dyestuffs — natural, artificial and
synthetic. As the decade progressed the use of synthetics increased, and by the
end of the century they had virtually replaced the traditional ones’. The result is
clear to see in the clothes of the period, with a new, much wider range of colours.

Fabrics for upholstery especially reproduced plant motifs and floral
compositions with large rapports, or scenes with human figures, often inspired
by literature. At the time, it was common for fabrics to reproduce scenes from a
novel or an opera libretto. This tradition had been in force since the eighteenth
century, when the French foiles represented literary themes. Following the
publication of a book or the performance of a opera, an artist would paint
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a picture that would be shown in a salon; then, an engraver would use the
picture as the inspiration for a print, which would be copied by designers. This
sequence is followed in textile printing during the nineteenth century as well.
The exhibition was a success and aroused great interest; orders soared and
the display fulfilled its purpose admirably. The firm also received offers from
designers asking for work. The exhibition was attended by professionals of
all specialities and suppliers and served as a venue for a fruitful exchange of
knowledge. The chronicle of the time reported the event as follows®:

“This powerful company which sets immense capital in motion, which
employs thousands of workers, and which accommodates in its vast and
grandiose buildings all the advances in the field, indisputably marches
on at the head of the Catalan printing industry. It has recently renewed
all its machinery, and can claim with confidence to be an industrial and
commercial centre at the level of the most famous in Europe”.

Despite its dependence on abroad, ’Espanya Industrial was also able to innovate
and create its own products thanks to the imagination of the technical staff

at the factory. This allowed the firm to keep ahead of its competitors; this was
especially true in the last years of the century, when it stood out from the rest of
the field thanks to the use of new special fabrics like flannel and corduroy, and
printing in colours or in gold and silver. ®
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Artistic fabrics,
unique portraits (l)

by SiLvia CARBONELL BASTE
Textil Museum and Documentation Centre
PH.D. student Art History, Universitat Autonoma de Barcelona

Photographs: ©CDMT, Quico Ortega

Conserved in museums and private homes across Catalonia are a series

of artistic fabrics — or woven artworks — that share many similarities with
engravings and photographs but reflect a unique production technique
popularised in a specific period in the history of the textile industry. These
limited edition decorative fabrics generally feature portraits of illustrious
figures (monarchs, politicians, military leaders, captains of industry), historical,
religious or commemorative scenes, or reproductions of famous paintings,
created in black and white silk on a Jacquard loom. In Catalonia, the majority of
these fabrics were produced over the period between 1862 and 1974.

These Jacquard pieces, originally referred to as artistic, or “singular”, fabrics,
came to the museums from private owners who recognised their value in
marking a crucial period in the transformation of the textile industry. The
private collectors who donated the pieces all had a direct link of some sort to
textile production, whether as teachers, theorists, merchants or artists.

The fact that many of the fabrics bore the company name, the artist’s
signature, the production date, or the name of the director and even the
school at which they were plotted and weaved makes them, if nothing else,
unique pieces, distinct from any other textile produced until that time and
freely available on the market. These singular pieces also serve to illustrate the
successful marriage of technology with the skill of the artist.

The perfect definition that the Jacquard system offered, with its regular
alternation of one or two warps and two wefts, was the secret to obtaining
pure blacks and white but also a gradient of grey shades that brought a unique
luminosity and in many cases produced a relief effect, giving these fabrics their
distinctive appearance.

Most Jacquard fabrics produced in this early period were for commemorative,
commercial or promotional purposes, both to showcase the technical
modernisation that the textile industry had undergone and to acknowledge the
instruction provided by specialised schools such as the Sabadell School of Arts
and Crafts.

The origins of these textile images can most likely be found in the prints
of the eighteenth and nineteenth centuries, but we can also see similarities
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1985.
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between the artistic Jacquard fabrics produced at the turn of the twentieth
century, graphic arts and the clean, professional portraits produced by
photographers, on occasion calling to mind Pictorialism, a movement that
spanned the period between 1890 and the end of the First World War. The
artists behind this movement, such as Joan Vilatoba,' worked from the original
photographs to create reproductions in a portrait style, creating pieces with
genuine artistic value.

The portraits and other unique designs produced on Jacquard looms in
Catalonia — most of them in Sabadell - are a testament to the successful
adaptation of the Jacquard mechanism and its subsequent refinement by local
experts.

Since 1985, the year in which the Barcelona Textile and Fashion Museum
and the Terrassa Textile Museum, now the CDMT, organised a joint
exhibition on the technical and artistic merits of the Jacquard system to
mark the 150th anniversary its creator’s birth,? no further exhibition of
these fabrics or their creators was organised until December 2015, when the
Sabadell History Museum announced a retrospective of work produced at
the city’s School of Arts and Crafts.

Who was Jacquard and what was the system he devised?

In order to fully appreciate the significance of these fabrics we must first
understand the mechanics of their production and know a little about the man
who gave his name to the technique. Joseph Marie Jacquard (Lyon, 1752-1834)
was one of the most emblematic figures in the Lyonnaise silk industry and
known around the world.

Jacquard is the generic name given to the mechanism that simplified the
drawloom used until the nineteenth century to produce patterned fabrics. By
the end of the eighteenth century Jacquard had devised a weaving system that
developed the ideas of Bouchon — who had replaced the complex system of
knots and cords of the drawloom with a more straightforward arrangement
of hooks and heddles (1725) - and the subsequent enhancements introduced
by Falcon - who developed punched cards in 1734 — and by Vaucanson - who
pioneered the automatic cylinder that took over the role of the drawboy, in 1745.
As such, Jacquard was not credited as the sole inventor of the new mechanism;
rather, he studied the workings of the machines developed by his predecessors
and eventually devised a system that combined elements of both the Falcon and
Vaucanson designs, which he unveiled in 1801. Although the first machine did
not work, he persisted with the design, introducing a series of improvements
and winning the praise of Napoleon himself, who commissioned the project’s
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continuation. The Jacquard system greatly enhanced the manufacturing of
highly complex patterned fabrics, thanks to its unique system that allowed the
warp threads to be raised and lowered individually. Although considerable
technical expertise was required to operate the system, it simplified procedures
and lowered costs.

Mechanism

The Jacquard mechanism consists of a separate device fitted above the loom
whose primary function is to enable the warp threads to be moved individually
using a basic binary code of punched and unpunched holes. The drawing for the
final design is set out on a sheet of special squared paper to create the cutting
plan and placed on a punching machine, which codes each overlap of the warp
and weft threads (the ends and picks) in a series of thin punched cards that are
connected in a chain and fitted above the loom. Each pass of the weft thread
activates a series of hooks, connected to heddles that control the movement of
the corresponding warp threads: if the punched card is solid, it presses against
the end of the heddle and the attached hook raises the warp thread; if the card
contains a hole, the heddle passes through and the thread remains in place. A
single card is needed for each weft row in the design.
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Ecole municipale de-tssage de LYON Dessin de Ch-Michel diaprés CBomneford

Portrait of J.M. Jacquard. Silk. Ecole Municipale de Tissage de Lyon, design Ch. Michel. Late nineteenth century?
CDMT 10751

69 ARTISTIC FABRICS, UNIQUE PORTRAITS (1)


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

A Souvenir from 1900 exhibition.
Silk. Societé des mécaniques J.
Verdol. Lyon, 1900. CDMT 11148.

» Immaculate Conception,
after Murillo. Silk. France, early
twentieth century? CDMT 10747.
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This system is capable of producing complex stitches and is equally suitable
for large and small designs. The execution, however, is extremely complex,
particularly for the artistic fabrics that concern us here. It requires a detailed
knowledge of different stitches and the effects they produce depending on their
position relative to the light and the use of shading. Jacquard weaving combines
technical and aesthetic expertise, the artist’s touch, a gift for selecting the right
stitch and thread, and the weaver’s ability to interpret the design. The preparatory
stages — drawing the design, creating the cutting plan, punching the cards and
mounting the head — were particularly time-consuming and required close
collaboration between artist, designer and weaver.

Creating the cutting plan is a complex operation, the point at which the
designer sets out the interlacings of the warp and weft threads; if this is not done
correctly, the design will lack precision and the fabric my present imperfections.
Each of the completed squares in the cutting plan represents a raised warp thread.

Since it was first devised, the technology of the Jacquard system has not ceased
to evolve. The first major enhancements were made in 1858, when the Italian
engineer M. Vincenzi introduced a series of changes including thinner (and
cheaper) punch cards that streamlined the weaving process considerably. It was
this mechanism that was most widely used in Catalonia in the early twentieth
century, together with the Verdol system (from Société Anonyme des Mécaniques
Verdol), which used a continuous roll of punched paper that was thinner than
the paste-board cards and lowered production times. To fully grasp the scale
of the improvements to the original Jacquard system one should consider that
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3 Industria Téxtil, March
1934, no. 3.

4 RODON FONT, Camil.
La invencion de la mdquina
jacquard. Estudio histérico y
analitico de su proceso. Edicio
de Cataluna Textil, Badalona,
1919.

5 GARCIA BALANA,
Albert. La fabricacié de la
fabrica. Doctoral thesis. UPF,
2011.

6 Doménech Cavaillé or
Cavallé (1771-1862). His
father was from Roussillon
and may have adapted his
surname to Catalan. Record
of the machine invented by
Pierre Cavaillé (inventor) for
weaving linen, hemp, silk and
wool. Junta de Comerg de
Barcelona, 1790-92.

7 Record of Doménec Cavallé
i Coll, organist, son of Pere
Cavallé, requesting a subsidy
to introduce to Catalonia

the “JTacquard” machines he
has seen in Lyon, and other
matters relating to his return
to France. (47f). Junta de
Comerg de Barcelona.

71

OPEN SOURCE LANGUAGE VERSION > CATALA

1,000 punch cards for a Jacquard loom weighed over 50 kilograms, whereas the
equivalent number for the Vincenzi system weighed 15 kilos and the continuous
roll for the Verdol system weighed only 2 kilos.

The enhanced Jacquard mechanism quickly spread across the rest of Europe,
though its progress was not unhindered; workers opposed its use on the grounds
that rendered many of them obsolete. Nevertheless, by the mid-nineteenth
century, the system had also been adopted by French manufacturers of narrow
fabrics for the clothing and accessory markets.

Recognition of Jacquard’s achievements did not come immediately, but it did
arrive during his lifetime, and he is now regarded as one of the forefathers or
modern computer programming, his punched card system directly inspiring the
binary code on which basic programming is built.

The centenary of Jacquard’s death was marked by a series of special events in
Lyon, coinciding with the textile industry’s annual trade fair.’ Some years later,
debate arose concerning Jacquard’s precise influence on the design and the role
of his predecessors, following in-depth study by Camil Rodon Font.*

The arrival of the Jacquard system in Catalonia

In Catalonia, adoption of the Jacquard system was a slower but continuous
process. The exact timeline varies in different accounts, and a specific date
cannot be given, but by the mid-1830s the system was certainly commonplace in
cotton mills and the silk industry had some “five hundred machines™. The Junta
de Comerg de Barcelona, the city’s board of trade, would soon take an interest,
and in 1822 sent Domenec Cavallé® Coll to Lyon to see the latest developments
in textile expertise and to purchase a Jacquard machine, presumably of the
latest models. Cavallé told in a letter how he had been presented to Claudio
Roure, seemingly an importer of Jacquard looms, who took him to see some
machines, which must have used the Jacquard system. He quickly saw the many
potential uses of the new machine in all branches of textile production and in the
creation of highly complicated designs,” and requested funds from the Junta in
order to purchase one. The money was duly sent, although a subsequent request
was rejected. In his account it is unclear whether Cavallé eventually made the
purchase. From another written record dated 1822, signed by the manufacturer
Jaume Carranca, who had been commissioned by the Junta to compile a report
on the state of the silk industry, it can be inferred that Jacquard looms had

not yet been installed in Catalonia; Carranca suggested that they should be
introduced, given the impact they could have on the quality of the resulting
fabrics and the prices that could be asked for them. In the same year, there is a
record of two Jacquard looms, brought to Catalonia by the French manufacturer
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Joan Gras, who between 1820 and 1830 would furnish the textile factories of
Barcelona with more than 400 Jacquard machines.®

Only a few years later, in 1826, there is reliable evidence that Jacquard
looms were in use. The catalogue for a public exhibition of “Fine Arts and
Industry”, organised at the Casa Llotja, includes three handkerchiefs and
shawls manufactured with a Jacquard machine that was “comparatively well
known and used in various establishments in this capital”’

Cabana writes that it was Pierre Baurier Berchoux, from Lyon, who
introduced the Jacquard system.!® Baurier was a textile merchant who arrived
in arrived in Catalonia in 1820 and opened a cotton factory in Roda de Ter,
which specialised in white piqué. In 1853 he was granted a five-year privilege
to produce his fabrics with Jacquard looms. According to Cabana these
were the first Jacquard looms in operation in Catalonia and in the whole of
Spain. It would appear, however, from the evidence reported above, that the
machines had in fact been introduced some years before.

Another figure who may have been responsible for bringing the system
to Catalonia was Pablo Sad6 Pérez (1818-1895). As recorded in the list of
donations to the Art Museums of Barcelona for 1958, the year in which Sadd’s
grandchildren donated a portrait of him drawn by Pahissa, Pablo Sad6 Pérez
is recorded as the “Introducer of the Jacquard machine to Barcelona™".

The system gradually became consolidated across Catalonia. In 1842 the
Junta de Comer¢ reported widespread adoption of the flying shuttle and the
Jacquard machine,'? and Manuel Maria Gutiérrez' suggests that by 1850, one
of every two Catalan silk weavers, or velers, produced Jacquard textiles.

Garcia Balana' notes that official statistics for the year 1841 record 240
looms adapted to the Jacquard system, for producing mixed cotton fabrics.

He adds that by 1856 this number had reached 500, with Jacquard looms now
used to manufacture silks and silk blends; by 1900, some 2,400 Jacquard looms
were also weaving fabrics such as linens and worsteds. Nadal® states that by
1845 the Jacquard mechanism was being used in Terrassa, brought by Gali i
Codoiiet. In Sabadell, the system appears to have been introduced in 1840.¢

By the end of the nineteenth century the system was largely consolidated;
almost all of the Catalan silk, cotton and wool factories had several weavers
operating Jacquard looms, reflecting demand from retailers, who valued the
positives of the new techniques over its negatives. Firms such as Escuder,
Casacuberta i Pujol, Sederies Balcells, Sederies Vilumara, Bernades, Malvehy and
Bonaventura Sola i Sert had already adopted the new system by the end of the
nineteenth century, using it for men’s and women’s clothing and for home fabrics.
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17 Fabrics painted in Egypt
during the Roman period

or printed fabrics from the
seventeenth and, in particular,
eighteenth centuries.

Representation of human figures in fabric.
The portrait technique applied to textiles

The representation of human figures in woven fabrics is no easy task, at least in
the case of the faithful reproductions achieved in the Jacquard pieces we consider
here. To find the oldest textile portraits we must look back to Coptic Egypt,
where knights, hunters, ballerinas, saints and other Christian and mythological
figures were produced in wool and linen tapestries; the depictions were lively,
even if the features were somewhat roughly defined. On the other side of the
globe, pre-Columbian cultures were using the same techniques and indigenous
animal skins (alpaca, guanaco, vicufia and llama) to produce handmade clothing
and textiles for their homes, featuring schematic human representations that
typically had large and highly expressive eyes. By contrast, figurative depictions
advanced far more rapidly in printed and painted fabrics,"” and even in the
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18 Les tableaux tissés de

la fabrique Lyonnaise.
Exposition Grand Salon de
la Bibliotheque, 1922. La
Fabrique des grands hommes,
Musée des Tissus de Lyon,
2012.

19 We need only look to the
Gobelins tapestries to see
how such oversiz ed, richly
detailed images were created
for the grand palaces of the
era. The tapestry weaving
technique allows each weft
thread to be manipulated
individually and picked as
necessary to give form to
faces, bodies, dresses...

20 Lampas, brocade, satin,
embroidery, silk. Musée
Historique des Tissus, Lyon,
nr. 2869.

21 Brocaded lampas, satin,
silk, gold leaf and metal
thread. Musée Historique des
Tissus, Lyon, nr, 34313.

22 Brocaded lampas, satin,
silk. Musée Historique des
Tissus, Lyon, nr. 45306.
231In particular, Tableaux
tissés dela Fabrique
Lyonnaise. Exposition Salon
de la Bibliothéque. Sociéte
des Dessinateurs Lyonnais.
Lyon, 1922. Images de soie.
De Jacquard a l'ordinateur.
Somogy, éditions d’art, Paris,
Museum of Art and Industry,
Saint-Etienne, 2004.

24 Saint-Etienne has the
longest tradition of artistic
weaving in France. Various
firms (Faure Fréres, Wolf et
Granger, Bodoy et Guitton,
Marcoux et Chateaneuf,
Staron et Meyer, Barnola
and Neyret Fréres) produced
fabrics depicting family
scenes, moral allegories,
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creation of embroidered fabrics, as they did not entail the complexities of the
weaving process.

It was not until the emergence of the Lyonnaise silk industry during the
eighteenth century that weavers began to produce portraits. Lyon and its
surrounding area was the heartland of industrial development and textile
production in France, making it the natural spearhead of this new movement.

Various authors' concur that it was not until the work of Philippe de
Lasalle that the first portraits were produced, seemingly following work
with his teacher Boucher to create the cards for the Gobelins tapestries®.
Surviving examples include the portraits of Catherine II of Russia,?
Queen Victoria of England,” Louis XV of France* and the Count and
Countess of Savoy. Lasalle presented the bust of the figure in profile,
framed within an oval medallion, inspired by the portraits of the era. The
French bibliography on these decorative textiles is particularly extensive®
and introduces us to figures such as Malpertuy and Carquillat, who were
renowned specialists in Jacquard portraiture.

It was in the nineteenth century, with the introduction of the Jacquard
system, that the art of textile portraiture — specifically in silks — emerged.

The first Jacquard portraits were commemorative pieces and highly
exclusive, but wider success was achieved by French companies such as
Neyret Freres, from Saint Etienne,* which began to recreate highly realistic
paintings of pastoral, romantic and court scenes, weaving reproductions
of eighteenth and nineteenth century works, religious images, and
commemorative portraits, many of them in the form of postcards and
bookmarks, which were reinterpreted by various companies.

The industry’s savoir-faire found its way into the ribbon trade for clothing
and hat manufacturers and was soon evident in department stores; by 1900
it was common to see the designer’s name stitched into the taping on a
waste-band, and this has evolved into the elaborate designs we see today.

In Catalonia we have the example of Perramon i Badia, a company founded
in Manresa in 1926, of whose work an interesting selection is conserved at the
CDMT.

prolific than in the early inter-
war period. The new pieces
were sold as postcards, framed
to decorate homes, or used to
make cushions or bags.

historical events and copies
of other artworks in the
period 1890-1919. Some of
the designs were rewoven
towards the end of the 1920s,
but production was far less
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25 Based on a photograph
conserved at the Royal Palace
in Aranjuez. In 1919, Josep
Triadé donated the portraits
of Isabella II, the Duke of
Orleans and La Primavera to
the FAD. The three images are
published in the FAD’s 1919
yearbook, p. 44 and 45.

26 The August Malvehy
collection included: a portrait
of Philippe de Lasalle, by
Reybaud; and the Josep
Malvehy collection: Philippe
de Lasalle, Washington,
produced by Mathevon and
Bouvard, The Imperial Family
(Napoleon ITT and Empress
Eugenie) and Alexander
Humboldt.
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Benilo Malvehy. Barcelona 1863.

Artistic Jacquard weaving in Catalonia

The success with which commemorative fabrics and woven silk portraits

were met in France was soon enjoyed by Catalan weavers, who recognised the
potential of the Jacquard mechanism for creating more artistic designs. These
new textiles were not purely a commercial endeavour, nor were they produced
in great quantities, as preparation was extremely costly, but the small number of
pieces that were weaved in this period are highly representative of the style. The
leading exponents of the technique, and descriptions of their work, are given
below, while the Jacquard weaves produced at the Sabadell School of Arts and
Crafts will be covered in detail in a separate chapter.

The first name to mention is that of the silk merchant Benet Malvehy i
Piqué (1837-1892), who is regarded as the first Catalan creator of a Jacquard
portrait. The most famous works drawn and cut by his own hand are the
portraits of Isabella II of Spain, which he designed in 1862 at the age of 23,
the Duke of Orleans (1863), and a female figure, entitled La Primavera, all
of them weaved in silk. The quality of Malhevy’s products and his skill as
an artist found favour with the Spanish monarchy, particularly after the
unveiling of his portrait of Isabella II in 1862,% for which he received the
Order of Charles III. Malvehy, like many of his descendants, was also a
collector of these fabrics.?
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27 Who published the
Tratado teorico-prdctico de la
fabricacion de tejidos, in 1852,
the first specialist publication
of its type since the invention

of the Jacquard system, to
which a specific section is
devoted.

28 Manjarrés refers to this
portrait, but we have been
unable to locate a surviving
example. From MANJARRES,
Ramon. La Il-lustracié
Catalana, 15-3-1890, pp.
69-70.

29 We assume that this was
Josep Antoni Muntadas,
founder of La Espana
Industrial.
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Francesc Xavier Lluch i Gros (1818-1889)7, a technician and teacher at
the Barcelona School of Industry and later a lecturer in textile theory and
practice and applied drawing at the Provincial School of Arts and Cratfts,
created several Jacquard portraits, often at the School itself as a means
of demonstrating the technique to his student. His finest work won him
recognition as a member of the Order of Isabella the Catholic in 1871, as
well as commissions for portraits of Isabella II of Spain® and Amadeo I
of Savoy, which he drew and created the cutting design for himself, the
weaving done by Eduard Reig. Some years later, in January 1877, he was also
made a member of the Order of Charles III for his portrait of Alfonso XII,
for which he again created the original drawing and the Jacquard design,
as a commission for the College of Silk Art in Barcelona, where it was
manufactured in 1875-76. Lluch i Gros also designed the portraits of
Fortuny and Josep Anton Muntadas,? as well as a number of other portraits
(the subjects currently unknown) which he is known to have weaved at
the Provincial School of Arts and Crafts of Barcelona, with the help of his
students.

The artist, professor and textile theorist Camil Cots i Ferreri (1848-1934)
was, in turn, commissioned to create a portrait of Francesc Xavier Lluch i
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Bngel Guimera

Portrait of Angel Guimera. Silk. Barcelona? Early twentieth century. CDMT 10829.
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30 Signed by Camil and
Higini Cots. A silk fabric,
using the sfumato technique
characteristic of this form of
textile, through the gradual
transition from heavy to
light stitching to create subtle
effects of light and shade
(one silk warp thread and
two wefts, one white and one
black).

31 The College often produced
its invitations in Jacquard
cloth. The CDMT has a
surviving example, reg. no.
10714.

32 MOLAS, op. cit.

33 Molas Josep, “El dibuix

en el teixit”, Industria Textil,
Barcelona, January 1924.
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Gros, which he weaved together with his students at the Provincial School of
Arts and Crafts over the course of the 1911-1912 academic year, as a tribute
to his former teacher.*® Cots also produced a portrait of Alfonso XIII, an
invitation issued by the College of Silk Art,* manufactured by the Vilumara
silk firm in 1904, and a portrait of queen regent Maria Christina, weaved by
Monjo i Xirinachs in Barcelona. He also created the design of Our Lady of
the Foresaken for the Jacquard portrait Coronacion Pontificia de Ntra. Sra. de
los Desamparados, weaved by M. Duato Sales in Valencia in May 1923.

Camil Cots, “a veteran among textile artists”,* said that to be a good artist
one had to know exactly what a textile was. He knew from experience that it
was essential to understand each of the operations involved in preparing the
warp and weft, to know how to assemble and disassemble a Jacquard loom
or similar Systems. He also knew that even this knowledge was not sufficient,
and that the artist also had to be a skilled manipulator of pencil and brush,
capable of giving his imagination free reign and translating it into the
cutting design for the punch cards, “a difficult and complex operation that,
in turn, requires a perfect understanding of textile composition”.*

Jacquard portraits and commemorative designs became common in Catalan
textile circles, particularly in the industrial sector and at various textile and art
colleges. Many factory owners considered it a sign of distinction — both for their
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34 The cutting plan is
conserved, measuring

170 x 130 cm, as is the silk
cloth, measuring 17 x 11 cm.
CDMT 15279.

35 Bearing the legend:
jArriba Espana! JFRANCO!
iFRANCO! {FRANCO!
BARCELONA 1939 ANO DE
LA VICTORIA.

36 The father of Joan Antoni
Samaranch, a silk merchant.
37 CDMT 8850.

38 For example, Immaculé
conception, COMT 10747
and 11149; Christ crucified
by Neyret Fréres, COMT
10840; Mater Dolorosa, by
Neyret Freres, COMT 10839;
SS Leon X111, a tribute to the
Roubaix Technical Institute,
CDMT 15107.
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companies and for themselves - to produce artistic fabric designs and to offer
them as gifts to their customers. For the professional textile colleges, this new
style provided challenging practical training for their students and won them
greater prestige.

One of the foremost proponents of the new style was the silk company
of Manuel Fabregas Jorba, originally founded by Gaieta Fabregas Rafart in
Mollet, which weaved at least three different Jacquard portraits. The CDMT
collection includes a portrait of the company’s founder, made by his son
Manuel in 1925, and another piece dated 1950 showing the portrait of an
unknown figure, signed and dedicated to his customers and friends.** Finally,
there survives a portrait of Franco, drawn by Ferrater i Dordal and produced
in 1939.

