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1 For more information
consult the Deu Museum
website: www.museudeu.com.

An embroidered indulgence

by MERCEDES LOPEZ GARC{A, historian and documentalist,
specialising in textiles and clothing.
Photographs: HECTOR CASTRO MARTORELL

The Deu Museum is a public institution in El Vendrell (Tarragona), founded
with a donation made by the notary Antoni Deu Font to the city. Deu was a
collector who followed his own highly personal standards to amass a great
many works of art throughout his lifetime. Chronologically, the objects range
from the twelfth to the late twentieth century. While they have no thematic
unity, several fairly well-defined groups can be established: religious carvings,
silver and gold liturgical objects, sculpture, contemporary paintings and
ceramics, drawings and watercolours, furniture, “Modernista” glass, ivories,
reliquaries, pharmacy mortars and oriental rugs’.

An exceptional object

The object in question belongs to the Deu Museum and can be placed in the
group of liturgical objects because it is an indulgence. Unusually, however, the
original print has been decorated with hand embroidery and silk and metal
appliqué. The basic information for the object is set out below:

Name: indulgence

Location: Deu Museum, rec. no. 2842

Dimensions: 28.5 x 22 cm

Origin: unknown, possibly Spain

Date: second half 18th century - first half 19th century

Materials: paper, linen or hemp, silk, metal (possibly silver and other
unconfirmed metals), wax, pate de verre

Techniques: engraving, taffeta, hand embroidery, appliqué
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Image of the indulgence, framed by embroidered decoration with floral motifs.
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Comparison of the image of the indulgence and the item conserved in the National Library, by Miguel Birués (Madrid, 1740-1793. BNM, INVENT/13544).

2 INRIis the initialism
representing the Latin
inscription “Jesus the
Nazarene, King of the Jews”.
3 According to the Code of
Canon Law, “An indulgence
is the remission before God
of temporal punishment for
sins whose guilt is already
forgiven, which a properly
disposed member of the
Christian faithful gains
under certain and defined
conditions by the assistance of
the Church which as minister
of redemption dispenses and
applies authoritatively the
treasury of the satisfactions
of Christ and the saints”,
Chapter IV, Indulgences,
(Cann. 992-997), in Code of
Canon Law, available at:
http://g00.g1/0p5p5S.
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Iconographic description

The piece is divided into two areas: the central part, which contains the
indulgence, and the part that frames it. The central figure is of Christ standing,
with long hair, a beard and robe. He wears the crown of thorns on his head and
his hands are tied at waist level with a rope that descends from his neck and
hangs in front of his feet. On his chest, he wears a scapular with the cross of the
Trinitarian Order and above his head is the inscription INRI>.

Christ is accompanied by six angels, three on each side. The angels in the lower
part wear a crown of thorns and have three nails. All of the elements are linked
to the Passion of Christ, with the representation following the iconography of the
figure known as the Jesus of Medinaceli, a life-size statue venerated in the Madrid
basilica that bears its name. The National Library of Spain, in Madrid, houses
an engraving that is very similar, including even the inscription at the bottom:
“Milagrosa Imagen de / lesus Nazareno cautiva de los Moros / y rescatada p. los PP
Trinitatrios Desc. Rezando tres / vezes el Pater Noster se ganan 100 dias de Ind.”
(In English: “Miraculous Image of / Jesus the Nazarene captive of the Moors /
and rescued by the Barefoot Trinitarians. Reciting three / times The Lord’s Prayer
can earn one 100 days of Ind.”) The last word is the abbreviation for indulgence
and defines the object’s function®. The Church generally issued indulgences in the
form of prints, with a religious image accompanied by an inscription.

AN EMBROIDERED INDULGENCE
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Detail of the monstrance with
central piece imitating the host
and engraved with a cross, the
initials IHS (monogram of the
name of Jesus Christ) and three
nails.

Monogram of Ave Maria, with

the embroidered letters A and M

superimposed.
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Two more symbols can be found in the embroidered frame that surrounds
the central scene: the upper part has a monstrance that surrounds a circular
piece, possibly of wax, engraved with the initials IHS, while the lower part has
the monogram of Ave Maria. The rest of the frame is decorated with floral
motifs of varying sizes.
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4 The braided thread has a
central thread of silk around
which a very fine sheet of
metal is wrapped, nearly
covering the silk completely.
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Inscription beneath the image, showing the arrangement of silk threads around it, with gold leaf adorning
the hem of Jesus' robe above.

Technical description

In the indulgence in the Deu Museum, the engraving is only visible in the
inscriptions and the flesh of the figures, while double-stranded silk thread,
braided metallic thread* and metallic leaf cover the rest of it. This must not be
mistaken for embroidery, however, because all of the threads have been fixed
with some sort of adhesive and arranged in parallel or zigzag lines, filling the
surface of the paper.

This part is affixed to a piece of card that is, in turn, affixed to a larger piece
of taffeta made out of linen or hemp. The textile serves as a support for the
central image and for the embroidery of the frame. A look at the reverse shows
the textile being reinforced with paper.

The decoration of the frame itself can rightly be described as embroidery.
The materials are silk thread and, to a greater extent, metallic thread. The silk
threads have little twist, while there are up to twelve different types of metallic
thread. In general, the metallic threads most commonly used to weave or
embroider come typically in the form of thin sheets or braided threads. This
piece, however, has another type. It has thick threads that combine different
metallic strands to form bouclés, coiled threads in which some coils have
a circular cross-section and some a quadrangular cross-section, or to form
braided threads, some combining different metals. In the embroidery of the
period, silvery metals generally correspond to silver, but pure gold was never

AN EMBROIDERED INDULGENCE
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Reverse of the object showing the paper that reinforces the textile and the stitch work.
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Different threads used in
the embroidery: silk thread

and a variety of metallic threads.

5 FERNANDEZ, E. Los
talleres de bordado de las
cofradias, Editora Nacional,
Madrid, 1982, pp. 71-81.

6 GONZALEZ, M.A.
Catdlogo de bordados,
Instituto Valencia de Don
Juan, Madrid, 1974, p. 54.
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used in gilding. Instead, they used silver coated in gold powder, also known as
gilt silver, and in some cases the silver was replaced with copper, resulting in
gilt metal or imitation gold®.

Turning to the technique, the silk thread has been used to embroider the
central part of the largest flowers using a knotted stitch, while some of the
petals have been done with long basting stitches, which could be identified as
flat stitches. The metallic threads follow the embroidery technique known as
gold appliqué®, which involves applying the thread or strand without piercing
the fabric, affixing it to the textile with small, very discreet stitches until
achieving the shape required by the design.

A look at the reverse of the piece shows the original colour of the silk threads,
which is lost on the finished side. The remainder of the stitches are done with
linen or hemp thread that is the same colour as the background textile. This
thread is of two thicknesses: a thicker thread in the centre of some coils and a
finer thread to hold the thicker strands.

In addition to the embroidery, the piece has appliqués of silver sequins at the
centre of the medium-sized flowers and péte de verre beads at the centre of the
smaller flowers. These elements, together with all the threads mentioned earlier,
create a stylistically rich and dynamic design.

Function of the indulgence

In addition to the function described above, the first word of the inscription,
“Milagrosa” (or “Miraculous” in English), indicates that this indulgence could
also be seen as a talisman to protect against misfortune. Religious prints were
the most widespread prints of the seventeenth and eighteenth centuries. In fact,
they were the leading business of engravers, whose most important customers

AN EMBROIDERED INDULGENCE
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7 CARRETE,]., CHECA,

F. & BOZAL, V. “El grabado
en Espana (siglos xv-xviir)”,
in Summa Artis, vol. XXXI,
Espasa-Calpe, Madrid, 1987,
p.412.

8 ALARCON,C.“La
iconografia religiosa en el
siglo xv111”, in Revista de
Dialectologia y Tradiciones
Populares, no. 45, Madrid,
1990, p. 269.

9 FERNANDEZ, D.
“Historia de la imagen de
Jests Nazareno de Medinaceli
de Madrid”, in Actas del

VII Congreso y Encuentro
Nacional de Cofradias.y
Hermandades dedicadas a
las Advocaciones de Jestis
Nazareno Cautivo, Rescatado,
de Medinaceli, Cofradia

del Santisimo Cristo de la
Expiacion y del Silencio, Leén,
2011, pp. 213-221.

10 PORRES, Bonifacio,
Libertad a los cautivos,
Secretariado Trinitario,
Cordoba-Salamanca, 1997,

p. 509.

11 The Order of the Most
Holy Trinity and of the
Captives was founded by

the Frenchman Saint John

of Matha (1160-1213) and it
was dedicated to the peaceful
redemption of captives
through mercy. The sixth
work of mercy is to free
captives and act as mediators
through the exchange or
request of charity to pay
ransoms. For additional
information on this religious
order, see PORRES, Bonifacio,
Op. cit.

12 The protection of

the Medinaceli home
continued even during
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were parishes, convents and religious orders, which would order enormous
print runs of the images they venerated’. In the case of the Jesus of Medinaceli,
the brotherhood in Madrid owned the engraving and one of its inventories even
indicates that it had possession of the copper plate®.

The figure of Jesus of Medinaceli enjoyed a boom from the year 1682 because
of its rescue by the Trinitarian Order. While the identity of the sculptor is not
known, the piece is believed to have been produced in Seville in the first half
of the seventeenth century®. In the mid-seventeenth century, it was taken to
La Mamora (present-day Mehdya in Morocco). But in 1681, the Sultan Moulay
Ismail conquered the city, took soldiers and images captive and removed them
to the city of Meknes!’. There, Father Fray Pedro de los Angeles, a Barefoot
Trinitarian, witnessed the outrages to which the image was subjected and put in
motion the steps necessary to rescue the captives and the figure of Jesus"'.

Upon being rescued, the image began wearing a scapular with the Trinitarian
cross on its chest and it went on a journey from city to city. When it reached
Madrid in 1682, its fame as the “Rescued Jesus” and a miraculous figure
preceded it. So much so that the authorities and many faithful wishing to
venerate the image gathered for its reception. It was put in the convent of
the Barefoot Trinitarian Fathers in the city, next to which a chapel was built
between 1686 and 1689 through the patronage of the Duke of Medinaceli'. In
the early eighteenth century, its worship spread to all the dominions of Spain,
Germany, Italy, Hungary, and Poland and even to the West Indies by means
of reproductions in sculpture, painting, prints and medals and through the
creation of brotherhoods.

Conclusions

Although there are parallels with the print in the National Library of Spain, no
embroidered indulgence has yet been found in any online databases that bring
together the collections of different museums at a regional or national level.

While representations of religious images that combine paper for the flesh and

“El comienzo de una
relacion secular: nuestro
Padre Jesus y el Duque de
Medinaceli”, in Actas del
VII Congreso y Encuentro
Nacional... Op. cit.,

pp. 207-212.

the disentailments of
Mendizabal, after which
the church was built on its
current site. This is why

the image is known by that
name and not by “Jests
Rescatado”, which was its
original name. LARIOS, J.J.
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13 Examples include Our
Lady of Guadalupe (Reg. no.
1987/01/01) and Saint Ignatius
of Loyola (Reg. no. 2014/02/01),
both from the Museo de
América, whose records can
be consulted on line in the
Red Digital de Colecciones de
Museos de Espaiia

( )s
and the image of Saint Bibiana
(Reg. no. 2278) in the Museu
Arxiu Tomas Balvey, whose
record can be found in the
Museus en Linia database

( ).

14 The records for these pieces
can be found at:

(completing the “REGISTER
NUMBER?” field with 2943
for the cape and 11322 for the
purse).

15 FLORIANO, A., El
bordado, Alberto Martin,
Barcelona, 1942, pp. 18-23
and GONZALEZ, M.A., 1974,
Op. cit., p. 44.
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embroidery over the remainder of the image have been found"?, they all date
from the eighteenth century.

On the other hand, there are parallels with the embroidery of two objects
housed in the Documentation Centre and Textile Museum of Terrassa,
particularly a purse dated from the eighteenth century, which has metallic
threads of the same type and uses the same technique to decorate the
indulgence™. Based on the quality of the materials used, the technique and
the function of the object, it may perhaps belong to the category of scholarly
embroidery, according to the classification established by experts in the field"”.
It is not known whether the indulgence was issued with embroidery or whether
the decoration was added later. From the identified similarities, however, the
print and the type of embroidery appear to be contemporary, possibly from the
latter half of the eighteenth century or the first half of the nineteenth century.
As for who did the embroidery, the fact that the object is an indulgence and
tight control was exercised over indulgences, our hypothesis is that it was
probably done in the workshops of a brotherhood or convent.

The reverse of the object poses another mystery. No remains of a backing
have been found, so we do not know whether it had one or what it might
have been made of. The object was found in a frame of much later date.

The deterioration of the wood and glass made it necessary to remove the
indulgence. From the silver filigree that decorates the perimeter of the front,
the object appears to maintain its original margins, but it must certainly have
had a backing or been affixed to a larger piece, because the reverse could not
have been visible. Nor have any nail marks been found in the margins or any
adhesive marks on the paper, though there are small holes made by a needle.
This suggests that the object might have been hand-stitched to another piece of
textile.

With the publication of this brief description of such a singular and
extraordinary indulgence, perhaps these gaps in our knowledge can soon be

filled in.

AN EMBROIDERED INDULGENCE
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Unravelling the thread:

checking the attribution of a velvet
train to Charles Frederick Worth

by MARC PLATA Puig,
Textil Museum and Documentation Centre (CDMT)

The collections of the Terrassa Textile Museum and Documentation Centre
comprise a great variety of pieces from all over the world, from all strata of
society, and from cultures dating back to the first century CE. Among this
diversity, one feature common to most of the pieces is that they are anonymous;
we have no means of knowing who made them. In the case of dress and
costume we tend to have more information about their creators, as most of
them date from the 1880s onwards. One example is the piece that I made the
subject of my final degree project: a splendid burgundy-coloured velvet train
attributed to Charles Frederick Worth (rec. no. 15396). In my project, I tried to
justify this attribution on the basis of evidence from two different sources: the
fabrics used to make the piece, and the historical documentation consulted.

I first came into contact with this velvet train during the time I spent with the
Museum’s restoration service, as part of my degree course. In July 2015 the train
was taken out of storage and was sent directly to the restoration workshops to
be prepared for display at the exhibition entitled Xavier Gosé (1876-1915) held at
the National Art Museum of Catalonia. I was immediately struck by this piece,
not just because of its majestic beauty but because of its attribution to Charles
Frederick Worth, the first great exponent of haute couture. I would find out
later that this attribution was made by the train’s previous owner, the French
collector Dominique Miraille, the proprietor of the Musée de la Mode in Albi,
France. Miraille also claimed that the train had belonged to Hélene Koechlin,
who had acquired it in 1882. Nonetheless, I realised almost immediately that
there was no evidence to back up the attribution; the piece lacked the label of
the House of Worth and there was no record of any earlier work to demonstrate
its provenance.

Intrigued by this situation, I decided to carry out an exhaustive study of the
piece in search of proof that would confirm or disprove the attribution. My
research was divided into two clear areas. The first focused on the intrinsic
elements of the piece that could provide information: I would examine the
fabrics, the decorations (embroidery and passementerie), the technique used
and the design, as well as its state of preservation and the effects of the passing

UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH
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The train after treatment.
©Marc Plata

12 UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH


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

Datatextil 36

Front view of the train
on display at the exhibition.
©Marc Plata
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General view of the magnificent embroidered lilacs (Syringa
vulgaris). ©Quico Ortega/CDMT

of time. The second part of the study would be a thorough historical analysis,
trying to organise the scarce information available and seeking out new sources.

You may be wondering why it is so important to establish whether or not
the piece was by Worth. The answer is that Worth, in addition to his huge
contribution to fashion, was the first designer to see his creations as unique
works of art that should be signed. Therefore, the obvious response is “If he
signed all his pieces, what happened to this one?” For the moment, please be
patient: all will be revealed at the end of the article.

Before preventing the evidence, it’s important to be aware of the importance
of signing works of art. If we go back to the Renaissance, when the human
condition became the focus of artistic creation, a distinction began to be made
between the artist and the craftsman. This is when painters began to sign their
works, to underline that these were intellectual creations.

UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH
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1 [P.187] LAVER, James
(1990) Costume and Fashion:
A Concise History. Ediciones
Cétedra. Madrid.
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Clothes, in contrast, continued to be considered as objects of use and their
aesthetic or material value was ignored; it was frescoes and altarpieces that
received the attention. The poor wove and sewed their own clothes, and the
rich had theirs made for them; but neither the poor nor the rich had seen their
clothes as something worthy of being admired or put on display - far less
something that deserved to be signed. For centuries, tailors and dressmakers
belonged to the artisan class. Rose Bertin, dressmaker to Marie Antoinette,
was the first to add her signature, but it was not until the second half of the
nineteenth century when Charles Frederick Worth, famous as the couturier
of the Empress Eugénie of France, consolidated the idea of using a label.
Nevertheless, Worth conceived his creations or toilettes as a toute ensemble
- a fact that, as we shall see, may have an important bearing on our study. The
French historian Hippolyte Taine gives us an idea of the personality of Worth,
and of how he conceived his art:

“This arid, nervous, dwarfish creature [Worth] receives them
nonchalantly, stretched out on a couch, a cigar between his lips. He
growls “Walk! Turn! Good! Come back in a week and I will have an
appropriate toilette for you”. It is he, not they, who chooses™.!

The imprint of the House of Worth: what do the fabrics tell us?

In this section I present the evidence I obtained during my study of the fabrics
which sheds light on the authorship of the piece. I will also describe some of its
most interesting features.

The piece has three main parts; the train, the band stretching up from the
waist to the shoulder and bust, and the belt. The outer fabric is a soft Burgundy-
coloured short pile silk. The lining comprises several satin pieces in pale
pink. All the stitching is done by hand, mainly with silk thread. The piece is
attached to the bodice with a grosgrain ribbon and a clasp, which was probably
concealed by the bodice of the original dress.

On the right, descending from the belt, is some magnificent embroidery
with floral motifs, made from a variety of threads, some of them metal. The
flowers bear a strong resemblance to lilac (Syringa vulgaris) and are arranged
in a bouquet with many small leaves. The whole of the edge of the train bears a
fringe of brown chenille with gleaming metal decorations.

The study of the fabrics was essential to my assessment of the attribution. The
identification of fibres showed that they were all 100% silk and thus confirmed
the excellent quality of the raw materials.

UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH
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The gros-grain ribbon and the
clasp: the only point of attachment
to the body. ©Marc Plata

Detail of the interior of the lining
around the waist. ©Marc Plata
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The surface of the velvet
before the treatment,
where the thickness

of the pile can be seen.
©Marc Plata
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The analysis of the weaves produced extremely valuable information,
especially with regard to the velvet. The production of velvet is a very slow and
complex process and requires high quality materials. This highly prized fabric
comes in many different types, varying according to the materials used, the
thickness and the length of the pile.

Analysing the weave of the velvet was an arduous task which would not have
been possible without the help of Silvia Saladrigas Cheng, documentalist at the
CDMT. I am very grateful to her for her guidance and for her willingness to
share her expert knowledge with me.

The analysis showed that the velvet used was one of the finest: none other
than Lyons velvet, renowned worldwide for its softness, its thickness and its
short pile. The weave, in this case with a double pile warp, creates a dense,
iridescent surface, with a short pile that is well anchored to the base fabric. My
research indicated a clear connection between this high quality velvet and the
figure of Charles Frederick Worth.

r

Velvet's weave (magnification x 40).
©Marc Plata
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In the middle of the nineteenth century the Emperor Napoleon III was
eager to reactivate the French economy, as his uncle fifty years had done
beforehand. One of the measures he adopted was to promote the silk industry
by encouraging the use of the fabric for new purposes, not just to upholster
walls and furniture. Worth, couturier to the Empress Eugénie of Montijo, was
called on to make abundant use of silk, but in fact he already had a special
predilection for it. In 1870, due to the strong demand, the number of looms in
Lyon had doubled since the opening of the House of Worth in 1858. There is
also evidence that several silk-makers in the city sent Worth their samples for
approval before starting production. Thus, the fact that the train is made of
Lyon velvet reinforces the hypothesis that it was made at number 7 Rue de la
Paix in Paris.

As for the satin, although it does not have a characteristic weave like the
velvet, it is a Duchess satin with a high thread count and body. It was used in
high quality linings and gowns.

The embroidery also provided useful technical and historical information.
It is known that lilacs were very much in fashion in Europe in the late
nineteenth century, especially in France. The prolific French flower breeder
Pierre Louis Victor Lemoine (1823-1911) created many of the 200 or so
varieties of lilac that we know today. As a result of his success, the term French
lilac is used to refer to all kinds of double flower lilac and the flower appears
in many artistic representations of the time, for example in paintings by the
Impressionists. So, in a symbolic way, its presence adds further support to the
French origin of the train.

The flowers, embroidered directly on the velvet, are adorned with small,
many-sided balls and round discs. The leaves and stalks are made of cotton
thread, giving the embroidery volume and weight.

The study of the threads produced some interesting results. As we were
unable to take a sample for chemical analysis, the state of preservation and the
surface were sources of valuable information. Through a comparison between
the different materials and historical research into the development of metal
threads we hypothesised that the embroidery was made with silver-plated
copper, because the silver surface of the four threads bears specks of green
caused by the rusting of the copper and because of the reddish surface in the
more eroded parts of the embroidery.

This finding might be seen as an argument against the attribution of the piece
to Worth, since he always used materials of the highest quality. Nonetheless,
the bibliography search showed that in the Middle Ages threads of noble metals
began to disappear because of their price, their scarcity and (especially in the
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case of silver) the fragility of the metal. Because of this, threads made of noble

metals practically disappeared in Europe from the sixteenth century onwards.
Therefore, high quality metal embroidery such as the work we find in the train
was made with other metals plated in gold or silver which produced more

malleable, less brittle threads.

Detail of one of the embroidered
flowers, demonstrating the quality
of the work. ©Marc Plata
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From Héléene Koechlin to the store-rooms of the CDMT

The train was offered to the CDMT in 1996 by Dominique Miraille. The
acquisition is recorded in a report written by Silvia Carbonell, the current
director of the museum and at that time the museum’s conservator-restorer and
historian. The report was based on the information provided by M. Miraille,
and on the observation of the piece. The following fragments are of particular
interest:

“The state of preservation of the piece is excellent [...] So far we have
not been able to confirm that it is from Worth’s workshop, although
this is certainly a possibility. We have been able to date the piece
precisely because we know the exact dates of Louis Andrieux’s short
period as French ambassador to the Spanish court in 1882. The dress
would most certainly have been worn at court, and probably only once
or on a very few occasions, as the train has hardly any signs of wear.”

During my research I contacted Dominique Miraille once again, who very
kindly told me more about the piece, even though almost twenty years had
passed since the sale. The most interesting information is summarised here:

“The Koechlin family, who sold me the court train, were from
Toulouse. They were the family of the composer (the descendants, of
course). That’s all I can tell you about the origin of the piece!

As for Worth: All the dresses and other garments in that house were by
CF Worth. I presume this piece was as well. That’s my opinion, looking
at the style, the fabrics used and the embroidery - all of the highest
quality. But I can’t tell you any more about this piece, I'm sorry.”

These two sources provide invaluable information about the origin of the train.
The report tells us that the owner of the train was Hélene Koechlin, the wife of
Louis Andrieux. We also know that it belongs to the period when Andrieux was
French ambassador to Spain, in 1882. It is described as a “court train”, which
identifies its function inside its owner’s wardrobe.

Miraille tells us that he obtained it in Toulouse, in a house where there were
several other pieces made by Worth. This interesting information gives us an
important context. As Miraille states, the materials were of such high quality
that he attributed it to Worth. Obviously, his criterion as an expert was reliable;
but, as Silvia Carbonell said in the report, there was no evidence to confirm it. A

20 UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH


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

Datatextil 36

2 “SoIwasnota total
stranger to Spain when
Larrived in the first days
of April 1882” [p. 300]
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study of the Koechlin family tree revealed that the French composer mentioned
by Miraille was Charles Louis Eugéne Koechlin, Hélene Koechlin’s first cousin.

As regards the function of the train, there are many reasons for believing that
it was worn at court. Court trains were worn as symbols of status and respect
at events such as receptions, royal marriages and coronations. The train was
usually worn at the waist, always on top of the dress, which was often not made
of the same fabric. The trains were lavishly decorated and were more important
than the dresses themselves. Today, queens still wear these long trains or gowns
at coronations and official events.

It was not until the 1850s that the train began to be worn from the shoulders,
a development attributed directly to Worth [Philip Mansel, 2005]. The train was
worn in different ways in different countries. For example, in England it was
usually draped over one arm as a sign of respect while in France it was allowed
to trail along the ground, also as a sign of respect. Broadly speaking, the length
was an indicator of social status: the longer the train the higher the wearer’s
rank. At the Spanish court the length might vary depending on the marital
status of the wearer, although some of the reports are contradictory. Therefore,
in view of its characteristic form and the excellent state of preservation the idea
that it was a court train rather than the train of a more normal dress gains fresh
support.

According to Miraille, this court train was brought to Spain by Hélene
Koechlin; so let’s look at her life and the reasons why she came to Spain.

Héléne Koechlin (1851-1928) was married to Louis Andrieux (1840-1931),

her second (and rather temperamental) husband, with whom she had three
children. She always accompanied her husband, who held various positions
during his political career, including that of French ambassador to Spain, a

post he accepted due to his good relations with Spain during his time as prefect
of police in Paris. He decided to accept the honour conferred on him as a
temporary mission, for six months. “Je n’étais donc pas tout a fait étranger a
I’Espagne quand j’y arrivai dans les premiers jours d’avril 18827 he writes in his
book.

The press of the day has also provided invaluable information, because it
followed M. Andrieux’s trajectory from the moment he was appointed, his
arrival in Spain, and his short but intense stay in Madrid. Receptions and visits
occupied a large part of his time. “Be as Spanish as you can”, said his friend
Ruiz Zorrilla, and Andrieux did his best to follow this advice.

In his book Andrieux tells how impressed he was by his welcome. The Duke
of Fernan Nuifez (the Spanish ambassador to France) and his wife did him the
honour of travelling from Paris to receive him in Madrid. He was invited to a

UNRAVELLING THE THREAD: CHECKING THE ATTRIBUTION OF AVELVET TRAIN TO CHARLES FREDERICK WORTH


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

Datatextil 36

La Opinién newspaper,
on 4 April 1882.

3 “This support was most
valuable to me; the French
ambassador was examined
at court in the salons, like
a dog at the vet”. [p. 300]
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La reina de la soirée, fué sin disputa
alguna, lo que de dérecho lo es de la be-
lleza en Paris: he nombrado 4 la sefiora
de Arellano. Ataviada con exquisito guse
to, presos sus rubios cabellos en rica dia-
dema de brillantes, ostentando un vesti=
do de Worth, que parecia tomado al guar-
da-ropa de ls princesa de La. abelle, sa-
biendo llevar la lindisima toillete Watean
coal si hubiera sido dama predilecta de
'a fundadora de Trianén. La sefiora de
Arellano, por su hermosura, por sa cor-
tesia, por su distincion, por su donaire,
devolvia & Espaiia la hoora de represen-
tarla.

Paris 21 de marzo de 1882.—P. de P.

great reception, dinner and ball with the city’s elite. “Ce haut parrainage me fut
précieux car d’instinct 'ambassadeur de la République était tenu en observation
ala Cour et dans les salons, comme un chien chez le vétérinaire™. For an event
of this kind, attended by the Spanish king, certain matters of protocol had to

be followed; for example, the ladies were to wear a court train. Thus, accepting
Dominique Miraille’s premise that the train was worn at the Spanish court
between these dates, Héléne Koechlin may have worn it at this first official
reception (described with great excitement by Andrieux, at which the couple
were presented to King Alfonso XII and Queen Maria Cristina) and would have
ordered it previously from Worth.

It is difficult to find any references that link Worth directly with Héléne
Koechlin. Nevertheless, there is a fragment from an article that does seem to
suggest a connection. Worth was the first great international fashion designer
and caused a furore for more than thirty years; the ladies of high society queued
up to hire his services. Mme Andrieux fitted the social profile perfectly, and her
elegance and distinction was described in the press of the day.

The following account appears in La Carta a Paris, dated 21 March 1882
and published in La Opinién on 4 April, shortly before the Andrieux moved to
Madrid. The report says that Louis Andrieux organised a spectacular dinner
at their home in honour of Sr. Arellano, the Spanish chargé d’affaires, which
was attended by several members of parliament. At the end of the article, the
reporter refers to the “queen of the soirée”, the wife of Sr. Arellano; she was
wearing a magnificent dress made by Worth “which seemed to have been taken
from the wardrobe of the Princess of Lambelle”. This seemingly unimportant
information provides us with a link between Worth and Hélene Koechlin.

Many ladies commissioned Worth to make their dresses on the occasion
of their presentation at European courts. Some of them were Americans who
were eager to make a good impression in the old continent, and for this reason
today European haute couture is well represented in the museums of the
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Above, the dress worn by Frances
Fairchild; below, the House of
Worth label sewn into the bodice
©Wisconsin Historical Museum
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United States. Frances Fairchild (1845-1924), a contemporary and probably an
acquaintance of the Andrieux, is of particular interest to us. She was the wife of
the governor of Wisconsin, Lucius Fairchild, who was sent as American consul
to France in 1872. In 1880 the couple were living with their daughters in Paris,
and early that year they were told that they were to move to Madrid, where
Mr Fairchild had been appointed minister plenipotentiary in Spain. For her
presentation before the Spanish king and queen, Mrs Fairchild placed an order
with Worth, who designed a court dress using his favourite cloth, lilac velvet,
combined with a lavender-coloured satin. Mrs Fairchild kept the dress until the
year of her death in 1924 and both the dress and the documentation are now
housed at the Museum of Wisconsin.

Mr Fairchild gave up his post in late 1881 and the family returned to the
United States in February of the following year, just when Louis Andrieux
was appointed French ambassador to Spain. It is highly possible that the two
diplomats would have been introduced in Paris, and perhaps their families
would also have met.
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* g Image in profile, showing the white moiré skirt, train and
. ) emerald green velvet green bodice, corded at the back.
©lndianapolis Museum of Art. See more.

The resemblance between our train and Mrs Fairchild’s dress is undeniable
— especially the bodice, which is finished in lace and uses almost identical
materials. Although this dress appears longer, there is probably little difference
in the measurements. The photographs show that this dress bears the label
inside the bodice. This may explain the absence of a label in the train; the train
was considered part of an ensemble, and the label may have been attached to
one of the other pieces. This is another argument in favour of the attribution
to Worth: studies of photographs of Worth’s creations show that most of them
bore the label inside the bodice.

Worth also dressed royalty, including the Russian royal family. This
magnificent green velvet dress belonged to the Russian princess Maria
Maximilianova Romanovskya of Leuchtenberg (1841-1914) and dates
approximately from 1888. The dress comprised a white moiré skirt, a bodice
and an emerald green train measuring some 3.65 metres. It is embroidered all
around the train and in part of the bodice with transparent glass balls, sequins
and strips of silver (metal thread). Made in the traditional Russian style, this
court dress was acquired by the Indianapolis Museum of Art in 2006 in an
auction. It is a clear example of how the great designers, including Worth, had
to adapt their creativity to the official norms established at each court. Even so,
the piece bears some similarities to the dress of Frances Fairchild, such as the
pleating around the gown and the general structure in the form of a narrow
laced bodice. All the indications are that the CDMT’s train might have had a
dress of similar characteristics.

Apart from the general resemblance, the high quality of the images of the
embroidery shows that the train that Worth made for the Russian princess
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shares several elements with our train, such as the lilacs. This is a further
indication that the two garments most likely came from the same workshop.

This is the sum of the evidence that I was able to gather during my final
degree project. Of course a conclusive attribution is very difficult; in fact the
aim of the study was just to piece together all the possible indications that the
train might contain. Nonetheless the evidence found provides a sound basis for
the attribution, especially with regard to the materials, whose extremely high
quality is reflected in the final result and also in the present state of preservation
of the piece after so many years. In addition, the notable similarities with the
court gowns made by Worth provide firm support for my hypothesis that the
train was worn at a reception or at another event at court, either in Spain or
elsewhere.

Future studies of the train could compare it directly with other pieces made
by the designer and dated to the same era, in order to see the similarities
between the fabrics and the execution, and to analyse the dyes and metals used
in the embroidery. And from the historical perspective, it would be fascinating
to find a photograph of Mme Andrieux to gain an idea of her physical
appearance.

The band that covers the right arm and the bust remains something of a
mystery since I have not found any references (either visual or written) either
in court gowns or ordinary dresses. The function of this fairly unusual design
was most likely to cover part of the low neckline typical of court dresses. As
I mentioned above, designers were constricted by court etiquette and had to
adapt to the requirements of their clientele — as both these designs demonstrate
(and especially the Russian one). But if we observe the creations of Worth when
he was not under these restraints there is an element that appears repeatedly:
the presence of the label only on the bodice, where Worth would insert a ribbon
bearing his name around the waist. This may be why the train preserved at the
CDMT lacks his signature. @
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A successful formula combining
teaching and industry

by SiLvIA JAPKIN SzULC and DANIEL YACUBOVICH.
Photographs by S{Lvia JaAPKIN and DANIEL YACUBOVICH

Between 1979 and 1982 I studied Textile Design at the Shenkar College of
Engineering and Design, a period that left a profound mark on my life as both
a professional and an artist. The experience was enriching, opened my eyes

to new perspectives and conceptions of design, and allowed me to acquire a
fundamental grasp of art, technology and history that forms the basis of my
current knowledge.

Much of this personal enrichment was thanks to the international staff who
taught my classes, including Nora Frenkel, a Chinese-born plastic artist, who
had lived in New York and Tel Aviv, Tessa Smith, from Bristol in the UK, who
directed the Department of Textile Design, Hana Krakover, Tamar Eitan and
Neora Warshawsky, Israeli teachers of printing, knitting and weaving design;
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and Abraham Vailer, a staunchly Bauhaus teacher from the Netherlands who
introduced us to the theory of form and colour, and much more besides.

It was my teacher of textile printing — Abbie Rotbart, from New York — who
really opened the doors for Daniel and me. She put us in touch with other
professionals at the school so we could write this article. Once arrangements
had been made, we returned on a visit to Shenkar and reminisced about our
time there.

The knowledge I gained at Shenkar shaped the tools I used to move into
the Catalan textile industry. When Daniel and I arrived in Catalonia, in 1982,
we created the Silvia&Daniel design studio, offering designs to companies
in Sabadell, Terrassa, Matar¢, Premia de Mar and Barcelona, and to others
throughout Spain and Europe. I got in touch with the CDMT, which in 1990
hosted an exhibition of my work.

Thirty-four years after graduating, I proposed writing this article for
Datatextil, to pay tribute to the internationally renowned Shenkar College,
whose management model - based on those of similar institutions in the
English-speaking world - places great importance on sponsorship and close
collaboration with business and industry. Shenkar is a higher education
institution specialising in design, which began its journey exclusively in the field
of textiles, much like the ESDI in Sabadell. Today it offers tuition in multiple
disciplines, including interior design, industrial design, jewellery design,
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graphic design, and, of course, textile design, with specialisations in printing,
weaving, knitting, fashion and interior design. The school also runs courses in
technology and engineering.

In the summer of 2016, Daniel and I visited the graduate exhibition of work
by students from the College’s different departments. Over some four hours
we were impressed again and again by the descriptions of final projects in all
of the possible specialisations. During our visit, Abbie put us in touch with the
director of the school archive, Tal Amit, with whom we arranged an interview,
and we also met and talked with Youval Etzioni, a historian and teacher at
Shenkar.

Historical overview

On a warm morning, in a bar facing the Mediterranean, we met with the
historian and teacher Youval Etzioni. It was an enriching conversation, on the
origins and the present-day of the production, aesthetics and economics of
the local textile industry. To understand the current situation in Israel, Youval
suggested looking at three facets.