In May 1945, the textile firm Samaranch, S.A. produced a Jacquard
portrait of Francesc Samaranch Castro® to commemorate his receipt of the
Spanish government’s Medal for Professional Merit, coinciding with his
forty-fifth anniversary with the company.

It was also common for textile firms to reproduce well-known paintings.
Francesc Coll- J. Ribot, for example, created a woven copy of Velazquez’s
The Spinners as a gift for customers and friends on the occasion of the 1929
International Exhibition¥. The Ribot firm even produced a special silk
Jacquard to notify customers of its change of address.

Vda. Fernando Carné also produced a commemorative piece for the
International Exhibition, designed by Ars Textil (Gracia i Ferraté) and punched
by Manuel Ferrer, although it did not match the technical perfection of Coll i
Ribot. (CDMT 1729)

Religious images were also a popular choice for Catalan producers of artistic
textiles, as they were for French producers.’ The most frequent representation
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» Ecce Homo, after Guido Reni.
Silk. Neyret Freres, early twentieth
century. CDMT 11238. See detail.

v Mater Dolorosa, after Guido
Reni. Silk. France? Early twentieth
century. CDMT 10839.

39 A copy is conserved at the
Badalona Museum in the Pau
Rodon Amig6 collection of
artistic textiles.

40 CDMT 10720.

41 Guido Reni’s Ecce Homo
has been the subject of
numerous interpretations
by different companies. The
Museum of Industrial Arts
in Saint Etienne holds a copy,
after Guido Reni, 1913. The
Lleida Museum has a very
similar piece, produced in
tapestry.

42 CDMT 10829, MHS 1722.
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was the Mare de Déu de Montserrat, but a variety of other designs were also
produced, some of them in colour and of unknown authorship. The most
celebrated examples are La perla de Catalusia N.S. de Montserrat (designer
and weaver unknown),*® N.S. de Montserrat, by Amadeu Cudiso, and Tiepolo’s
The Immaculate Conception, produced at the Escola Industrial de Sabadell;
and Regina pacis ora pro nobis Montserrat and Virgen del Pilar Zaragoza,
manufactured by Perramon i Badia (Manresa 1964).*° The authorship of the
Mater Dolorosa and Ecce Homo*' conserved in Catalan collections is uncertain;
while the provenance of the originals is undoubtedly French, the versions that
survive in Catalonia are likely to be reproductions of the French pieces.

Another piece whose origins have not been traced is the portrait of Angel
Guimera.*? The fabric was clearly produced in Catalonia, and although no
name can be put to its creator, it is thought to have been weaved in Sabadell,
as it appeared in an exhibition at the city’s History Museum in 1974 that
showcased the most impressive examples of artistic Jacquard weaves
produced at the School of Industry, together with the Ecce Homo and Mater
Dolorosa referred to above. Each of these pieces, created in silk, displays a
great level of technical skill.

While the School of Industry in Sabadell took a great interest in the creation
of artistic textiles, its counterpart in Terrassa produced very few pieces of which

ARTISTIC FABRICS, UNIQUE PORTRAITS (1)
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Portrait of Alfonso XIII. Silk. Sabadell School of Arts and Crafts, 1915. CDMT 9018.
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43 Acquired by the Badalona
Museum, containing 131
Jacquard fabrics. Notable
pieces include: El primer
pas, La Primavera and

the Duke of Orleans by
Benet Malvehy, El viarany
perillds, Joan of Arc, the
Virgin Mary, Jesus crucified,
Flora, Murillo’s Immaculate
Conception, portraits of
Wagner, Tolstoy, Felix Faure
and Paul Derouléde, various
reproductions of paintings
by Alonso Pérez, such as La
Pavane or The Fencing Lesson,
and the portraits of Maura,
Romanones and Canalejas,
produced at the Sabadell
School of Arts and Crafts.
44RODON FONT, Camil.
“El retrat aplicat al teixit”.
Joventut textile, pp. 171-172
and 176-177.

45RODON FONT, Camil.
46 “Notas sueltas”. Catalufia
Textil, vol. IX, March 1915,
no. 102. Badalona, p. 44.
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we are aware. One of these is a commemorative cotton Jacquard fabric created
to mark the fiftieth anniversary of the School of Textile Engineers, 1904-1954.
(CDMT 10708)

The first move towards the academic study and appreciation of these unique
Catalan fabrics was made by Pau Rodon and his son Camil. Pau, the founder
of the Badalona Textile School and the journal Catalufia Textil, published an
extensive body of notes on various Jacquard pieces and the technique itself
and owned a sizeable collection that he had amassed over the years, which
was eventually bound into a parchment volume entitled Coleccio de Teixits
Artistichs, which is now part of the Badalona Museum collection.*?

Camil Rodon published in Joventut** that there were two basic techniques
for creating these masterpieces: the first used the taffeta base - for the cutting
design - as the starting point for the shading, where the drawing effects
were produced by the weft. The second technique used a satin base and the
drawing effects were produced by the warp and the weft. In the first case, the
portraits could not be created with the necessary complexity, and the final
pieces were flat in appearance, lacking expressiveness and realism; in the
second case, the relief effect and the nuances created by the shading gave the
portraits a far more lifelike appearance, of photographic quality. The satin
used for the second technique was weaved with a warp thread of white silk
and a black silk weft with hidden stitches, giving the final design a range
of tones from the deepest black through a scale of greys to pure white; the
impeccable graduation of tones was reminiscent of a photographic image.

Most of the artistic Jacquard fabrics produced in Catalonia were created
using the first technique, and would be dismissed by Camil Rodon as devoid
of any effect of life. By contrast, the textile portrait of Alfonso XIII,* designed
by Narcis Giralt and produced at the Sabadell School of Arts and Crafts,
was prized for the quality of the drawing, the accurate proportions and
the unquestionable likeness. Even a cursory glance reveals an appreciable
difference in quality between Giralt’s work and the portraits of Alfonso XII,
by Lluch, and Alfonso XIII, by Cots. The portrait of Alfonso XIII, weaved in
Sabadell, was acquired for his personal collection by Pau Rodon, who said
of the new piece: “In pride of place at the Badalona Textile School hangs the
large portrait of Alfonso XIII, weaved in silk by the students of the Sabadell
School of Industry, and laid out for cutting by the hand of the intelligent
professor and director of that school, our distinguished and esteemed Don
Narciso Giralt”.*¢
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Reproduction of the modernista
stained glass of the Caixa Sabadell
building. Polyester. 2008. CDMT
22840.

47 The period that saw the
creation of the Benet Malhey’s
portrait of Isabella II of Spain
and the portrait of Ferran
Casablancas by Agrupacions
Professionals Narcis Giralt.
48 Examples are conserved

at the CDMT and Sabadell
History Museum.

OPEN SOURCE LANGUAGE VERSION > CATALA

The chronology of Catalan artistic Jacquard fabrics takes in a little over
half a century, from 1862 until 1974, approximately.*” Production of these
portraits and commemorative fabrics woven in silk eventually ceased; their
preparation and weaving were complex and expensive processes, and the
fashion for portraits and commemorative designs had passed. One of the last
artistic fabrics to be produced in Catalonia was created to mark the 150th
anniversary of the Caixa Sabadell savings bank, depicting the stained glass
windows of the hall in its modernista building; the work, in polyester, was
commissioned by the bank’s president at the time, Salvador Soley i Junoy,
and directed by Angel Martinez in 2008.* o
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Library novelties and news

From a modernist design
to artisan lace

v

m Neus Ribas

On Sunday 10 May, Terrassa was host to the
twenty-eighth Lacemakers’ Day, an event
organized by the Catalan Association of
Lacemakers and held each year in a different
Catalan city. On this special day, the CDMT and
Arenys de Mar Museum, together with the Flor
Alba Association of Lacemakers of Arenys de
Mar, started a project to use a modernist design
preserved at the CDMT to make a tablecloth
border in artisan lace.

The design of the draughtsmen Gracia and
Ferrater (1908-1910), in the possession of the
CDMT, is a modernist style drawing in white
gouache with a diagonal composition of roses
linked together with small stalks.

Gloria Bilbeny, an expert card puncher, drew a
border based on this original design and punched
the pattern. When the pattern was ready;,
Assumpta Riera of the Flor Alba Association
of Lacemakers of Arenys de Mar, made the lace
which Nuria Coll (another member of the Flor

86 LIBRARY NOVELTIES AND NEWS

Alba Association) then sewed onto the linen
fabric. To make this tablecloth the three experts
put in a total of 100 hours of work.

This little project is a look into the past, the
end of the nineteenth century and the beginning
of the twentieth, when factories produced
magnificent pieces in a new aesthetic language
for the bourgeoisie, who used them to adorn
their houses. This combination of textile heritage
and craftsmanship was presented on 10 May
in Terrassa, and it can now be seen in a video
posted on Arenys de Mar Museum’s YouTube
channel. m
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Traditional textiles of Cantabria

Rafael Fernandez Fernandez.
Published by Textil Santanderina.

ISBN: 978-84-95742-80-3

m Assumpta Dangla

This study is the result of an extensive research
project conducted over three decades by the
textile expert Rafael Fernandez. For many years,
the author has visited the most remote regions

of Cantabria to document and gain first-hand
experience of traditional textile techniques, which
manage to survive — even on a very small scale -
in the north of Spain.

The book is divided into chapters in order to
draw attention to this rich textile legacy, which has
been passed down for generations. The author’s
first question is “How?”: he answers by carefully
detailing the materials and processes involved
in textile production, from the procurement
of the raw materials to the finished product.

A photographic section contains hitherto
unpublished images of weavers engaged in the
laborious task of spinning to produce furnishings
and fabrics.

In the second part, the author asks the
questions “Who, when, where?”, in a journey
through the history of textiles, from its early days,
through the Neolithic, the Bronze Age, and the
Roman Empire up until the present.

At the end of this demanding but rewarding
project, the author has added a series of
interesting appendices. Here he stresses the

87 LIBRARY NOVELTIES AND NEWS

Rafael Fernindez Fernindez

s

significance of the profession of spinning and
weaving, carried out by so many anonymous
people over the centuries in the lands of
Cantabria. The author’s study is based on first-
hand documentation and oral memory, and offers
an ethnological account of a profession and its
people. Thanks to his experience and training
and his excellent powers of expression, he offers

a highly interesting portrait of the most varied
aspects of textiles and its creators. It is a story that
rescues the memory of so many people dedicated
to an art which, although virtually obsolete today,
is brought back to life in this book. m
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Library novelties and

CHINA: THROUGH
THE LOOKING GLASS

Andrew Bolton et al.
The Metropolitan Museum of Art, New York, 2015

ISBN: 978-0-300-21112-2

m Eulalia Morral

“Like moon in the water, image on a mirror /
It comes and goes, with no inherent reality”.
The couplet, written by the poet Pei Xiu, and
quoted by the filmmaker Wong Kar Wai in his
brief introduction to this new volume, perfectly
captures the essence of a journey into the long-
standing Western fascination with Chinese
aesthetics. Our guide is Wong Kar Wai, artistic
director, together with Met curator Andrew
Bolton, designer Nathan Crowley, and the
photographer Platon, the creative team behind the
exhibition held at the Metropolitan Museum of
Art in New York in spring 2015, which has been
beautifully captured in this guide.

The exhibition centres around the theme of
the looking glass, and the masterful selection of
exhibits are presented here as if mirror images;
on one page the original piece, on the opposite
page the creation or creations it inspired. The
photographs are works of art in their own right and
are unspoiled by textual adornment (the details
are given in a separate chapter), transporting us
to that fantastical realm to which cinema has
made make such a distinct contribution, from Son
of the Dragon to Shanghai Express, Farewell my
Concubine and The Last Emperor.

Mirroring the exhibition structure, the book
is divided into two parts: Emperor to Citizen
(imperial, nationalist and communist China) and
Empire of Signs (bodies, spaces and enigmatic
objects). Porcelain, calligraphy, decorative objects
and Chinese formal dress from the last few
centuries are joined by paintings, advertisements,
perfumes, and haute couture pieces by some of the
foremost names in contemporary and twentieth-
century Western fashion: Balenciaga, Christian

88 LIBRARY NOVELTIES AND NEWS

CHINA THROUGH THE
LOOKING GLASS

Fashion, Film, Art

Dior, Alexander McQueen, Vivienne Tam, Jean
Paul Gaultier, Yves Saint Laurent, Louis Vuitton,
Chanel, Dries van Noten, Paul Poiret, Isabel
Toledo, Jean Patou...

Short texts complementing the exhibition’s
main focus are provided by the rest of the team:
“A Dialogue Between East and West” (Maxwell
K. Hearn), “Toward an Aesthetic of Surfaces”
(Andrew Bolton), “A Chamber of Whispers”
(Adam Geczy), “Fashioning China” (Harold
Koda), “Imagery of Chinese Dress” (Mei Mei
Rado) and “Cinema’s Virtual Chinas” (Homay
King).

There is no scope in this brief review
to comment on each of the texts in detail.
Nevertheless, Andrew Bolton - unquestionably
the exhibition’s alma mater — discusses the eternal
game of mirrors through which East and West eye
one another, engaging in a mutual transformation
that fails to penetrate beyond the surface. Adam
Geczy, meanwhile, examines the many faces
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of Orientalism, moving from domination to
exchange, finally arriving at interpenetration.
This is by some distance the most philosophical
of the texts, and is all the most fascinating for

it, defining the concept of Transorientalism

as the combination of three facets whose

precise interplay is informed by trade, tourism,
production (working conditions are appalling

in much of what we consider the ancient East, a
fact attributable not only to Western companies
but also to the governments themselves) and
reinterpretation through design, primarily in the
fashion sector. One might argue, in fact, that the
East continues to be orientalized, driven by the
currents of globalization.

Harold Koda examines the assimilation of
Chinese imagery in the West, through discoveries,
trade links and artistic movements. Mei Mei Rado
discusses traditional Chinese dress, considering
how it has been portrayed in engravings and
paintings, how it has evolved since 1911, and how

89 LIBRARY NOVELTIES AND NEWS

it is evoked by contemporary Chinese artists.
Finally, Homay King looks at the virtual China we
see recreated in cinema: “the lens through which
many of us first discover unknown places; artists
and designers who take inspiration from Chinese
aesthetics often do so through cinema, rather than
through reality”.

Those who still have questions about the
exhibition’s themes will be greatly illuminated by
Andrew Bolton’s interview with John Galliano,
who explains his lifelong affinity with China,
first through the lens of Hollywood and later
first-hand, through extensive international travel
that has also taken him to Mongolia and Russia.
There is an interesting comparison to be made
between the creative process - interiorization and
abstraction - and meditation, and the interview
gives a fascinating insight into the designer’s
ability to absorb and deconstruct original ideas
to create original forms that, through new, do not
altogether mask their sources. m
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STORAGE COLLECTION NUMBER 7, RARE AND ANCIENT BOOKS Photo / Foto:
©CDMT Quico Ortega

Reserva 7, amb el fons documental antic

TR

Ty

Datatéxtil 33 THETEXTILE MUSEUM AND DOCUMENTATION CENTRE, A BRIEF ACCOUNT OF A LONG AND UNKNOWN HISTORY
EL CENTRE DE DOCUMENTACIO | MUSEU TEXTIL, PETITA HISTORIA D'UN GRAN DESCONEGUT






RESTORATION WORKSHOP Photo / Foto:
Taller de restauracio ©CDMT Quico Ortega
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EXHIBIT FROM THE EXHIBITION ‘FACTORIES AND DREAMS’, SHOWCASING THE RESULTS OF EXTENSIVE RESEARCH AND DOCUMENTATION ON TEXTILES Photo / Foto:
FROM THE MODERNISTA PERIOD (2001/2002) ©ChoMT
Exposicié Les fabriques i els somnis, la primera en que vam mostrar els resultats del treball de documentacio i recerca dels textils del modernisme (2001/2002)
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SEWING BENCH, C. 1940. JAUME VILASECA FOUNDATION Photo / Foto:

Bancada de Confeccio, ¢.1940. Fundacié Jaume Vilaseca © Dani Dominguez
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PRINTED CRETONNE WITH CASHMERE MOTIFS, LA ESPANA INDUSTRIAL, 1888. MEP 6191. DETAIL Photo / Foto:
Cretona estampada amb motius de Caixmir, L'Espanya Industrial, 1888. MEP 6191. Detall © Esther de Prades
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ECCE HOMO, AFTER GUIDO RENI. SILK. NEYRET FRERES, EARLY TWENTIETH CENTURY. CDMT 11238. DETAIL Photo / Foto:
Ecce Homo, de Guido Reni. Seda. Neyret Freres, inicis segle XX. CDOMT 11238. Detall ©CDMT Quico Ortega
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SILK SHOULDER CAPE, C. 1900, BY JOANA VALLS (NO. 131588, BARCELONA DESIGN MUSEUM). THE IMAGE SHOWS THE CAPE WITH THE FRONT FLAPS UNFOLDED Photo / Foto:
Capelina de seda, c. 1900, de Joana Valls (n. 131588, Museu del Disseny). La imatge mostra la capelina amb les solapes davanteres totalment desplegades © Museu del Disseny de Barcelona.
Estudio Rafael Vargas, 2015
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FRAGMENT OF TABLECLOTH NO. CE25598 ) Ehoto/ Fotg:
Fragment de les estovalles nimero CE25598 Museo Nacional de las Artes Decorativas. Madrid
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PAGE FROM A JAPANESE FABRIC SAMPLE IN THE VINAS COLLECTION (CDMT 19473) Photo / Foto:
Pagina d'un dels teixits japonesos de la col-lecci6 Vifas (CDMT 19473) ©CDMT Quico Ortega
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COMMEMORATIVE HANDKERCHIEF FOR THE BARCELONA UNIVERSITY EXHIBITION OF 1888. Photo / Foto:
DESIGN BY JOAN RABADA VALLBE, MEPM. DETAIL ©Esther de Prades
Mocador commemoratiu de I'Exposicié Universal de Barcelona de 1888. Disseny de Joan Rabada Vallbé, MEPM. Detall
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PORTRAIT OF J.M. JACQUARD. SILK. NEYRET FRERES. LATE NINETEENTH CENTURY? CDMT 10712 Photo / Foto:
Retrat de J.M. Jacquard. Seda. Neyret Fréres. Finals segle XIX? CDMT 10712 ©CDMT Quico Ortega
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LA PRIMAVERA. BENET MALVEY. 1864-1874. PAU RODON AMIGO COLLECTION. BADALONA MUSEUM Photo / Foto:
La primavera. Benet Malvey. 1864-1874. Col-leccié Pau Rodon Amigé. Museu de Badalona ©CDMT Quico Ortega
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PORTRAIT OF ALFONSO XII. SILK. FRANCESC XAVIER LLUCH. BARCELONA, 1875. CDMT 8790
Retrat d'Alfons XlI. Seda. Francesc Xavier Lluch. Barcelona, 1875. CODMT 8790
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PORTRAIT OF MARIA CHRISTINA OF AUSTRIA, QUEEN REGENT OF SPAIN. SILK. MONJO | XIRINACHS. LATER Photo / Foto:
NINETEENTH CENTURY, EARLY TWENTIETH CENTURY. PAU RODON AMIGO COLLECTION. BADALONA MUSEUM ©CDMT Quico Ortega
Retrat de la Reina Regent Maria Cristina. Seda. Monjo i Xirinachs. Finals segle XIX, inicis segle XX. Col-leccié Pau Rodon Amigoé.

Museu de Badalona
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PLATE ADQUIRED BY JOANA VALLS. ALBUM REVE, PARIS, AT THE BEGINNING OF 1900 Photo / Foto:
Lamina adquirida per Joana Valls. Alboum Réve, Parfs, inicis 1900 ©CDMT Quico Ortega

ALBUM REVE
Rue des Petits-Charnps, 71. PARIS.
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1 Copia de l’escriptura de
compravenda. Arxiu del
CDMT.

2 Correspondeéncia entre J.
Biosca i F. Torrella, 1950/1951;
Algunos datos sobre el Museu
Textil Biosca. Document
mecanografiat sense firma,
datat el marg de 1969; Arxiu
del CDMT.

La instal-laci¢ del museu a la
rotonda de I'Institut Industrial.

El Centre de Documentacio
I Museu Textil, petita historia
d’un gran desconegut

per EuLALIA MORRAL ROMEU, directora-gerent del Centre de Documentaci6
i Museu Textil
Fotografies: ©CDMT i Quico Ortega

Les beceroles: el Museo Textil Biosca

El que avui és el CDMT va néixer en una nau industrial del carrer de Sant
Isidre num. 6. Alli és on Josep Biosca Torres va ubicar una col-lecci6 de teixits
i algunes peces d’'indumentaria que a través de la societat AGILESA-ETSA
acabava d’adquirir a Ignasi Abadal Soldevila. La compra es va plantejar com
una inversi6 de beneficis de la societat, i es va formalitzar el 21 de febrer de 1946
per un import de 500.000 ptes'. Segons el llistat que acompanya l’escriptura de
compravenda es tractava de 680 peces més un lot de 1.860 mostres enganxades
en cartrons. Eren teixits majoritariament europeus, cronologicament situats
entre els s. X1V i XIX pero amb alguns exemplars més antics provinents d’Egipte.
Després de la mort d’Abadal, el seu gendre Josep Llussa va posar a la venda
un altre lot procedent de la mateixa col-leccio, i va festejar en parallel amb
diversos pretendents; Biosca, —que pel que sembla era un habil negociador- va
guanyar la partida i al marg de 1951 va tancar la compra que li permetria afegir
1.330 peces més al seu museu particular. En els documents que conservem a
'arxiu® no queda clar queé se’n va pagar, pero si que eren peces de la mateixa
tipologia que les anteriors, i que n’hi havia de repetides respecte del primer
grup; sembla que Biosca es plantejava iniciar un intercanvi amb altres museus
europeus, una practica que no va prosperar.
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3 Museo Provincial de
Tarrasa: resumen de datos
sobre el Museo. Document
mecanografiat sense data

ni firma. Arxiu del CDMT;
Notes manuscrites sobre
visites i despeses del museu,
1947/1958. Arxiu del CDMT.
4 Certificat de José Crist6fol
Freixa, Secretari de la
Compania Edificaciones
Textiles S.A. referent a ’Acta
de la reunié de la Junta
General Extraordinaria de
lempresa tinguda a Madrid el
21/12/1958. Axiu del CDMT.

El President de la Diputacio,
Josep Buxo, i I'alcalde de Terrassa
Josep Clapés, els signants de
|"acord per al nou Museo Provincial
Textil.

En qualsevol cas, al 1953 es constituia el Patronat del Museo Textil Biosca,
que el mateix any va quedar instal-lat en el cos central de I’edifici seu de
I'Institut Industrial —antic magatzem Pasqual Sala, carrer St. Pau, 6—, amb una
participaci6 activa de Pentitat pel que fa a despeses d’installacié i manteniment.
El gener de 1956 es va obrir a la visita publica tot i que les notes manuscrites del
Dr. Torrella, permeten comprovar que des de 1947 ja es rebien visites de manera
concertada.’

També des de 1956 estan documentades nombroses activitats organitzades
pel museu, des d’'una “Exposicion de obras seleccionadas de Arte Textil
procedentes de las colecciones de los museos de Cataluna” que es va presentar a
la Casa Soler i Palet (novembre/desembre 1956) fins a una mostra de peces del
museu Biosca a les Galeries Biosca de Madrid (propietat d'un germa de Josep
Biosca) o la preséncia d’una seleccié de peces del museu a la Fira de Mostres de
Barcelona de 1957.

Pero no tot devien ser flors i violes. A finals de I'any 1958 la Companyia
ETSA “ddndose cuenta de la necesidad de resolver con caracter definitivo la
situacion del Museo, ya que su tenencia por parte de la Sociedad implicaba
para ésta graves responsabilidades (...) y exigirian sin duda en el futuro grandes
sacrificios”™ acordava fer donaci6 gratuita del museu a la ciutat de Terrassa amb
la condici6 de que ’Ajuntament es fes carrec de totes les despeses i atorgués a
I'Institut Industrial un paper actiu en la gesti6 del centre en reconeixement a les
inversions assumides durant la permanéncia en els seus locals. UAjuntament va
recollir el guant, i aixi ho va aprovar el Ple municipal del dia 17 d’abril de 1959.
Al setembre de 1960 es creava un nou Patronat, presidit per 'Alcalde i amb
participacié d’empreses del sector textil i entitats, i naixia el Museo Municipal
Textil Biosca.

Les dificultats d’espai i la tossuderia de Biosca —que tenia bons contactes
politics— pressionaven ’Ajuntament perque facilités un nou emplagament que,
finalment, es va concretar en un solar situat davant del Castell de Vallparadis.

I el 15 de desembre de 1963 el President de la Diputacié Josep Buxd, Marques
de Castell Florite, i I’alcalde Josep Clapés acordaven unir esfor¢os per crear
un nou museu: la ciutat aportava a perpetuitat el terreny el terreny i les seves
colleccions i la Diputacid es feia responsable de la construccié i de cedir la

Facana del nou edifici, projectat per I'arquitecte de la
Diputacié Camil Pallas.
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5 “ElSr. President manifesta
que considerant que fins

ara practicament laspecte
financer de la Institucié

ha anat a carrec i sota

la responsabilitat de la
Diputacid, creu que en el

cas de seguir amb aquestes
perspectives la solucié mes
clara potser seria gestionar

el Museu directament per
aquesta Corporacid sense
organ especial, si bé s’hauria
d’arbitrar una formula de
crear una junta amb funcions
exclusivament assessores en
la qual estarien representades
les entitats interessades (...)

i també la repercussié que
podria tenir la participacié
de 'Ajuntament”. Acta de

la reunié del Patronat del
MPT del 23 de febrer de 1981.
Arxiu del CDMT.