Since the beginning of the twentieth century, there have been huge waves of
immigration to Israel, and with every decade aesthetic influences have radiated
from different parts of the world to the local textile and handicrafts industries.
In establishing the Betzalel School of Fine Arts in 1909, its founder Betzalel
Shats introduced a European ideology that merged with the local mentality of
the Eastern Hebrew population, with its allusions to traditional Biblical symbols
and the landscapes of the Holy Land. Until around 1935, these influences were
mainly of Russian and Polish origin, manifested in textiles whose aesthetics
combined aspects of Art Nouveau and Art Deco with motifs from Eastern
Semitic ornamentation.
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Facet 1. It all began at the outset of the twentieth century, before the creation
of the State, with the establishment of frameworks for education and vocational
training. This brought into being, for example, women-only training workshops
for the production of handmade decorative carpets, influenced by the Arts and
Crafts movement and incorporating motifs of mythological sites, such as the
Tower of David in Jerusalem.

Facet 2. Built around industry and production methods; factories that
were established in the 1920s and 1930s, founded by Jews from the city of
16dz (Poland), such as the great company Lodzia, which was owned by the
industrialist Arieh Shenkar.

In 1934, Jews from Czechoslovakia created the most technologically
advanced factory in the Middle East, ATA. Until the late 1960s it remained a
leading company in the production of spun fabrics, as well as everyday and
quality work clothing, and a style of dress that portrayed the value of skilled
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labour, as defined within the bounds of Socialist ideology. The materials were
cottons, knits and twills, in raw, white, khaki and mechanical blue. A “revival”
outlet of this company has recently been opened in Tel Aviv, reproducing retro
designs and the corporate logo.

In the 1940s, German immigrants founded new textile companies,
predominantly in major urban centres.

The year 1954 was a turning point for textiles and fashion in Israel, which
had gone largely unremarked until that time. Key figures in the change, Ruth
Dayan and fashion designer Fini Laintersdorf, introduced a new concept of
textiles under the brand name Maskit, producing women’s fashion collections
that were available only through their exclusive outlets in major cities across
the country. New designs were modelled at fashion shows. The designers strived
to employ women, recent immigrants from Yemen and the countries of the
Maghreb, who worked as weavers to manufacture modern fashions with ethnic
influences. The designs were created by Fini Laintersdorf, Roji Ben Yosef, Ziona
Shimshi and other collaborators.

An essential aspect of the Maskit phenomenon was its target market: mostly
North Americans and other affluent consumers from the English-speaking
world, who engaged with the project and its oriental aesthetic, which played
to prevailing Western tastes. The key elements in this new production were
long cotton tunics, polychromatic oriental embroidery, large format panneaux
print designs with various ornamental motifs, accessorised with jewellery, large
pendants and brooches, in metal and stones. The public with whom the Maskit
project found favour, in the US and the UK, essentially represented the same
stratum of society occupied by the founders of Shenkar College.

Facet 3. Artistic. The international textile crisis of the 1980s and 1990s had

its effect on the scope of training options at design schools across the globe,
including Shenkar, prompting a search for new aesthetic and artistic horizons.
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Design by Ziona Shimshi.
Design by Roji Ben Yosef.
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Since the 1980s, a significant number of graduates from diverse schools have
explored creative possibilities in the fusion of art and design, following the
lead of the textile art pioneers of the 1970s, such as Jack L. Larsen and Sheila
Hicks in the US, and Magdalena Abakanowicz in Poland. The influence of the
Lausanne and later the £.6dZ Biennale also opened up new vocations among
students and creators in the textile field.

As the concept of textile art gained acceptance, the subject was gradually
incorporated into the programmes of many design schools, among them
Shenkar. Exploration of a new field brought new aesthetics, textile art,
“artwear”, and installations dominated by statements of a spatial, material
nature.

Freelance designers also created their own design lines and set up
independent sales outlets. Today, as a result of globalisation, much of the
industrial production is located in East Asia.

From its Origins to Shenkar Today

In the midst of the mass immigration of the 1950s and 1960s, the Government
of Israel appointed a commission that in 1968 proposed the creation of a higher
education institution for the training of professionals in the fields of textile
design and engineering. The Ministry of Education, Finance and Labour
became involved in the logistics of forming this new institution, setting up

a dedicated committee whose function was to find qualified teaching staff.

The search was carried out in the US and Europe through visits to specialised
institutions, where many specialists were interviewed, some of whom were
hired. Impressed by the project and excited by the prospect of employment,

a considerable number of professionals from North America and the UK
emigrated to Israel, where they took part in creating the various specialised
departments. Shenkar’s patrons included educational institutions and textile
executives, among them the directors of Marks & Spencer. The institution

was inaugurated in October 1970, with five departments: Textile Technology,
Production Management, Marketing and Business Administration, Fashion
Design and Textile Design.

The school found its home in a building that had formerly served as an ORT
technological high school under the name Shenkar, which has been maintained
to this day. Arieh Shenkar was one of the country’s first textile manufacturers.
In 1925, he was the owner of the company Lodzia (a pioneer in the formation
of the ORT school), later becoming President of the Chamber of Industry. Since
that time, the building has been extended dramatically, and various wings bear

46 YEARS OF THE SHENKAR COLLEGE OF ENGINEERING AND DESIGN


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

Designs by Shiran Nissan.

34

the names of different patrons. New buildings opened include those housing the
library and archive, while a new archive building is currently being constructed
to store the huge volume of textiles and clothing donated from around the world.

Since its beginnings, Shenkar College has always maintained strong links to
the textile industries, which have provided finance and supplied resources for
applied use in the specialised training it offers. Guided tours of manufacturing
facilities have always been a key component of Shenkar’s courses, to show how
the theory studied at the college is put into practice. Companies typically grant
summer scholarships, to enable students in diverse technological and design
areas to gain practical experience.

Admission to the school has always been extremely demanding (in my year,
18 students out of a total of 100 applicants were accepted, and just 13 of us
completed our studies). Scholarships are mainly awarded by private sponsors
(I obtained a scholarship for study materials - this was before computers, and
we used many tubes of gouache, papers and brushes). Those of us studying
textile and fashion design participated in contests and grant calls held in
partnership with industry, and in fact one of my designs was chosen to be
marketed by a local company. Some students had the opportunity to work in
design studios or textile factories in the US or UK, completing work placements
in the summer months. This intense cooperation between the textile industry
and the school is a fundamental value of the institution.

During my studies, the degree qualification (BA) was awarded by an
American university. Since 1983, Shenkar has awarded the degrees of B.Des
and B.Tech, authorised by the national commission for higher studies, which
oversees the qualifications framework adhered to by all Israeli higher education
institutions.
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After the international textile crisis in 1995, Shenkar began to build a more
multidisciplinary structure, with the creation of the Department of Plastics
Engineering, and in 1998 the Department of Jewellery Design was opened. In
2001, Production Management (Textiles) was extended to become Industrial
Engineering and Management, and the year 2003 saw Industrial Informatics
changed to Computer Engineering. In the 2002-2003 academic year, the
departments of Graphic Design, Industrial Design, Interior Design and Electronic
Engineering were integrated into the new structure of the Faculty of Design,
and all technical departments were joined under the umbrella of the Faculty of
Engineering. In 2008, the Department of Multidisciplinary Art was opened.

Today the institution is known as the Shenkar College of Engineering and
Design (see www.shenkar.ac.il/en/galleries).

The Graduate Exhibition

The annual exhibition showcasing graduates’ work serves as a “letter of
introduction” for future professionals looking to move into industry and the
commercial sphere. Their projects are presented in different spaces throughout
the College, displayed alongside their newly printed business cards. During the
exhibition period, the graduates are on hand to meet visitors, to explain their
work in greater detail. Teachers from different departments also host guided
tours for groups interested in the projects, as we ourselves experienced in the
area of industrial design. The graduate exhibition is commonly reported on in
the media, the press inevitably focusing on the more innovative and interesting
work. The final year Fashion Design exhibition is widely known, with shows
attracting sizeable audiences.
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When Daniel and I visited the exhibition, we saw works from Jewellery,
Industrial Design, Interior Design, and others, and we could clearly see the
influence of aspects of textile theory in the work produced in other disciplines,
such as in jewellery and industrial design.

The exhibition devoted to Textile Design was entitled “Material-Action-
Prototype”, the accompanying booklet explaining that it aimed to shed light on
the richness of textile design in everyday culture and as an aesthetic, material
and visual discipline. The designs on display encompassed a great variety
of formats: clothing, fabric design, materiality projects, video, experimental
processes, crafts, and “smart” objects. The materials employed ranged from
the traditional - cottons, wools, foulé, knits and printed fabrics - to the
contemporary — plastics and fused materials, 3D printed and “smart” materials,
conductive fibres, and so on. The work addresses themes such as the body; its
functions, wrappings and textures; a blending of ritual ceremonial elements and
their modification and transformation for contemporary life. The exhibition
presented a rich synthesis of fusions and the functions of fabric as a cultural
material that is both everyday and festive, unworked and elaborate, spiritual
and physical, local and global. The main conceptual undercurrents were
manifested in the form of alternative skins, anthropometric wrappings that
explore aspects of local cultures and their borders, addressing questions such
as the route to the object, meditation, the soft monument, deep surface, fusion,
morphogenesis and ceremony.
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Visit to the Rose Fashion and Textile Archive

The director of the archive, Tal Amit, greeted us with a smile in the lobby of
Shenkar College and accompanied us to the building where the archive is
currently located. In a space crowded with textiles and clothing, stored in boxes
or under white sheets, Tal introduced us to Paulina Jevlevsky, curator and
restorer at the archive, which was inaugurated in 1986 by Aliza Baguinsky and
Ira Lev. The first major donation the archive received was a collection of textiles
and clothing from the Fashion Institute of Technology (FIT) in New York. It
currently holds collections from all over the world, including Chimu textiles
from Peru, and pieces from Japan, Russia, Hungary, Romania and many other
countries. According to Tal Amit, one of the outstanding features of the archive
is that, true to its home in a leading design school, it contains a world-class
collection of Israeli textiles, acquired through active searching and generous
donations.

The textiles in the archive date back to the early twentieth century, including
samples from each decade up to the present day. All of the fabrics and clothing,
which include accessories such as hats, gloves, buttons and spectacles, have
been donated from different parts of the world. According to Tal, one of the
core objectives of the archive is to preserve memory and to safeguard historical,
anthropological and social values through local and international fabrics and
fashion. One feature unique to Israeli textiles lies in the fact that until the
1950s, due to the State’s arduous struggle for survival, fashion was absent from
everyday manufacturing and aesthetic production. Even so, today the archive
seeks to recover artefacts of this industrial and aesthetic practice, which have
until recently remained largely unseen by the public.

Recalling his days as a student, Tal explains that it was impossible to gain
access to the whole archive. As a fashion student, for example, looking at
designs of evening gowns, he might be shown just 30 or 40 examples from
which to learn and draw inspiration, along with bags and other accessories.
One of the new objectives is therefore to create a digital documentation centre,
accessible to students and teachers alike.

In the archive hall, we are shown a large panneaux by the artist Bernard Rice.
The material is a raw cotton fabric printed in black ink, where the artist displays
an expert handling of tonal gradients. For this piece, the landscape is styled
after initial woodcut designs (engravings in wood), giving it an expressionistic
feel.

Following this, our hosts spread out some woven fabrics by the German artist
Leo Khan, who, while living in Germany in 1936, decorated the synagogue of
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Bruchsal, which was destroyed by the Nazis on the Night of Broken Glass. Khan
emigrated that same year and launched the first Israeli textile printing company
in 1937, in the city of Ramat Gan. These fabrics were designed in the years
1936-38.

The first piece shown to us is characteristic as a piece of memory, stamped with
woodblocks in monochrome ink. The design shows representations of elements
of the national landscape, such as the Tower of David, Haifa Bay and Jaffa Port,
among others. The scenes sit adjacent to one another, and looking at the block
size used, border composition and the inclusion of some botanical details, we can
see that the artist was familiar with and influenced by toile de jouy.

We were also shown a linen fabric, decorated with three-color linoleum
prints in red, blue and brown. The designs here are landscapes decorated with
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vegetal borders and including representations of traditional labour, such as
working the fields and fishing.

One of the interesting aspects of archival work, says Tal, is its occasional
detective nature, discovering the history behind the textiles, and how they made
the journey from the artist into the hands of the owner who donated them.

In the 1940s-50s, the active painter and illustrator Yohanan Simon began to
work in textile creation, along with his wife Fini Laintersdorf; the artist also
wrote and illustrated children’s stories. Possibly this latter activity influenced a
fabric displaying two-colour silkscreen prints, with the design featuring figures of
a primitive ethnic character. This textile is reminiscent of the time when the artist
lived and worked in a kibbutz, an Israeli collective agricultural community.

Fashion

Roji Ben Yosef emigrated from Bulgaria to Israel in 1948, and two years later
her family opened a workshop with two embroidery machines, which later
became the company Rikma. Their work was applied to women’s clothing,
paving the way for a more modern style of decorative and colourful designs.
In the 1960s, Ben Yosef made contact with the textile company ATA, which
was in a production crisis brought by the government’s policy to promote
the manufacture of household fabrics and fashion, while ATA was largely a
producer of spun fabrics. Roji proposed that ATA make a collection of highly
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coloured embroidered fabrics, which her company Rikma would then use for
fashionable garments. Roji’s vision was pioneering in the emergence of a new
aesthetic firmly rooted in the culture of her adoptive country: light, materiality,
the influence of the clothing of the nomadic Bedouin and Arabs, and of the
Jewish immigrants of Yemen, Morocco, Libya and Afghanistan.

In the 1970s, she began a search to find and employ artisans in Arab towns
(Hebron, Ramalla) to produce embroidered fabric featuring local folk art, like
Hamsa and Kafia motifs and the Bethlehem stars she introduced, with which
she styled new fashion lines. In ideological terms, Ben Yosef was a designer who
not only sought aesthetic integration with the cultural milieu to which she had
emigrated, but also held on to the hope of reconciling cultures through artistic
creation.

The new textiles that Roji Ben Yosef developed were highly successful and
firmly established her reputation as a leading designer in Israel and on the
international stage.
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Ziona Shimshi, an Israeli ceramist and artist, made fabrics for Roji Ben Yosef
and for the Maskit company. Today she continues to develop her artistic work
and is an active campaigner for human rights.

Julia Keiner, a German artist and designer, founded the Department of
Weaving at the Bezalel Art Academy in Jerusalem in 1941, bringing Bauhaus
concepts to the teaching and production of woven fabrics, which were used in
fashion and interior design.

Fini Laintersdorf, Roji Ben Yosef, Ziona Shimshi and Julia Keiner, whose
textile and clothing designs we saw in the archive at Shenkar, are the founding
designers of the Israeli textile industry. They embody the longing to reconcile a
natural vision of the Middle East with the legacies that each of them, together
with other designers in the country’s history, brought with them from their
native European cultures. ®

Dedicated to the memory
of my teachers Nora Frenkel and Tessa Smith Agassi
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The pursuit of the new

by AssUMPTA DANGLA.
Photographs by ESTHER DE PRADES MARIA

The success of printed garments hinges on the designs. In choosing these
designs, the pursuit of the new has always been the crucial factor, a fact that
was clear to the first European manufacturers of printed calicos. With a keen
eye on the changing tastes of their customers they aimed to create an attractive
product, making choices upon which the future of their production would
depend:

Les dessins sont I’ame de I'impression; leur choix est essentiel et leur
variété fait le début du fabricant — rien n'est plus difficile que le choix
du dessin, parce que on doit réunir dans un dessin deux qualités fort
différentes: il doit charmer l'acheteur par son élégance et plaire a
Uimprimeur par la facilité de son exécution.!

The new production systems of the nineteenth century brought a series of
changes that strengthened the foundations upon which printed cloth could

be marketed and distributed. The original calico manufacturers, who had
worked with engraved wooden blocks, were supplanted by large steam-powered
factories, in which printing machines with copper-plated cylinders were
capable of increasing the production rate by a factor of forty. This, among other
developments, caused stock to accumulate in shops and prompted a search for
new outlets. The emergence of new trends became more noticeable through the
course of the nineteenth century; printed fabric designs began to cross borders,
and Catalan manufacturers began to look abroad for new ideas.

One particular case that we have studied is that of the factory La Esparia
Industrial in Barcelona, the leading cotton-producing public limited company
in the Iberian Peninsula in the second half of the nineteenth century and a
renowned manufacturer of novel printed textiles.> We have examined how
the latest trends reached the factory as they emerged from the leading design
centres, through a complex system of circulation and reception of innovations
that involved close collaboration between different employees, in particular
agents, designers, engravers and management. Further inspiration was gained
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3 The archive of the factory
La Espafia Industrial has
been conserved almost

in its entirety and can be
consulted at the Premia de
Mar Textile Printing Museum
and the National Archive of
Catalonia.

4 The collections from

La Esparfia Industrial are
conserved at the Premia
de Mar Textile Printing
Museum, in the private
collection of Manterol SA
in Ontinyent (Valencia), at
the CDMT and the Design
Museum of Barcelona.

through the company’s participation in industry events across Europe. The
correspondence that the company maintained with its agents is living testimony
to this rich and complex exchange,? as is the work still conserved in public
and private collections, which includes fabric samples, swatches, and original
patterns and designs.*

La Espafia Industrial developed an aesthetic language that was very close to
that of the other leading European design centres. This ensured the success of
a company that was noted particularly for textiles initially considered a “happy
imitation of French fabrics from Rouen and Mulhouse”. During the second
half of the nineteenth century, the company worked with some of the foremost
French designers and its own team of specialists. The sources of inspiration
varied widely. Some designers drew ideas from illustrated notebooks; kinds of
dictionaries of ornamentation containing a wide range of themes and motifs
that could be incorporated into textile design. The Musée de I'Impression sur
Etoffes in Mulhouse contains a set of books with ornamental repertoires from
the Societé Industrielle de Mulhouse, which were used in textile design and other
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Printed scarf, from a design by
Oscar Schmidt (c. 1890), MEPM.
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applied arts. Some of the designers who worked for La Espafia Industrial, such
as Oscar Schmidt, are known to have consulted these notebooks. Specialised
in the drawing of original designs for scarves, Schmidt often borrowed
collections of iconographic motifs from Pillement and of designs for scarves
and furnishings from the Societé Industrielle de Mulhouse. Other sources of
inspiration were the trend books sent by design houses to their subscribers.

In 1865, La Espaiia Industrial received a copy of a trend book with samples of
French and English prints, and for decades the company subscribed to regular
bulletins from the Camille Claude design house, and subsequently that of
Claude Freres. In addition, directors and agents bought fabrics abroad, whose
novel designs provided further inspiration. For example, one collection of
scarves came from the city of Cosmanos, which was particularly renowned for
the manufacturing of this item. The surviving examples are now housed in the
Premia de Mar Textile Printing Museum.

Much of the success of La Esparfia Industrial was achieved thanks to forays
into markets outside Spain. From the very beginning of the company’s activity
its designs were entered in major national and international competitions,
for which it won numerous honours, including a gold medal at the Paris
Universal Exhibition of 1878 and the highest award at the Barcelona Universal
Exhibition of 1888. The many events in which the company took part were a
great showcase for its products and provided a network of invaluable contacts,
through which it gained direct knowledge of the latest fashions around Europe.

The company’s agents played a key role as product advisors. They determined
current needs, provided information on the latest innovations abroad, and
identified the designs that were selling well, the most popular colours, and the
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furnishings and clothing (c. 1880),
MEPM. See more.

products that were having most success on the market and could be found in
the shop windows of Paris. One of these agents was Charles Ventrillon; a multi-
faceted professional who worked for La Espafia Industrial for several decades.
He started out as a designer, interpreting designs that were sent from abroad,
and later settled in France. His mission varied widely: he worked as a designer,
copyist, imitator, and correspondent about the political situation in Paris (in
times of conflict, he sent correspondence and original designs via air balloon),
and was also involved in industrial espionage.

Agents in Spain established direct relationships with customers, becoming
uniquely familiar with their changing tastes. Every province had specific needs
that reflected the climate in the region, its social classes and the prevailing
trends. In 1888, the travelling salesman José Vidal i Calsina sent a wealth
of information from Igualada, El Vendrell, Tortosa, Reus, Valls, Tarrega,
Manresa, Lleida, Montblanc and other locations in Catalonia, illustrating the
degree of effort put into beating the competition. The correspondence shows
that he analysed local businesses and sent samples from other manufacturers
and wholesale fabric prices to the company. He tried to find out which design
houses supplied the shops; they included Ricart y Cia., Serra y Bertrand,
Achon, Carroggio, Juan Batlld, José Ferrer y Vidal, Manuel Bertrand, Antonio
Tort, Hijos de P. Marti Palmerola and Pedro Paloma. Agents also monitored
the wider market. For example, Pascual Sanchez, who lived in Valencia, had
a close relationship with the company’s management, and provided valuable
information on customers tastes. On one occasion, he recommended that the
Maties Muntadas that he should visit Valencia to discover the preferences of
buyers first-hand.
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Detail of a roller-printing
machine, MEPM.

Other professionals who introduced innovations were the engravers of
copper-plated cylinders for the printing machines. They often sent fragments
of original designs and textiles by post, with detailed indications about
colours and printing systems. The company managers personally supervised
the integration of new models, requested any necessary amendments and
finally sent the designs to be engraved. The Nathan & Stington workshop in
Manchester had a long relationship with La Espafia Industrial, and for decades
sent cards with printed samples and technical notes regarding the colour pastes
and the type of engraving that best suited each drawing. The managers’ training
and judgement was crucial in the selection of designs. They knew that they
needed to compete with other Spanish manufacturers, and that it was essential
to make continuous progress. They monitored the competition, altering their
own designs when this was deemed necessary, and strived to launch their
collections before the other manufacturers. Strict conditions were imposed
on the engravers who, for example, had to agree to send their cylinders to La
Espaifia Industrial before they were distributed anywhere else in the Peninsula,
so that the company would maintain an advantage over its competitors. In
addition, the company insisted on attending all printing tests, to ensure that
samples could not be sent to competitors without their knowledge.

The incorporation of new models and the monitoring of customer tastes were
strategically important, and production rate was also a key factor in driving
sales. La Esparia Industrial was so concerned with the rapid changes in trends
that, if a design no longer coincided with the latest fashion, it would cancel the
order and print only a small selection of the various drawings received. The
management was insistent on this point, no doubt out of a concern to increase
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Original design for textile printing (c. 1860), MEPM.
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Original design for clothing,
attributed to Benofit Picard
(c. 1860), MEPM.

5 Record of correspondence,
20 May 1868, addressed to
the designers Petitdemagne ¢
Doriot in Mulhouse, National
Archive of Catalonia.

6 La Espafia Industrial.
Contratos de servicios (1847-
1853), 14 January 1954,
MEPM.
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sales. Customers requested “dibujos modernos” (modern designs) or designs
“de la mds alta novedad” (of the greatest novelty). These terms were made
abundantly clear to designers, most of them based in Mulhouse and Paris,
and detailed instructions were regularly sent by the company’s management.
This characterised production in the second half of the nineteenth century,
as revealed by correspondence from the period: “nous ne manquerez pas de
chercher la nouveauté & la beauté des formes dans cettes collections™.

Benoit Picard, from Rouen, was one of the first designers whose creations
were regularly purchased. The contract that he signed with La Espafia Industrial
contained several strict conditions. He could not create designs for any other
manufacturer in Spain, he had to be present when the rollers were engraved

with the final design, and he had to produce his work with great speed:

“Sr. Picard is obliged and committed to sending exclusively to the Srs.
Muntadas an exact copy of the drawings that the aforementioned Picard
creates for manufacturers in Rouen and other places in France, and he
cannot create designs for any other manufacturer in Spain even through
any French commissions he may receive.”®
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Original design for textile printing,
by Joan Rabada Vallbé (c. 1900),
MEPM.

7 Record of correspondence,  The company also asked Eugeéne Bretegnier from Alsace to send new ideas from
25 August 1860, ANC. Mulhouse and, above all, to maintain the utmost confidentiality:

“Notre ami Mr. Ventrillon nous a appris que vous avez assez de
confiance en nous pour venir en Espagne sans vous avoir singé un
engagement, dans lequel les principales conditions du contrat furent
établies. [...] vous resterez obligé a travailler les heures acontumées, a
garder le secret de toutes les operations de la fabrique, a dedier tout
votre talent et votre assiduité au meilleur accomplissement des devoirs
de votre place.””

Bretegnier was paid for the designs that he had created. However, designers
could be either creators or “arrangers”. During the cotton famine at the start
of the 1860s, the drop in sales meant that much of the output came from

the specialised department of La Espafia Industrial. In the design workshop
were the Catalans Evaristo Clotas and Joan Rabada Vallbé, as well as the
Frenchman Charles Ventrillon. They created their own designs or “arranged”
those of others. This was a time of discreet modernity and little variability,
though exceptions did exist, such as a series of fabrics for interiors printed with
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figurative, romantic compositions attributed to Joan Rabada, which are notable
for the quality of the artwork. During the 1870s, Charles Ventrillon played a key
role, along with Joan Rabada, as a creator and an arranger. Both tasks required
intuition and a certain vision of the future to produce designs that would be in
line with emerging tastes and to anticipate changes in the market.

Designers who were based abroad proposed ideas and received minutely
detailed instructions from the management on the kinds of motifs, the
measurements, the colours and the layout that were required. Communication
with the company was fluid and continual, through written correspondence,
foreign trips by the managers, or visits to Barcelona by the designers. Purchases
in France were made for “muebles” in particular: fabrics for interior decoration.
For example, in 1870 the designers E. Heussler and Jules Bildlingmeyer, from
Alsace, were asked to follow the style of fabrics created by Koechlin Fréres, one
of the most famous manufacturers of printed textiles in Mulhouse, and five
years later the same was asked of the designers Jacques Ammann and Henry
Ast. These were well-known designers who maintained close contact with the
company. In the 1870s, some designers from Alsace set up in Paris, and at the
end of the decade the French capital had become the leading centre of original
designs for printed textiles.

In 1886 La Espafia Industrial began to establish contacts with a network of
foreign designers. Two years later, the company’s chief in-house designer, Joan
Rabada, travelled to Buenos Aires. Both 1886 and 1888 saw the incorporation of
designs from some of the most prestigious design houses in Paris. The Edouard
Sins studio, located on the Boulevard Montmartre, supplied to several Catalan
manufacturers and was a regular collaborator of La Esparia Industrial: Maties
Muntadas Rovira, then the factory’s director, gave Sins carte blanche to provide
“noveaux dessins a votre goiit en y apportant toute la varieté possible”. In this
period, then, just as indispensable as the pursuit of the new was the search for
variety.

The last years of the nineteenth century saw an increase in the use of designs
in the Art Nouveau style as a strategy to boost sales. In 1887, Maties Muntadas
sent a telegram informing the company that he had come across a new designer
in Paris, Petitdemagne, who he would later commission to create “vraies
nouveautés”. A series of textiles with quintessentially Art Nouveau floral motifs
and a collection drawing on printed velvets by Alphonse Mucha are attributed
to this French designer. This new style was presented to the company’s
shareholders as a winning strategy and successfully generated considerable

dividends.
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Sample of printed fabric based on a design by E. Sins (1884), MEPM.

THE PURSUIT OF THE NEW



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

55

To sum up, with the help of a wide range of agents and designers,
and a markedly international outlook, La Esparia Industrial attained a
privileged position in the industry, precisely because its managers knew
how to assimilate the latest trends in textile printing and adapt them to
their customers’ tastes, using a complex system of creating and selecting
new designs founded in the interplay between invention and reproduction,
between creation and imitation. ©
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The unsustainability
of fast fashion

by Susana ToBoso CHAVERO ,
environmental scientist and fashion designer.
Photographs by Pixabay under Creative Commons CC0 License

The fashion sector

Europe has hundreds of companies and brands that employ thousands of
designers, numerous prestigious design schools, new emerging designers,

a thriving research sector, famous museums and renowned professionals.
However, textile production itself continues to be Asia’s domain. Textile
imports to Europe grow year on year, and countries like China, Bangladesh and
India make the clothes we buy from multinational corporations. Fashion is one
of the most globalised industries in terms of design, chain of production and
sales. A pair of trousers, for example, might have been designed in Barcelona
but manufactured in Bangladesh from fabric produced in China; it might take a
month for them to be shipped back to Barcelona, only to be sent to New York to
be sold. It is hardly surprising, then, that the fashion industry is second only to
the petroleum industry in the volume of pollution it generates.

More than 80,000 million garments are sold globally every year, and over
75% of clothes that are thrown away end up in landfills. A fifth of the toxins
discharged into the world’s waters are from the textile industry, which uses
billions of litres of water to make all kinds of garments. Oceans are crowded
with vessels that leave the ports of Shanghai and Hong Kong overflowing with
containers of clothes made by the multinationals that dominate the market and
the high streets of large European cities.

The structure of multinationals

The fashion industry is a long, tangled chain of production that involves
extracting the raw materials, manufacturing the fabric, making the garment,
transporting it, advertising and selling it, using it and finally recycling or
disposing of it. The vast majority of multinationals and - since they mimic their
larger counterparts — many small and medium-sized businesses work in the
same way.

Fast fashion is generally accepted to have originated in the Inditex group,
which revolutionised how clothes are distributed, manufactured and sold.
The classic spring-summer and autumn-winter collections have given way to
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a continuous production of new garments and new collections, which arrive
in stores every week. This has had a direct impact on consumption, design,
manufacturing and on all the agents involved in the various areas of the sector.
At the consumer level, the perception of buying clothes has changed: where
once it might have been normal to buy sweater, a jacket or any other garment
for the coming season, for some it is increasingly common to buy clothes on
a weekly basis. Fashion is seen as a disposable commodity that is less durable
and more affordable and has less added value than it once had. Clothes have
become cheaper and companies need to produce them more cheaply, so they
relocate production to countries like China, India or Bangladesh, where labour
is cheaper and there is little or no environmental legislation or protection of
workers’ rights. Garments are more affordable so we buy more of them, and the
revenue for businesses increases; at the same time, there is less social justice and
more pollution in the countries where these garments are manufactured. Itis a
wheel that keeps spinning, growing more unwieldy over time.
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At the company level, a similar operating cycle is used, as summarised in the
figure below:

Worldwide

Asia

Production
of samples

Initial
samples
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T

Distribution
of
merchandise

DISTRIBUTION

PRODUCTION

centre

samples
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All collections begin with designers travelling to international fashion and
textile fairs and to the world’s major capital cities, where they buy hundreds

of garments and attempt to reproduce the trends being set by the main

fashion houses. The information they gather is used to design the collections,
and prospective suppliers send their proposals as samples to the design
headquarters, which are usually located in Europe. Pieces are chosen for
manufacture and entire teams of buyers and designers travel to the country of
origin, which might be China or Bangladesh, to negotiate prices. These trips are
usually physically and mentally exhausting for the buyers and designers and for
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the suppliers who will later make the garments. Negotiations are arduous, the
parties meeting in small hotel rooms for some 14-16 hours a day to determine
how the supplier can deliver perfect production at the lowest possible cost.

Once the prices are settled, the supplier sends more samples to be approved
for production. Consignments are shipped, as this is the cheaper option; they
are only sent by air when they are particularly urgent, and often at the cost of
suppliers if the delay is their responsibility. Once the garments arrive at the
distribution centre, they are delivered to stores all over the world.

This cycle is not just repeated twice a year but occurs every time a new
collection is conceived, which usually means every month, or even sometimes
every two or three weeks.

The role of women in the fashion sector

Women are the backbone of the textile sector, except in the case of senior
posts, which are still generally held by men. The vast majority of European
multinationals and Asian companies are managed by men, while most of their
workers are women. Demands are particularly high, especially for women,
who are the lowest paid fashion workers but have the longest hours and are
expected to be constantly available to prioritise work over family life. Between
75% and 80% of multinationals’ employees are women, and their situations are
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often difficult. By law, women are entitled to maternity leave and, optionally,
to a reduction in working hours for a number of years after childbirth. The
reality can be quite different, however, as some workers do not take up the
maternity leave they are entitled to for fear of losing their jobs. Others reduce
their working hours but find that, in time, the company suggests they return
to a full working day and, in some cases, even tries to reach an agreement with
the worker so that she leaves the company. These are not isolated incidents,
they reflect common practices that are considered entirely normal by the
multinationals in question. Many women do not dare to exercise their legal
rights because they are worried about losing their jobs or being moved to
another department.

Pollution and large amounts of waste

Fashion’s environmental impact is considerable, given that consumption

has increased by 400% in recent years and manufacturing has changed
dramatically, leaving a huge carbon footprint. The cycle shown in Figure 1
gives an idea of the amount of resources used and the emissions, pollutants and
waste generated. If we focus on the production chain, we find different types of
pollution and/or waste in the stages of a collection’s production:

Waste. There are two main types of waste, namely, the wastewater that pollutes
river systems, land, etc., and solid waste, such as industrial waste, samples,
garments that are rejected and clothes that end up in landfills after being used.

Pollutants. Dyeing and weaving processes produce large amounts of
pollutants, many of them highly toxic, such as nonylphenol ethoxylates (NPEs),
amines and phthalates. Pesticides and fertilisers are used in the production of
cotton, which is the most widely used fibre in fashion.
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GHG emissions. Most stages emit greenhouse gases, including shopping
trips and acquisition trips to Asia, the sending of samples and manufacturing
itself. Emissions are also produced at the design and distribution facilities and
factories.

Exploitation of natural resources. A great quantity of resources, especially
water, is used, as large amounts of water are needed to manufacture fabrics;
land is also needed to produce cotton, linen, etc.; petroleum to produce
polyester, nylon, etc.; and fuel for ships, aircraft, goods vehicles, etc.

The fast fashion industry is one of the most polluting industries. It would

be impossible to list all the pollutants and waste it generates, because the
industry comprises a variety of agents and because making just one garment
involves dozens of stages. One of the most polluting stages is the cultivation

of cotton, which is the most widely used fibre in the sector. Intensive cotton
cultivation accounts for 2.6% of global water use and requires large amounts of
pesticides and fertilisers, which pollute groundwater, air and soil. Nylon and
polyester, which are also widely used, are made from petrochemicals. Therefore,
they are not biodegradable and accumulate in rivers and oceans, leading to
bioaccumulation in different species. During production, a great deal of energy
is used and nitrogen oxides are emitted.

Then there is the transport sector: according to a study published in the
journal Environmental Science and Technology, between 18% and 30% of
global emissions of nitrogen oxides and 9% of sulphur oxides are produced by
commercial ships. It also warns that just 15 cargo ships emit the same amount
of pollutants as 760 million cars.
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New initiatives and the future of fast fashion

Not only does fast fashion cause significant waste, pollution and emissions,

it is also associated with gender discrimination, violation of workers’ rights

and inhumane working conditions in many countries. A devastating example
was the collapse of the Rana Plaza building in Bangladesh, which killed over a
thousand people and exposed appalling working conditions and social injustice:
whilst in the West we buy T-shirts for three euros, on the other side of the world
people work endless hours to make our clothes for a monthly salary of about

50 euros.

Some multinationals have taken the initiative and are beginning to make
garments with organic cotton and producing so-called “conscious collections”,
others collect garments that are being thrown away and donate them to NGOs,
and corporate social responsibility departments are starting to proliferate.
These would be interesting developments if they represented more than just a
tiny part of the sweeping changes that are really needed, starting with design
and distribution centres in Europe and their role in improving conditions in
Asian factories.

Fast fashion is the quintessence of consumer capitalism, and the change to
another model of production in the sector should involve both companies and
institutions and consumers. The latter as a group must seek to align their way of
thinking with their buying habits, and demand that companies produce local,
sustainable and socially just products.
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Almagro Lace
A centuries-old handcraft

by MARIA GREIL

Almagro has historical links to the Order of Cataltrava — first in the thirteenth
century and later through the Fugger family of German bankers - that have
been fundamental to the history of the city. The grandson of the Catholic
Monarchs, Charles V, took on enormous debts with the Fugger bank in order
to buy the electoral votes to become Emperor of Germany. Some of these

debts were repaid with the income of the Order of Calatrava, which controlled
properties including the mercury mines of Almadén, which were key to
extracting silver and gold from the ores shipped to Spain from the New World.
The Fiicares - the Spanish adaptation of the surname Fugger - set up their
offices in Almagro and administered the Order’s revenue for over a century.

It was precisely during this period, spanning the sixteenth and seventeenth
centuries, that Almagro began to prosper as an economic and cultural force and
the city took on more attractive appearance.
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1 PartII, published 1615,
chapter LIT, letter from
Sancha to her husband
Sancho in which she writes:
“Sanchica makes bone-lace,
and gets eight maravedis a
day, which she drops into a
till-box, to help her toward
household stuff; but now that
she is a governor’s daughter,
she has no need to work, for
thou wilt give her a portion
without it”.