Capa del s. Xviil, de vellut brodat,
procedent de la Col-leccio
Moragas. CDMT 7239.

colleccié Vifas. El 1964 ja hi havia el projecte arquitectonic damunt la taula,
el 1969 s’acabaven les obres i el 14 d’abril de juny de 1970 tenia lloc l'acte
inaugural.

El Museo Provincial Textil

El nou edifici va permetre integrar el patrimoni textil de I’Ajuntament i de la
Diputacié; al nucli inicial constituit per Biosca s’hi afegien dues col-leccions
adquirides per I’Ajuntament de Terrassa (la colleccié Moragas, 78 peces
d’indumentaria dels s. xviir/xix i la colleccié Garcia Capafons (860 elements
de passamaneria dels s. xv1/x1x) i la col-leccié Vifias comprada per la Diputacié
a I'Industrial Ricard Vifas Geis i integrada per 2661 mostres de teixits i 442
mostres de passamaneria que van des de l'antiguitat tardana fins al s. x1x aixi
com un recull de mostres orientals i un fons de documents i pragmatiques dels
s. X1v al xvIIL.

La gesti6 s'encomanava a un nou Patronat de 18 membres, dels quals 6
ho eren per ra6 del carrec (President de la Diputacid, Alcalde, 2 diputats, 1
regidor i el Director del museu), 8 en representaci6 de les Cambres de Comerg
de Barcelona i de Terrassa, 'Institut Industrial, el Col-legi de ’Art Major de
la Seda, la Caixa d’Estalvis de Terrassa, el Gremi de Fabricants de Sabadell,
la Industria Textil Algodonera i la Mutualidad Laboral Textil; i els altres 3 ho
eren a titol personal: Manuel Rocamora, Lluis Garcia Capafons i Carlos Duran
Torrens. El Secretari era el de la Diputacio.

El pressupost del MPT, segons els estatuts, I'integraven les subvencions dels
dos patrons publics i les aportacions de les entitats representades; a I’arxiu del
CDMT es conserven nombroses cartes de peticid o recordatori a les entitats
en referencia a les seves aportacions anuals, i també rebuts que documenten
com, amb els anys, els ingressos van anar minvant i eren compensats amb un
compromis creixent de la Diputacié de Barcelona tant en pressupost com en
responsabilitats. Aquesta trajectoria va desembocar, 'any 1981, en epoca del
President Marti Jusmet, en ’adscripcié plena del MPT a la gesti6 directa de la
Corporacié’.
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Exposici¢ de tapissos de I'escola
catalana.

Una década de referéncia cultural

Malgrat les dificultats cal dir que durant tota la decada dels anys 70 el MPT

va esdevenir “el” centre cultural d’una ciutat llavors encara molt mancada
d’infrastructures. El nou museu destinava una sala de la planta baixa a
exposicions temporals, i durant més d’'una década va ocupar un espai propi

en I’ambit de I'art contemporani pel fet de donar acollida a nombrosos artistes
vinculats a ’Escola catalana de Tapis. En aquest lapse de temps es van succeir
un total de 18 mostres individuals i collectives amb un gran resso en els medis
de comunicacié i que avui sén recordades amb gran estima per moltes persones
relacionades amb aquest ambit de la creacié.

Aixi, el teixit “historic” va quedar relegat a les sales permanents, mentre a la
sala temporal s’hi succeien exposicions de pintura, escultura, gravat, fotografia,
arts populars i altres mostres de temes historics o commemoratius.

A partir del 1980 el Centre Cultural de la Caixa de Terrassa va anar assumint
aquest paper d’espai cultural multifuncional, que ben aviat s’aniria enriquint
amb nous espais municipals. La creacié del Museu Nacional de la Ciencia i de la
Teécnica de Catalunya 'any 1984 va acabar de decantar el desplagament cap a la
Rambla del centre de gravetat cultural de la ciutat mentre que la sala del Museu
Provincial Textil, sense prou empenta economica ni prou equip técnic per
promoure projectes nous o exposicions d’envergadura es va anar limitant a ser
la seu de petites mostres itinerants promogudes per la Diputacié o la Caixa.

Tanmateix, el patrimoni del MPT no parava de créixer, tant per medi de
donacions com per compres (col-leccions Suqué i Tove Alm de teixits d’Egipte
i colleccié Tortola Valéncia, de mostres europees, orientals i americanes) i,
sobretot, la cessio per part de la Diputacié de 1.275 peces d’indumentaria i
complements dels s. xv1/x1x procedents del llegat del pintor Lluis Tolosa Giralt.
La instal-lacié d’aquest darrer conjunt I'any 1985 va motivar 'adaptacié de les
sales de la segona planta, on s’hi van crear noves vitrines de grans dimensions,
molt espectaculars tot i que amb greus problemes de conservacié.
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6 Museu Textil. Terrassa:
Directrius de futur, primera
aproximaci6 (agost de 1987)
i Projecte de remodelacié del
Museu Textil (marg de 1988).
Arxiu del CDMT.
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A Mussolina de coto espolinada procedent de I'india,
de la col-leccio Tértola Valéncia. CDMT 7761.

<\estidet de seda llavorada per a una imatge religiosa,
del llegat Lluis Tolosa. CDMT 11573.

A finals dels anys vuitanta el model MPT estava esgotat. La museologia i la
museografia europees estaven penetrant amb molta for¢a en el nostre pais des
dels darrers anys del franquisme, en bona part gracies a la feina de ’Assemblea
de Treballadors de Museus de Catalunya. La Diputaci6 necessitava posar al dia
els seus museus, i Terrassa era un repte perqueé essent un museu ubicat en una
de les ciutats téxtils més importants de Catalunya, el seu patrimoni no recollia
practicament cap mostra d’aquesta activitat.

Mirat aixi, tenia sentit de mantenir-lo?

Aquesta pregunta va donar lloc a un projecte de transformacié radical’,
aprovat per la Diputaci6 i avalat pel Consell Internacional de Museus, basat en
la voluntat d’alleugerir el component museistic convencional i potenciar I'entitat
com a centre de documentacio i serveis vinculat a la ciutat i al sector textil.

Un nou model per a un nou context

Es tractava d’una reforma en tres eixos: el concepte, els espais i la gestio.

El concepte estava clar: ser menys museu i més centre de serveis, partint de
la base de que la industria textil-moda requereix documentacié permanent
per continuar creant nous dissenys, i que el museu ha de ser complice
d’aquesta industria i d’aquesta comunitat local que creen riquesa gracies al
coneixement i experiéncia adquirides durant segles. El patrimoni és ordit
que ddna consistencia i sobre el qual s’insereix la trama de la innovacié. La
missié fonamental, per tant, d’'un centre com el nostre era i és la de preservar el
patrimoni textil del pais; i calia, per tant, prioritzar la recollida, conservaci6 i
difusio dels testimonis materials de la produccid industrial de Catalunya abans
no es perdessin.

La figura del Consorci va permetre, des de gener de 1995, disposar d’una
forma de gestio agil i incorporar al Consell la representacié municipal que
s’havia perdut al 1981. Pero quedaven les obres, que van durar 14 anys, i que
es van portar a terme integrament sense tancar el museu al public. Finalment,
al desembre de 2002 es reinaugurava el CDMT amb uns espais correctament
habilitats per a la conservacio, taller de restauracié i biblioteca renovats, aules-
taller, sala d’actes i sales d’exposicions temporals.

EL CENTRE DE DOCUMENTACIO | MUSEU TEXTIL, PETITA HISTORIA D'UN GRAN DESCONEGUT
5





Datatextil 33

» Disseny original sobre paper,
probablement de I'estudi Gracia
i Ferrater, dels anys 1908/1910.
CDMT 15000 (1)-860.

» “Banderes"” (mostres del mateix
teixit en diferents combinacions de
color) de I'empresa sedera Felipe
Iglesis, 1915/1930. CDMT 20.018.

v Mostra d'estam fabricada a Textil
Vallhonrat, Terrassa, 1930/1939.
CDMT 15135-045 (084-1421).

7 Entre 199012014 s’han

presentat un total de 63
exposicions temporals, de les
quals 20 de produccié propia,
8 co-produccions amb altres
museus i 35 de I'exterior (25
de dissenyadors i artistes
contemporanis i 10 d’altres
entitats). De les produccions
propies, 5 han itinerat a
d’altres museus de Catalunya.
Les mostres han donat lloc a
22 publicacions.

A Mostra de tela de coto fabricada per Algodonera Canals,
Barcelona, 1955. CDMT 11228-010 (086-546).

Entre 19901 2011 el CDMT va fer de les exposicions temporals’ el seu
eix de funcionament, en un procés permanent de documentacio i estudi/
restauracié/exposicid/publicacié del patrimoni al voltant de temes concrets, que
permetessin anar avancgant cientificament en el coneixement historic del teixit
ila moda i alhora seduir i intentar fidelitzar un public generalment poc atret
per la tematica textil. El recolzament decidit de la Diputacié de Barcelona sota
la presidéncia de Manuel Royes va permetre al CDMT fer un salt qualitatiu de
magnitud que es va traduir en un bon posicionament de I'entitat en el mapa
europeu i, per tant, a poder participar activament en projectes amb altres paisos
ia posar en marxa serveis técnics com ara la documentacio, la restauracié o la
formacio, a banda d’oferir tallers escolars adaptats a les exigencies curriculars.
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A Reserva 1, on es conserven
teixits en pla.

A Reserva 6, on s'hi guarda indumentaria
i peces de gran format.

< Reserva 5, amb mostraris industrials.

» Taller de restauracié. Vegeu més.
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Biblioteca.

Avui, el CDMT treballa en xarxa amb els altres museus especialitzats
d’Arenys de Mar (Museu de la Punta) i de Premia de Mar (Museu de
I’Estampaci6 Textil) i té convenis de col-laboracié amb la Universitat
(UPC,UAB,UB) amb les Escoles Superiors de Restauracié de Béns Culturals
de Catalunya i de Madrid, amb el sector industrial (Texfor) i amb entitats de
recerca (CEHT, GEP).

Una bona part del patrimoni que conservem (actualment format per més
de 120.000 items) és consultable on line, igual que el cataleg de la biblioteca
—vinculat al Consorci de Biblioteques Universitaries de Catalunya- i que el fons
documental antic, bona part del qual ja esta incorporat a la Memoria Digital de
Catalunya.

Actualment el CDMT ja és molt mes conegut i valorat pel patrimoni
industrial i modernista que no pas pels fons historics que van donar origen al
museu; tot i essent importants, aquestes col-leccions antigues tenen avui un
valor “enciclopeédic” de cara a la formacid i també com a font d’inspiracié per
al disseny industrial, pero trobariem col-leccions similars a molts altres museus
del moén. En canvi, els arxius industrials i el fons modernista —-indumentaria,
complements, parament de la llar, dissenys originals...- és allo que vincula
realment el CDMT al territori i a la comunitat.

El que queda per fer

Esta clar que els centres patrimonials no podem ser aliens al context i hem

de saber evolucionar per fer front a noves exigeéncies. Exigéncies que potser
mai han estat tantes, i tan contradictories entre si. Perqueé a la ja important
dicotomia “intrinseca” de conservar el patrimoni alhora que obrir-lo a I'accés
public, s’hi afegeix la d'oferir el maxim (d’exposicions, de tallers escolars, de
disponibilitat de consulta i de visita...) per un minim de preu (tothom reclama
gratuitat o gairebé, per a tot) i de despesa (en pocs anys tots hem sofert una
notable reduccio pressupostaria), i assolint un resultat creixent en visites i
d’ingressos.
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Exposicié L'Herbari Modernista
(2006/2009).

Hem de reconeixer que estem en un pais on el patrimoni ocupa un lloc
més aviat secundari en la llista de prioritats, i on potser no és possible establir
els vincles de col-laboracid, cooperacié i reconeixement social que funcionen
als paisos anglosaxons on sovint ens volem emmirallar. El museu és un actiu
social per definicié pero aixo no vol dir que arribi a tothom, ja sigui per manca
de capacitat d’atraccid per part de l'entitat o per desinteres del public. Cada
pais i cada cultura té les seves especificitats, i qualsevol politica que es vulgui
emprendre ha de partir d’aquesta realitat, agradi o no. A Catalunya hi ha massa
museus i poc public; massa inversions per inaugurar i pocs diners per mantenir.
Massa individualisme i poca voluntat de sumar esforgos. Massa centralisme i
poca experiéncia de treballar en xarxa en un territori que ho necessita.

Tot 'esfor¢ que hem fet en els darrers anys per posar al dia el CDMT ha
partit del convenciment de que la industria i la formacid (concretament les
escoles de disseny i moda) podien “explotar” creativament aquest patrimoni
i els resultats ens mostren que no ha estat aixi, o no ha estat en la mesura que
preteniem. Tampoc hem aconseguit fer d’aparador de la industria, una funcié
que enteniem que podia ser interessant per al sector, per mostrar al public el
seu treball d’innovaci6 constant, temporada per temporada. En canvi, hem
descobert que els nostres usuaris “naturals” eren els altres museus de Catalunya,
que necessiten ajuda en conservacio6 i, sobretot, en restauracié. Hem hagut de
rectificar pel que fa als destinataris pero hem consolidat el paper de centre de
serveis, un ambit en el que podem ser molt més sostenibles que no pas exercint
com a “museu” convencional.

En aquest sentit, tenim per encetar molts temes que a hores d’ara haurien
d’estar encaminats: la integracié de I'imatex en una base de dades que li doni
sortida universal, I'articulacié d’un pla de formaci6 especialitzada homologada
i vinculada als diferents entorns (comerg¢ i consum textil, FP, Universitat), la
digitalitzacio i informatitzacié de I'arxiu fotografic i administratiu, la creaci6 de
recursos didactics on line...
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Pero el canvi de paradigma davant del qual ara ens trobem depassa la
responsabilitat de 'equip del CDMT -que des de I'any 2007 ha anat presentant
documents estratégics que no s’han pres en consideracié- i recau de ple en els
seus patrons ja que el replanteig és necessariament politic. No pot ser d’altra
manera quan la Diputacié —que fins ara ha assumit el 90% del pressupost
ordinari del CDMT- argumenta que es vol desfer d’aquesta responsabilitat
i pretén que 'entomi un Ajuntament de Terrassa que des dels anys 80 s’ha
mantingut al marge malgrat que des de 1995 forma part del Consorci al 50%.

I si durant un temps va semblar que el futur podia passar per una vinculacié
CDMT/DHUB, ara tampoc se’n parla i entretant ja ha transcorregut més d’'una
legislatura.

Queda molt per fer, certament. Molta feina de caire técnic pero que requereix
abans que tot una decisi6 clara de les administracions sobre el paperila
dimensio que se li vol donar al Centre tant en el context local com de pais.
Sabent que cal trobar complicitats en la industria i a la Universitat per remarcar
i recolzar l'especialitat del CDMT, tinica en la que podem ser singulars i
competitius. Reforcant alhora la vinculacié al Circuit de Museus Textils i
de Moda a Catalunya i no pas a estranyes “constel-lacions” dissenyades des
d’un despatx de Barcelona. I essent ben conscients de que, malgrat ens pesi, a
Catalunya la gran majoria de visitants dels museus sén els turistes. I a Terrassa,
n’hi ha més aviat pocs... e
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Can Marfa, nova extensié del
Museu de Matar6 dedicada a la
industria del genere de punt.
Fotografia: Sergi Ruiz.

Can Marfa, centre del génere de punt
del Museu de Mataro

per MUSEU DE MATARO
Fotografies: ©Museu de Mataré i ©Sergi Ruiz

Matard ha estat durant molts anys capital del génere de punt. El teixit de punt
ha esdevingut un dels puntals de la seva economia i I'activitat industrial que ha
donat singularitat i identitat a la ciutat dins del territori.

A finals dels anys vuitanta i comengament dels noranta del passat segle,
la industria del punt comenga a patir un clar declivi a Catalunya, com a
conseqiiencia de les successives crisis que afectaren al sector téxtil en general.
En aquest context, I'any 1990 Jaume Vilaseca i Beltranpetit, industrial mataroni,
junt a alguns collaboradors entusiastes, professionals del sector del génere
de punt en diferents ambits (constructors de maquinaria, fabricants de teixit,
mecanics, teixidors, etc.), comeng¢a una tasca de recuperacio, restauracio, estudi
i classificacio de tota mena de testimonis materials relacionats amb el teixit de
punt, procedents de les industries que anaven desapareixent, amb l'objectiu de
crear un museu del génere de punt a Mataro, per donar testimoni de I'evolucio
historica i de la significacié d’aquesta industria a la ciutat i la comarca.

CAN MARFA, CENTRE DEL GENERE DE PUNT DEL MUSEU DE MATARO
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Vista parcial de |'exposicié
permanent: Matard, capital
del génere de punt.

L’Ajuntament de Matard, amb la voluntat de donar a coneixer i no perdre
aquest valor i posicionar-lo com un nou element de projecci6 cultural i
turistica de la ciutat, projecta incorporar com a nou eix tematic del discurs
museistic del Museu de Mataro el patrimoni téxtil mataroni i, en concret, el
genere de punt, entés com l'activitat industrial més important i determinant de
la historia de la ciutat.

Davant la convergencia de les dues voluntats, 'any 1996 la Fundacié Jaume
Vilaseca va signar un compromis amb PAjuntament perque la colleccio,
esdevingués publica. La mort de Jaume Vilaseca I'any 1997 no significa la fi del
projecte, ans al contrari, gracies al compromis dels col-laboradors i la voluntat
dels fills del fundador de continuar amb un projecte que comptava amb la
complicitat de particulars, empreses i professionals d’arreu de Catalunya,
la Fundacié Jaume Vilaseca ha aconseguit reunir una de les colleccions de
patrimoni industrial més singulars del pais.

Durant els anys 2009, 2010 i 2011 ’Ajuntament va dur a terme les obres de
rehabilitacié i adequacié d’una de les dues naus que formen el magnific conjunt
arquitectonic de la Fabrica Marfa per acollir la nova extensi6é del museu de
Matar6 dedicada al génere de punt. La Fabrica Marfa de Matard, (Can Marfa) és
un edifici industrial, d’estil manchesteria, construit entre els anys 1880-1881 que
havia estat la fabrica de génere de punt més important de ’Estat espanyol, per la
quantitat de treballadors i el volum i la qualitat de la produccio.

Lany 2013 es va signar el conveni definitiu entre Ajuntament i Fundacié
Jaume Vilaseca per fer realitat el museu. La col-leccié que la Fundaci6 ha
cedit a la ciutat fonamenta I'exposicié permanent que desenvolupa el tercer
eix museografic del Museu de Matar6: Matard, capital del génere de punt, i
completa el discurs de les exposicions Iluro ciutat romana i Mataré, ciutat
mediterrania que sexhibeixen a la seu central del museu a Can Serra.
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Instruments de laboratori téxtil,
¢1920-1940. Exposicié permanent.

Bateria de telers, c. 1929. Exposicié
permanent.
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Vitrina Toton Comella.
Exposicié permanent.

Des del 28 de marg de 2015, Can Marfa acull la nova extensié del Museu
de Mataré dedicada industria del génere de punt, una part fonamental de la
historia de la ciutat i del pais que no disposava encara d’un espai museistic
propi. La nova extensié del Museu de Mataré compta amb 1.800 m? distribuits
en tres plantes: La planta baixa, esta concebuda com un espai polivalent obert
a la ciutat on es desenvolupa el programa d’activitats del museu: exposicions
temporals, conferéncies, jornades, presentacions, tallers didactics... Lobjectiu
és oferir un programa atractiu per a diferents tipus de public, on puguin
conviure la historia i I'actualitat del sector, el coneixement i la reflexi6, amb
I'experimentaci6 ludica.

La planta primera, acull 'exposicié de referencia de I'equipament, una
mostra significativa de I'abast tematic i cronologic de les colleccions de la
Fundaci6 Jaume Vilaseca. Amb una atractiva museografia es proposa un
recorregut seguint un doble fil argumental, d’una banda, el procés de fabricacié
del teixit de punt, i d’altra, 'evolucié d’aquesta industria a Catalunya des del
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Recreacio despatx de Cayetano Marfa Crivilles. Exposicié permanent.
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Visita guiada. Exposicié permanent.

segle xv11I fins l'actualitat. Des d’una perspectiva economica i social es pretén
explicar una historia que molts mataronins han viscut en primera persona, i
convidar a una reflexid, amb la perspectiva del temps, sobre els esdeveniments
del passat i els reptes del present i el futur. Els continguts ocupen 600 m?, i
sordenen en 7 ambits o unitats tematiques que contextualitzen la maquinaria,
la indumentaria, les imatges i els documents que s’hi exhibeixen:

m Ambit 1: Et posarem a punt: Audiovisual on s’expliquen les caracteristiques
del teixit de punt i els factors que han influit en la evolucié de la seva
manufactura a Matar6 i a Catalunya.

m Ambit 2: De la fibra a la malla: Els processos de fabricacié del génere de
punt: filatura, tissatge, ennobliment i acabats, disseny, patronatge, tall i
confeccio, etiquetat, embalatge i comercialitzacio.

u Ambit 3: Els inicis del teixit de punt: La protoindustria, obradors i tallers
domestics, ’'evolucid i localitzacié geografica de la produccié del punt a
Catalunya. De la manufactura als primers telers mecanics.

= Ambit 4: La industrialitzacié del génere de punt: La produccié industrial
de roba interior, mitges i mitjons. Innovacié tecnologica i organitzacio
del treball a les fabriques. El paper de la burgesia industrial en el
desenvolupament de la industria del teixit de punt, I'exportacié i la
consolidaci6 del “Districte del Maresme”.

m Ambit 5: Moda, fantasia i esport: Els canvis en les pautes de consum del
vestir, la influéncia de la moda i I’aparici6 de nous productes. Laposta per la
formaci6 i renovacid tecnologica.

u Ambit 6: De l'autarquia a lexpansié del sector: Autarquia economica i
impuls a la construccié de maquinaria de genere de punt. Les industries
auxiliars. La revolucié del nilé.

u Ambit 7: Perspectives de futur: La continuitat del cluster del génere de punt
del Maresme. La importancia del disseny, 'aposta per la qualitat i I'aplicaci6
de noves tecnologies. Les amenaces i les oportunitats del sector
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Vitrina mitges c¢. 1890-1910.
Exposicié permanent.
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La planta segona, pendent d’adequacio, esta destinada a acollir I'area de
colleccions, que sera I’area tecnica de treball i la zona de reserva i magatzem.
Concretament, de les col-leccions d’indumentaria, instruments cientifics i
maquinaria de petit diametre. S'esta treballant perqueé una part de I’area de
reserva de col-leccions sigui visitable, com una prolongacié de I'espai expositiu,
que posara a l'abast dels visitants un percentatge important de les colleccions
de la Fundaci6 Jaume Vilaseca. Aquesta planta acollira també un espai didactic,
concebut com una area per a aprofundiment i per a I'experimentacié que
complementaran el discurs expositiu de la planta primera.

Actualment es treballa en el desenvolupament de la segona fase del projecte,
que inclou I'adequacié de la segona planta de Can Marfa i la segona part de
I’inventari de la colleccié Fundacié Jaume Vilaseca (fins al moment, s"han
inventariat 4.000 objectes, d’un total estimat de 8.000 peces).

La voluntat principal és que Can Marfa Génere de Punt es consolidi com un
equipament especialitzat de referéncia dins de la Xarxa de Museus de Ciéncia i
Tecnica, i que s’integri a la Xarxa de Museus Textils de Catalunya. e

Més informacié a:
http://culturamataro.cat/ca/museu-i-exposicions/museu-de-mataro/can-marfa

CAN MARFA, CENTRE DEL GENERE DE PUNT DEL MUSEU DE MATARO
7



http://culturamataro.cat/ca/museu-i-exposicions/museu-de-mataro/can-marfa



		WEB3: 

		LAM CanMarfa 1: 






Datatextil 33

1 GUTIERREZ, M. Lluisa,
La Espafia Industrial.
Innovacié i recerca. Col-legi
d’Enginyers Industrials de
Catalunya, Barcelona, 1997.
2 CABANA, Francesc.
Fabriques i empresaris. Els
protagonistes de la Revolucio
Industrial a Catalunya.
Volum 2. Cotoners. Diputaci6
de Barcelona, 2001, p. 83-112.

Llibre de consums de colorants,
1888. MEPM 6075. Fotografia:
Esther de Prades.

L'Espanya Industrial i I'Exposicio
Universal de Barcelona de 1888

per ASSUMPTA DANGLA

LEspanya Industrial va ser la primera societat anonima cotonera de lestat,

i una de les més importants durant la segona meitat del segle x1x i fins ben
entrat el segle xx. Des de la seva fundacio, va saber afrontar les crisis que se li
presentaren i aixo era degut, en bona part, a que l'empresa va fer una aposta pel
desenvolupament, la innovacio i la recerca.