2 “...said don Quixote ...
How can it be that a girl who
can hardly manage twelve lace
bobbins can open her mouth
to disapprove of the histories
of knights-errant?...”. Part I
of The Ingenious Gentleman
Don Quixote of La Mancha,
chapter VI.

3 This can be concluded
from the texts of Hermann
Kellenbenz on Fugger Bank
in Spain and Portugal. He
writes that the industrialists
Johann von Schiiren and
Johann Schedler married
women from Almagro, which
would indicate that they
arrived in Spain unmarried.
See Los Fugger en Espafia y
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The years that followed saw the city fall into a slow decline, but Almagro
has remained famous for its bobbin lace, and there is evidence to suggest that
the craft can be dated back some distance in history. As we learn from Miguel
de Cervantes in The Ingenious Gentleman Don Quixote de La Mancha, lace
was already being made for sale in the early part of the seventeenth century’,
so an industry already existed in La Mancha. We do not know what type or
what quality of lace was produced, although the number of bobbins that were
used? and the relatively plain appearance suggest that it cannot have been of
particular complexity. Perhaps local linen was used in its creation, since the fine
threads must have been imported from abroad.

How did bobbin lace find its way to Almagro? There are a number of theories,
but none that are fully supported by historical record. According to one, it may
have arrived at the turn of the sixteenth century when Juana la Loca passed
through Almagro from Flanders; another suggests that the Fugger family may
have brought knowledge of it with them some years later. The latter theory is
highly questionable, since the company is thought to have sent its delegates
abroad without their wives and families®, and it is the women who would have
demonstrated this handcraft to the local population.

Portugal hasta 1560, Junta de
Castilla y Leon. Consejeria
de Educacién y Cultura.
Salamanca, 2000, p. 653.
There are also references to
affairs between the family’s
representatives and Spanish
women, as well as illegitimate

children. See the news story
dated 23 November 2013

on a talk by Arcadio Calvo,
the official chronicler of
Almagro, about Isabel Fugger,
the illegitimate daughter of
Jorge Fucar Ilsung with Isabel
Pinedo http:/goo.gl/6zPe2B.
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4 Coleccién Alcabala del
Viento, no. 61, Almagro 1751,
Centro de Gestion Catastral
y Cooperacion Tributaria,
Ediciones Tabapress (Grupo
Tabacalera), Madrid, 1994,
pp- 89-93.

5 Presumably a reference to
linen.

6 GRUPO AL-BALATITHA:

Los pueblos de la Provincia
de Ciudad Real a través de las
descripciones del Cardenal
Lorenzana. Caja de Ahorro
de Toledo. Obra Cultural.
Toledo, 1985, p. 59.

We can infer that lace was present in the city, but documentary sources that
might confirm this disappear from the history of Almagro until the time of
Charles III of Spain, under whose reign the Ensenada census of 1751 recorded
20 lace dealers and sellers of lace*. Several years later, in 1782, Cardinal
Lorenzana gathered new information on Almagro, in which it was recorded
that: la fabrica y manofacturas estavlecidas en esta villa es la de encaje de ilo®
fino y basto, blondas y rehedezillas, que por los mismos vecinos de esta villa
se ban a vender a todas las partes del reino [the factory and manufacturing
established in this town are of fine and course thread, blonde lace and nets,
which by the people of this town are sold to all parts of the kingdom]®. This
again provides evidence of a large number of people involved in the production
of bobbin lace. Nothing is said about who these people were or what conditions
they worked in, but we can infer that lace was made by women working in
homes across Almagro and neighbouring towns, whose knowledge was passed
directly from mother to daughter without the need for formal learning. What is
clear is that these women created a sizeable artisan industry from which a great
many male intermediaries grew wealthy.
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7 Doctoral thesis of Victoria
Lépez Barahona: Las
trabajadoras madrilefias del
siglo xviir. Familias, talleres
y mercados. Departamento
de Historia Moderna. UAM,
Madrid, 2015, p. 276 et. seq.
For more information on

the subject, see also José A.
Nieto Sanchez: Las artesanas
madrilefias en el Antiguo
Régimen, Taller de Historia
Social, http:/goo.gl/of LIpf
and Victoria Lopez Barahona:
Las trabajadoras madrilefias
en la Edad Moderna, Taller de
Historia Social,
http:/goo.gl/6HTEJ6.

8 GARCIA RUIPEREZ,
Mariano: La industria textil
en Castilla-La Mancha
durante el siglo xvir. At the
ler Congreso de Historia de
Castilla-La Mancha, Vol. 8,
1988, p. 374.

9 AHN. Consejos. Legajo
1525. Expediente 4. We draw
on the fascinating study

by Carmen Sarasta, which
contains an image of the piece
referred to here, La industria
del encaje en el Campo de
Calatrava. Siglo XvVIII-XIX
(1995). The study can be read
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In the eighteenth century, during the Enlightenment, the court of Madrid
saw the creation of several bobbin lace school-workshops’ for impoverished
women, supported by state funds. As in the rest of Europe, lace did not fall
within the framework of a particular guild, belonging perhaps to the sector of
passementerie. Laws excluded women from the guild structure, such that their
work was not considered a qualified occupation and was poorly remunerated.
Women who sold their produce did so for a pittance and with no official
recognition, obliged by the necessities of the period®. Indeed, the work was in
some cases more than a means of supplementing the household income, often
constituting the family’s only salary. Speed was vital to these lace-makers, who
needed to produce as much as possible in the time available to them, yet quality
was also important as competition was fierce. In Almagro, the situation was
much the same.

The story of Maria Correas, then, should come as no surprise. Almagro-
born, unmarried and resident in Madrid, in 1793 she sought permission to
open a “school of lace and blonde lace”. To demonstrate her skills and acquire
the teaching accreditation needed to open the school, she took an examination
that required her to design and produce a sample of blonde lace. Her exquisite
work won the approval of the examiners, and on 29 January 1794 she was
officially awarded the title of maestra®. The work produced by Maria Correas
is surprising for the fine thread used in the ground and the solid part of the
motifs, presumably silk’®. However, in the present we would not class this

online at the author’s website:
http:/goo.gl/AUBKM9.

10 On the subject of silk in
the Iberian Peninsula, see:

Comision Espaiiola de la

Ruta de la Seda: Esparia y
Portugal en las rutas de la
seda. Diez siglos de produccién

y comercio entre Oriente y
Occidente, Universitat de
Barcelona, Barcelona, 1996.
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11 LARRUGA, Emilio:
Memorias Econdmicas y
Politicas, Vol. XVII, Madrid
1787.

12 MADQZ, Pascual:
Diccionario Geogrdfico,
Estadistico, Historico de
Esparia y sus Posesiones de
Ultramar, Vol. I1,, p. 65, voz
“Almagro”, Madrid, 1847.

13 Doctoral thesis of

Victoria Lopez Barahona:

Las trabajadoras..., p. 344.
Although the author gives

a different name for Maria
Correas (Maria Carreras), on
the strength of the details she
provides I believe them to be
the same person.

14 BARBA, Candido: El encaje
de bolillos. Estudio etnogrdfico.
Diputacion de Ciudad Real-
Area de Cultura. Biblioteca de
Autores y Temas Manchegos.
Ciudad Real, 1986, p. 23.

15 Letter dated 1 May 1896

in Buenos Aires. The trading
company La Portuguesa, which
specialised in importing lace,
is contacting Manuel Mifiones,
of Ponte do Porto, a seller of
Galician lace. The text can be
read in the Resefias Historicas
section of the website
http://goo.gl/zSaZ77.
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Lace-makers in the 1950s.

examination piece as “blonde lace”, describing it rather as a “plain lace of
continuous threads with a tulle ground and vein, without additional pairs”,
since neither the design nor the technical characteristics coincide with current
notions of this style, accented by the contrast between an extremely light tulle
ground made with fine twisted silk thread and solid patterning in thicker silk,
with pairs of bobbins added or removed at the maker’s discretion. Once again,
we return to the uncertainty of exactly how to define the lace produced in
Almagro.

The reformist airs of the Enlightenment and its school-workshops did not
find their way to Almagro, but progress came through other means. According
to Larruga" and Madoz'?, Manuel Martinez and his wife Rita Lambert arrived
from Madrid in 1776 to open in Almagro “a factory to make plain and silk
lace, teaching the technique to women and children from the surrounding
towns”. Perhaps Maria Correas" was among these local employees and acquired
from Rita Lambert the knowledge of fine lace that she demonstrated in her
examination.

In 1796, the brothers Juan Bautista and Félix Torres, from Mataro, opened
“blonde lace factories in Almagro and the neighbouring towns”. This answers
the question as to the origins of Almagro’s blonde lace (Fig. A), which would
presumably have been a modification of the Catalan technique. The quality of
workmanship must have been excellent, and we learn that in 1841, “lace and
blonde lace from Almagro won the gold medal at a national exhibition in which
they competed with Catalan blonde lace, which was awarded silver™*. Almagro
lace won renown beyond the borders of Spain and by 1886 it was being exported
to Spanish America’.
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16 La Exposicién Vaticana
Ilustrada, versiéon de ‘La
Esposizione Vaticana’

o6rgano oficial de la Comision
Promovedora, no. 47,
Barcelona, 6 January 1889,

p. 375.

17 BARBA, C.: El encaje...,

p. 24.

18 Obituary in Cronista
Almagrefio, no. 116, February
2012, p. 34.

19 SANCHEZ-
HERMOSILLA, Fr. Francisco:
Fr. Pedro Gerard y el Sindicato
de Encajeras de Almagro in El
Cronista Almagrefo, n° 29,
marzo 2004, pp. 18-19.

20 MARTINEZ CERRO,
Manuel: Encajeras
Peninsulares Reunidas, in El
Cronista Almagrefio, no. 81,
December 2008, p. 39-40.

21 For example, punto de
antena is produced in both
Almagro and Camarifas,

but the pairs are crossed
differently. For the Galician
version, see CANOURA,
Concepcion: Raizame do
encaixe galego, p. 5; for the
version produced in Almagro,
see Fig. B.

22 The Danish case is
illustrative: PETERSEN, Jette:
Tonderkniplinger og deres
navne, Tonder Museum,
Tonder, Denmark, 2000.
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Other sources attest to the quality of more ornate varieties of Almagro lace.
The jury responsible for classifying the objects presented to mark the Sacerdotal
Jubilee of Pope Leon XIII in 1888 awarded a gold medal for the “collection
created in Almagro, Ciudad Real, for an alb with gold and silver lace™®".

Through the research of the Almagro local Francisco Sdnchez-Hermosilla'®
- sadly no longer with us — we learn that a Dominican Friar, Pedro Gerard, was
known for his work with the most disadvantaged social groups in the region
in the early years of the twentieth century, and that these groups included the
lace-makers of Almagro. It was perhaps Friar Gerard, then, who drove the
creation of the Christian Union of Women Lace-Makers of Almagro. Only a
few details are conserved about the organisation, recorded in a single folder
“containing documents about a lace-makers’ union”, thanks to which we know
that the union existed and was active until at least the early 1920s". Among
these documents are the General Regulations for the Mutuality of the Union of
Women Lace-Makers of Almagro, signed by the Board of Directors and dated
27 February 1914. After Friar Gerard’s death, however, the uncertainties of
Spanish society of the time put an end to this initiative to safeguard the rights
of Almagro’s lace-makers.

In 1926 a number of lace-making workshops across Spain, including those in
Almagro, formed an association to create the company Encajeras Peninsulares
Reunidas S.A., intended to be a major project that united producers across the
profession. The aim was to establish a rational model for exporting Spanish lace,
and a year later the Spanish American market took 90% of the total national
production. However, its preference eventually turned to lace produced in
Belgium due to the favourable currency exchange, and the Spanish project was
halted by serious financial difficulties®.

Almagro lace, now made with cotton thread, has qualities all of its own,
but it also shares a number of characteristics with the Galician lace made
in Camarinas®. As in other areas with a lace tradition, different forms are
given distinct names?? that make them easy to identify and are immediately

-
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23 Information provided by
Julia at Artes El Villar, Plaza
Mayor 43, Almagro, Phone
number 34 926 860 622,
http://goo.gl/ZyZU7t.
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recognised by lace-makers?, for example “la flor cubana” [Cuban flower],
“avellanas” [hazelnuts], “las guindas” [cherries] and “las plumas” [feathers]. The
influence of blonde lace is immediately apparent, both in the design and the
technique; the original lace from Almagro was made in the guipure style, with
numerous pleats and lanceolate leaves. This may have been typical of the very
earliest Spanish lace, which would have found its way to Almagro. Nowadays it
is also common to find “popular” or “torchon” lace (Fig. C), which is lighter in
appearance.

As tastes evolved and our way of life changed over the course of the twentieth
century, lace become outmoded and unwanted and interest in its production
largely fell away. In Almagro, however, lace-making continued and the city
strove to recover the identity of its textile past. Interest in traditional arts and
crafts was rekindled, and in the 1970s Almagro’s impressive cultural heritage
saw it named a national heritage site. Lace-making is now considered a legacy of
the city’s past and receives official support from municipal authorities, although
this extends only to teaching, which is offered at the Universidad Popular and
the Museo del Encaje y la Blonda (printed guides and research publications
are notable for their scarcity). Lace is sold across the city and has become a
major tourist attraction, together with the famed local aubergines, the Classical
Theatre Festival and the Plaza Mayor.

Demand from a new generation of uninformed and largely undemanding
customers has led to a focus on quantity over quality. Times have certainly
changed, as has Almagro with them, but we might ask whether the same applies
to those anonymous lace-makers who continue to pursue their craft.
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Conclusion

Almagro and the surrounding area are renowned for the production of bobbin
lace. It is not known precisely when or how the craft emerged, but evidence
stretches back over several centuries, carried out by women in the domestic
environment. Though production has fluctuated over the years, lace is still
made in the area to this day and the industry is carefully conserved as a mark of
identity of the city and a valuable tourist attraction. e
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However, it is still not known
why this patent could not

be registered in the name
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A short biographical note
on Henriette Nigrin,

creator of Delphos

by S1LvIA BANARES

Abstract

Henriette Nigrin has been widely described as the companion and muse of
Mariano Fortuny. However she was also a relevant inventor and textile designer
in her own right.

The aim of this article is to provide biographical information about Henriette
Nigrin and describe some of the events in her life that cast her in a new light.

Henriette Nigrin has been widely described as the muse and collaborator of the
great artist Mariano Fortuny y Madrazo.

However, in recent years, new information has emerged that reveals her role
was not limited to that of the companion of a twentieth-century icon: she was
also an important inventor and creator in the textile field.

This was confirmed by Henriette herself in a hand-written letter to
Elsie McNeill after the death of Fortuny, in which she stated that: ... Per
quanto concerne al Delphos, dopo maturo esame, e cio mi ha fatto ritardare
a risponderti, sono venuta nella determinazione irrevocabile di cessare la
produzione a carattere commerciale. Considerato poi che tali vesti, ancor piti di
tante altre, sono de la mia propria creazione, desidero che non siano riprese da
altri, e pertanto al commercio della Delphos si deve porre la parola fine’™".

Beyond Henriette’s own words, Mariano Fortuny also acknowledged her
work when he claimed the following in a copy of a patent application for his
undulating pleating system: “ce brevet est de la propriété de Madame Henriette
Brassart qui est I’inventeur. J'ai pris ce brevet en mon nom pour l'urgence du
dépét... Le 10 Juin 1909 a Paris. Fortuny™.

of Henriette, or why she

was called “Henriette
Brassart” why she was called
“Henriette Brassart” by

Fortuny, that is, using her
mother’s name.

See also FRANZINI, C.
“Henriette e Mariano, le

impronte degli iconauti” in
Henriette Fortuny, Ritratto di
una musa. Fortuny Museum,
Venice, Palazzo Orfei, page 89.
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Delphos gown, silk. Workshop
of Mariano Fortuny, Venice.
CDMT 15200.
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3 FERRETI, D. “Ritratto

di una musa” in Henriette
Fortuny, Ritratto di una musa.
Fortuny Museum, Venice,
Palazzo Orfei, page 14.

4 Register of Births,
Fontainebleau, 1877.

5 Itappears that Henriette’s
grandfather or perhaps her
great-grandfather (the two
men had the same name)
opted for French nationality
after certain territories of
Alsace-Lorraine were annexed
by Germany.

6 Paris 23/11/1848 -
Fontainebleau 2/11/1901,
according to the Register of
Deaths, Fontainebleau, 1901.
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Mariano Fortuny also mentioned this in his biography, in which he stated
that: “ma Femme et moi, nous avons fondé, au Palazzo Orfei un atelier
d’impression suivant una méthode entierement nouvelle... Cette industrie a
commencée par des chdles en soie et sest développée avec des robes™.

Nevertheless, the personal life of this artist, who was French by nationality,
Spanish by marriage and perhaps Venetian at heart, continues to be a great
mystery.

Research into the potential causes of her late marriage led us to extensive
information held in public and private archives, mainly French, and it was
through this information that we were able to reconstruct a biography of
Henriette Nigrin.

Henriette Nigrin was born in Fontainebleau on 4 October 1877. Her parents,
Frédéric Albert Nigrin and Marie Juliette Brassart, chose the name Adele
Henriette Elisabeth, as recorded on her birth certificate*. Although Adeéle was
her first name, she always used Henriette.

Her father’s family were from Alsace’, although Frédéric Nigrin had
been born in Paris (in the old eighth arrondissement) in 1848 and died in
Fontainebleau in 1901¢. When his daughter was born he was 28 years old.
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7 Soultz sous Foret

(Bais Rhin) 12/2/1817 -
Fontainebleau 11/10/1899,
according to the Register of
Deaths, Fontainebleau, 1899.
8 Asstated in his son’s
marriage certificate, cited in
note 22.

9 Annuaire général du
commerce, de ’industrie,

de la magistrature et de
Padministration: ou almanach
des 500.000 adresses de Paris,
des départements et des pays
étrangers, 1845.

10 Paris 26/8/1925 -
Fontainebleau 6/3/1895,
according to the Register of
Deaths, Fontainebleau, 1895.
11 Specifically, on 23/2/1847,
according to the Fichiers
alphabétiques de I’état civil
reconstitué (sixteenth century
- 1859), Paris. The marriage
certificate could not be
obtained, as archives previous
to 1860 were destroyed in a
fire at Paris City Council in
May 1871 and have only been
partially reconstructed.