Durant el segon terg del segle x1x, moment de pas de la manufactura ala
fabrica, les transferencies de tecnologia prengueren un paper cabdal en la
industria téxtil. A Catalunya, algunes empreses varen implementar dinamiques
que afavorien la transmissié del coneixement. UEspanya Industrial es va
sumar a aquest procés, amb accions concretes que permetien ampliar els seus
recursos: la direccio i alguns técnics viatjaven a l'estranger per estar al corrent
de les darreres novetats i fer adquisicions de maquinaria —sobretot a Fran¢a i
Anglaterra-, realitzaren estudis a centres de formacié europeus, contractaren
técnics forasters i mantingueren un contacte viu amb empreses de similars
caracteristiques'. En aquesta época les darreres innovacions també arribaven a
Catalunya a través d’'empreses comercials catalanes i estrangeres, dedicades a
la importacié i venda de maquinaria i productes quimics, i es crearen sucursals
d’empreses capdavanteres a Europa. UEspanya Industrial, sempre atenta a les
necessitats del mercat i les darreres descobertes, feia is d’aquests i més recursos.

Lempresa fou fundada I’any 1847 pels set fills de Maties Muntadas i
Francesca Campeny, paraires d’Igualada. Els germans, tots homes, varen estar
presents més o menys activament en la creacié i impuls de la fabrica. Les dues
primeres gerencies van anar a carrec d’alguns germans fundadors, i la tercera
gerencia fou la de Maties Muntadas, fill de Josep Antoni Muntadas —~també
fundador-, que dirigi 'empresa de 1882 fins el 1927, El seu caracter fermila
decisi6 amb que portava l'empresa van ser cabdals perque LEspanya Industrial
no fes fallida.
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3 Memoria llegida a la Junta
General d’Accionistes 23 de
febrer de 1890. Arxiu Historic
del Museu de ’Estampaci6 de
Premia de Mar.

Tafeta de cot6 estampat, 1888.
MEPM 6555. Fotografia: Esther
de Prades.

Des d’un bon inici, 'empresa va tenir interés en donar-se a coneixer i estar
present a exposicions de caracter nacional, internacional o universal. Destaca la
seva participaci6 a I'Exposicié Universal de Barcelona de 1888, on va aconseguir
dues medalles d’or. El certamen va ser un gran aparador on mostrar les novetats
i ampliar el ventall de clients. Un dels impulsors i membres de la Comissié
per lexposicié va ser, justament, el gerent de L'Espanya Industrial, Maties
Muntadas, una personalitat molt present en la vida politica de Barcelona.

Superar les crisis

Els anys anteriors a I'Exposicié Universal de Barcelona de 1888 van estar
plens de dificultats, i la geréncia va prendre mesures polemiques. Lany 1884,
el director va encarregar un estudi minucios dels costos de la fabrica. Es va
analitzar amb tot detall fins a la més minima despesa en cadascuna de les
seccions (filatura, tints, estampats, gravat, cilindres, cuina de colors, etc.) a fi de
poder reduir costos i augmentar la produccié.

Amb aquest estudi, Maties Muntadas va concloure que, sobretot, calia
renovar la maquinaria i comencgar un pla d’estalvi. La decisié no va agradar
-ni a treballadors ni a accionistes—, pero el director va prosseguir amb el seu
empeny. La nova maquinaria, després de molts treballs, esforgos i retards, es
va poder installar i posar en funcionament 'any 1889°. Aix0 va suposar una
notable recuperacié per 'empresa, que va poder continuar amb la seva activitat i
es va encaminar, de nou, cap al progrés.
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Lany 1887 va estar marcat per una llarga vaga del personal que va durar
quatre mesos. La produccié va disminuir drasticament de 33.189 peces
estampades el segon semestre de 1886 a 18.233 peces el primer semestre de I'any
1887.

La fabrica tenia, des de 1850, una seccid on es gravaven bona part dels
cilindres de coure que s’usaven a les maquines d’estampacid. A conseqiiéncia de
la vaga, la secci6 de gravat va desaparéixer com a tal, i amb aixo sacomiadaren
els professionals que estaven al servei de la fabrica des de feia anys: Joan
Puigmacia, Juli Krepser, Damia Coch, Josep Romeu, Antoni Walch, Bernat
Berg, Antoni Ratera i Manel Quintana, entre d’altres.

Pel que fa els dibuixants va passar un fet similar. UEspanya Industrial
havia comptat amb una secci6 de disseny on destacava Joan Rabada Vallbé,
un deixeble del pintor Carlos de Haes, que havia estudiat a I'escola de La
Llotja. Rabada, nascut el 1850, havia treballat des de ben jove a la fabrica,
ijustament el 1888 va entregar els darrers dibuixos, dos dels quals per
commemorar I’Exposicié Universal de Barcelona. Una altra seccié que va patir
les conseqiiencies de la crisi va ser 'anomenat Cuarto de colores, on es feien les
formulacions per a les pastes de colorants i els assajos d’estampaci6. Durant
aquest any només resta en nomina el quimic colorista Josep Tay, qui va perdre
els seus dos companys.
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Cretona estampada amb motius de Caixmir, LEspanya Mostrari de teixits gravats I'any 1888. MEPM. 1
Industrial, 1888. MEP 6191. Fotografia: Esther de Prades. Fotografia: Esther de Prades.
Vegeu detall.
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4 El Museu de I’Estampaci6
de Premia de Mar conserva
una amplia collecci6 de
mostraris, formularis

i dissenys originals de

L’Espanya Industrial, i també

el Centre de Documentacid
i Museu Textil de Terrassa,
el Museu del Disseny

de Barcelona, el Museu
d’Historia de Sabadell i

el Musée de I'Impression
sur Etoffes de Mulhouse,
entre d’altres i colleccions
privades. UArxiu Nacional
de Catalunya i el Museu de
I’Estampaci6 de Premia

de Mar reuneixen gairebé
la totalitat de ’arxiu
documental de ’empresa.

Cretona estampada amb dissenys

tapissers, circa 1888. Col-leccié
particular. Fotografia: Assumpta
Dangla.

L’Espanya Industrial ha estat abastament estudiada des d’'un punt de vista
d’historia economica i, en segon lloc, des de la vessant cientifica i técnica,
amb documents sobre els colorants i maquinaria que sempraren en la fabrica.
Aquests estudis s’han pogut fer atés que es conserva practicament la totalitat
de l'arxiu documental de l'empresa. La correspondencia enviada i rebuda,
les actes de les juntes d’accionistes, els llibres majors de comptabilitat i altra
documentaci6 de caracter economic, social, cientific i tecnic permeten fer un
recorregut per la historia de la fabrica. A més, s’ha conservat un bon conjunt
de formularis, mostraris, mostres estampades i dissenys originals*. Aquest és
un fet poc freqiient: juntament amb els productes realitzats, sha conservat la
documentaci6 de la fabrica. Aquestes darreres sén unes eines molt utils per
l'estudi de les peces, que deixen constancia de les transferéncies de tecnologia
i permeten coneixer les relacions que s’establien entre cada seccié de la fabrica,
les directrius que regien 'empresa i les etapes que va travessar.

Qiuestions d’estil i tendéncies

Lestampaci6 ha estat i és encara un dels processos més complexes dins la
industria téxtil. En aquest hi participaven moltes mans: el quimic colorista, el
dibuixant, 'estampador i el gravador, entre d’altres. Cada professional havia de
tenir coneixements experts en la seva mateéria, pero també li calia tenir presents
els processos que se seguien en la fabricaci6. Havia d’adequar-se a la consecucio
d’un producte seriat, i la comunicaci6 entre els diferents professionals havia de
ser viva, un treball que calia coordinar des de la Direcci6 per facilitar la feina.
El dissenyador havia de tenir coneixements sobre composicio, amb un
especial interes en fer dibuixos que podessin encaixar bé tant en sentit
longitudinal com transversal. D’altra banda, els dissenys havien de contenir
un nombre limitat de colors, depenent dels motlles que es volia gravar o de la
quantitat de cilindres d’estampacié que tenia la maquina. Aixi doncs, es feia
un dibuix original que contenia el rapport o unitat minima de repeticio, i una
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vegada fet es separaven els colors i es gravaven els motius en els motlles de fusta
o cilindres amb el color que els corresponia estampar. En el cas de L'Espanya
Industrial, on s'estampava sobretot amb maquines de cilindres de coure es
podia imprimir un maxim de 12 colors.

Arran de la vaga de 1887 i la pérdua del dibuixant Joan Rabada, la fabrica
encarregava la major part dels motlles, cilindres i dissenys a I'estranger. La
correspondéncia enviada i rebuda reflecteix aquest canvi. Maties Muntadas
sovint feia viatges a Franga per visitar dibuixants i estar al dia de les darreres
tendencies, i també va demanar recomanacions a experts estrangers per a la
contractacié d’'un quimic colorista i d'un estampador altament qualificats. I
justament els anys de 1887 a 1889 es va posar en contacte amb nous dibuixants,
que abastien la fabrica amb dissenys de la mds alta novedad, un concepte que es
repeteix abastament i en el que es posa sempre un especial emfasi.

Arran dels viatges que el director va fer a Franga i de I'Exposici6é Universal
de Barcelona de 1888, van ser molts els dibuixants que van entrar en contacte
amb la fabrica. Lany 1888 tenia una relacié viva amb dibuixants i estudis de
disseny de Paris i Mulhouse: Constant Tillier, Charles Scheindecker, Henry
Andresz, Antonio Badia, Paul Mouton, J. Pfenninger, E. Petitdemagne, Oscar
Schmidt, Eugéne Schiffmacher, Paul Schnebeler, E. Sins, G. Muller, Mathias
Wehrey, Mathias Renner, Daniel Dessins Industriels, Julien & Cron, Kreuscher
& Engel, Rhem & Garnache i altres. A més, comptava amb Charles Ventrillon,
un dibuixant que havia treballat durant anys a la fabrica i posteriorment, amb el
seu trasllat a Franga, feia de corresponsal i els hi enviava dibuixos.

A la fabrica, es posava atencio a les darreres novetats, i se seguien les
tendencies marcades des de Franga, sobretot. LEspanya Industrial rebia
periodicament mostres i quaderns amb les darreres novetats per inspirar-
se a I’hora de projectar les seves col-leccions, i estava subscrita a les cases de
tendencies de més prestigi.

El director donava instruccions als seus dibuixants, a vegades molt precises,
sobre el tipus i nombre de colors, indicacions sobre les mides dels motius a
estampar, la seva disposicid i altres qiiestions referides al disseny. I en aquestes
instruccions es posa de manifest els amplis coneixements que tenia en matéria
de colorants, maquinaria i disseny.

Es curids observar que, en la correspondéncia, quan déna indicacions sobre
Lestil o tipus no es refereix només al dibuix: tecnica, color i formes van de la ma,
i son gairebé indestriables. Per tant, el terme estil no era un aspecte inicament
formal, sin6 que el consideraven un resultat del procés de fabricacié. En una
carta de 1888 dirigida al dibuixant Oscar Schmidt indicava:

Ci joint vous envoie quelques types de une nouvelle fabrication (enlevage
sur fond noir) pour vous le faire connaitre et vous commander 4 types sur
cet ordre de fabrication en tachant de faire quelqu’un avec bordure de
fleurs et le fond semis avec des fleurs moyennes; les autres selon votre goiit,
mais pas de carreaux car ces morceaux que je vous envoie sont seulment
pour vous montrer le genre. Il nous faut les dessins a deux couleurs, cest-
a-dire, rouge et blanc, blanc et jaune, jaune et rouge, mais toujours en
fond noir.
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Instal-laci6 de L'Espanya Industrial
a I'Exposicio Universal [Libro del
Centenario (1847-1947). La Espana
Industriall.

5 Libro del Centenario (1847-
1947). La Espafia Industrial.
Barcelona: La Espana
Industrial, 1947, p. 65.

6 La Espafia Industrial.
Sociedad Andénima en su

82¢ aniversario (1847-1929).
Barcelona: La Espafia
Industrial, 1929, p. 30

I en una altra adrecada al mateix:

Consequentment a votres demandes jai 'avantage de vous faire nouveau
commande de 4 dessins en fond rouge sur Istyle du dessin n. 7 plus 3
dessins par l'ordre de I’échantillon ci-inclus, prenant garde du style de
fabrication, car comme vous voyez le blanc est obtenu par moyen de
Pacide.

Lexit dels productes de LEspanya Industrial era degut, sobretot, a que se
seguien les noves tendéncies que marcava Franga, un aspecte que en ocasions
va ser criticat perque el disseny no prenia com a model I'art autocton. A
I'abundant correspondéncia mantinguda amb els dibuixants estrangers sovint
es demanava, com a primer requisit, dibujos de la mds alta novedad, és a dir,
dissenys que seguissin les tendéncies parisenques o de Mulhouse. Fins i tot la
fabrica demanava que servissin els dibuixos amb tota rapidesa, per avantatjar la
forta competencia d’altres cases catalanes.

Un gran aparador

L’Exposicié Universal de Barcelona va ser 'aparador dels productes més preuats
de 'empresa. L'any 1888 L’Espanya Industrial fabricava teixits de tots tipus, fins
i tot estampava articles de pana, una producci6 que va incrementar a la segiient
década i que al tombant de segle va donar renom a I'empresa, en detriment dels
estampats’.

L’Espanya Industrial, amb un estand de 125 metres quadrats qualificat com a
espléndid i majestuds, va voler mostrar la novetat i qualitat del disseny d’aquesta
industria ja que, segons croniques de I’época, era un dels aspectes més cuidats:
La Direccién de tan importante sociedad cuida mucho de la parte artistica de
esta industria, porque de esta depende el éxito y el dominio en los mercados®.
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Tapis estampat amb motlles de
fusta per a I'estand de I'Exposicié
Universal de Barcelona de 1888.
Disseny de Joan Rabada Vallbé.
MEPM 1214. Fotografia: Esther
de Prades.

La instal-laci6 estava presidida per un tapis estampat amb el metode
tradicional de matrius de fusta, els anomenats motlles de bac, que contenien el
dibuix gravat en relleu. Era un tapis de grans dimensions on es representava
una al-legoria de la industria, inspirada en un tapis frances contemporani que
enaltia 'agricultura. Estava estampat a ma i fet a imitaci6 dels de Gobelins;
amb aix0 es volia recuperar la sumptuositat de I'antic i complex procediment
tradicional, relegat a segon lloc per la moderna estampacié mecanica a cilindres.
Va ser dissenyat per Joan Rabada, i els motlles de fusta per estampar-lo es van
enviar a J. Cholet de Paris, qui en va fer tres exemplars en colors terrosos. El
tapis es va tornar a mostrar a I’'estand de ’Exposicié Universal de Paris de 1889,
on l'empresa va mereixer el Gran Premi, i en ’Exposicié Internacional del
Moble de Barcelona de 1923, on va obtenir el mateix guardo.

Arran de I'exposici6 universal es va editar un mocador commemoratiu, un
fet comt a I’¢poca. Joan Rabada va fer un disseny per al certamen. El mocador,
d’amplies dimensions, reprodueix edificis emblematics propis de 'exposicio,
envoltats amb angels i inscripcions.
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Mocador commemoratiu de
I"Exposicié Universal de Barcelona
de 1888. Disseny de Joan Rabada
Vallbé, MEPM. Fotografia: Esther
de Prades. Vegeu detall.

7 DANGLA, Assumpta

i DORIA, Monica, “La
transicién a los colorantes
sintéticos en La Espafa
Industrial”, Datatextil,
namero 27, Terrassa,
novembre de 2012, pp. 42-55.

La casa va obtenir dues medalles d’or, una pels filats i teixits de cot6 en
cru i estampats, i una altra pels estampats d’imitaci6 de tapissos. Els motius
per a indumentaria eren sobretot geomeétrics o inspirats en la flora i la fauna.
Els dibuixos forals i vegetals presenten una amplia varietat. Moltes robes
reprodueixen roses i flors silvestres, fins a dotze colors. Les composicions
més comunes so6n d’elements vegetals plans o siluetes sobre fons foscos que
presenten petites branques amb flors i fulles, amb formes molt simplificades.
Aquestes robes, destinades en bona part a treballadors del camp, es feien amb la
técnica del rongéant. Amb aquest tipus d’estampat, saconseguia que un motiu
de color clar destaqués sobre un fons fosc. Es tenyia la peca de roba de negre,
marr6 o blau d’indi, i tot seguit sestampaven els motius amb els motlles o
cilindres impregnats d’'una pasta que destenyia la roba i li donava un nou color.

Pel que fa altres motius, per exemple, trobem castanyes, papallones i insectes
a mida natural, molt sovint de colors clars sobre un fons fosc. També es troben
dissenys d’inspiraci6 vegetal molt sintétics, amb les caracteristiques formes
coup de fouet caracteristiques del Modernisme. En el cas dels mocadors, la
major part es decoraven amb orles de formes geomeétriques i florals. Destaquen
els motius perfilats en negre, sobre fons vermell i nankin, un color groc singular
que imita les robes d’una regié de la Xina.

Pel que fa els colorits, en aquesta época s’introdueixen noves tonalitats.
De fet, el Cuarto de colores de LEspanya Industrial va anar incorporant els
nous colorants a mida que es descobriren. Des que I'any 1856 va néixer el
primer colorant de sintesi, la fabrica va anar substituint els colorants naturals
i artificials pels de laboratori. Els anys de 1880 van estar marcats per la
coexisténcia de les tres tipologies de color existents —naturals, artificials i
sintetics. Conforme avangava la década es va incrementar 1'as dels sintétics, que
ja a final de segle van substituir practicament els tradicionals’. Per aquest motiu,
en els colorits de les robes es troben noves gammes i una paleta més amplia.
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Sarja estampada amb composicié

floral. C. 1888. Col-leccié particular.

Fotografia: Assumpta Dangla.

8 SERRATE, Jose M. Et
altri, Estudios completos
sobre la Exposicion Universal
celebrada en Barcelona el
ario 1888. Diario Mercantil.
Barcelona 1888 p. 362.

Les robes per a tapisseria reprodueixen sobretot motius vegetals i
composicions florals d’amplis rapports, o bé mostren escenes amb personatges.
Les representacions figuratives en molts casos s’inspiren en la literatura. A
I’época, era un fet comu que les robes mostressin escenes conegudes d’'una
novella o d’un llibret d’0pera. Aquesta era una tradicié viva des del segle xv111,
quan les toiles franceses reprenien temes literaris. Arran de I’edicié d’un llibre o
d’una funcié d’opera, un artista pintava un quadre que es mostrava en un sald.
A partir d’aqui, un gravador s’inspirava en la pintura per fer una estampa que,
al seu temps, era copiada pels dissenyadors. Aquesta seqiiéncia es va seguir en
I'estampacio textil també durant el segle x1x.

Lexposicio6 va ser un exit i va despertar interes i, fruit d’aquesta, sampliaren
les comandes, de forma que acompli el seu objectiu amb escreix. També es
va rebre ofertes per part de dissenyadors, que volien treballar amb la casa.

Va servir com a lloc per a 'intercanvi fructifer de coneixements, ates que hi
assistiren professionals de totes les especialitats, proveidors, etc. La cronica de
I’época va recollir d’aquesta manera I’éxit obtingut al certamen?®:

Esta poderosa sociedad que pone en movimiento immensos capitales,
que sostiene a miles de obreros, que acumula en sus vastos y grandiosos
edificios cuantos adelantos se conocen, marcha indudablemente

a la cabeza de la Industria Catalana en el ramo de Estampados.
Recientemente ha renovado toda su maquinaria, y puede asegurarse que
como centro industrial y mercantil estd a la altura de las mds famosas de
Europa.

Malgrat la dependéncia de I'estranger, la fabrica també va saber innovar i crear
productes propis amb els tecnics que residien a la fabrica. Aixo els permeté
prendre avantatge davant la competencia, sobretot als darrers anys del segle,
quan va destacar per nous géneres especials com franelles, panes, frunzits i
estampacié amb colors or i plata. e
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1 A Catalunya destaca
especialment el fotograf
sabadellenc Joan Vilatoba
(1878-1954), que també va
ser professor de ’Escola
Industrial de Sabadell i va
poder influir directament
sobre els projectes inicials
dels retrats jacquard de
I’Escola. El seu fons es
conserva al Museu d’Art de
Sabadell i algunes fotografies
al MNAC.

Teixits artistichs, retrats singulars ()

per STLvIA CARBONELL BASTE
Centre de Documentacio i Museu Textil
Doctorand Historia de I'Art, Universitat Autdnoma de Barcelona

Fotografies: Quico Ortega, CDMT

En diversos museus catalans i en cases particulars es conserven una serie de
teixits artistics —o imatges teixides— molt propers al gravat i a la fotografia que
van ser propis d’una época i d’'una técnica concreta. Es tracta de séries limitades
de teixits figuratius amb retrats de personatges il-lustres (reis, politics, militars,
empresaris), escenes historiques, religioses, commemoratives, reproduccions

de quadres i altres, treballats en sistema jacquard i majoritariament en seda i

en colors blanc i negre. En el cas de Catalunya, es van teixir entre 1862 i 1974,
aproximadament.

Aquests jacquards, als que en un primer moment se’ls va anomenar teixits
artistics o singulars, van arribar als museus de mans de particulars que van
reconeixer la valua d’aquelles peces que havien marcat un moment clau de la
transformacio de la industria textil. Val a dir que aquests particulars que els
han col-leccionat tenen tots ells alguna vinculaci6 directa amb el sector textil:
professors, teorics, empresaris, dibuixants. ..

El fet que molts d’aquests teixits estiguin signats amb el nom de 'empresa,
del dibuixant, la data de fabricacid, el nom del director o fins i tot de I’escola on
es van projectar i teixir, els ha fet, si més no, singulars, diferents del que s’havia
fet fins el moment i es trobava al mercat. A més, en aquestes peces uniques
s'uneixen el reconeixement de la tecnologia aliada amb I’habilitat artistica del
dibuixant.

La perfeccid dels detalls que oferia el sistema jacquard amb l’alternanga
ben conjugada entre trama i ordit que, aconseguit per la utilitzacié d’'un o dos
ordits i dues trames, permetia obtenir negres i blancs purs i alhora un degradat
progressiu de la gamma dels grisos que aportaven una lluminositat i un efecte
en molts casos de relleu, conferint un tret distintiu en aquests teixits.

La seva ra¢ de ser fou, en la majoria de casos, commemorativa, comercial i
publicitaria, de promocid per les industries téxtils que havien modernitzat la
seva maquinaria, per6d també de reconeixement de la tasca docent que duien
a terme les escoles especialitzades com I’Escola Industrial d’Arts i Oficis de
Sabadell.

Probablement hem de buscar els origens d’aquestes representacions textils en
les estampes del segle xv111 i XIX, perd també cal veure com els teixits artistics
jacquard del tombant de segle xx estan proxims les arts grafiques i sobretot a
la fotografia que busca la professionalitat i el purisme en el retrat, i fins i tot en
algun moment poden recordar al pictorialisme fotografic, corrent artistic que es
dona entre I'any 1890 i finals de la Primera Guerra Mundial, aproximadament.
Els artistes que hi van participar, com el sabadellenc Joan Vilatoba,'
manipulaven els originals de les fotografies amb la intenci6é d’aproximar-les a la
pintura i per tal de posar-les en valor al mateix nivell que les altres arts.
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2 Cataleg La Revolucié
Jacquard. Museu Textil i de
la Indumentaria de Barcelona
i Museu Textil de Terrassa,
1985.

Retrat de J.M. Jacquard. Seda.
Ecole Municipale de Tissage de
Lyon, disseny Ch. Michel. Finals
segle XIX? CDMT 10751.

Feck mandeipale de- lissage de LYON

Els retrats i altres peces singulars que es van teixir en sistema jacquard a
Catalunya -principalment a Sabadell- son el testimoni de I'adaptaci6 de la
mecanica Jacquard i dels seus perfeccionaments a casa nostra.

Des de 'any 1985, que en commemoracié del 150¢ aniversari de Joseph Marie
Jacquard, el Museu Textil i de la Indumentaria de Barcelona i el Museu Textil
de Terrassa organitzaren conjuntament una exposicié dedicada a la tecnica i
lart del sistema jacquard,® no s’ha tornat a fer una exposicié dedicada a aquests
teixits ni als seu protagonistes, fins el desembre de 2015, data que el Museu
d’Historia de Sabadell dedica una mostra a les obres que es van teixir a I’'Escola

Industrial d’Arts i Oficis d’aquesta ciutat.

Qui era Jacquard i quin el sistema

Abans d’entendre queé van ser aquests teixits i a on i qui els va fer cal
comprendre la mecanica jacquard i fer una breu ressenya del personatge
que dona nom a aquest invent: Joseph Marie Jacquard (Li6, 1752-1834), una
de les figures més emblematiques de la industria sedera lionesa, reconegut
internacionalment, i que ha donat nom a una tipologia de teixits.

Jacquard és el nom generic que se li va acabar donant al mecanisme que
simplificava el teler de llagos utilitzats fins el segle x1x per als teixits llavorats.
A finals del segle xv111, Jacquard havia ideat un sistema de tissatge continuador

e TR ST iy

k|
! )
#
3 F
] ;
| 4
|
f
f
{ ]
5 !
Jan JAGQUARKD‘
A LY /@,,;,/f(’, 5%
Aot Al 7 i PP
.v.\‘,; AL

i g L gl U

Retrat de J.M. Jacquard. Seda. Passerat FEC. Sant Etienne.
Inicis segle xx? CDMT 12515.

Dessin de Ch-Michel dapres CBoppefbed
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Souvenir de I'exposition 1900.
Seda. Societé des mécaniques
J. Verdol. Lyon, 1900. CDMT 11148.

del de Bouchon —que tingué la idea de substituir el complicat sistema dels nusos
iles cordes del teler de llagos per unes agulles i ganxos (1725)- i les millores
introduides per Falcon —que idea els cartrons el 1734- i Vaucanson —que va ser
el primer en substituir el tirador de llagos per un cilindre automatic, el 1745-.
Per tant, no es considera que tot el mérit del nou invent fos de Jacquard. Aquest,
estudia el funcionament de les mecaniques elaborades pels seus predecessors,
fins a concebre una mecanica que fusionava la de Falcon a la de Vaucanson, que
presenta al voltant de 1801. Malgrat la primera maquina no va funcionar, segui
insistint i millorant-la fins a ser reconegut pel propi Napoled, que li encarrega
seguir amb el projecte. El sistema jacquard oferia una gran possibilitat de
millora per a la fabricacié de teixits llavorats de gran complexitat, gracies a la
possibilitat de moure els fils d’ordit de manera individual. Tot i que exigia un alt
nivell de destresa tecnica, simplificava procediments i abaratia costos.

Funcionament

La mecanica dita a la jacquard és un aparell independent del teler que es situa a
sobre d’aquest. La seva principal contribucio és la possibilitat que els fils d’ordit
es moguin individualment i de manera mecanica mitjangant un elemental

codi binari, de punts perforats i sense perforar. El dibuix previ del que sera el
disseny, es passa sobre una quadricula que representa els creuaments de fils
d’ordit i trama (anomenats prens i deixes), i es tradueix en una série de cartrons
estrets, perforats i lligats un al costat de l'altre, col-locats damunt del teler, que
a cada passada de trama premen els extrems d’unes agulles segons si el cartrd

Immaculada Concepcié, de Murillo. Seda. Franga,
inicis segle XX? CDMT 10747.
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3 Industria Téxtil, marg
1934, num. 3.

4 RODON FONT, Camil.

La invencion de la mdquina
jacquard. Estudio histérico y
analitico de su proceso. Edici6
de Cataluiia Textil, Badalona,
1919.

5 GARCIA BALANA,
Albert. La fabricacié de la
fabrica. Tesi doctoral. UPF,
2011.

6 Domeénech Cavaillé o
Cavallé (1771-1862). El

seu pare era del Rossello, i
podria haver-se catalanitzat
el cognom. Expedient de la
maquina inventada per Pierre
Cavaillé (inventor) per a filar
1li, canem, estam, estopa de
seda illana. Junta de Comer¢
de Barcelona, 1790-92.

no té forat, o resten immobils si en té. Cada una de les agulles accionades
ordena un moviment al fil d’ordit que li correspon que el situa per damunt de

la passada de trama (diem que la pren). Si les agulles resten immobils els fils
d’ordit queden per sota de la passada de trama (diem que la deixen). Es fan tants
cartrons com passades de trama es necessiten per a cada disseny.

Amb aquest sistema s'aconsegueixen lligaments complexos, amb dissenys tan
de gran com de petit format. La seva execucio, especialment la d’aquests teixits
artistics, és molt complexa. Exigeix un alt grau de coneixement dels lligaments
i dels efectes que aquests produeixen segons la seva posicid en respecte a la llum
i l'aplicaci6 de les ombres. En ella es barregen l'estética i la tecnica, la gracia
del dibuixant i el seu talent per escollir el lligament, el fils i la del teixidor per
interpretar 'obra. Els primers passos: dibuix, posada en carta, picat dels cartons
i muntura al teler, eren especialment entretinguts en els que calia una estreta
collaboracié entre el dibuixant, tedric, teixidor.

La posada en carta és en gran manera complexa, ja que és el moment de
marcar el creuament de fils de trama i ordit i si no es fa bé donaria errors o tares
al teixit resultant. A cada un dels quadrets pintats se l'anomena pic, i representa
un pren del fil d’ordit.

Des de la seva creacid, els sistema jacquard no ha parat d’avancar
tecnologicament. Les primeres millores a tenir en compte van ser la del 1858,
quan l'enginyer italia M. Vincenzi hi va aportar varies modificacions que
milloraren 'enginy, com la millora del moviment dels cartrons (més fins i
menys costosos). Aquest sistema era el que a principis del segle xx s'emprava
més a Catalunya, juntament amb la maquina Verdol (de Société Anonyme
des Mécaniques Verdol), que treballava amb un paper continu més prim que
substituia els cartrons i n’agilitzava la produccié. Per a fer-nos una idea clara de
les millores hem de saber que 1.000 cartrons de jacquard pesaven més de 50 kg,
15 kg en el sistema Vincenzi i 2 kg en el Verdol.

Linvent es propaga rapidament per la resta de paisos europeus, pero no sense
entrebancs, ja que els obrers veien com la maquina jacquard substituia molta ma
d’obra. Tot i aixi, a mitjans de segle x1X, a Franca, ja s’havia adaptat també a la
cinteria per a indumentaria i complements.

El reconeixement a la figura de Jacquard arriba tard, pero encara en vida. I
avui és reconegut com a precursor de la informatica, ja que el cartré perforat de
Jacquard va donar la idea del sistema binari informatic.

En ocasi6 del primer centenari de la mort Jacquard se li va retre homenatge
a la ciutat de Li6, coincidint amb la Fira de Mostres.> Al cap d’uns anys, es
comenga a debatre la seva paternitat i el paper dels seus antecessors, com a
resultat del estudis fets per Camil Rodon Font.*

L'arribada del sistema jacquard a Catalunya

A Catalunya l'arribada del sistema jacquard va ser gradual, pero sense
interrupcions. La cronologia varia segons els autors, i la introduccié exacta

del sistema encara no es pot precisar, perd podem afirmar que a mitjan de la
década dels 1830 el sistema ja era habitual almenys en els telers de cotd i per

a la sederia hi havia al voltant de quinientas mdquinas® i és que la Junta de
Comerg de Barcelona s’hi interessa aviat. Concretament, 'any 1822, la Junta va
enviar a Domeénec Cavallé® Coll a Li6 a veure els tltims perfeccionaments de
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7 Expedient de Domeénec
Cavallé i Coll, organista, fill
de Pere Cavallé, que demana
subvencio per a poder
introduir a Catalunya les
maquines dites “jacquard”
que ha vist a Li6, i altres coses
relatives a la seva tornada

de Franga. (47f). Junta de
Comerg de Barcelona.

8 MOLAS RIBALTA, Pere.
Los gremios barceloneses del
siglo xvii1. Confederacion
Espaiola de Cajas de
Ahorros, Madrid, 1970.

9 CARRERA PUJAL,
Jaume. Espiritu y fuerza de
la industria textil catalana.
Gremi de Fabricants de
Sabadell, Institut Industrial
de Terrassa. Fomento de la
Produccién Espanola, 1943.
10 CABANA, Francesc.
Fabriques i empresaris.
Enciclopédia Catalana,
Barcelona, 1992-1994.

11 Cataleg del Museu Textil i
d’Indumentaria de Barcelona.
Legados y donativos a los
museos de Barcelona, 1952-
1963. Junta de Museus,
Barcelona, 1963. Les nétes del
sr. Sad6 van donar I’any 1958
un retrat dibuixat a plom
per Pahissa, de Pablo Sadd,
emmarcat per la casa Renard.
Numero de cataleg 1461,

p. 168.

12 LLANAS ANDINACH,
Joan. “Sintesi historica de

la introducci6 i evolucid

de la maquina jacquard a
Catalunya”. La revolucié
Jacquard. Exposicio, Museu
Textil i de la Indumentaria de
Barcelona, Museu Téxtil de
Terrassa, 1985. P. 31-33.

13 GUTIERREZ, Manuel
Maria. Comercio libre o
funesta teoria de la libertad
econémica absoluta... p. 135.
1834.

14 GARCIA BALANA,
Albert. La fabricacio de la
fabrica. Tesi doctoral. UPF
2011.

15NADAL, J. (1992), p. 123.
16 BIGORRA, Pere. Des del
vapor de la O. Sabadell, 1974.

l'art textil i a comprar una maquina, suposem que d’tltima novetat. Domeénec
comentava per carta que se li va presentar un tal Claudio Roure, introductor
del sistema jacquard (podria ser importador) que li va fer veure unes maquines,
que segurament eren les del sistema jacquard. Cavallé de seguida s'adona de

les multiples utilitats que podia tenir en tots els rams textils i per a executar

els dibuixos més complicats,” de manera que sol-licita diners a la Junta per
comprar-la. Aquesta li va enviar els diners, tot i que en una segona instancia
s’hi va negar. En l'escrit no queda clar si la va arribar a comprar o no. Daltra
banda, a partir d’un escrit de 1822 signat pel fabricant Jaume Carranca, a qui la
Junta havia demanat un informe sobre l’estat de la industria sedera, es desprén
que encara no s havien instal-lat jacquards a Catalunya, pero sol-licitava la
introducci6 de la maquina veient que milloraria la qualitat i el preu dels teixits.
Del mateix any, consten dues maquines jacquard introduides pel frances Joan
Gras, que entre 1820 i 1830 equipa les fabriques barcelonines amb més de 400
maquines jacquard.®

Pocs anys més tard, el 1826 ja hi havia jacquards en funcionament, segons
consta en el cataleg de 'exposicié publica de Belles Arts i Industria organitzada
a la Casa Llotja: tres mocadors i xals, fabricats amb maquina jacquard bastante
conocida y usada en varios establecimientos de esta capital.’

D’altra banda, Cabana apunta que fou Pierre Baurier Berchoux, originari de
Li6, 'introductor.”® Baurier arriba a Catalunya el 1820 com a venedor de teixits
i instal]a una fabrica cotonera a Roda de Ter, especialitzada en piqué blanc. El
1853 va obtenir el privilegi durant cinc anys per fer aquesta tipologia de teixits
amb maquina jacquard. Segons Cabana van ser els primers telers jacquard que
funcionaren a Catalunya i a tot ’estat. Sembla ser, pero, pel que hem vist, que ja
s’havien introduit uns anys abans.

Un altre que podria haver estat I'introductor al nostre pais podria ser
Pablo Sadé Pérez (1818-1895). Tal com consta a les donacions de 'any 1958
quan les seves nétes van donar un retrat dibuixat per Pahissa, als Museus
d’Art de Barcelona on hi consta com a Introductor de la mdquina jacquard en
Barcelona'.

El fet és que el sistema es va anar normalitzant a tot el principat. Uany 1842
la Junta de Comerg deia que s’havien anat generalitzant la llancadora volant i la
maquina jacquard."” I segons Manuel Maria Gutiérrez" el 1850 un de cada dos
teixidors de seda (velers) catalans treballava amb jacquards.

Garcia Balafa," apunta que a l'estadistica de I'any 1841, constaven 240 telers
amb sistema jacquard incorporat, de mescla de cotd. Afegeix que el 1856 ja
eren uns 500, per a robes de seda i les seves mescles, i 1900 d’altres com estam
illi (en total 2400). Nadal® afirma que el 1845 la mecanica jacquard ja estava
implantada a Terrassa, introduida per Gali i Codoiiet. I a Sabadell sembla que hi
entra el 1840.'¢

A finals del segle x1x ja s"havia incorporat i assumit plenament; practicament
totes les industries sederes, cotoneres i llaneres catalanes tenien diversos telers
treballant amb maquina jacquard, davant I'interes que mostraren els empresaris
que hi veien més avantatges que inconvenients. A tall d’exemple, Escuder,
Casacuberta i Pujol, Sederies Balcells, Sederies Vilumara, Bernades, Malvehy;,
Bonaventura Sola i Sert, havien incorporat el sistema ja a finals del segle x1x per
a les seves produccions d’indumentaria ja fos masculina o femenina i de la llar.
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17 Teixits pintats a Egipte
d’época romana o els
estampats a partir del

segle XVII i sobretot XVIIL
18 Les tableaux tissés de

la fabrique Lyonnaise.
Exposition Grand Salon de
la Bibliothéque, 1922. La
Fabrique des grands hommes,
Musée des Tissus de Lyon,
2012.

19 Només cal posar com
exemple els tapissos gobelins
per veure com es representen
imatges sobredimensionades
per a grans palaus, treballades
amb tota mena de detalls.

La técnica de tapis permet
treballar les trames de
manera individual i incloure
les que siguin necessaries per
donar forma a les cares, els
c0ss0s, els vestits.

Retrat de Napoleo.
Seda. Franca, ca. 1905.
CDMT 14172.

La representacio de figures humanes en els teixits.
El retrat aplicat al teixit

La representaci6 de figures humanes teixides no ha estat tasca facil, almenys
reproduides amb la fidelitat dels jacquards que tractem aqui. Per a trobar els
retrats teixits més antics ens hauriem de remuntar a I’Egipte copte. Cavallers,
cacadors, nedadors, ballarins, sants o altres figures cristianes i mitologiques
treballades en tecnica de tapis, en 1li i llana, ens mostren uns personatges
graciosos amb faccions encara brusques. A 'altra banda del planeta, els pobles
precolombins, amb les mateixes tecniques i amb pels dels animals que tenien
a l'abast —alpaca, guanac, vicunya i llama- teixien també manualment peces
per l'aixovar i indumentaria amb algunes representacions humanes molt
esquematiques amb uns rostres sovint amb uns ull grossos molt expressius.
En canvi, en les técniques d’estampacio i pintura sobre tela' o fins i tot en els
brodats, els elements figuratius es van desenvolupar amb més facilitat ja que
evidentment no exigeixen la complexitat d’'una peca teixida.

No va ser fins el desenvolupament de la industria sedera lionesa al llarg del
segle xvIII que es comenga a desenvolupar el retrat. Lid va ser el puntal perque
fos justament en aquesta ciutat francesa i a les seves rodalies on es propulsés el
desenvolupament de la industrialitzacio téxtil.

Diversos autors'® coincideixen en afirmar no és fins Philippe de Lasalle que
es fan els primers retrats, segons sembla perque havia estat treballant amb el
seu mestre Boucher en els cartons dels tapissos del Gobelins". N’han quedat
com a testimoni els retrats de Catalina II de Russia,* la reina Victoria de Gran
Bretanya,” Lluis XV de Franga®” o el comte i la comtessa de Savoia. Lasalle
presentava el bust del personatge de perfil emmarcat en un medall¢ ovalat,
inspirat en la pintura de I’¢poca. La bibliografia francesa sobre aquesta tipologia
de teixits és forca extensa® i ens descobreix altres personatges francesos com
Malpertuy o Carquillat, grans especialistes en retrats jacquard.
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20 Lampas, brocat, seti,
brodat, seda. Musée
Historique des Tissus, Lio,
nr. 2869.

21 Lampas espolinat, fons
seti, seda, lamina d’or i fils
metalics. Musée Historique
des Tissus, Li6, nr. 34313.

22 Lampas espolinat, fons
seti, seda. Musée Historique
des Tissus, Lio, nr. 45306.

23 Destaquem: Tableaux tissés
dela Fabrique Lyonnaise.
Exposition Salon de la
Bibliothéque. Sociéte des
Dessinateurs Lyonnais.

Lio, 1922. Images de soie.

De Jacquard a l'ordinateur.
Somogy, éditions d’art, Paris,
Musée de I’Art et la Industrie,
ville de Saint-Etienne, 2004.
24 Saint-Etienne és la ciutat
francesa que té una tradicié
més llarga en imatges
teixides. Diverses firmes
(Faure Freres, Wolf et
Granger, Bodoy et Guitton,
Marcoux et Chateaneuf,
Staron et Meyer, Barnola i
Neyret Fréres) van reproduir
escenes familiars, morals,
historicistes o de quadres,
entre els anys 1890 i 1919.
Anys més tard, cap el 1930
van fer-ne algunes reedicions,
perd ja no amb 'empenta que
havien tingut en el periode
més florent, entre les dues
guerres. Eren venudes com

a postals, emmarcades per
decorar les llars o fins i tot per
fer-ne coixins o bossetes.

Evidentment, arribats al segle x1x, amb la implantacié del sistema jacquard,
va ser quan es va desenvolupar l’art del retrat en el teixit, i especificament en el
de seda.

En principi els retrats jacquards van ser commemoratius i molt exclusius
pero I'éxit arriba de la ma d’empreses franceses com Neyret Freres, de Saint
Etienne,”* que van comengar a reproduir escenes de quadres molt realistes,
pastorals, romantiques, cortesanes, reproduccions dels segles xv111 i XIX,
imatges religioses, i retrats commemoratius, moltes d’elles en format postal i de
punt de llibre, que diverses empreses van reinterpretar.

El savoir-faire d’aquesta industria va aplicar-se a les cinteries de moda per
la indumentaria i els barrets, arribant aviat als grans magatzems de confeccio,
essent usuals ja al 1900 trobar el nom de la modista teixit en una cinta a la
cintura del vestit, arribant a vinyetes molt elaborades fins avui dia. A casa
nostra tenim l’exemple de Perramon i Badia, empresa manresana fundada el
1926, de la que n’ha quedat un llegat interessant al CDMT.

El jacquard artistic a Catalunya

L’eéxit que estaven tenint a Franca els teixits commemoratius i els retrats

en jacquard de seda va arribar als teixidors catalans, que veieren en aquest
mecanisme la manera de representar les seves creacions més artistiques.
Hem d’entendre, perd, que no es tractava de teixits purament comercials ni

SAR. EL DUQUE DE GRLEANS.

PG}'
Bemlo Malvehy. Barcelona 1863,

Duc d'Orleans. Benet Malvey.
1863. Col-leccié Pau Rodon Amigé.
Museu de Badalona.
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25 Basat en una fotografia produits en grans metratges, i que la preparaci6 era forca costosa, per tant, van
que es conservaal Palau Refal g0 e les peces que es van teixir, perd prou representatives. Detallem a
d’Aranjuez. Lany 1919, Josep . ./ L . . .,
Triadé va donar el retrat de continuaci6 els principals autors i les seves aportacions, a excepcid de les obres
la reina Isabel II, juntament teixides a I’Escola Industrial d’Arts i Oficis de Sabadell, que tractarem amb una
amb el del Duc d’Orleans i especial atencio en un capitol a part.
La primavera al FAD. Les . . > . Sy s

: ; En primer lloc, cal mencionar 'empresari seder Benet Malvehy i Piqué (1837-
tres imatges estan publicades - . o .
alanuari del FAD de 1919, 1892), reconegut com el primer catala en teixir un retrat en jacquard. De la seva
p.441i45. execucio (dibuix i posada en carta) i manufactura en coneixem el retrat d’Isabel
26 Formaven part dela II, que va fer 'any 1862 a I’edat de 23 anys, el del Duc d’Orleans (1863) i el d’una
collecci6 d’August Malvehy: . . . . > “

a figura femenina, titulat La Primavera, tots tres teixits en seda. Lexcelléncia dels

retrat de Philipe de Lasalle - S i A
fet per Reybaud; i de la de seus productes i destresa com a dibuixant van afavorir la seva relacié amb la
Josep Malvehy: Phillipe de corona espanyola, especialment després del retrat de la reina Isabel II el 1862,%

Lasalle, Washington, fet per
Mathevon i Bouvard, La
familia imperial (Napole6 III

pel que va rebre la Encomienda de la Orde de Carles III com a premi al seu
talent. Malvehy també va colleccionar aquesta tipologia de teixits, igual que

i emperadriu Eugenia) i alguns descendents seus.?

Alexandre Humboldt. Francesc Xavier Lluch i Gros (1818-1889)¥, técnic i professor de I'Escola

27 Publica el Tratado teorico- g s erior Industrial de Barcelona i posteriorment de teoria i practica de teixits
prdctico de la fabricacién A ) , L , . . R

de tejidos, 'any 1852, el i dibuix aplicat a I’Escola Provincial d’Arts i Oficis, va teixir diversos retrats
primer a tot I'estat d’aquesta  en jacquard, en ocasions des de la mateixa escola com practica amb els seus

Zslff?dalitatddesl de 1"; Ll}‘éen(;ié alumnes. Alguns dels seus millors treballs li valgueren el reconeixement de la
€)acquare, A UM AL Encomienda d’Tsabel la Catolica, el 1871, com el retrat d’Isabel IT** i el d’Amadeu

una seccio.

28 Manjarrés fa referéncia I de Savoia, dibuixats i posats en quadricula per ell mateix i fabricats per Eduard
a aquest retrat, perd no Reig. Uns anys més tard, el gener de 1877, rebé la Encomienda de Carles III pel
n’hem trobat cap exemplar. retrat d’Alfons XII, també dibuixat i posat en carta per ell, en aquest cas per

De MANJARRES, Ramon. \ .1 . . .

La ILlustracié Catalana, encarrec del Collegi d’Art Major de la Seda i fabricat entre 1875-76. Alhora,
15-3-1890, p. 69-70. és 'autor del retrat de Fortuny i de Josep Anton Muntadas,* entre d’altres

29 Suposem que devia ser
Josep Antoni Muntadas,
fundador de La Espaiia
Industrial.

= BarcErana
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1910 & 1912

A Ntra Sra de los Desemparados. Seda.
C.iH. Cots. Duato Sales S. en C. Valencia,
1923. Col-leccié Pau Rodon Amigé. Museu
de Badalona.

< Retrat de Francesc Xavier Lluch.
Seda. Escola Provincial dArts i Oficis
de Barcelona, 1911-1912. CDMT 10721.

FRANCISCD JAVIER LLUCH
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Retrat dAngel Guimera.
Seda. Barcelona? Inicis segle XX.
CDMT 10829.

30 Signat Camil i Higini
Cots. Es tracta d’un teixit

de seda, amb la técnica de
lesfumat caracteristica
d’aquests teixits, a partir de la
degradaci6 de lligament —de
pesants a lleugers— aporta
efectes de llum i ombres (1
ordit seda blanca, 2 trames
una blanca i una negra).

31 Des del Collegi era
habitual fer les invitacions
teixides en jacquard. Al
CDMT se’n conserva una
altra amb el num. reg. 10714.
32 MOLAS, op.cit.

33 Molas Josep, “El dibuix
en el teixit”, Industria Textil,
Barcelona gener 1924.

Hngel Guimera

retrats (de moment desconeguts) que sabem que va teixir en el teler de ’Escola
Provincial d’Arts i Oficis de Barcelona, amb l'ajuda dels seus alumnes.

El dibuixant, professor i teoric textil Camil Cots i Ferreri (1848-1934) va
ser 'encarregat de dibuixar el retrat de Francesc Xavier Lluch, que va teixir
juntament amb els alumnes de I’Escola Provincial d’Arts i oficis el curs 1911-
1912, en homenatge al que havia estat el seu professor.”® De Cots en coneixem
també un retrat d’Alfons XIII, una invitacié del Col-legi d’Art Major de la
Seda,” fabricada per sederies Vilumara el 1904 i el retrat de la reina regent
Maria Cristina, teixit per la casa Monjo i Xirinachs de Barcelona. També va ser
el dibuixant de la imatge Ntra sra desemparados, titulada Coronacion pontificia
ntra, teixit per M. Duato Sales a Valencia el maig de 4 de 1923.

Camil Cots, vetera dels dibuixants de teixits** comentava que per a ser un
bon dibuixant era necessari que es conegués bé el que és un teixit. Sabia per
experiéncia que era indispensable coneixer totes les operacions de la preparaci6
de l'ordit i de la trama, saber muntar i desmuntar una maquina jacquard o
altres sistemes similars; perd amb aixo no n’hi havia prou, el dibuixant havia de
saber moure el llapis i el pinzell, desplegar la seva imaginaci6 o saber-la traduir
a la postada en carta operacid dificil i complicada, que al seu torn, requereix el
coneixement perfecte de la contextura dels teixits.”

TEIXITS ARTISTICHS, RETRATS SINGULARS (1)
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» Retrat d’Alfons XIII. Seda. C i H Cots.
Finals segle XIX, inicis segle xX. Col-leccid
Pau Rodon Amigé. Museu de Badalona.

v Retrat de la Reina Regent Maria Cristina.

Seda. Monjo i Xirinachs. Finals segle XIX,
inicis segle XX. Col-leccié Pau Rodon
Amigoé. Museu de Badalona. Vegeu més.
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A Retrat dAntonio Mas. Seda. M. Fabregas
Jorba. Barcelona, 1950. CDMT 15279.

< Retrat de Gaieta Fabregas Rafart. Seda.
Manuel Fabregas Jorba. Barcelona, 1925.
CDMT 10727
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» Reconeixement a la Medalla del
merit del treball. Seda. Samaranch.
Barcelona, 1945. CDMT 10723.

34 Del mateix se’n conserva la
posada en carta, que mesura
170x130 cm, i el teixit que fa
17x11 cm, en seda. CDMT
15279.

35 Amb la llegenda: Arriba
Espafia! (FRANCO!
iFRANCO! jFRANCO!
BARCELONA 1939 ANO DE
LA VICTORIA.

» La perla de Catalunya. Seda.
Inicis segle xX. Col-lecci6 Pau

Rodon Amigé. Museu de Badalona.

»» Mare de Déu de Montserrat.
Perramon y Badia, S.A.. Seda.
Manresa, 1964. CDMT 10720.
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productores de las am
presas SAMARANCH, S5 A expresan

a [ FRANCISCO SAMARANCH CASTRO
=u gatlsfaceion por la concesion de
*  la Medalla del Mérito en el Trabajn,
§ Justo oronamiento de sus bodas
1 de oro profesionales ¥ su ejem.
plar actividad humanitaria e jn-
dustrial.

Mayo de 1945
A Invitacié Col-legi d/Art Major de la Seda.
Barcelona, 1904. CDMT 10716.