12 List of Names,
Fontainebleau, 1881.

13 According to the entries

in the Register of Deaths for
Frédéric Nigrin and Elisabeth
Julie Albrecht, referred to in
notes 6 and 10.

14 Register of Births,
Valenciennes, 1850. The

place and date of Juliette
Brassart’s death are unknown,
although she was alive in 1924
(according to the marriage
certificate of Henriette Nigrin
and Mariano Fortuny).

15 Valenciennes 19/05/1806

- Valenciennes 5/5/1875,
according to the Register of
Deaths, Valenciennes 1875.
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Henriette’s father was the son of Joseph Frédéric Nigrin’ (a “rentier”® by
profession in the last years of his life, and prior to that a “tourneur en bois™) and
Elisabeth Julie Albrecht', who married in Paris in 1847"". They moved with their
son to the city of Fontainebleau, where in 1881 they were registered as residents
of Rue des Pins 13'%, an address that they kept until the time of their death®.

It can be assumed that Henriette saw her paternal grandparents frequently, as
they lived close to one another in the same city.

Henriette’s mother, Marie Juliette Brassart, for whom no profession is
recorded, was born in Valenciennes on 12 August 1850 and was 27 years old
when she had her daughter.

Marie Juliette Brassart was the daughter of Nicolas Théodore Brassart' (a
“sellier” by profession'®) and Albertine Eleanore Clerfayt' (a “lingére™® in the

year of her marriage and “propriétaire’

19

in the 1870s). Both of her parents were

from the city of Valenciennes and married there in 1841, after obtaining the
necessary dispensation, as they were brother- and sister-in-law?’. They remained
in the city, living at Rue des Lilles 50*'.
Henriette’s parents married in Paris on 21 October 1876. The choice of
city may be due to the fact that Marie Juliette Brassart lived in Paris with her
brother (Henriette’s uncle), at Rue Louis le Grand 1822
However, the married couple soon moved to Fontainebleau, where Frédéric
Nigrin lived?. In 1877, the family resided at Boulevard Magenta 19, where
Henriette was born?*, and where they remained until 1881%, although some
time between 1882 and 1886 they moved to Rue Grande 112 in Fontainebleau?®,
which would be their home until 1901.

16 According to his marriage
certificate, cited in note 20.
17 Valenciennes 22/05/1812,
according to the Register of
Births, Valenciennes, 1812.
The maternal grandmother’s
place and date of death is
unknown.

18 According to the marriage
certificate cited in note 20.

19 According to her daughter’s
birth certificate, cited in

note 22.

20 Specifically, on 21 January
1841, as stated in the Register
of Marriages, Valenciennes,
1841.
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21 According to the marriage
certificate of Henriette
Nigrin’s parents, cited in note
22.

22 Register of Marriages, Paris
(second arrondissement), 1876.
23 According to the marriage
certificate of Henriette
Nigrin’s parents cited in note
22, her father already lived in
this city.

24 According to Henriette’s
birth certificate, cited in

note 4.

This is also stated in
FERRETTI D. “Ritratto di una
musa” in Henriette Fortuny,

Ritratto di una musa. Fortuny
Museum, Venice, Palazzo
Orfei, page 11.

25 See also lists of names of the
population of Fontainebleau,
1881.

26 According to the certificate
of Henriette’s first marriage,
cited in note 35. See also lists
of names of the population of
Fontainebleau from 1896 and
from 1901.
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Sleeveless gown, printed silk. Once owned by Marcel Proust and Reynaldo Hahn.
Workshop of Mariano Fortuny, Venice, 1910-1919. CDMT 19561. Scc detal,
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27 Marriage certificate, cited
in note 22.

28 As stated in the death
certificates of Frédéric
Nigrin and Elisabeth Julie
Albrecht, cited in notes 6
and 10.

29 According to Henriette’s
birth certificate, cited in
note 4.

See also FERRETTI D.
“Ritratto di una musa” in
Henriette Fortuny, Ritratto
di una musa. Museo Fortuny
Venecia Palazzo Orfei,

page 11.

30 See note 32.

31 Her extraordinary
abilities as a seamstress
have been highlighted by
DE OSMA, G.: “Mariano
Fortuny;, arte, cienciay
disefio” Ed. Ollero y Ramos,
page 153.

32 Register of Births

of Fontainebleau, 1879.

33 According to the lists

of names of the population,
Fontainebleau, 1891.

341n the lists of names of the
population of Fontainebleau
for 1881 and 1886, various
employees are always
registered at the address.

35 Register of Marriages,
Fontainebleau, 1897.

36 Register of Births,
Marriages and Deaths,
Fromoville (Arrondissement
de Fontainebleau), 1866.
Jean Bellorgeot’s parents
stated on his birth certificate
that their profession

was “domestiques” and

that they lived in Rue
I’Odéon 13, Paris (which
was probably their place

of work). However, Jean
Bellorgeot’s mother moved
to the paternal home (in
Fromoville) to give birth.

37 See the marriage
certificate cited in note 35.
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In most public documents, Henriette’s father gave the profession of
“restaurateur”. This is the profession he declared at important moments in his
life, such as his marriage to Marie Juliette*” and the deaths of his parents®.

However, it is also known that he worked for a period as “gérant de
mess” for the Ecole d’application de I'artillerie et du génie in Fontainebleau.
This is the profession he stated in some official documents, for example,
when Henriette® and her sister®® were born, and is also recorded in the
Fontainebleau census of 1881.

Henriette’s mother is always documented as “sans profession”. However,
from her mother’s side (her family was from Valenciennes and some relatives,
including her grandmother, had worked with lingerie), Henriette may have
inherited a feel for fabrics and laces®'. Likewise, from her father’s side she
may have acquired some knowledge of wood carving, given that her paternal
grandfather was a “tourneur en bois”.

In the documents that were consulted, there is very little information about
Henriette’s earliest years and her childhood. We know only that she had one
sister (Marie Leonie Elisabeth Nigrin®?), who was born two years after Henriette
in 1879, and that Henriette lived with her parents in the family home (first
in Rue Magenta and then in Rue Grande) in Fontainebleau until she was 19
years old. However, Henriette must also have spent some time living with her
paternal grandparents, as she is listed at their address on Rue des Pins in the
1891 census™®.

Given Henriette’s father’s trade and the number of household staff they
employed*, it would seem that the family was comfortably off, though not
extravagantly wealthy.

Henriette again appears in public records on the occasion of her first
marriage: she married Jean Eusébe Leon Bellorgeot on 12 January 1897,
when she was very young. The ceremony took place at the Registry Office of
Fontainebleau®.

Jean Bellorgeot was born on 31 August 1870 (in Fromonville, Seine-et-
Marne)*, making him seven years older than Henriette. At the time of their
marriage, Jean Bellorgeot declared that he lived in Marlotte*” (Commune de
Bourron).

The witnesses were Louis Bellorgeot and Armand Ressy (the groom’s cousin
and brother-in-law, respectively) and Henri Albrecht and Adolphe Nigrin
(Henriette’s great-uncle and uncle, respectively).
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38 “Contrat de mariage”
between Henriette Nigrin and
Jean Eusébe Léon Bellorgeot,
12/1/1897, Fontainebleau.

39 Around 2000 francs of the
time for Jean Bellorgeot and
1800 francs for Henriette.

40 According to the certificate
contained in the Register of
Marriages, Fontainebleau,
1899.

41 According to the certificate
contained in the Register of
Births, Deaths and Marriages,
Bourron (Arrondissement de
Fontainebleau), 1900.

42 We did not find women
registered as witnesses of
civil registrations and events
in any of the documents that
we consulted. However, it is
reasonable to consider that
Jean Bellorgeot witnessed
these events because it was
arole that was traditionally
fulfilled by men, so Henriette
Nigrin would have delegated
this task to her husband.

43 List of names of the
population, Commune de
Bourron-Marlotte, 1901.

44 List of names of the
population, Bourron

and Marlotte, 1901. The
populations were annexed in
1919, after which their names
were changed to Bourron-
Marlotte.

45 List of names of the popu-
lation, Commune de Bourron,
1901. The record shows that

in 1901, Marie Nigrin, her
husband Léon Nicault, her
daughter Lucette Nicault and
a “domestique” who was 15
years old (Georgette Arrault)
were registered as living in the
same house.
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Surprisingly, they signed a marriage contract (“contrat de mariage”)*, a
document usually signed in specific circumstances or when there is a certain
imbalance of assets between the future spouses.

However, the decision to do so does not appear to have come from Henriette’s
family, as neither her parents nor her sister (who married only two years later)
signed contracts of this type.

The contract signed with Henriette (in her family home, hours before the
civil wedding took place, in the presence of a notary from Fontainebleau), seems
to reveal a certain degree of concern about Bellorgeot’s business activity.

In fact, beyond the usual stipulations of such contracts (including dowries*
and the establishment of joint ownership of assets), the document poignantly
states that no debts derived from the business managed at the time by her
future husband could be levied against Henriette or her dowry.

The couple appears in public records again on the occasion of Henriette’s
sister’s (Marie Nigrin) wedding to Léon Nicault, on 6 June 1899*, and when
Henriette’s niece was born (Lucette Nicault) on 27 April 1900*'. Jean Bellorgeot
was a witness on both occasions and it is reasonable to assume that he acted in
representation of his wife.

In these civil registrations*?, Jean Bellorgeot stated that his profession was
“entrepreneur de peintures”, although in some population lists he is registered
simply as “peintre™.

The couple are again identified together in 1901, in the population census of
Marlotte**, a town just a few kilometres south of Fontainebleau.

Marlotte was home to Henriette’s only sister (Marie Nigrin)**. The proximity
of the sisters” houses (Grande Rue and Rue Montigny) suggests that they are
likely to have seen one another often. During this period, Henriette’s niece was
born (Lucette Nicault).

Henriette’s brother-in-law (Ledn Nicault) was born in Piffonds (Yonne)*® on
11 April 1872 and his profession was “charcutier™.

The towns of Bourron, Marlotte and Montigny were known from the
nineteenth century as places where artists went to seek inspiration and to
commune with nature. Although they were small towns, their idyllic location
south of the Forest of Fontainebleau and close to the River Loing offered an

46 According to the Register
of Births, Piffonds (Yonne),
1872.

47 According to the marriage
certificate cited to in note 40.
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Fragment of printed velvet.
Workshop of Mariano Fortuny,
1910-1925. CDMT 20477.

48 1n DE OSMA, G.:
“Mariano Fortuny, arte,
ciencia y diseiio” Ed. Ollero y
Ramos, page 56 and SMITH,
W.L. A “Reviving Fortuny’s
phantasmagorias” PhD thesis,
University of Manchester,
2015, page 34.

49 List of names of the
population, Commune

de Bourron, 1901, cited in
note 44.

50 As stated by Henriette

on her marriage to Mariano
Fortuny.

51 Court case 8475 de 1902.
52 Register of births,
marriages and deaths of
Bourron (arrondissement de
Fontainebleau), 1903.

53 Archives Commerciales de
la France, 14/10/1903.

54 According to the certificate
for a marriage held on
5/11/1904 in Nandon.
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attractive setting, and saw them become the spiritual home of nineteenth-
century landscape painting and French Impressionism.

It has been stated that Henriette was an artist’s model in Paris*®. Perhaps it
was her husband of the time (Jean Bellorgeot) who introduced her to the art
world, with which he had contact through his profession.

However, it is also possible that in a town as small as Marlotte (which had
a population of some 600 people*®), Henriette’s beauty and youth made her
particularly noticeable, attracting artists who had travelled to the area in search
of inspiration.

Henriette’s first marriage, which was childless®®, was terminated on 31 July
1902, after receiving a decree of divorce from the Civil Court of La Seine>'.
Given that Henriette and Jean Bellorgeot were registered together at their home
in Bourron in 1901, we can deduce that the proceedings were completed rapidly,
with no particular complications.

After this date, Jean Bellorgeot seems to have disassociated himself from the
Nigrin family. When Marie Nigrin’s second child, Marcel Léon Nicault, was
born in 1903%2, he did not appear as a witness.

In the same year, Jean Bellorgeot appears as manager of a “peintures et
vitrerie” business in new premises in Sévres, close to Paris®.

Soon afterwards, in November 1904, Jean remarried®, and he died in
Mureaux in 1959.
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55 We are grateful to
Guillermo de Osma for his
thoughts and help on this
point.

56 In 1901, Henriette was
still registered as living in
Marlotte.

57 In DE OSMA, G.:
“Mariano Fortuny, arte,
ciencia y disefio” Ed. Ollero y
Ramos, page 68.

58 Lintransigeant, Journal de
Paris, 28/2/19009.

59 As an example, the
magazine “La Renaissance de
Part francais et des industries
de luxe” published in January
1924 stated that “la maison
Mariano Fortuny est un pont
vénitien, coloré et chamarré
entre Venise et Paris”.

60 Le Figaro, 20/12/1932
“Mariano Fortuny, 67 Rue
Pierre Charron. Cadeaux de
Noél: Jolis sacs, plafonniers.
Services a thé, chemins

de table, tapis de bridge,
coussins, etc.... a partir de 50
francs”.

61 Le Figaro 18/4/1932.

62 According to the ten-year
lists for the city of Paris
corresponding to 1924.

See also NICOLAS
MARTINEZ, M° de M.:

“Mariano Fortuny y Madrazo.

Entre la modernidad y la
tradicion”, doctoral thesis,
Universidad de Granada,
Departamento de Historia del
Arte, May 1993.

63 According to a marginal
note added in 1902 to the
certificate of the marriage
between Jean Bellorgeot

ad Henriette, filed in the
Register of Marriages of
Fontainebleau, 1897. This fact
was published by NICOLAS

81

OPEN SOURCE LANGUAGE VERSION > ESPANOL

It is not known how Henriette and Mariano met. Mariano may have visited
Marlotte between 1897 and 1902, or perhaps Henriette’s husband at that time,
as an “entrepreneur de peintures”, took her to an art event in Paris. Another
reasonable hypothesis is that they were introduced by a relative or mutual

friend>®.

The exact date of their first meeting is not known, but it must have been at the
turn of the century®® and definitely before 1902, as Henriette moved to Venice on
14 July of that year®, shortly before obtaining the final decree of divorce.

The meeting, whenever it took place, was the beginning of a romantic and
working relationship that endured until Mariano Fortuny’s death in Venice on

2 May 1949.

Henriette’s designs were enthusiastically received upon their launch.
Nevertheless, the press of the time attributed them without exception to
Fortuny®®. The success was repeated over the years, and the objects displayed
in the shop on Rue Charron (“de lignes sobres, larges courbures y nettement
moderne™®) received praise from specialised magazines. In addition to dresses
and lamps, the shop sold fabrics and cushions made in Giudecca, as well as tea
services and even table runners®.

From the prices fetched by her designs — the pleated dresses were sold in 1932
for at least 500 francs and the shawls from 200 francs of the time® — we can
confidently state that Henriette’s work contributed greatly to the upkeep of the

Palazzo Orfei.

Mariano Fortuny and Henriette Nigrin waited almost 22 years to get
married. Their wedding was eventually celebrated in Paris in 1924%, in the
eighth arrondissement, when they were 52 and 46 years old, respectively.

The reasons for such a long wait are not legal in origin, as Henriette had
divorced her first husband in 1902%. Indeed, France had recognised the legal
concept of divorce since 1884%, and in 1904, articles of French civil law that
prevented remarriage within three years of recorded adultery were repealed®.

MARTINEZ, Me de M.:
“Mariano Fortuny y Madrazo.
Entre la modernidad y la
tradicion”, doctoral thesis,
Universidad de Granada,
Departamento de Historia del
Arte, May 1993; and by DE
OSMA, G.: “Mariano Fortuny,
arte, ciencia y diseno”, Ed.
Ollero y Ramos, page 68.
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64 Act of 27 July 1884 (known
as the “loi Naquet”). Although
French Civil Law of the period
only recognised divorce for
“faits culpeux” or “divorce
pour faute” (that is, for

legal reasons and therefore
excluding divorce by mutual
agreement), couples tended to
come up with legal strategies

that in practice converted

the divorce into an agreed
process.

65 Act of 15 December 1904,
repealing Article 298 of the
Civil Law that prevented the
marriage of an adulterous
spouse and his/her accomplice
after the declaration of
divorce.
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66 Act of 18 February 1938
that repealed the “puissance
maritale”.

67 According to the

marriage contract signed
between Mariano Fortuny
and Henriette Nigrin on
24/2/1924, cited in note 73.
68 See NICOLAS
MARTINEZ, Me de M.:
“Mariano Fortuny y Madrazo.
Entre la modernidad y la
tradicion”, doctoral thesis,
Universidad de Granada,
Departamento de Historia del
Arte, May 1993.

69 It seems that the fact

that this relation had not
been formalised caused
considerable tension between
Mariano Fortuny and his
mother and sister. See DE
OSMA, G.: “Mariano Fortuny,
arte, ciencia y diseno” Ed.
Ollero y Ramos, Page 68.

70 We are grateful for

the opinions provided by
Guillermo de Osma on this
point.

71 See DE OSMA, G.
“Mariano Fortuny, arte
ciencia y disefio” page 48.

72 See DE OSMA, G.
“Mariano Fortuny, arte
ciencia y disefio” page 23.
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France did not give women the right to administer their assets until 1938°%.
However, this restriction does not seem to have affected Henriette, as it was still
in force when she married Mariano Fortuny.

Therefore, it could be stated that from 1902, and particularly from 1904, there
was no legal impediment to Henriette’s union with Mariano Fortuny.

If we consider that the monarchical Spain of Alfonso XIII did not recognise
divorce and that the situation in Italy was similar, it seems logical that the
couple chose France for their nuptials. In 1924, there does not seem to have
been any particular event in the life of Mariano Fortuny that required the
couple to travel to Paris; a journey that they could have taken advantage of to
get married.

Nevertheless, it was at the end of this year, on 13 December, that Mariano
Fortuny, who had maintained his Spanish nationality®’, and after having
served as vice-consul, was finally named Spanish consul in Venice. He held the
position 12 October 19342,

Perhaps the couple finally gave in to family® and social pressures - in the
conservative Spain of 1924 a man was unlikely to become consul if he was
involved in an extramarital relationship - and decided to get married with a
view to facilitating this appointment. It is also feasible that Mariano Fortuny
decided to formalise their relationship in order to give Henriette a certain
degree of legal security and to ensure the continuity of the work in Giudecca
and in the Palazzo Orfei”.