La representacio dels retrats i d’actes commemoratius realitzats en jacquard
es va convertir en habitual dins els cercles textils catalans, especialment en
els industrials i en 'ensenyament. Aixi, molts empresaris van veure com un
reconeixement de 'empresa i dels mateixos directius el fet de teixir aquestes
obres i obsequiar-les a la seva clientela. I per les escoles textils professionals va
ser una manera de fer les practiques i obtenir-ne alhora un prestigi extern.

Dins d’aquest context, destaca 'empresa sedera de Manuel Fabregas Jorba
-hereva de la fundada per Gaieta Fabregas Rafart, a Mollet- que va teixir
retrats jacquard almenys en tres ocasions. En el CDMT es conserva un retrat
del fundador fet pel seu fill Manuel I'any 1925 i un altre datat de 1950 d’un
retrat de moment d’una persona desconeguda, signat i dedicat a sus clientes y
amigos.** Per ultim en coneixem un retrat de Franco, fabricat el 1939, dibuixat

per Ferrater i Dordal.*

Rﬁginal’atisﬂmprn obis
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36 Pare de Joan Antoni
Samarach, empresari téxtil
seder.

37 CDMT 8850.

38 Com per exemple:
Immaculé conception, CDMT
10747 i 11149; Jesucrist
crucifixat de Neyret Fréres,
CDMT 10840; Mater
Dolorosa, de Neyret Freéres,
CDMT 10839; SS Leon XIII,
homenatge de I'Institut
Technique Roubaisien,
CDMT 15107.

39Se’n conserva un a la
col-leccié de teixits artistics
de Pau Rodon Amigo, al
Museu de Badalona.

40 CDMT 10720.

41 De la figura de ’Ecce
Homo, de Guido Reni, se’n
van fer moltes interpretacions
a diverses empreses. Al
Museu D’Arts Industrials

de St. Etienne en tenen un
exemplar, d’aprés Guido Reni,
1913. Al Museu de Lleida en
conserven un molt similar
realitzat en técnica de tapis.
42CDMT 10829, MHS 1722.

El maig de 1945, l'empresa textil Samaranch, S.A., dedicava un teixit jacquard
a Francesc Samaranch Castro’, en ocasié del reconeixement per la concessio
de la Medalla del Merit en el Treball, el 1945, coincidint amb les bodes d’or
professionals de 'empresari.

Per altra banda, també era comu que les empreses reproduissin obres
pictoriques. Aquest és el cas de la casa Francesc Coll-J. Ribot, que en motiu
de la exposicié internacional de Barcelona el 1929, van teixir Les Filadores,
de Velazquez, com a obsequi als seus clients i amics”. Els mateixos Ribot van
comunicar el seu canvi d’adrega en un teixit jacquard de seda.

Sobre 'exposicid del 1929, Vda. Fernando Carné també en va fer un teixit
commemoratiu, amb dibuix d’Ars Textil (Gracia i Ferraté) i picat de cartons de
Manuel Ferrer, sense pero, arribar a la perfeccié técnica de Coll i Ribot (CDMT
1729).

Les imatges religioses també es van propagar a través dels teixits jacquard
artistics catalans de la mateixa manera que ho feien els francesos,* sobretot de
la mare de Déu de Montserrat, perd també altres imatges es van representar
en diverses ocasions, algunes d’elles en color i varies sense autoria. Les peces
més destacades son: La perla de Catalusia N.S. de Montserrat (autor i teixidor
desconegut),” N.S. de Montserrat, d’Amadeu Cudisé i La concepcid, de Tiépolo,
fets a ’Escola Industrial de Sabadell; Regina pacis ora pro nobis Montserrat,

i Virgen del Pilar Zaragoza fabricats per Perramon i Badia (Manresa 1964).*°
Sobre 'autoria de les imatges Mater Dolorosa i Ecce Homo*' que trobem en
colleccions catalanes en tenim dubtes. Si bé els originals provenen de Franga,
és probable que els exemplars conservats aqui fossin reproduccions de les
franceses.

Un altre exemplar del que en tenim dubtes de la seva procedéncia és el retrat
d’Angel Guimera.*? Evidentment es tracta d’un teixit fabricat a Catalunya, i tot
i que no ens indica 'autoria, pensem que podria haver estat teixit a Sabadell, ja

A Mater Dolorosa, de Guido Reni.
Seda. Franga? Inicis segle XX.
CDMT 10839.

i » Ecce Homo, de Guido
» i Reni. Seda. Neyret Freres,

. inicis segle XXx. CDMT 11238.
} — Vegeu detall.
b i
T —
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43 Adquirit pel Museu

de Badalona, conté 131
teixits jacquards. Entre ells
destaquen: El primer pas, La
primavera i el duc d’Orleans
de Benet Malvehy, El viarany
perillés, Joana d’Arc, Maria
Virgo, Jests crucificat, Flora,
La Immaculada Concepcié
de Murillo, els retrats de
Wagner, Tolstoi, Felix

Faure i Paul Derouléde, El
Sopar de J. Aubert, diverses
reproduccions dels quadres
d’Alonso Pérez, com La
Pavane o La lligé d’esgrima,
els retrats de Maura,
Romanones i Canalejas, de
I’Escola Industrial d’Arts i
Oficis de Sabadell.
44RODON FONT, Camil.
“El retrat aplicat al teixit”.
Joventut textile. P. 171-172 i
176-177.

45 RODON FONT, Camil.

Retrat d’Alfons XIII. Seda. Escola
Industrial d’Arts i Oficis de Sabadell,
1915. CDMT 9018.

que va formar part d’'una exposicié que es va fer al Museu d’Historia 'any 1974
on es van mostrar els principals jacquards artistics fets fins aleshores a I'Escola
Industrial, com també el de ’Ecce Homo ila Mater Dolorosa esmentats abans.
Tots tres teixits, realitzats en seda, son d’una gran perfeccié tecnica.

Aixi com I’Escola Industrial de Sabadell va apostar plenament per aquests
teixits artistics, de Terrassa en coneixem poques obres. Una d’elles és un
jacquard commemoratiu del 50¢ aniversari de I'Escola d’Enginyers Textils,
1904-1954, realitzat en cotd. (CDMT 10708)

La primera aproximacio a I’estudi i posada en valor d’aquestes peces tan
singulars teixides a Catalunya vingué de la ma de Pau Rodon i del seu fill
Camil. El primer, fundador de I’Escola Textil de Badalona i de la revista
Catalufia Textil, va publicar en varies ocasions apunts sobre diverses peces
jacquard i la seva técnica, a més de ser-ne el propietari d'una bona colleccié
que va anar adquirint al llarg de la seva vida i acaba enquadernant en un llibre
en pergami, titulat Coleccio de Teixits Artistichs, avui en el fons del Museu de
Badalona.®

Camil Rodon publicava a Joventut** que hi havia dues técniques basiques en
I'execuci6 d’aquestes obres mestres: la primera feia servir el tafeta de base —per
a la posada en carta- com a punt inicial de 'ombrejat, en la que els efectes de
dibuix els produia la trama. La segona tecnica, tenia de base un seti, i els efectes
del dibuix tant eren produits per la trama com per l'ordit. En el primer cas, els
retrats no permetien tanta complexitat, i per tant, tenien menys expressio o
sensacio de realitat, eren de superficie plana; en el segon cas, l'efecte de relleu
i els matisos que oferia 'ombrejat donaven un aspecte molt més real, com si es
tractés d’una fotografia. En aquest segon cas, el seti era produit per un ordit de
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Reproduccié del vitrall modernista
de Caixa Sabadell. Poliester. 2008.
CDMT 22840.

46 “Notas sueltas”. Catalufia
Textil, vol. IX, marg 1915,
num. 102. Badalona, p. 44.
47 Data del retrat de la reina
de Benet Malvehy i del de
Ferran Casablancas de les
Agrupacions Professionals
Narcis Giralt.

48 En conserven un exemplar
el CDMT i ell Museu
d’Historia de Sabadell.

seda blanca i un tramat de seda negra, amb uns punts de lligadura dissimulats,
i en resultava un dibuix amb diferents tonalitats des del negre més fort, passant
per diferents tons grisos fins el blanc pur, fent unes degradacions impecables
gairebé com si es tractés d’una fotografia.

La majoria d’aquests jacquards artistics teixits a Catalunya es van fer amb
la primera teécnica, que Camil Rodon trobava desproveits de tot efecte de vida.
Salvava pero, el teixit d’Alfons XIIL,** de Narcis Giralt, fet a I'Escola Industrial
d’Arts i Oficis de Sabadell, per la grandesa del dibuix, de les proporcions, i de la
semblanca. De fet, a simple vista es pot apreciar la diferéncia de qualitat entre
aquest darrer amb els retrats d’Alfons XII de Lluch i Alfons XIII de Cots. El
retrat d’Alfons XIII fet a Sabadell passa a formar part de la col-leccié textil de
Pau Rodon, que definia aixi el seu ingrés: En lugar preferente de la Escuela Textil
de Badalona ha quedado colocado el retrato a gran tamaiio de D. Alfonso XIII,
tejido en seda por los alumnos de la Escuela Industrial de Sabadell, y cuya
puesta en carta es debida al pincel del inteligente Profesor y Director de la misma
escuela, nuestro distinguido y estimado don Narciso Giralt.*®

La cronologia dels jacquards artistics catalans abra¢a una mica més d’un
segle, entre 1862 i 1974 aproximadament.* Per raons basicament economiques
aquests retrats i teixits commemoratius teixits en seda es van deixar de fabricar.
La seva preparacio i tissatge era complexa i costosa, perd també cal tenir en
compte que I’época de la glorificacié dels retrats i les commemoracions havia
anat passant de moda. Un dels darrers teixits artistics que es coneix és la
reproduccié que es va fer pel 150¢ aniversari de Caixa Sabadell, dels vitralls del
salo modernista, encarregat per I’aleshores president Salvador Soley i Junoy,
dirigit per Angel Martinez el 2008 i fet amb poliéster.*® ®
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1 CARBONELL, S,;
CASAMARTINA,J. Les
fabriques i els somnis:
modernisme téxtil a
Catalunya, Centre de
Documentacio i Museu
Textil, Terrassa, 2002, p. 373
ial cataleg de Barcelona Alta
costura, CASAMARTINA,
Josep, Barcelona Alta Costura,
El Triangle Postals, Sant
Lluis, 2009, p. 24.

2 SOLER, Francesc, (Serafi
Pitarra), Lo trinch de l'or:
comedia en quatre actes
(1884), Barcelona, Imp.
Salvador Bonavia, 1911, p. 20.
3 OLLER, Narcis, La Febre
d’Or (1890-1892, Barcelona,
Edicions 62, 1980, p. 142.

4 NADAL, Josep Maria

de, Recuerdos de medio

siglo. Siluetas y perfiles
barceloneses, Madrid,
Ediciones Cid, 1957, p. 12.

per LAURA CASAL-VALLS
Doctora en historia de l'art i especialista en historia de la moda

Des de les darreries del segle x1x Catalunya veié com les arts i els oficis
experimentaven un procés de revitalitzacié. La moda no escapa d’aquesta
revifalla, i al seu voltant es desenvolupa un nou model de negoci. Tot i

aixi, encara avui manquen estudis que aprofundeixin en alguns dels seus
protagonistes, majoritariament dones. Aixo fa que personatges com el de Joana
Valls hagin restat en el més absolut dels silencis.

Probablement una de les raons principals de la poca fortuna historica
d’aquesta modista sigui el fet que no en resten practicament peces. Des de la
historia de I'art se sol tragar el discurs a partir de la presencia d’objectes: es
parla d’objectes anonims, perd poques vegades es parla de creadors sense llegat.
Sembla que es fa dificil poder reconéixer l'obra o la destresa d’algii de qui només
en resta 'ombra. Tot i aixi, i a jutjar pel criteri dels contemporanis de Valls,
aquesta gaudi de prestigi entre les elits catalanes.

No ha estat fins recentment que s’ha pogut localitzar una peca d’aquesta
modista, i és per aquesta rad que es considera una bona ocasio6 per dedicar-li
un article que aboqui una mica de llum sobre aquest personatge, fins ara entre
ombres.

Joana Valls (1855-1935)

Barcelona s’havia anat configurant, des de mitjans del segle x1x, com una
capital europea. En el marc comercial que s’hi definia, aparegueren nous perfils
d’ofici, entre els quals el de les modistes de luxe, que es veieren impulsades per
les noves necessitats burgeses.

Joana Valls fou una d’aquelles primeres creadores i una de les més
reconegudes i valorades de la Barcelona del tombant dels segles x1x al xx. D’ella
se’n troben poques referéncies en el panorama historiografic catala' pero en
canvi resten alguns testimonis representatius de I’¢época que ens han deixat
imatges literaries de la modista. Aixi, per exemple, I'any 1884 Serafi Pitarra la
citava com una modista de barrets de renom a una obra estrenada I'any 1884* i
Oller la féu apareixer a La Febre d’Or, en un fragment que, tot i que molt breu,
resulta molt il lustratiu:

“—I que elegants que aneu! Quins sombreros més bufons! Sén de la Joana
Valls? jo sempre ho dic: vosaltres sou les noies que vestiu millor de Barcelona!™?

Anys més tard Joaquim M. Nadal i Ferrer, al llibre Recuerdos de medio
siglo, també en feia esment en descriure “la marquesa de Marianao, con uno
de aquellos grandes sombreros, ornados de aigrettes y de plumas, firmados
Juana Valls, que constitufan la admiracion de muchas sefioras y la envidia de
no pocas’”.* Encara que aquests fragments literaris facin referéncia als barrets,
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5 VALERO, Juan, Guide
illustré de 'exposition
universelle de Barcelone

en 1888, de la ville, de ses
curiosités et de ses environs,
Barcelona, G de Grau, p.157.
Vegeu també: Exposicion
Universal de Barcelona 1888:
Catdlogo Oficial, Barcelona:
Imprenta de los Sucesores de
N. Ramirez y Cia, 1888, p. 93.
6 AMCB, Registre de
Naixements, llibre 1 de 1855,
n. Registre 986.

7 La Vanguardia, 7 d’octubre
de 1919.

8 Totiaixi, ala partida de
naixement, l'ofici patern
constava com “ojalatero”.
AMCB, Registre de
Naixements, llibre 1 de 1855,
n. Registre 986.

9 SAURI, Manuel, Manual
Histdrico-topogrdfico
estadistico y administrativo

o sea Guia General de
Barcelona dedicado a la Junta
de Fdbricas de Cataluria
(1849) Barcelona: Imprenta y
Libreria de D. Manuel Sauri,
p. 268.

10 Anuario del comercio, de la
industria, de la magistratura y
de la administracién, Madrid,
Carlos Bailly-Baillere,

1881, p. 693 i Anuario del
comercio, de la industria,

de la magistratura y de la
administracién, Madrid,
Carlos Bailly-Baillere, 1882,
p- 700.

tenim constancia de qué Joana Valls es dedica també a la creacid de vestits.
D’ella, pero, només n’ha restat una esclavina de seda.

Valls fou I"inica modista catalana que participa en ’Exposicié Universal de
1888, al Pavelld de la Inddstria, on exposa diverses confeccions i on s’indicava
que “la réputation de cette maison a Barcelone est suffisamment établie pour
que les élégantes étrangeres puissent s’y diriger en toute confiance”.> Aquest fet
permet de fer-se una idea de la rellevancia que aquesta tingué a la Barcelona de
I’época.

Joana Valls nasqué a Barcelona el 6 de marg de 1855° i fou batejada com a
Francisca Juana Maria del Pilar Giralt Miré. Probablement adopta el cognom
Valls en casar-se, vers 1969, amb Juan Valls Parellada (ca. 1850-1919).

Filla de Juan Giralt Alemany i Juana Mir¢6 Sarcena, amos d’una botiga de
barrets o confeccié infantil a Barcelona (s’ha trobat referenciada de les dues
maneres) situada al Carrer Avinyo, probablement l'ofici de la modisteria li
vingué ja de familia.®

Joana Valls treballa a Barcelona des de la década dels anys 80 del segle x1x i
fins a I'any 1921. Fou, per tant, coetania d’altres modistes de renom com Maria
Molist, coneguda també com Maria de Matard, Ana Renaud o Montagne.

Es probable, doncs, que la modista iniciés la seva trajectoria continuant el
negoci familiar. De fet, 'any 1849 es troba una Juana Giralt establerta com a
modista al carrer Aviny6 18,” que podria correspondre a la mare de Joana Valls
emprant el cognom del marit. Uany 1863 al Carrer Aviny6 1 s’hi trobava Juan
Giralt com a “tienda de modas”. Els anys 1881 i 1882, en aquell nimero, es
troba Juan Vallsestablert com a “modas”,"’ fet que fa pensar que en un primer

Capelina de seda, c. 1900, de Joana Valls (n. 131588, Museu del Disseny). Es tracta d'una peca confeccionada
totalment a ma, de seti de seda i gasa, tul brodat i aplicacions de frivolités. La part corresponent a la obertura
davantera estava confeccionada per tal d'obrirse com dues solapes (vegeu més). Els farbalans de gasa confereixen a
la pega molt de moviment. Confeccié molt acurada. © Museu del Disseny de Barcelona. Estudio Rafael Vargas, 2015.
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Etiqueta de Joana Valls, cosida

al coll de la capelina (n. 131588,
Museu del Disseny). La preséncia
d'etiquetes en al moda feta a
Catalunya es pot documentar des
de 1875, aproximadament, i es pot
entendre com un reconeixement
de I'autor en les seves peces,
esdevenint, en certa manera, un
valor afegit. © Laura Casal-Valls,
2015.

11 Lany 1881 Juan Valls
constava com a propietari
d’una botiga de barrets i d’'un
establiment de modistes,
classificat segons la tarifa I,
classe 3, amb una quota de

65 pessetes per la primera
activitat i de 162,50 la segona.
ACA, Hisenda, Matricules
Industrials, 1881-1882, inv. 1,
n. 16503.

12 Anuario del comercio, de la
industria, de la magistratura y
de la administracién, Madrid,
Carlos Bailly-Baillere, 1884,
p. 804.

13 ACA, Hisenda, Matricules
Industrials, 1883-1884, inv. 1,
n. 16513.

14 Anuario del comercio, de la
industria, de la magistratura y
de la administracién, Madrid,
Carlos Bailly-Baillere, 1886,
p. 764.

15 En aquest immoble

s’hi troben també d’altres
modistes com Madame
Berbegier o Fanny Ricot.

16 ACA, Hisenda, Matricules
Industrials, 1896-1897, inv. 1,
n. 16592.

17 ACA, Hisenda, Matricules
Industrials, 1897-1898, inv. 1,
n. 16614; 1905, inv. 1, n. 9642;
1906, inv. 1, n. 9646; 1907
inv. 1, n. 9648; 1908, inv. 1,

n. 9652; 1909 inv. 1, n. 9648.
18 Contribucién industrial

y de comercio. Reglamento

y tarifas aprobadas por

moment el negoci anava a nom del marit."! Aquest negoci es mantingué el
1884, fins que aparegué ja el nom de Joana Valls al carrer Ferran 34." En la
matricula industrial I'establiment era classificat com “tienda de modista en

que se hacen vestidos y prendas de lujo surtiendo géneros”."* Lany 1885 totes
dues botigues constaven sota el nom de Juana Valls." Durant els anys 1896 i
1897 Juana Valls Parellada es trobava situada al carrer Ferran n. 34, 1r pis,
com un “establecimiento o tienda de modista de lujo™ i s’hi mantingué encara
els anys posteriors."” D’aquesta época se n’ha conservat una fotografia, que
malauradament no podem publicar en aquest article, en queé es pot observar

la fagana de l’edifici, i al balcé del primer pis hi ha un cartell, probablement

de vidre, on hi ha escrit “Modas Juana Valls”. De fet, la tarifa en la que estava
registrada aquesta modista permetia tenir signes a I'exterior, a diferéncia
d’altres.”® Lany 1910 es desplaga al nimero 34 del Passeig de Gracia," el nou
centre de I'activitat comercial de luxe a Barcelona, en el que es podria entendre
com una estratégia comercial.

Valls erigi el seu negoci com una casa de modes important. Establerta de
manera independent, es converti en un dels referents de ’elegancia barcelonina.
Sabem que al seu taller hi tenia una biblioteca o colleccié de llibres i figurins
de moda, entre els quals s’hi trobava la Monografia histérica e iconogrdfica del
traje, de Puiggari o lamines de ’Album Réve, entre d’altres publicacions, que
probablement rebia per subscripcid. Algunes d’aquestes lamines duien el segell
de la modista.

Real orden de 13 de julio de
1906 anotados y seguidos de
un indice alfabético por la
Redaccion de la Revista de los
tribunales y de la legislacion
universal. Madrid: Centro
Editorial Gongora, 1906,

p. 149,

19 ACA, Hisenda, Matricules
Industrials, 1910, inv. 1,
n. 9661.
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Anvers d'una participacié de Joana
Valls en la que es pot observar
una imatge de tendéncia forca
convencional en relacié a d'altres
participacions de modistes
coetanies. Si es té en compte que
es tracta de I'any 1910, moment
en que el modernisme es trobava
en auge, la imatge que presenta
aquesta postal pot demostrar un
cert allunyament de les tendéncies
del moment. Fou I'any 1910 quan
Valls trasllada la seva casa de
modes al Passeig de Gracia, fet
gue permet pensar que aquesta
participacié fou de les darreres que
provenien del carrer Ferran.

Al carrer Ferran nim. 34 s'hi
aplegaven diversos comercos,
entre els quals destaquen d'altres
modistes, com la casa Parera

i Peitx, o el conegut fotograf
Matorrodona, situat també al
principal, com Valls.

© Biblioteca de Catalunya.
Barcelona.

Revers de la participacié
manuscrita de Joana Valls, 1910.
A través d'aquesta participacié
es poden observar els diversos
tipus de peces que es venien a

la Casa de Modes de Joana Valls:
barrets, vestits, cotilles, boes o
ruixes. © Biblioteca de Catalunya.
Barcelona.

‘é’lm

! AL

Foedy

JQM% Vilds B % /O/LM

.--ﬁ[/‘—ff,@{/z.{/ﬂ’

%444,%; ek M

bl veet
7 e

STl

Rttt

Flred ptreeiAe
%4.4_4 \:{Eﬂ;’il‘/

Aonoles e SO

peetitss conzed. Som

P 'C.-G/J_JI &Z: g//(_.'

. »

JOANA VALLS: EL RESSO DE LA MODERNITAT
a





Datatextil 33

20 La Publicidad, n. 7970
(1900), p. 1.

21 Los debates: diario politico
defensor de los intereses de la
comarca, n.3644 (1905), p. 3.
22 Observant aquests anuncis
es poden conéixer el tipus
d’empleats que hi treballaven
i, per tant, deduir el tipus de
productes: des d’oficiales i
mig oficiales, a oficiales per

a barrets o cosidores de palla
“fantasia”ifina,amaia
maquina.

23 La Vanguardia, 7 d’octubre
de 1905, p. 2.

Els productes que es venien en aquesta casa tenien fama de qualitat,
responien a la moda i estaven dirigits a una clientela amb una capacitat
adquisitiva alta, com s’'observa en el segiient fragment:

“Quant me’n fara pagar poc més o menos? —No renyirem per aixo:
Las hechuras, ja se sap, vuit duros; els adornos, vint-i-cing; els forros,
la serrapollera, botons, barnilles, raspall i demés, cinc o sis. En fi, no
li passara d’una cinquantena de duros, ral més, ral menos... —Alsa...
alsa...! Ni que fos la Joana Valls!”

D’un anunci de llum de gas de la companyia El Mechero de Venus es pot
extreure que el seu establiment era molt luxés, i que estava illuminat amb llum
de gas:

“la mejor luz y mas barata, la da en los teatros Novedades y Tivoli, en los
elegantes salones de la modista Da. Juana Valls, en el Old England y en los
mejores establecimientos.”*

De fet, el renom d’aquesta modista anava més enlla de la ciutat de Barcelona
iala premsa s’hi poden trobar modistes que s'anunciaven dient que havien
treballat al taller de Joana Valls.” La casa de modes de Valls cresqué molt al
llarg de les decades i els anuncis en els quals es demanaven treballadors eren
molts, concentrats en les époques de més feina.? El tipus de productes que
s’hi venien eren variats, com es pot observar en aquest anunci aparegut a La
Vanguardia I'any 1905:

“Para renovar completamente el surtido se liquidan con gran rebaja
las existencias de abrigos, terciopelos, lanerias, bordados, tules, gasas,
pasamanerias, flores, plumas, cintas, galones de todas clases, adornos y todo lo
referente al ramo de la confeccion.”*

@}

Lamines adquirides per Joana Valls.
Album Réve, Parfs, inicis 1900.
©CDMT Quico Ortega.
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24 La Vanguardia, 16
setembre 1918.

25 Probablement el contacte
constant amb la burgesia

de I’época, aixi com una
capacitat econdmica
important, convertiren

ales modistes de luxe en
senyores amb certa cultura

i refinament. Sabem, per
exemple, que Joana Valls
havia comprat dos quadres
de Roig i Soler, (SALA, Lluisa.
“Joan Roig i Soler. Llibreta de
comptes (1881-1908). MS.3023
Biblioteca de Catalunya-
Estudi i transcripci6”,
Butlleti de la Reial Académia
Catalana de Belles Arts de
Sant Jordi, n. 15 (2001), p.
151-225) i consta que tenia
un quadre de Ramon Casas
al seu taller. Aquest darrer

li fou embargat en motiu

del Tancament de Caixes
Poctubre de 1899. Aquest
episodi ha estat estudiat amb
deteniment en 'article: Casal-
Valls, L. i Sdnchez Sauleda,

S. “El taller d’'una modista
embargat: Joana Valls, el
Tancament de caixes i l’'obra
de Ramon Casas”, Butlleti de
la Societat Catalana d’Estudis
Historics (en premsa).

26 La Veu de Catalunya, 22
d’octubre de 1919, p. 7.

27 ACA, Hisenda, Matricules
Industrials, 1920-1921, inv. 1,
n. 9759.

28 AMCB, Index de
defuncions de I'any 1935,
llibre 732, registre nim. 766.
Vegeu també: La Vanguardia,
1 de maig de 19351 La
Vanguardia, 9 de maig de
1935.

Lany 1915 es demanava una directora modista de vestits, figura que es
mantenia encara el 1918.** Aquesta figura indicaria que el negoci havia crescut
ja considerablement i que Joana Valls era 'empresaria que gestionava el
negoci i no pas la modista que cosia amb les seves propies mans. En la seva
figura, doncs, es pot observar de manera clara el canvi en el perfil d’aquestes
professionals, que passaren de I'anonimat a estar al capdavant de negocis
importants.”

Lany 1919 Valls anuncia que es retirava, i es publica una breu cronica en la
que es lloava la feina feta per aquesta modista:

“Un dels aspectes que afirma més la capitalitat de Barcelona és el que es
refereix a la nostra intensa vida artistica, i (...) es destaca tot el que es relaciona
amb les modes de senyores, que han assolit un nivell altissim, donant-nos arreu
una fama ben merescuda. Una de les reputacions mes solides i més barcelonines
és, sens dubte, la de donya Joana Valls (...) ens dolem de debo de la desaparici6
de la gran modista que es diu Joana Valls, que tant ha contribuit amb el seu gust
a elevar l'ofici de la moda.”¢

Els anys 1920-1921 la trobem inscrita per darrera vegada a les Matricules
Industrials.” El seu negoci, que havia actuat com a caixa de ressonancia de
la modernitat a les darreries del segle x1x, probablement s’havia anat apagant
durant les primeres decades del segle xx, en que havia de fer front a una nova
generacio de creadors, com Anita Monroés (1882-1959) o Pedro Rodriguez (1895-
1990), entre d’altres. Joana Valls mori a Barcelona el 30 d’abril de 193528 deixant
darrere seu el testimoni del canvi.
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La moda al museu.

Una interpretacio de la col-leccio de vestits
al Museu del Disseny de Barcelona

TERESA BASTARDES, cap de Col-leccions del Museu del Disseny de Barcelona
SfLvia VENTOSA, conservadora de Textil i Moda del Museu del Disseny de Barcelona
Fotografies: ©Museu del Disseny de Barcelona, LaFotografica

“El vestit és la modificacié més gran de I’home social i pesa sobre tota la
seva existencia”
Honoré de Balzac

Abstract

El nou Museu del Disseny de Barcelona ha obert les seves portes amb
quatre exposicions inaugurals. Entre elles, 'exposicié El cos vestit, siluetes i
moda, 1555-2015 permet observar criticament com s’ha manipulat al llarg
de la historia I'aspecte exterior de la figura humana, i deduir-ne I'absurditat
de ser esclau del propi cos o de la moda. Una reflexié que pren especial
rellevancia en la nostra societat, en qué la imatge personal té un gran valor
d’identitat i de comunicacié social.

Cos i vestit

Els éssers humans ens distingim dels altres animals per un sistema de
comunicacio verbal, el llenguatge, i d’altres no verbals, com la gestualitat i la
nostra presentacio6 visual en societat, la nostra aparenga, segons uns canons de
bellesa compartits que alteren les formes naturals d’'una manera intencionada.
L'obsessi6 per aconseguir la bellesa perfecta és tan poderosa que ha portat a
inventar artilugis exagerats per a modificar la forma del cos.

En el moén actual, parlar del cos i modificar-lo esta de moda, i a la vegada
la moda és un element fonamental de la societat post industrial. Els canvis en
'aparenga i els vestits sén continus, ciclics i cada vegada més accelerats.

Segons Elisabeth Wilson (1985), el cos és un artefacte cultural. Cornament
corporal expressa les maneres i les estetiques que modifiquen ’aparenca del
cos fisic. Inclou el pentinat, el maquillatge, el tatuatge i les alteracions en el
cos, i especialment el vestit. Mentre que el concepte de cos ha estat tractat
profusament en ambits académics, el cos en relacio als vestits i la moda no ho
ha estat fins a les publicacions de Joanne Entwistle i Wilson, especialment EI
cuerpo y la moda (Entwistle, 2000) i Body Dressing (Entwistle i Wilson, 2001).

El vestit és universal, és un fet basic de la vida social en totes les cultures
que transmet informacid sobre les persones i la seva classe social, I'edat, el
genere, els seus gustos estétics i intencions com l’agressivitat, la submissio, la
transgressio, la seduccié o el poder.

Cos i vestit son complementaris, contingut i continent formen una simbiosi.
Esta clar que el vestit no és autoportant, que necessita un cos que el sostingui,
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pero també el cos es cobreix amb un vestit. El cos vestit es podria considerar
com una relacié dinamica, un dialeg entre el cos, el vestit i els codis morals,
socials i estetics d’'una eépoca o una cultura. A la societat occidental el cos
vestit és i ha estat el gran protagonista de les aparences, sent una de les grans
preocupacions del nostre temps.

Per altra banda, la moda es pot definir com una creenga col-lectiva que
es manifesta, es fa visible, en les peces de vestir. En la societat occidental el
cos vestit esta dirigit per un sistema que aporta canvis periodicament i de
forma arbitraria. La moda mana la ornamentaci6 del cos huma, és la maxima
accentuaci6 de la personalitat individual al que afegim un tret impersonal, que
és l'estil col-lectiu. La moda no és el vestit, l'objecte que es veu, siné un conjunt
d’elements invisibles inclosos en el vestit que li donen valors afegits. El vestit és
el que una persona porta, és la traduccié de la moda a la practica diaria.

En diferents periodes de la historia el vestit ha modificat artificialment la
forma del cos per tal de crear siluetes i volums. La silueta, contorn visible d'un
cos vestit, marca la forma total del cos i en configura els limits respecte als altres
cossos i d’altres espais ocupats o lliures. Tres tipus de siluetes s"han anat repetint
al llarg dels ultims segles: la silueta rectilinia de vestits en forma tubular recte,
la silueta geometrica amb les formes basiques de triangle, rectangle i cercle, i la
silueta anatomica que respecta la forma del cos huma.

El concepte de I'exposicio

El vestit modifica la imatge del cos gracies a unes accions que tendeixen a
comprimir-lo i a alliberar-lo alternativament i de manera ciclica. Respecte a

les variacions de la morfologia del cos, la historia del vestir té cinc periodes:
compressio del cos del segle xvr1 al xv111, alliberament al voltant de la Revolucid
Francesa, compressi6 al segle x1x fins la Primera Guerra Mundial, alliberaci6
els anys 1920 i 1930, de nou compressio els anys 1930 als 1950, i una nova
ruptura social als anys 1960 que allibera de nou el cos fins avui. En aquesta
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variaci6 interminable rau l'esséncia de la moda i també la seva arbitrarietat.

Es pot considerar que les principals accions que fa el vestit sobre el cos sén
ampliar, reduir, allargar, perfilar i destapar. Ampliar vol dir crear volum en
bragos, espatlles o malucs: tontillos, enagos, mirinyacs i polissons eixamplen
la figura. En canvi, reduir és disminuir fisicament les formes naturals del cos,
especialment el torax i la cintura amb cotilles, gipons, sostenidors i cinturons.
Allargar consisteix en estirar la silueta per que la persona sembli més alta
i estilitzada, amb sabates de talons i plataformes, barrets, o vestits de cues
llargues. Perfilar significa resseguir les formes del cos sense modificar-lo, amb
mitges, guants, bodis i samarretes. Finalment, destapar és ensenyar parts del
cos o insinuar la figura amb teixits transparents, amb vestits i pantalons curts, i
samarretes sense manigues.

S’aconsegueixen aquests efectes mitjangant tres instruments. En primer lloc,
la selecci6 de les teles: un teixit flexible, com el génere de punt es cenyeix a les
formes anatomiques, mentre que un teixit rigid com el vellut separa el vestit
del cos. Després, amb les tecniques de patronatge, tall i confeccio, la silueta del
vestit saproxima al cos amb pinces o s’hi separa gracies a plecs, als volants,

o superposicid de teles, passamaneria o puntes. Finalment, les estructures
interiors, tot constrenyent el cos o eixamplant-lo, ajuden a conferir la forma
desitjada: fan el cos més petit que la realitat (cotilla) o separen el vestit del cos
(mirinyac, polisso), i els sostenidors poden comprimir el pit per reduir-lo,
deixar-lo com esta o bé donar-li volum.

Museografia

Lexposicié plasma el concepte plantejat partint de la base que la presentacid

és tan important com el contingut, de manera es trasllada una narracié
complexa a un espai per tal que el visitant la percebi visualment i la comprengui
intel-lectualment.
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1 Julia Schulz-Dornburg,
disseny de I'espai; Toni
Rueda, il-luminacid; AAAA
Pere Canals i Daniel Pujal,
disseny grafic.

2 La colleccié de moda
del Museu del Disseny de
Barcelona és internacional
dins ’ambit de ’Europa
Occidental, i se centra en
els dissenyadors espanyols
a partir del segle xx, tenint
molta importancia els
creadors de la ciutat de
Barcelona.

La museografia és doncs el que tradueix en tangible un concepte que a priori
és intangible. Es tracta d’un treball transversal entre diferents professionals que
han fet convergir el comissariat, el disseny de l'espai (incloent vitrines i altres
elements de suport), la il luminacid, i el disseny grafic.!

Els vestits son els protagonistes. Les peces han estat seleccionades curosament
per tal que hi siguin mostrats tots els materials i totes les tecniques emprades
al llarg de la historia, pero sobretot per que hi siguin totes les siluetes
caracteristiques de cada moment mostrant les cinc accions que fa el vestit sobre
el cos, segons el concepte de I'exposicid. També s’ha considerat que el maxim
de dissenyadors presents a la col-leccié del Museu estiguessin triats també per a
I'exposicié?, amb un total de 50 dissenyadors, des del segle x1x fins als nostres
dies.

El timeline presenta el contingut textual i grafic situat a les parets oposades
a les vitrines. Dins les vitrines, en canvi, s’hi disposen les peces autentiques,
lliures de textos, excepte el titol i les dates de I’ambit que fan de lligam amb la
informaci6 textual i grafica.

Lexposici6 sestructura en deu periodes que responen al concepte. La
primera, 1550-1789. El cavaller i el cortesa. El vestit comprimeix el cos,
contempla més de dos segles amb vestits pertanyents a I’aristocracia, i mostra
unes siluetes que modifiquen les linies naturals del cos gracies a la cotilla i
el tontillo. 1789-1825. Vestit i revolucié. El cos s’allibera, exhibeix els vestits
tinica que deixen que el cos es mogui i es mostri de forma natural. Després,
al llarg del segle x1x la moda, en mans de la nova burgesia industrial, torna a
modificar fins a I'exageracio el cos de les dones, comprimint el tors amb una
cintura estreta gracies a les cotilles i eixamplant malucs i darreres gracies a
crinolines i polissons. Aquestes modificacions del cos es mostren en 1825-1845.
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Dames eteries. El vestit infla el cos, presenta els vestits romantics de faldilles
arrodonides i manigues inflades; 1845-1868. Els burgesos mudats. Exageracio
dels volums, on la crinolina permet ampliar les faldilles; 1868-1888. L'¢poca del
polisso. Limportant és al darrera, mostra uns models que canvien cada cop
més de pressa obligant al consum continuat; i 1888-1910. Belles en forma de
“S”. El vestit deforma el cos, en que les siluetes de les dones s6n exageradament
deformades. A partir de les primeres decades del segle xx, hi ha el segon gran
moment de trencament de la historia de la moda. 1910-1930. El vestit ensenya
el cos. Fora cotilles! La dona s’incorpora al mén laboral substituint els homes
que son al front, i els vestits es tornen més comodes, sescurcen paulatinament,
deixant veure les cames per primer cop a la historia i la cintura va canviant de
sota el pit a I'alcada dels malucs. 1930-1960. Alta costura. La silueta artificial,
és un periode conservador que retorna a temps passats amb uns vestits que
marquen una silueta d’estreta cintura i amples malucs. Pero als anys 1960,
nous corrents de llibertat prenen forca, on els joves imposen la seva estética.
Aviat dissenyadors i industria s'adapten als nous temps i es produeix una
democratitzacié de la moda que la fa accessible per tothom. 1960-1990. Prét-
a-porter. El cos es mostra. Una gran diversitat de siluetes en comodes vestits,
tant per dona com per home en una moda unisex, amb pantalons també per les
dones, i mini i maxi faldilles. 1990-2015. Dissenyadors versus globalitzacid.
El vestit perfila, embolica o ensenya el cos mostra que totes les siluetes sén
possibles: conviuen grans volums amb models minimalistes.

Els vestits es disposen en unes grans vitrines com habitacions, amb un
vidre frontal per a protegir-los de la pols i del public, on els vestits mantenen
un dialeg entre ells en agrupar-se realgant-ne les semblances o fent evidents
les diferencies. Dues grans vitrines de paret allotgen les estructures interiors
(cotilles, polissons i sostenidors) en una disposicié volgudament més abstracta
que la dels vestits i finalment unes vitrines cilindriques contenen els mirinyacs.

El disseny de la il-luminaci6 aconsegueix un efecte teatral ja que només les
peces ila informacié grafica estan il luminades, mentre que el visitant esta a la
penombra. Mantenint sempre els nivells de 50 lux sobre les peces, les vitrines
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tenen un ciclorama al fons de colors suaus al fons, sobre el que les siluetes es
retallen. Per a realcar-ne els volums, s’han emprat focus, dirigits sobre les peces.
La illuminacié reforga aixi el concepte de I'exposicié que parla de siluetes (2D)
i de volums (3D), amb tecnologia LED per tal de complir amb els requeriments
de conservacié (ni infrarojos ni ultraviolats) aixi com amb els de sostenibilitat.
Cada vitrina correspon a un periode amb unes determinades siluetes i a un
concepte de modificacié del cos. Per tal de fer comprensible el concepte, a I'inici
de la vitrina, una pauta (pattern) es repeteix al llarg de tota 'exposicié amb
quatre “personatges”

m Modificaci6 anatomica, maniqui articulat que ens mostra quines parts del
cos son modificades i ens fa parar atenci6 en com aixo es produeix en cada
periode.

m Protesis, maniqui en el que es presenta I'estructura interior que ajuda a
aconseguir la modificaci6 anatomica.

m Personatge principal, el vestit que millor representa la silueta de I’¢poca ila
relacié amb el cos que I’havia portat.

m Imatge completa contemporania al periode, on es veu la persona vestida,
amb el pentinat, els complements i el context. Aquests suports grafics sén
pintures als segles xvi1 al x1x i fotografies als segles x1x i XX, sobre un
sistema lenticular que els introdueix cert moviment; i videos per als segles
XX 1 XXI.

m Referéncia: en un maniqui daurat, un vestit actual del segle xx1 que
formalment ens recorda la silueta del periode i acosta 'espectador als vestits
historics fent-los més propers i comprensibles.

La resta de la vitrina presenta els diferents models del periode.

El maniqui, el cos artificial, és el suport del vestit, el qual descansa sense
tibantors. Volgudament s’ha optat per maniquins sense cap, per tal de donar
importancia al vestit, pero amb cames i bragos quan el model presentat ho
requereix. Tots els maniquins han requerit mannequinatge, sigui quin sigui el
maniqui utilitzat. El mannequinatge és el treball que es fa amb cada maniqui
per aconseguir crear el cos concret al que pertanyia cada vestit, donar-li la
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forma que el vestit demana. Amb materials innocus, es creen volums sobre el
maniqui fins a aconseguir la forma exacta de cada vestit, donant volum alla on
es necessita, reomplint parts del cos. Els vestits son muntats sense modificar-ne
loriginal, sense plecs ni agulles afegides, sense retocar. Aixo afavoreix la bona
conservacio dels vestits.

Els vestits de la col-lecci6 pertanyen majoritariament a persones concretes
i per tant son fets a mida ates que el sistema de les talles en el patronatge dels
vestits no arriba fins ’época del Prét-a-porter a la década de 1960. Cada vestit
ens diu com era el cos de la persona que el duia. Coneixem exactament cada
model gracies a les fonts documentals com gravats i fotografies.

El cos modelat: de la cotilla fisica a la cotilla mental

En contrast amb els maniquins immobils del Museu, els cossos reals sén una
espécie de capital que requereix inversions economiques i estétiques importants,
tot seguint els canons de bellesa de cada época. Aquests ens obliguen a realitzar
un treball permanent i alerta respecte del nostre cos, per estar prims, musculats
i sans. Avui que la moda és global i ens uniformitza, la diferenciaci6 no es
produeix unicament en la manera de vestir sind també en ’alteracid de la pell
humana i la forma del cos. La societat ens «convida» a seguir dietes alimentaries
restrictives, a 'esport continuat. La cirurgia anomenada «estetica» proposa

una figura cada cop més jove, a semblanca dels liders de la imatge, esportistes,
actors i actrius, cantants, models. La nostra llibertat d’escollir és reduida, ja que
la pressid social ens fa seguir I'estetica del moment. El cos vestit en vol ser una
reflexio. @
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m Neus Ribas

Novedades editoriales y noticias

De disseny modernista
a punta artesana

El diumenge 10 de maig es va celebrar a Terrassa la XXVIII Diada de la
Puntaire, un acte que té lloc cada any en una ciutat catalana organitzat per
I’Associacié Catalana de Puntaires. Amb motiu d’aquesta Diada, el CDMT i

el Museu d’Arenys de Mar, conjuntament amb ’Associacié de Puntaires Flor
d’Alba d’Arenys de Mar, van posar en marxa una proposta d’adaptacié d’'un
projecte modernista dels fons del CDMT a un entredds de punta artesana per a
un cobretaula.

El disseny dels dibuixants Gracia i Ferrater (1908-1910) que es conserva en
els fons del CDMT és un dibuix en guaix blanc d’estil modernista amb una
composici6 en diagonal amb roses enllagades amb petites branques. A partir
d’aquest dibuix original, Gloria Bilbeny, mestra artesana i experta picadora,
va dibuixar un entredés inspirat en aquest disseny i va picar el patré. Un cop
realitzat el patrd, Assumpta Riera, de I’Associacié de Puntaires Flor d’Alba
d’Arenys de Mar, es va encarregar de realitzar la punta que posteriorment Nuria
Coll, de la mateixa associaci6 va cosir al teixit de 1li. Per a la realitzacié d’aquest
cobretaula es van destinar en total unes 100 hores de feina de les tres artesanes.

Aquest petit projecte és una mirada a un passat, de finals del x1x i primer
quart del segle xx, quan els tallers realitzaven encarrecs per a una burgesia
que guarnia casa seva amb magnifiques peces amb un nou llenguatge estetic.
Aquesta experiencia entre el patrimoni textil i I'artesania es va presentar el 10
de maig a Terrassa i el procés de realitzacid es pot veure en un video penjat al
canal de youtube del Museu d’Arenys de Mar. m




https://www.youtube.com/watch?v=aYKk5fYTrFc

https://www.youtube.com/watch?v=aYKk5fYTrFc
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m Assumpta Dangla

Novedades editoriales y noticias

LA TEXTILERIA TRADICIONAL EN CANTABRIA

Rafael Fernandez Fernandez. Edita: Textil Santanderina.

ISBN: 978-84-95742-80-3

El presente trabajo es fruto de una extensa labor de
investigacion, llevada a cabo durante tres décadas, por

el técnico textil Rafael Fernandez. El autor ha recorrido
durante afios los mas remotos parajes de Cantabria para
documentar y conocer de primera mano las técnicas de
textileria tradicional, que atin perviven de forma muy
minoritaria —incluso residual- en el norte de la peninsula.

El libro se estructura en varios capitulos, para dar a
conocer el rico mundo de la textileria, una herencia que se
ha transmitido durante generaciones. El autor comienza
preguntandose el “;Cémo?”, y detalla minuciosamente las
materias y procesos que intervienen en el oficio, desde la
obtencion de la materia prima hasta la obra terminada.
Dedica un intermedio fotografico donde se muestran
imagenes inéditas de tejedoras y tejedores dedicados al
laborioso trabajo de hilatura, los enseres y los tejidos,
resultado del arte de hilar y tejer.

En la segunda parte, se pregunta “;Quiénes, cuando,
donde?”, en un recorrido sobre la historia de la textileria,
desde sus primeros tiempos, pasando por el Neolitico, la
Edad del Bronce, el Imperio Romano y hasta la actualidad.

A este arduo y gratificante trabajo de investigacion, el autor afiade una serie
de apéndices de contenido muy rico. Alli pone en valor el oficio de hilar y
tejer, que han llevado a cabo de tantas personas an6nimas en tierras cantabras.
El autor ha hecho un trabajo basado en la documentacion de primera mano
y memoria oral, para ofrecer un paisaje de un oficio y de sus personas, en
un relato de cariz etnoldgico. Y no tan solo esto, a raiz de su experiencia y
formacion, con un léxico exquisito, ofrece un retrato y paisaje de los mas
variados aspectos relacionados con la textileria y sus artifices. Es, sin duda, un
relato interesante, que en ocasiones toma notas de tratado y rescata la memoria
de tantas personas dedicadas a un arte que, aunque practicamente en desuso,
toma vida en este libro. m
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m Eulalia Morral

CHINA THROUGH THI

LOOKING GL.

Fashion, Film, Art

Novedades editoriales y noticias

CHINA THROUGH THE LOOKING GLASS

Andrew Bolton et al.

The Metropolitan Museum of Art, New York, 2015
ISBN: 978-0-300-21112-2

“Como la luna en el agua, la imagen en el espejo, viene y se

va sin ser real”. Esta frase del poeta Pei Xiu, referida por el
cineasta Wong Kar Wai en su breve texto de introduccion,
resume perfectamente el espiritu de este viaje a la fascinacion
que la estética China ha ejercido sobre occidente. Una
aventura capitaneada por el propio Wong Kar Wai junto con
el conservador del MET Andrew Bolton, el disehador Nathan
Crowley y el fotégrafo Platon. Juntos han desarrollado la
exposicion que ha ofrecido el Metropolitan Museum de Nueva
York en primavera de 2015 y que ha dado lugar a este libro.

La obra que nos ocupa es, ante todo, esta imagen que se
refleja en el espejo. Los objetos, magistralmente seleccionados,
se confrontan entre si; a un lado los originales de donde
procede la inspiracion, y al otro la creacién o creaciones a que
han dado lugar; imagenes que de por si ya son una obra de
arte como fotografia, que se presentan limpias de informacién
—ésta se halla en capitulo aparte- y que nos arrastran a este
mundo de ensonacion que el cine tanto ha contribuido a
crear, desde Hijo del Dragén, a Shanghai Express, Adiés a mi
concubina o El ultimo emperador.

Este es el cuerpo central del libro, que se agrupa en dos bloques: Del
emperador al ciudadano (la China imperial, la nacionalista y la comunista) y
El imperio de los signos (cuerpos, espacios y objetos enigmaticos). Porcelanas,
caligrafias, elementos decorativos y prendas de vestir de la China de los tltimos
siglos junto con pinturas, publicidad, perfumes, y, sobre todo trajes de los
grandes maestros de occidente: Balenciaga, Dior, Mc. Queen, Tam, Gaultier, St.
Laurent, Vuitton, Chanel, Van Noten, Poiret, Toledo, Patou...

Junto con el espejo, algunos textos breves de referencia: “Un didlogo entre
Este y Oeste” (Maxwell K. Hearn), “Hacia una estética de superficies” (Andrew
Bolton), “Una camara de susurros” (Adam Geezy), “Construyendo la moda
China” (Harold Koda), “Imagineria del traje chino” (Mei Mei Rado) y “Chinas
virtuales del cine” (Homay King).

En la necesaria brevedad de una resefia no podemos detenernos en comentar
todos los textos; Andrew Bolton —innegablemente, el alma mater de esta
exposicion- refiere este eterno juego de espejos en que se miran oriente y
occidente, transformandose mutuamente sin penetrarse. Por su parte, Geezy
se detiene en analizar las multiples caras del orientalismo, desde la dominacién
al intercambio a la interpenetracion. Es seguramente el texto mas filoséfico,
sumamente interesante, que define el transorientalismo en base a tres facetas
que se combinan entre si en funcién del comercio, el turismo, la produccion
-las condiciones de trabajo son especialmente penosas en la mayor parte del
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Novedades editoriales y noticias

antiguo Oriente, y no sdlo a causa de las empresas occidentales sino también
de sus propios gobiernos- y la reinterpretacion en el disefio, principalmente en
la moda. De alguna manera, Oriente se sigue orientalizando en funcién de la
globalizacion.

Koda recorre la asimilacién del imaginario chino por occidente, al ritmo de
los descubrimientos, relaciones comerciales y corrientes artisticas. Mei Rado se
centra en el traje chino, sus reproducciones en grabados y pinturas, su evolucién
a partir de 1911 y cémo ha sido evocado por los artistas chinos contemporaneos.
Finalmente, H. King pone el foco en la China virtual recreada por el cine, “la
primera lente a través a través de la que muchos de nosotros hemos descubierto
lugares desconocidos; los artistas y diseiadores que se basan en la estética
China muchas veces lo hacen a través del cine y no sobre la realidad”.