What is clear is that the wedding was an extremely private affair, without
any immediate relatives in attendance (neither Mariano’s mother or sister nor
Henriette’s mother or sister were invited). The only people present apart from the
spouses were the civil servant from Paris City Council and two witnesses: Rafael
de Ochoa and Federico de Madrazo. The first was a relative of the Madrazo
family”! and the second (known as “Coc6”) was a cousin of Mariano Fortuny?”2.

It is surprising that Mariano Fortuny stated his profession as “trader”, and
that his wife signed the marriage certificate as “Henriette Nigrin”, when for her
first marriage she had immediately adopted her husband’s surname (and signed
her name as “Henriette Nigrin f. Bellorgeot™).

It is also surprising that both Henriette and Mariano registered their address
as Paris (63 de la Avenue des Champs Elysées, a house that was few metres

A SHORT BIOGRAPHICAL NOTE ON HENRIETTE NIGRIN, CREATOR OF DELPHOS
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73 According to the marriage
contract signed by Mariano
Fortuny and Henriette Nigrin
on 24/2/1924 before a notary
of Paris.

74 “Communauté de biens
réduite aux acquits.”

75 According to the marriage
certificate of 1919, in the
Register of Marriages, Paris.
76 See note 1.

77 Worth 2 million lira

in 1949, according to his
testament.
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from the shop in Rue Charron and was itself also a shop). Intriguingly, the date
they chose for the ceremony was Friday 29 February, perhaps a coincidence, or
perhaps a humorous nod to the circumstances that were pushing them into a
marriage that neither felt was necessary for them as a couple. The real reasons
are not known, and there do not seem to be any documentary sources of
contemporaries to shed light on the matter.

Shortly before the wedding, on 25 February, the couple signed a “marriage
contract””? before a notary from Paris, which regulated the disposition of
the matrimonial property. The contract, which had to be adapted to Spanish
Civil Law as Mariano Fortuny had kept his Spanish nationality, specified
joint ownership of assets™, although some specific provisions were added a
breakdown of each of the couple’s assets at the time of the marriage was given.

Mariano’s contribution was considerable (in total, 423,000 francs of the
time) and included, in addition to the business undertaken at Palazzo Orfei
and shares in the Giudecca factory (in undivided shares held with Stucky),
two shops in Paris (Champs Elyseés 63 and Pierre Charron 67) and a shop in
London (Bond Street 42). In fact, he brought almost all of his assests he own at
that time to the marriage.

Henriette brought to the marriage assets worth 55,000 francs, including the
undivided part of a house in Fontainebleau that she had inherited from her father
and 15,000 francs in cash. The contribution she made reveals that in the years of
cohabitation prior to the marriage, she did not accrue assets in her own name.

Neither Henriette nor Mariano included in the contract the patents they had
obtained, so we do not know which patents should be attributed to each of the
spouses.

Mariano and Henriette did not have children. Henriette’s only direct
descendants were the children of her sister Marie: Lucette Genevieve Marie
Nicault (who married Robert Achille Mimin”®) and Marcel Ledn Nicault.

As Henriette’s nephew and niece died many years ago, only their descendants
may know something about the private life of Henriette.

After the death of her husband, Henriette ceased all creative activity: she
withdrew from the Giudecca factory after its sale to Elsie McNeill and halted
production of the dresses that she had worked on up to that time in the Palazzo
Orfei. With initial authorisation granted, Henriette decided to halt production
of the Delphos (her most prized creation) in Giudecca under the control of
Condesa Gozzi™.

Freed from the restraints of her artistic activity, Henriette devoted the final
period of her life, some 16 years, to cataloguing and reorganising her husband’s
assets””.

A SHORT BIOGRAPHICAL NOTE ON HENRIETTE NIGRIN, CREATOR OF DELPHOS
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781In DE OSMA, G.:
“Mariano Fortuny, arte,
ciencia y disefio” Ed. Ollero
y Ramos, pages 271 and
following.

79 According to the
handwritten testament of
Mariano Fortuny signed

on 23 September 1948, and
registered with number 34606
in the notary’s office of D.
Luigi Candiani on 10 July
1949, by request of the lawyer
Bruno Marelli.

Copies of these testaments
are included in the work by
NICOLAS MARTINEZ,

M= de M.: “Mariano

Fortuny y Madrazo. Entre la
modernidad y la tradicion”,
doctoral thesis, Universidad
de Granada, Departamento
de Historia del Arte. Both
testaments both testaments
can also be found in the
Mariutti Fortuny collection
at the Biblioteca Marciana in
Venice.
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Today, we know that Henriette made numerous donations to institutions as
diverse as the Museo del Prado, the Museu Nacional d’Art de Catalunya, the
Museu de Reus, the Calcografia Nacional in Madrid and Le Stanze del Vetro
in Venice. Finally, after it was rejected by the Spanish authorities, she donated
what had been her marital home (today the Palazzo Pessaro Fortuny) to the city
of Venice’.

Nobody knew the wishes of Mariano Fortuny as well as Henriette, and
she had full power to act on them, having been named his sole heir without
restriction”.

Many of Henriette’s actions reveal how carefully she was intent on carrying
out her late husband’s wishes. For example, she gifted to the Portrait Gallery
of the Uffizi in Florence a self-portrait by her father-in-law in his youth, and
another portrait by her husband painted for the same purpose. This was
the express wish of Mariano Fortuny, expressed in a testament drawn up in
1946, although Henriette was not obliged to execute its contents as it was
subsequently revoked. However, knowing what her husband’s wishes had been,
she saw that they were carried out, and the two portraits now hang in the
Florentine gallery.

The institutions that benefitted from these legacies owe a debt of gratitude
to a woman who was generous with both her assets and her time, and later
generations owe her the recognition due to an artist and inventor of her stature.

Despite this, Henriette Nigrin is still known solely for her role as companion
and muse to Mariano Fortuny. Perhaps the time has come for history to
acknowledge the true merits of this influential inventor and textile creator; for
Henriette to finally emerge from her husband’s shadow.

A SHORT BIOGRAPHICAL NOTE ON HENRIETTE NIGRIN, CREATOR OF DELPHOS
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Library novelties and news

INDIANES

Llibre de mostres de la fabrica de Josep Anton Fabregas, Igualada, 1815 /
Llibre de colors de Josep Anton Fabregas, lgualada 1813

ISBN: 978-84-617-6457-0. Igualada, 2016

m Silvia Ventosa

Calicos - in Catalan, indianes — sparked a
revolutionary change in the way homes were
furnished and decorated, emerging alongside
sweeping changes in protoindustrial textile
manufacturing and the general use of fabrics,
and even changes in architecture, urban planning
and the Catalan economy in the eighteenth and
early-nineteenth centuries. These printed cotton
fabrics were an ideal match for the European love
of oriental exoticism. As well as brightly coloured,
calicos were resistant to water and light and met
the new hygiene standards demanded by modern
European society. The attractiveness of the fabrics
and the rapid turnover of new designs set new
trends, and the possibility of mass production
meant that the market could grow exponentially.
There were calicos for all tastes and pockets,
this cross-class accessibility making them the
definitive fabrics of the first preindustrial fashion.
Recent years have seen renewed interest in
calicos, which can be found in numerous private
and public collections across Catalonia. In 2006,
the Premia de Mar Textile Printing Museum
opened an exhibition that documents the entire
calico printing process, and in 2007, the Sabadell
History Museum organised the temporary
exhibition Indianes, estampats (Calicos, printed
tabrics). In 2011, specialists in a variety of
disciplines brought their knowledge of calico to a
wider audience through the seminar La indiistria
de les indianes a Barcelona. 1730-1850, organised
by the Historical Archive of the City of Barcelona.
Participants learned about many different aspects
of the fabrics and their production, from their
use for clothing and interiors to manufacturing
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techniques and the impact of economic and urban
changes over the period in question. Following
on from the seminar, in 2013 the Barcelona

City History Museum organised the exhibition
Indianes, 1736-1847. Els origens de la Barcelona
industrial. When the Barcelona Design Museum
was opened in 2014, it showcased a small but
representative sample of its collection of calicos as
part of the permanent exhibition Extraordinaries,
Col-leccions d’arts decoratives i arts d autor (segles
111-xx), which is still open to the public.

In this book, which looks at the work of the
Igualada manufacturer Josep Anton Fabregas, we
find a wealth of new details about the fascinating
world of calicos. The book is divided into two
parts. The first, Llibre de mostres de la fabrica
de Josep Anton Fabregas (Sample book from
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the factory of Josep Anton Fabregas) contains
twenty-two sketches of calicos decorated with
plant motifs, birds and insects, Biblical scenes
and representations from mythology. It includes
two designs that feature fortifications and walled
cities. Motifs are large and attractively designed
in reds, yellows, browns and blacks, produced
using natural dyes. The second part is a facsimile
edition of the Llibre de colors de Josep Anton
Fabregas (Josep Anton Fabregas colour book),
which preceded Carlos Ardit’s Tratado tedrico y
prdctico de la fabricacién de pintados 6 indianas,
published in 1819, reproduces a manuscript of
forty-eight formulas that provides valuable new
information for research into dyeing materials
and mordants, colour names and the various
dyeing processes.

The introduction by Isabel Campi discusses the
practical and aesthetic qualities of these printed
cottons. Assumpta Dangla, meanwhile, looks at
the history of the first calico manufacturers in
Catalonia and describes the complex production
process and natural dyeing techniques. She
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also examines the importance of aesthetically
appealing decoration and the need to address
new themes to match the changing tastes of
successive eras.

The original sketches and manuscript are
conserved in the private collection of Lluis
Roset. In 2013, the Combalia family showed a
selection of sketches from the Llibre de mostres
and a reproduction of the Llibre de colors at the
Portal del Llevador exhibition hall in Igualada.
The display was the starting point for this
painstakingly edited book, published in three
languages and featuring beautiful photography
by Manel Armengol. Support was provided by
the Barcelona Provincial Council and the Design
History Foundation.

The question we ask now is whether calicos
are once again becoming fashionable. It could be
argued that that they never truly lost their appeal,
particularly among scholars, and it is far from
impossible that the next great trend may be a
return to printed fabrics with bold floral designs
and vibrant colours. m
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Library novelties and news

1st Colloquium of Textile and Fashion Researchers

m Neus Ribas

On 17 November the Terrassa Textile Museum
and Documentation Centre will host the 1st
Colloquium of Textile and Fashion Researchers,
an event that aims to bring the work of researchers
in these fields to the awareness of a wider public.
The programme is wide-reaching, reflecting a
desire to showcase work from the widest possible
range of disciplines: textile history, history of
fashion, sociology and semiotics, textile art,
textile innovation, sustainability, theatre and
film costume, and specific techniques such as
embroidery, printing, lace-making and tapestry.
This first edition of the event has been organised
with Spanish researchers in mind, while subsequent
editions will target a more international audience.
The Colloquium will begin with an address
by Dr Lesley Miller, Senior Curator of Textiles
and Fashion at the Victoria and Albert Museum

in London and Professor of Dress and Textile
History at the University of Glasgow, on the
subject “Interwoven stories: 40 years of textile
research. A personal vision”. The day will continue
with a series of thematically grouped talks.

The Colloquium is organised by the Fundacié
Historia del Disseny (Design History Foundation)
and its affiliated Textile and Fashion Research
Group, which was formed in 2016 as a means
of bringing together researchers in the many
disciplines linked to the world of fashion and
textiles, in particular art, anthropology, history
and communication. Members include important
figures from universities, museums, the culture
sector and other fields.

Designers, students, researchers and enthusiasts
will all be welcome at the CDMT on 17 November
2017.m
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Library novelties and news

Temporary exhibition
Inventing tradition.
Clothing and identities

Museu Valencia d’Etnologia, Valencia
Until 30th April 2017

m Silvia Ventosa

The curator Sunsié Garcia Zandn, from the
Valencian Museum of Ethnology, and the
researcher Xavier Rausell built this exhibition
around the theory of Hobsbawm and Ranger

set out in their defining work, The Invention of
Tradition (1983), which brought about a radical
change in the way we study traditions, which

can be viewed as relics of the past often have
unique stories to tell. This idea informs the
exhibition’s focus on the relativity of these “fixed”
assets of our cultural heritage, such as festivals
and traditional dress, particularly in a society
like that of Valencia where identity is rooted to
an extraordinary extent in popular tradition,

a fact that is apparent in fundamental areas of
social and economic life and in the symbols that
typify the region. The willingness to show that
“traditional” Valencian dress reflects the tastes
of a particular social class at a given point in
history - of the people who instigated these trends
and others who imitated them, imbuing them
with notions of community - is unquestionably
an act of daring in a society that values and
strives to conserve its traditional festivals. Yet

it is exactly the evolution and transformation

of customs that make traditions so vital and
diverse. The exhibition features examples of the
most emblematic local dress, worn by the peasant
farmers of the Horta of Valencia, which has
undergone transformations through individual
changes and the influence of the predominant
styles of middle classes. As the curators explain,
“The exhibition tells us about how the notion of

a Valencian identity first emerged, symbolised

in garments that are considered to represent the
essence of the Valencian Country. It tells us about
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the influences that this essence has received from
socioeconomic and political movements, from
international events, and simply from changes

in popular fashions that have been moulded to
new uses by Valencian men and women”. For the
specific case of Valencia, they take the example of
the eighteenth century, which was the inspiration
for designers of traditional dress in the 1980s,
who were looking for a past in which to identify
themselves.

The exhibition is divided into three spaces.
The first reproduces a museum storage room as
exhibition display, showcasing various garments
arranged by type. The second represents a
catwalk along which visitors walk between the
exhibits, marking an interesting change of roles
and perspective. To the left are chronologically
ordered groups of mannequins and rows of
folding chairs, laid out as if for spectators at a
fashion show. The display progresses from the
1830s to the 1980s, comparing the fashions of
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each period with the traditional dress that was
popular at the time. To the right of the catwalk

a selection of fashion accessories, documents

and garments from each of these periods. The
third space contains original garments from are
displayed the eighteenth and nineteenth centuries
that have been used as theatre costume and yet
remain in an excellent state of conservation.

The exhibition concludes with a display of the
latest creations of the Valencian designer Francis
Montesinos, who reimagines popular dress for the
haute couture market. The models are accompanied
by a video report on his September 2016 show

at the Mercedes-Benz Fashion Week in Madrid,
titled “Montesinos Heritage”, which highlights the
unique characteristics of his creative journey and
the strength of his Valencian roots.
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The exhibition catalogue contains articles
by a variety of authors on fashion, traditional
clothing and identity, and textile restoration
and conservation, which set out the theoretical
background to the exhibits. It also contains a
precise inventory of the items on display. Each
article has been put together with the greatest
scientific rigour, and considerable care has been
taken to select the most representative exhibits. The
narrative is an audacious one, arguing that what
we believe to be immutable traditions may have
been created or invented for a particular reason,
often with a clearly defined beginning (and perhaps
also an end). The exhibition and its accompanying
catalogue mark a watershed in the study of popular
customs and, in particular, of the significance of
traditional clothing in contemporary society. m
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STRUCTURAL DETAIL OF THE FLORAL EMBROIDERY
Detalle de la estructura de las flores bordadas

Photo / Foto:
© Héctor Castro Martorell
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AN EMBROIDERED INDULGENCE
UNA INDULGENCIA BORDADA






DELPHOS GOWN, SILK (DETAIL). WORKSHOP OF MARIANO FORTUNY, VENICE. CDMT 15200 Photo / Foto:
Tunica Delphos, seda (detalle). Taller de Mariano Fortuny, Venecia. CDMT 15200 ©CDMT

Datatéxtil 36 A SHORT BIOGRAPHICAL NOTE ON HENRIETTE NIGRIN, CREATOR OF DELPHOS
UNA BREVE NOTA BIOGRAFICA SOBRE HENRIETTE NIGRIN, CREADORA DEL DELPHOS






SLEEVELESS GOWN, PRINTED SILK. ONCE OWNED BY MARCEL PROUST AND REYNALDO HAHN. Photo / Foto:
WORKSHOP OF MARIANO FORTUNY, VENICE, 1910-1919. CDMT 19561 ©CDMT
Aba, seda estampada. Pertenecio a Marcel Proust y a Reynadlo Hahn. Taller de Mariano Fortuny, Venecia, 1910-1919. CDMT 19561
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FABRIC DYE CONSUMPTION FORM, WITH A SAMPLE DESIGNED BY MOULIN (C. 1880-1882), MEPM
Formulari de consums de colorant amb una mostra dissenyada per Moulin (c. 1880-1882), MEPM
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THE PURSUIT OF THE NEW
EL SENTIT DE LA NOVETAT






SAMPLE OF PRINTED FABRIC FOR FURNISHINGS (C. 1900), MEPM Photo / Foto:
Mostra estampada per a moblament (c. 1900), MEPM ©Esther de Prades Maria
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DESIGN BY ROJI BEN YOSEF (DETAIL)

Trabajo de Roji Ben Yosef (detalle)

46 ANOS DE HISTORIA EN LA ESCUELA DE DISENO SHENKAR
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1 Segunda parte, publicada
en 1615, capitulo LII, carta de
Sancha a su esposo Sancho
en la que escribe: “Sanchica
hace puntas de randas;

gana cada dia 8 maravedis
horros (limpios, después de
descontar el costo del hilo

y los alfileres) que los va
echando en una alcancia para
ayuda a su ajuar, pero ahora
que es hija de un gobernador,
td le dards la dote sin que ella
lo trabaje”.

2 “..dijo don Quijote...
sComo que es posible que
una rapaza que apenas sabe
menear doce palillos de
randas se atreva a poner
lengua y a censurar las
historias de los caballeros
andantes?...”. Segunda

parte de El ingenioso hidalgo
don Quijote de la Mancha,
cap. VL.