Por si quedaran dudas sobre los temas tratados, la entrevista de Andrew
Bolton a John Galliano las despeja por completo. Galliano se confiesa atraido
por China desde su juventud, primero a través del filtro de Hollywood y mas
tarde en directo, a través de los viajes que le han llevado también a Mongolia
y ahora a Rusia. Resulta interesante la comparacion del proceso creativo —
interiorizacion y abstraccion- con la meditacion, y apasionante la capacidad
del disefiador para absorber las ideas originales, deconstruirlas y darles nuevas
formas que, sin embargo, no ocultan sus fuentes. m
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1 Enlarticle d’Ana Cabrera
La Fuente, El Museo Nacional
de Artes Decorativas en sus
primeros afios (1912-1930) es
pot trobar en els annexos el
Reial decret de constitucio
del Museo Nacional de Artes
Industriales.

2 Lafigura d’Aurora
Gutiérrez Larraya va ser molt
significativa en la génesi del
Museo Nacional de Artes
Decorativas, com demostren
els treballs de I’historiador
Joan Miquel Llodra.

Vestibul d'entrada del museo.
Museo Nacional de Artes
Decorativas. Madrid.

Peces de punta singulars del Museo
de Artes Decorativas de Madrid

per NEUs RiBas SAN EMETERIO, directora del Museu d’Arenys de Mar

Els origens del Museo de Artes Decorativas de Madrid

La creaci6 del Museo Nacional de Artes Decorativas de Madrid es remunta

a l'any 1871, seguint 'exemple del South Kensington Museum, avui Victoria

& Albert Museum de Londres. La intencid era recuperar 'objectiu de les
exposicions universals de fomentar el treball artesa i l'ofici i millorar la formacié
d’industrials i operaris. El Reial decret de 1912' va donar forma definitiva al
Museo Nacional de Artes Industriales.

Els primers responsables del museu van ser Rafael Domenech i Luis Pérez
Bueno, pero de seguida van comptar amb diversos col-laboradors; en ’ambit
téxtil hem de destacar el treball d’Aurora Gutiérrez Larraya, dissenyadora de
puntes, batik, cuir...? Entre els objectius basics es trobava el caracter pedagogic
i el contacte amb altres institucions europees; tots tres van viatjar per Europa
per coneixer els treballs que es realitzaven en els diferents museus europeus. El
museu es va organitzar en vuit seccions: pedra, metall, fusta, terra, téxtils, arts
grafiques, i ivori, closca i cuir; aquests es referien als fons, mentre que hi havia
una vuitena secci6 dedicada a la pedagogia.
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3 Javier Fernandez explica
la historia d’aquest incipient
Museo del Encaje ila
participaci6 de l’escriptora

i antropologa Carmen
Baroja, una de les primeres
historiadores de la punta al
nostre pais i autora del llibre
El encaje en Esparia, Editorial
Labor, Barcelona, 1933.

Ventall nimero CE18006
atribuit Ricardo Mateos Garcia
Museo Nacional de Artes
Decorativas. Madrid.
MNAD_CE18006a.

Els fons procedien de museus estatals afins, objectes que es trobaven en
altres dependéncies governamentals i algunes adquisicions. Aquestes s’havien
de centrar en objectes espanyols antics, objectes estrangers amb influencia
espanyola i finalment, tenint en compte criteris d’internacionalitzaci6 i
pedagogics, s'adquirien objectes de dissenys contemporanis que havien de
reflectir la transformacié de les arts decoratives en els anys de génesi del museu:
peces del Regne Unit, Holanda, Dinamarca, Alemanya, Austria i altres paisos
europeus.

Lany 1927 el museu canvia de nom per anomenar-se Museo Nacional de
Artes Decorativas, en entendre que peces de certa rellevancia artistica no
entrarien en la catalogacié de Museo de Artes Industriales. En temps de la
Republica es produira un fet curids: la creacié del Museo del Encaje dins el
Museo Nacional de Artes Decorativas, perd aquest museu va tenir una durada
curta, ja que va passar al Museo del Pueblo Espaiiol, amb els fons del Museo del
Traje Regional e Histdrico i del Museo de Arte Popular.?

La col-leccio textil i la de puntes

La collecci6 de textils es compon majoritariament de peces planes no
confeccionades, procedents d’aixovars domestics, indumentaria civil i religiosa.
Les més antigues son un conjunt de teixits coptes del segle 11. Lobjectiu és una
representacid de la diversitat de tecniques textils: brocat, brodats, passamaneria,
batiks, puntes, etc.

Les colleccions textils del Museo Nacional de Artes Decorativas van ser
majoritariament adquirides entre els anys 13 a 16 del segle xx, segons afirma
Letizia Arbeteta Mira en el seu article La coleccion textil del Museo Nacional
de las Artes Decorativas. Su contenido e historial museoldgico. Els criteris basics
d’adquisici6 serien tots els objectes téxtils realitzats a Espanya, prioritzant,
moltes vegades, la producci6 artesana de caracter popular.

PECES DE PUNTA SINGULARS DEL MUSEO DE ARTES DECORATIVAS DE MADRID
2



http://mnartesdecorativas.mcu.es/museo.html



Datatextil 33

4 ARBETETA MIRA,
Letizia: “La coleccién

textil del Museo Nacional
de las Artes Decorativas.

Su contenido e historial
museologico”. Boletin de la
ANABAD, 1994.

5 Enlarticle d’Ana Cabrera,
“El Museo Nacional de
Artes Decorativas en sus
primeros afios (1912-1930)”,
es pot veure una fotografia
d’aquestes mostres.

6 Lagasabelgaes
caracteritza pel fons de tul i
els motius fets amb agulla.
La punta de duquessa, que
rep el nom de la duquessa
Maria Henriette, futura reina
de Bélgica i protectora del
treball de la punta, es fa amb
boixets. Aquestes técniques
que apareixen a Bélgica a
mitjan segle X1x seran molt
utilitzades en la realitzaci6 de
colls, ventalls, complements
de la indumentaria. A finals
del x1x apareix un tipus de
punta que barreja els dos
estils i déna lloc a una punta
molt decorativa.

En espera de estudios posteriores que delimiten procedencias, ingresa

toda clase de textil historico adquirible en Espana, sea espaiiol o no. De la
indumentaria culta se adquieren sus complementos, tales como mantillas,
guantes, bolsos, cintas, etc., faltando tan importante representacion entre
las colecciones del Museo, quiza debido a que la indumentaria culta no se
considera nacional y que solo interesaria el disefio y bordado de las telas.*

Sembla que els primers responsables del museu van decidir buscar treballs a
la zona dels Balcans i Russia en atribuir-los similituds amb treballs populars
espanyols. Dins aquest grup trobem el fragment de teixit CE23551, amb un
treball amb boixets de colors taronja i cru de punta numerica, que es fa a
tota Europa. La fitxa documental assenyala que procedeix de centre-Europa:
Republica Txeca o Eslovaquia. La punta eslovaca tradicional es caracteritza
per la utilitzacié del color segons la regi6 i la religié. Luterans i protestants
realitzaven la punta en blanc i els catolics en colors.

Després de les adquisicions inicials, el museu ha anat augmentant els seus
fons textils a partir de subhastes i donacions particulars.

En el cas de les puntes de coixi i agulla sembla que les primeres adquisicions
se centraven en mostres de puntes que es feien a Espanya, catalogades en petits
cartonets.” Albeteta destaca la collecci6 de puntes metal-liques que reben el nom
de punta d’Espanya, que no hem pogut consultar; es tracta d'un tipus de treball
molt popular a tot Espanya des de finals del xv1 i que al llarg dels anys s’ha anat
aplicant a la indumentaria i l'aixovar religios.

La col-leccio de ventalls de puntes

Entre els objectes de puntes tant de coixi com d’agulla de la col-leccié del museu
destaquem la colleccié de ventalls. Majoritariament sén ventalls d'origen belga
de punta a I'agulla de gasa belga, i altres de técnica mixta: gasa belga i punta

de duquessa caracteristics d’aquest pais.® Es tracta de ventalls de la segona
meitat del x1x d’estil romantic, que a Espanya també es denominen alfonsinos.
Aquest tipus de treballs eren molt valorats per l’alta burgesia i I’aristocracia
espanyola, el prestigi de la punta belga es va mantenir fins al primer quart del
segle xx. El disseny és de tematica floral amb grans roses sobre fons de tul, tal
com s’aprecia als ventalls nimero CE04985 i numero CE12202, envoltades de
formes lobulars i grans fulles amb un disseny naturalista i molt decoratiu. En
conjunt tots els ventalls destaquen per la seva qualitat técnica i en alguns casos
presenten algunes escenes pintades amb tematiques domestiques, amoroses

o referides a activitats ludiques que realcen la peca. El barnillatge d’aquests
ventalls acostuma a ser de materials nobles i molt elaborats. Aquest tipus de
ventall, que moltes vegades es regalava a les navies, manté la seva vigencia
durant tota la segona meitat del segle x1x i primer quart del xx fins que el
modernisme imposa nous dissenys. En finalitzar la Primera Guerra Mundial
aquest tipus d’objectes perd importancia davant els canvis que imposen la moda
i els ornaments dels anys vint.

Entre els ventalls de la colleccid, en destacariem dos per la seva singularitat,
els ventalls amb els niimeros CE18006 i CE27222. El primer és un ventall
atribuit a Ricardo Mateos Garcia de Salamanca, probablement es refereix al
dissenyador o propietari del negoci, la datacié de la peca és de la segona meitat
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Ventall realitzat per a la Reina
Marfa Cristina per la Casa Leitao
de Portugal. Museo Nacional de
Artes Decorativas. Madrid.
MNAD_CE27222a

i MNAD_CE27222b.

del x1x. Es tracta d’un pericén, ventall de grans dimensions, generalment
utilitzat per a la dansa. La seva singularitat rau en 'escena pintada que ocupa
una gran part del ventall de forma asimetrica. Es tracta de dues figures
femenines. Una ocupa la part central del ventall en acci6 de ballar i al seu costat
hi ha un angel amb una pandereta; a la part dreta es pot apreciar la inscripcié
Dubais, que podria correspondre a l’autor o autors de I'escena pintada. A la
banda esquerra, una altra figura femenina, amb llaiit i vestida a la turca. Les
dues escenes estan envoltades amb un treball de punta al coixi amb un disseny
a base de falgueres, fulles de palma i diverses flors que es recargolen al voltant
del dibuix. Es tracta sens dubte d’un treball original que defuig les estructures
simetriques d’altres ventalls i que incorpora motius més inspirats en els gustos
de principis del segle xx. La qualitat del treball i sobretot 'originalitat del
disseny ens farien pensar en un encarrec exclusiu.
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7 Boletin Oficial del Estado,
nim. 172, 19 de juliol de 1977,
p. 31.449.

8 Dos articles del diari ABC
i El Diario Vasco parlen
d’aquesta subhasta i l'origen
de les peces.

9 Els dos centres puntaires
van iniciar la seva activitat
durant la segona meitat del
xVIII i sera durant el x1x
quan assoleixen el maxim
desenvolupament, fins a la
introducci6 de la inddstria
téxtil.

Fragment de les estovalles nimero
CE25598. Museo Nacional de Artes
Decorativas. Madrid. CE25598b.
Veure més.

El segon ventall, amb el nimero CE27222, és una pega adquirida I'any 2007
per un preu de 10.077,60 euros’ a la casa de Subastas Segre de Madrid i que
va ser propietat de la reina Maria Cristina (1858-1929). Tal com assenyala la
premsa,® les peces procedien d’una compradora de Brasil que va adquirir els
tres objectes als hereus de la reina Maria Cristina. Es tractava d’una capsa
de Fabergé, una agulla de pit i un ventall; totes les peces documentades i
autentificades. El ventall va ser confeccionat per la casa de joies Leitao de
Portugal. Es desconeix el motiu de l'obsequi i el periode en queé es va regalar
aquest ventall. La casa Leitao es va fundar I'any 1822 i encara esta en actiu; es
tracta de la més prestigiosa casa de joieria de Portugal i es troba a la ciutat de
Lisboa.

La pec¢a adquirida pel Museo Nacional de Artes Decorativas és un ventall de
puntes al coixi amb un exquisit treball en el barnillatge, dins una capsa de cart6
folrada de vellut que conserva alguns detalls de joieria. El barnillatge és simple,
pero les guardes estan ricament decorades amb la simbologia de la Casa Reial:
el Tois6 d’Or rematat amb la corona reial, dos escuts de la Casa Reial Espanyola
i de la d’Austria, també hi apareixen altres simbols com la flor de lotus, la creu
grega ila lletra M dins un cercle d’or. Tots aquests detalls estan realitzats amb
aplicacions d’or de 18Kk, plati, diamants, safirs i esmalts policromats.

El pais de ventall fet amb puntes al coixi no destaca especialment per la seva
dificultat técnica. Segons la descripcié documental, la punta es va fer a Belgica,
pero les caracteristiques tecniques i estilistiques no indiquen necessariament
que hagués estat feta en aquest pais, podia ser de Portugal on historicament hi
ha dos grans centres productors de punta al coixi, Vila do Conde i Peniche.’ La
punta portuguesa es fa amb boixets i predominen els motius amb punt sencer i
fons amb trenats; els dissenys acostumen a ser florals o geometrics i de caracter
naturalista. El disseny d’aquest ventall destaca per la seva originalitat amb una
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10 M® Angeles Gonzélez
Mena i Natividad Villoldo
han estudiat la tipologia dels
soles de les diferents zones
d’Espanya, que es comencen a
fer al segle xvI.

Un dels tres exemplars de
cobretaula realitzats per la Casa
Zaida I'any 1929. Museo Nacional
de Artes Decorativas. Madrid.
CE21681

estructura d’arcs ogivals d’inspiracié neogotica amb fons de trenats; aquest
disseny de caracter arquitectonic sallunya dels dissenys florals de la majoria

de les puntes del periode romantic de la segona meitat del segle x1x i sacosta a
una visi6 neogotica, més proxima als gustos modernistes de recuperacio dels
elements medievals. Segons la fitxa de la pega, la tipologia del ventall és de finals
del segle x1x, pero la fitxa també assenyala que el doctor en historia de I’art
Javier Alonso Benito considera que la talla de les pedres precioses és de principis
del segle xx. El disseny de caracter arquitectonic de la punta ens faria pensar
també en un ventall de principis del segle xx.

Objectes d’aixovar domestic

Un gran grup de treballs amb puntes que trobem a la col-leccié del Museo
Nacional de Artes Decorativas son cobretaules, estovalles, frontals per al
guarniment de la llar. Una gran part sén de tradicié popular, com les peces
CE21950 1 CE21387 amb els caracteristics soles que trobem a diverses zones

d’Espanya; es tracta de formes radials realitzades amb agulla que es van
repetint al llarg del teixit i s’insereixen en una estructura quadrangular.”
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11 Al Museu Mares de la
Punta d’Arenys de Mar es
conserven una gran quantitat
de mostres de punta de
Venécia de la col-leccié
Francesca Bonnemaison que
probablement corresponien a
treballs que es feien a I’Escola
de la Dona fundada per
Bonnemaison.

12 Boletin Oficial del Estado,
nim. 51, 1 de marg de 1977,
p. 4867.

Un dels tres exemplars de
cobretaula realitzats per la Casa
Zaida l'any 1929. Museo Nacional
de Artes Decorativas. Madrid.
MNAD_CE21682.

A banda d’aquests treballs de tradicié popular, en destaquem dues peces
de realitzacié més complexa. La primera, amb el numero CE25598, sén unes
grans estovalles de 550 x 210 cm. El centre és un treball de tecnica mixta de
brodat i punta a I’agulla; al voltant, un teixit d’organdi amb entredosos brodats.
Aquesta part central esta ricament decorada amb flors i fulles fetes amb agulla i
destaquen unes figures que representen un grup de persones ballant agafades de
la ma amb indumentaria del segle xvi11. Els diferents motius han estat fets amb
punt de fist6 i contornejats per donar més relleu a les figures, el fons és de brides
amb punt de fisto i picot. El tipus de treball a I'agulla rep el nom de punta de
Venécia, que no hem de confondre amb la punta de Venécia dels segles xvI-xvir
sin6 que es tracta dels treballs que es fan el darrer quart del segle x1x i primer
del segle xx. La denominaci6 del tipus de treball no indica que fos feta a Venecia
ja que aquests mateixos treballs també es feien a Espanya."

El darrer treball és sens dubte un dels més elaborats, destaca tant per la
qualitat técnica com pel disseny. Es tracta d’un conjunt de tres cobretaules de
forma circular i un d’ovalat, catalogats amb els nimeros CE21680, CE21681 i
CE21682. Les peces van ser realitzades I'any 1929 per la Casa Zaida de Madrid
i es van presentar a ’Exposicion Hispano-Americana de Sevilla, on van
obtenir una Medalla d’Honor. Aquestes peces van ingressar al museu a través
d’una donacié I'any 1977 dels senyors Consuelo Diaz Prieto i Arturo Lopez
Rodriguez, en memoria de Quintina Rodriguez Diaz."

Els tres cobretaules representen diverses escenes de l'obra El Ingenioso
Hidalgo Don Quijote de la Mancha. Les peces CE21680 i CE21681 es divideixen
en quatre arcs amb petites flors de punta a I’'agulla, aquests arcs de flors
emmarquen quatre escenes diferenciades de 'obra Don Quijote. El cobretaula
CE21682, de forma ovalada, es divideix en sis arcs també amb petites flors de
punta a I'agulla. En aquesta peca es representen 6 escenes de la novella i entre
les escenes hi ha retrats dels protagonistes. Totes les escenes estan realitzades
amb agulla, tant els motius com el fons de tul.
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El treball de punta a I’agulla no és gaire comu a Espanya. Aquesta pega
técnicament s'aproxima a la punta a I'agulla belga; sens dubte, si es va realitzar
a la Casa Zaida, es van haver de buscar les millors treballadores. Estilisticament
es tracta d’'una peca allunyada dels dissenys florals i s’esfor¢a a representar unes
escenes literaries on la figura humana és la protagonista. Aixo va requerir, sens
dubte, un esfor¢ per part del dissenyador teéxtil.

La col-leccié de puntes del Museo Nacional de Artes Decorativas
de Madrid, un fons a estudiar

Aquest breu article només ens permet esbossar un fons que creiem que pot
mostrar algun altre objecte singular en la seva col-leccié de puntes. Aquest

ha estat només un primer tempteig a partir de la consulta del seu cataleg en
linia i l'estudi de les peces en dues visites al museu, pero estem convenguts

que un estudi amb més profunditat permetria descobrir alguna altra joia. El
fons adquirit pel museu de les peces de les darreres puntaires de la Casa Reial

i l'estudi que esta fent Joan Miquel Llodra de la figura d’Aurora Gutiérrez
Larraya, collaboradora de Rafael Doménech, ens fan suposar que dins calaixos i
calaixeres es conserven altres peces d’importancia.

PECES DE PUNTA SINGULARS DEL MUSEO DE ARTES DECORATIVAS DE MADRID
8





Datatextil 33

BIBLIOGRAFIA

ARBETETA MIRA, Letizia: La coleccién textil
del Museo Nacional de las Artes Decorativas.
Su contenido e historial museoldgico. Boletin
de la ANABAD, 1994.

CABRERA, Ana i VILLABA, Maria: El
MNAD hace historia (I). Hace casi 100 afios
del Museo Nacional de Artes Industriales.
Estrado. Boletin del Museo Nacional de Artes
Decorativas, num. 29.

CABRERA LA FUENTE, Ana: El Museo
Nacional de Artes Decorativas en sus primeros
afios (1912-1930). Ademds de. Revista en
linia del Museo de Artes Decorativas nim.
12015.

GARCIA FERNANDEZ, Javier: La regulacién
y la gestion del patrimonio historico-artistico
durante la Segunda Repuiblica. Las Reformas
administrativas en la II Repuiblica. V
Seminario de Historia de la Administracion,
Madrid 2009.

GONZALEZ MORENO, Fernando: La
exposicion temporal como precedente del
Museo permanente. Museo, num. 8 2003.

GONZALEZ MENA, M* Angeles: Catdlogo
de encajes, Instituto Valencia de Don Juan,
Madrid 1976.

GONZALEZ MENA, M* Angeles: Coleccién
Pedagdgico Textil de la Universidad
Complutense de Madrid. Estudio e
inventario. Consejo Social de la Universidad
Complutense de Madrid, 1994.

EARNSHAW, Pat: Bobbin & leedle laces.
Identification & care. B.T. Batsford Ltd,
Londres, 1983.

GWYNNE, Judyth L. The illustrated dictionary
of lace, B.T. Batsford Ltd, Londres 1997.

LLODRA, Joan Miquel: Els Castells, uns randers
modernistes. Ajuntament d’Arenys de Mar,
2007.

LLODRA, Joan Miquel: Aurora Gutiérrez
Larraya i la renovacié de les arts decoratives
a Madrid. CDF II International Congres.
Barcelona, 2015.

LLODRA, Joan Miquel: Aurora Gutiérrez i
Adelaida Ferré. Lart de la punta al coixi a
Pentorn del Modernisme. Butlleti de la Reial
Académia de Belles Arts de Sant Jordi, nim.
XXI, 2007, p. 38-43.

LOPES, Filipa: As Rendilheiras de Bilros de Vila
do Conde: como organizam o seu trabalho no
presente relativamente ao passado. Revista da
Faculdade de Letras HISTORIA. Porto, I11
Série, vol. 8, 2007, p. 237-259.

REGO, Pedro i PIRES, Ana: Rendas de Bilros de
Vila do Conde: Um patrimonio a preservar.
Associagdo para Defensa do Artesanato
e Patriménio de Vila do Conde. Vila do
Conde, 2011.

RODRIGUEZ BERNIS, Sofia i MUNOZ-
CAMPOS GARCIA, Paloma: El museo,
constructor de otros contextos. Cien afios del
Museo Nacional de Artes Decorativas. Anales
de Historia del Arte. Vol. 24, num. esp.
novembre 2014, p. 461-470.

TER ASSSATOUROFF, Corinne i VREBOS,
Martine: La dentelle de Bruxelles, dans les
collections des Musées de la Ville. Musée
du Costume et de la Dentelle de la Ville de
Bruxelles, Brussel-les, 2004

TOOMER, Heather: Identifying types and
techniques, Schiffer Books, Atglen, 2001.

VILLALVA SALVADOR, Maria: Rafael
Doménech y el Museo Nacional de Artes
Decorativas. Génesis de una coleccion.
Ademds de. Revista en linia del Museo de
Artes Decorativas nam. 1, 2015.

FUENTES, Carmen i MATEOS, Prudencio:
Subastas, de parte de la reina Maria Cristina,
ABC, 19 de maig de 2007.

FUENTES, Carmen: Las joyas de Maria
Cristina, El Diario Vasco, 22 de maig de 2007.

BOLETIN OFICIAL DEL ESTADO. Num. 51, 1
de marg de 1977, p. 4.867.

BOLETIN OFICIAL DEL ESTADO. Num. 172,
19 de juliol de 1977, p. 31449.

PECES DE PUNTA SINGULARS DEL MUSEO DE ARTES DECORATIVAS DE MADRID

9





		WEB4: 

		WEB5: 

		WEB6: 

		WEB7: 

		WEB8: 

		WEB9: 

		WEB10: 

		WEB11: 

		WEB12: 

		LAM PuntaMAD 1: 





	NEXT: 
	Ir a Art1: 
	CONTENT1: 
	CONTENT2: 
	CONTENT3: 
	CONTENT4: 
	CONTENT5: 
	CONTENT6: 
	CONTENT7: 
	BACK: 
	Ir a Art7: 
	Ir a Art6: 
	Ir a Art5: 
	Ir a Art4: 
	Ir a Art3: 
	Ir a Art2: 
	SEARCH: 
	CONTENTS: 
	CREDITS: 
	LIBRARY NOVELTIES: 
	ADVERTISING: 
	SUMMARY NEXT ISSUE: 
	CC: 
	BACK ISSUES: 
	MAINcap: 
	INDEX1: 
	INDEX2: 
	INDEX4: 
	INDEX5: 
	INDEX6: 
	INDEX7: 
	NEXT1 VO: 
	NEXT2 VO: 
	NEXT8 VO: 
	NEXT4 VO: 
	NEXT3 VO: 
	NEXT5 VO: 
	NEXT6 VO: 
	NEXT7 VO: 
	WEB2: 
	WEB3: 
	WEB4: 
	WEB5: 
	WEB6: 
	WEB7: 
	WEB8: 
	WEB9: 
	WEB10: 
	WEB11: 
	WEB1: 
	WEB12: 
	WEB14: 
	LAM JoanaValls 1: 
	JoanaValls VO: 
	LAM JoanaValls 2: 
	LAM CDMT 1: 
	LAM CDMT 2: 
	LAM CDMT 3: 
	CDMT VO: 
	MuseuDisseny VO: 
	LAM CDMT 4: 
	CanMarfà VO: 
	LAM CanMarfà 1: 
	PuntaMAD VO: 
	LAM PuntaMAD 1: 
	LAM EspIndustrial 1: 
	EspIndustrial VO: 
	LAM EspIndustrial 2: 
	LAM Jacquard(I) 1: 
	LAM Jacquard(I) 2: 
	LAM Jacquard(I) 3: 
	LAM Jacquard(I) 4: 
	LAM Jacquard(I) 5: 
	Jacquard(I) VO: 
	NEWS1 VO: 
	NEWS2 VO: 
	NEWS3 VO: 
	WEB13: 
	INDEX3: 