El encaje de Almagro
Una artesania centenaria

por MARIA GREIL

Almagro y su vinculacién con la Orden de Calatrava, en el siglo x111 y mas
tarde con los banqueros alemanes Fugger, es de importancia capital para la
ciudad. El nieto de los Reyes Catdlicos, Carlos V, adquiere grandes deudas
con los Fugger para comprar las voluntades de los principes electores y
convertirse en emperador de Alemania. Parte de dichas deudas se paga con
las rentas del maestrazgo de Calatrava, que incluye las minas de mercurio de
Almadén, metal fundamental para facilitar la obtencion de la plata y el oro
procedentes del Nuevo Mundo. Los Fucares —-forma espafiolizada del nombre
Fugger- establecen su administraciéon en Almagro y mantienen la explotacién
del Maestrazgo casi ininterrumpidamente durante mas de cien afios. Es
precisamente durante este tiempo, siglos xv1y xvi1, cuando Almagro prospera
econdmica y culturalmente, crece y se embellece.

Después llega el lento declive de la ciudad, pero Almagro es conocida ya por
el encaje de bolillos. Ello no significa que el encaje llegase a esta ciudad en época
tan tardia. Como nos cuenta Miguel de Cervantes en El ingenioso hidalgo don
Quijote de La Mancha, a comienzos del siglo xv11 se hacia encaje por dinero’

y en consecuencia entonces ya habia una industria en el entorno manchego.
Desconocemos el tipo y la calidad del encaje, aunque no deberia ser muy
complicado por el escaso numero de bolillos utilizados?, y bastante ordinario
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Figura A. Blonda de Almagro.
Hilo de seda fino en el fondo
y grueso en nutridos y ‘vena'.

3 Asi se concluye de

los textos de Hermann
Kellenbenz sobre la banca
Fugger en Espana y Portugal.
Escribe este autor que

los factores de Almagro,
Johann von Schiiren y
Johann Schedler contrajeron
nupcias con almagrenas, lo
que significa que llegaron

a Espaiia sin esposa. Véase
Los Fugger en Espafia y
Portugal hasta 1560, Junta de
Castilla y Ledn. Consejeria
de Educacién y Cultura.
Salamanca, 2000, pag. 653.
Ademas, hay referencias a
amorios de representantes
de los Fugger y de hijos
ilegitimos con espaiolas.
Véase la noticia de 23 de
noviembre de 2013 de la
conferencia de Arcadio Calvo,
cronista oficial de Almagro,
sobre Isabel Fugger, hija
ilegitima de Jorge Fucar
Ilsung con Isabel Pinedo.
http://goo.gl/6zPe2B.

4 Coleccién Alcabala del
Viento, n° 61, Almagro 1751,
Centro de Gestion Catastral
y Cooperacién Tributaria,
Ediciones Tabapress (Grupo
Tabacalera), Madrid, 1994,
pag. 89-93.

5 Entendemos que se refiere
a lino.

6 GRUPO AL-BALATITHA:
Los pueblos de la Provincia
de Ciudad Real a través de las
descripciones del Cardenal
Lorenzana. Caja de Ahorro
de Toledo. Obra Cultural.
Toledo, 1985, pag. 59.

7 Tesis doctoral de Victoria
Lépez Barahona: Las
trabajadoras madrilefias del
siglo xvi11. Familias, talleres
y mercados. Departamento

de apariencia. Tal vez en su elaboracion se utilizase lino del pais, porque los
filamentos finos debian importarse del extranjero.

;Cdémo llega el encaje de bolillos a Almagro? Suposiciones hay varias, pero
ninguna documentacion las acredita. Se dice que quiza llegase rozando el
siglo xv1 con la reina Juana la Loca en su paso por Almagro desde Flandes;
también que lo podian haber traido los Flcares unos aflos mas tarde, mientras
estuvieron en Almagro. Esta tltima suposicion seria bastante cuestionable,
ya que aparentemente esta importante empresa enviaba a sus representantes
y agentes a sus destinos sin familia y sin mujeres®, que serian las que habrian
enseflado esta excepcional artesania a las lugarefas.

Intuimos la presencia del encaje, pero las referencias documentales
desaparecen de la historia de Almagro hasta que ya en tiempos de Carlos III
el catastro de Ensenada de 1751 apunta que en esta ciudad habia 20 tratantes
y dos tenderos de encaje*. Unos afios después, en 1782, el Cardenal Lorenzana
recaba nuevamente informacion sobre Almagro y esta vez dicen desde alli que
“la fabrica y manofacturas estavlecidas en esta villa es la de encaje de ilo® fino
y basto, blondas y rehedezillas, que por los mismos vecinos de esta villa se ban
a vender a todas las partes del reino™. Ello vuelve a demostrar la existencia de
un gran numero de personas dedicadas a producir encaje de bolillos. Nada se
dice de quién y en qué condiciones lo hacia. No obstante, deducimos que lo
elaboraban mujeres encajeras en sus domicilios diseminadas por Almagro y
otras poblaciones vecinas y pasaban su saber directamente de madres a hijas
sin mediar otro tipo de ensefianza. De lo que no cabe duda es que estas mujeres
generaban una importante industria artesana de la que se lucraba gran niimero
de intermediarios masculinos.

En el siglo xv111, durante la Ilustracion, se crean en la corte de Madrid
algunas escuelas-talleres” de encaje de bolillos dirigidas a la poblacién femenina

de Historia Moderna. UAM,
Madrid, 2015, pag. 276 y ss.
Para mayor informacién
sobre el tema, véase también
de José A. Nieto Sanchez:
Las artesanas madrileias

en el Antiguo Régimen, en

Taller de Historia Social,
http:/goo.gl/of LIpf'y de
Victoria Lopez Barahona: Las
trabajadoras madrilefias en la
Edad Moderna, en Taller de
Historia Social,
http://goo.gl/6HTEJ6.
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8 GARCIA RUIPEREZ,
Mariano: La industria textil
en Castilla-La Mancha
durante el siglo xvii1. En

ler Congreso de Historia de
Castilla-La Mancha, Vol. 8,
1988, pag. 374.

9 AHN. Consejos. Legajo
1525. Expediente 4. Ha
servido para esta cita el
interesantisimo trabajo de
Carmen Sarasua, en el que
aparece una imagen de la
muestra referenciada, La
industria del encaje en el
Campo de Calatrava. Siglo
xvir-xix (1995). Dicho
trabajo puede leerse en

su pagina web
http://goo.gl/4UBKMO.

10 Sobre el tema de la seda
en la Peninsula Ibérica véase:
Comision Espaiiola de la Ruta
de la Seda: Esparfia y Portugal
en las rutas de la seda.

Diez siglos de produccién

y comercio entre Oriente y
Occidente, Universitat de
Barcelona, Barcelona, 1996.

Blonda tipica expuesta
en el Museo de Almagro.

mas deprimida y que cuentan con el apoyo econémico del Estado. Como en

el resto de Europa, en Espaiia el encaje no estd incluido en gremio alguno. Si
acaso formaria parte del de la pasamaneria. Las leyes excluyen a la mujer de

la estructura gremial en beneficio del hombre de forma que no se considera
cualificado el trabajo femenino y, por ende, se paga malamente. La mujer que
vende su trabajo lo hace por un sueldo miserable y sin el reconocimiento oficial.
Lo hace obligada por la necesidad del momento®. No obstante, con su labor no
solo ayuda a sustentar la economia familiar, sino que en determinados casos
constituye el tnico ingreso. La rapidez de ejecucion es vital para la encajera: a
mas velocidad, mas produccidn, pero también la calidad, porque la competencia
es grande. En Almagro no seria distinto.

No debe sorprendernos pues el caso de Maria Correas, una almagrena,
soltera y residente en Madrid, que solicita permiso en 1793 para abrir una
“escuela de encaje y blonda”. Para demostrar sus habilidades y adquirir el
grado de maestra que le permita dirigir una escuela, se somete a un examen
de picado y elaboracion de una muestra de blonda. Su exquisita labor merece
la aprobacion de la comisiéon examinadora y mediante decreto de 29 de enero
de 1794 obtiene el titulo solicitado®. Observando la muestra hecha por Maria
Correas sorprende la finura del hilo utilizado para realizar la labor de fondo
y los nutridos de los motivos, seguramente seda'®. No obstante, actualmente
no calificariamos de ‘blonda’ el trabajo del examen, sino de un ‘encaje recto,
de hilos continuos con fondo de tul y reseguido (vena), sin pares afiadidos’,
ya que ni el disefio ni las caracteristicas técnicas de la pieza coinciden con la
idea actual de lo que llamamos ‘blonda’, en la que prima el contraste entre el
ligerisimo fondo de tul elaborado con un hilo de seda fino y torsionado y los
solidos nutridos hechos con seda lasa mas gruesa, anadiendo y quitando pares
de bolillos seguin el criterio de la encajera. Una vez mas nos encontramos ante el
desconocimiento de saber qué tipo de encaje se hacia entonces en Almagro.

EL ENCAJE DE ALMAGRO. UNA ARTESANIA CENTENARIA
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Encajeras en los afos
cincuenta.

11 LARRUGA, Emilio:
Memorias Econémicas y
Politicas, tomo XVII, Madrid
1787.

12 MADOZ, Pascual:
Diccionario Geogrdfico,
Estadistico, Historico de
Esparia y sus Posesiones de
Ultramar, Tomo II, pag. 65,
voz “Almagro”, Madrid,
1847.

13 Tesis doctoral de
Victoria Lépez Barahona:
Las trabajadoras..., pag.
344. Aunque la autora da

un nombre distinto a la
almagrena Maria Correas
(Maria Carreras) estimo, por
los detalles mencionados,
que se trata de la misma
persona.

14 BARBA, Céndido: El
encaje de bolillos. Estudio
etnogrdfico. Diputacién

de Ciudad Real-Area de
Cultura. Biblioteca de
Autores y Temas Manchegos.
Ciudad Real, 1986, pag. 23.
15 Carta fechada en Buenos
Aires el 1 de mayo de

1896. La casa comercial La
Portuguesa, especializada
en la importacion de encajes
se dirige a Manuel Mifiones,
de Ponte do Porto, vendedor
de encajes gallego. El texto
puede leerse en las Resefias
Histdricas que aparecen en
http://goo.gl/id2wTr.

16 La Exposicién Vaticana
Ilustrada, version de ‘La
Esposizione Vaticana’

"“"'ll!ll.\.
-

Al

"‘ -

Los aires reformistas de la Ilustracidon con sus escuelas-talleres no llegan
a Almagro. Pero hay otros medios de desarrollo. Segtin nos cuentan las
informaciones de Larruga" y Madoz'?, Manuel Martinez y su esposa Rita
Lambert llegaron de Madrid en 1776 estableciendo en Almagro “una fabrica
para hacer encajes de hilo y seda ensefiando a fabricarlos a varias mujeres y
nifios de los pueblos adyacentes”. Tal vez Maria Correas' se hallase entre sus
empleadas almagrefias y adquiriese de Rita Lambert los conocimientos del
encaje fino aplicados en el examen de la corte.

También en 1796 los hermanos Torres, Juan Bautista y Félix, de Matard,
introdujeron “en Almagro y pueblos de alrededor fébricas de encaje de
blonda”. Esta informacién nos da cumplida respuesta sobre el origen de la
blonda almagrefa (Fig. A), pues se trataria de la versién modificada de la
blonda catalana. La calidad de ejecucién de este nuevo tipo de encaje debi6 ser
excelente, porque entrado el siglo x1x “en 1841 los encajes y blondas de Almagro
conseguian la medalla de oro en una exposicién nacional en competencia con
las blondas catalanas, que solo pudieron alcanzar la de plata™. El encaje de
Almagro adquiere gran fama fuera de las fronteras espafiolas. Ya en 1886 se
exporta a América®

Corrobora la alta calidad del encaje almagrefio no solo producido con hilo y
seda el hecho que el jurado clasificador de los objetos presentados con motivo
del Jubileo Sacerdotal del papa Leén XIII concede en 1888 una medalla de oro
a la “Junta creada en Almagro Ciudad Real por un alba con encajes de oro y
plata” 1617,

Gracias a la labor investigadora de un almagreio fallecido tempranamente,
Francisco Sdanchez-Hermosilla'®, sabemos de los esfuerzos de un dominico,
fray Pedro Gerard, por ayudar a los mas desfavorecidos en los primeros afos

6rgano oficial de la Comisién
Promovedora, n° 47, Barcelona
6 de enero de 1889, pag. 375.
17 BARBA, C.: El encaje...,
pag. 24.

18 Nota necroldgica en el
Cronista Almagreno, n° 116,
febrero 2012, pag. 34.

EL ENCAJE DE ALMAGRO. UNA ARTESANIA CENTENARIA
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Figura B. Punto de alfiler.
Almagro.

19 SANCHEZ-
HERMOSILLA, Fr. Francisco:
Fr. Pedro Gerard y el Sindicato
de Encajeras de Almagro en

El Cronista Almagrefo, n° 29,
marzo 2004, pag. 18 y 19.

20 MARTINEZ CERRO,
Manuel: Encajeras
Peninsulares Reunidas, en El
Cronista Almagrefio, n° 81,
diciembre 2008, pag. 39 y 40.
21 Por ejemplo, Almagro y
Camarinas comparten el
punto de antena, pero el cruce
de pares lo hacen de forma
diferente. Para la version
gallega véase: CANOURA,
Concepcion: Raizame do
encaixe galego, pag. 5; para la
almagrena, véase la Fig. B.

22 Sirva de ejemplo el caso
danés: PETERSEN, Jette:
Tonderkniplinger og deres
navne, Tonder Museum,
Tonder, Dinamarca, 2000.

23 Informacién facilitada por
la Srta. Julia del comercio
Artes El Villar, plaza Mayor
43, Almagro, Tel. 926 860
622, http://goo.gl/ZyZUTt.
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del siglo xx y entre ellos se cuentan las encajeras de Almagro. Tal vez fuese

ese fraile quien impulsase la creacion del Sindicato Cristiano de Encajeras

de Almagro. Solo se conocen unos cuantos detalles conservados en una sola
carpeta “que recoge documentacion en relacién a un sindicato de encajerasy,
por tanto, que este sindicato existi6 y estuvo vivo, al menos hasta los comienzos
de los afios 20™°. Entre los documentos mencionados se encuentran las Bases
Generales para la Mutualidad del Sindicato de Encajeras de Almagro firmadas
por la Junta Directiva y fechadas el 27 de febrero de 1914. Una vez desaparecido
fray Pedro, la incierta situacion histérica de Espaia de aquellos afos dio al
traste con esta iniciativa de proteccion social de las encajeras almagrefas.

En 1926 se asocian varios talleres de encaje de bolillos espaifioles incluidos
todos los de Almagro y crean la empresa Encajeras Peninsulares Reunidas S.A.
como un gran proyecto gremial. La intencién es exportar la produccion encajera
espafola lo mas racionalmente posible. Un afio después todavia el mercado
hispanoamericano absorbe mas del 90% del encaje espaiiol, pero se decanta por
la produccién belga con moneda mas accesible. Graves dificultades econdmicas
pusieron fin al proyecto®.

El encaje de Almagro, actualmente hecho con hilo de algodén, presenta sus
peculiaridades, aunque tiene grandes similitudes con el gallego de Camarifias®.
Como en otros lugares encajeros, los diferentes modelos reciben nombres** que
facilitan su identificacién y son inmediatamente reconocidos por las encajeras®.
La influencia de la blonda es manifiesta, tanto en lo referente al disefio como
a la técnica. El encaje original de Almagro estaria encuadrado dentro de los
denominados ‘de guipur’, con muchas trenzas y hojas lanceoladas. Quizas
fuese asi el encaje espafiol en sus comienzos y, en consecuencia, el almagreio.
Actualmente también se elabora el vistoso encaje ‘popular’ o de ‘torchon’

(Fig. C), mas ligero de apariencia.

Los gustos y las nuevas formas de vida cambian durante el siglo xx y hacen
el uso del encaje superfluo y pasado de moda. El interés por él decae, pero en
Almagro no deja de hacerse nunca y la ciudad se esfuerza por recuperar su
identidad encajera. Aumenta el interés por las artesanias tradicionales y, en
la década de los setenta por su gran herencia cultural, la ciudad es declarada
conjunto histérico-artistico. El encaje se aprecia ahora como herencia del

EL ENCAJE DE ALMAGRO. UNA ARTESANIA CENTENARIA
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Diferentes modelos de encaje utilizados , , , ,
. EVCIERES alpargate
por las encajeras de Almagro.

‘bicicleta’ ‘bizcocho’

“flor cubana’
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Figura C. Encaje popular o de
‘torchon’, no original de Almagro.

pasado, recibe el apoyo oficial del municipio, pero solo organiza la ensefianza; se
aprende en la Universidad Popular y en el Museo del Encaje y la Blonda. Faltan
manuales impresos y publicaciones de investigacion. Se vende en multiples
negocios y ha pasado a ser una atraccion turistica mas junto con las berenjenas,
el teatro y la plaza Mayor. La demanda de los compradores poco informados y
exigentes hace que en el encaje prime la cantidad sobre la calidad. Los tiempos
han cambiado y Almagro también, pero ;y las condiciones de trabajo de las
encajeras anonimas que siguen haciendo encaje por dinero?

Conclusion

Almagro y alrededores es conocida por sus encajes de bolillos. Se desconoce
cuando y como surge, aunque es evidente que es una industria centenaria,
esencialmente femenina y doméstica. A pesar de los altibajos de la produccion,
en Almagro no se deja de hacer encaje hasta la fecha y actualmente se cuida y
ensefla como sefal de identidad de la ciudad y atraccion turistica. ®

EL ENCAJE DE ALMAGRO. UNA ARTESANIA CENTENARIA
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per SusaNa ToBoso CHAVERO,
ambientologa i dissenyadora de moda.
Fotografies de Pixabay sota llicencia Creative Commons CCQ

El sector de la moda

A Europa existeixen centenars d’empreses i marques on dissenyen milers
de dissenyadors, grans escoles de disseny, nous dissenyadors emergents,
investigacio, importants museus i grans professionals. No obstant aixo, la
producci6 téxtil continua sent propietat d’Asia. Les importacions téxtils a
Europa continuen creixent any rere any, paisos com Xina, Bangladesh o 1'India,
confeccionen la roba que comprem a les grans multinacionals. La industria de
la moda és una de les més globalitzades a nivell de disseny, cadena de produccié
i venda. Es pot donar el cas que un pantald sigui dissenyat a Barcelona, el seu
teixit sigui xines pero es confeccioni a Bangladesh, que viatgi en vaixell durant
un mes de tornada a Barcelona i s'envii a New York per vendre’l. Per tant, és
d’esperar que la industria de la moda sigui el segon sector més contaminant
darrere la del petroli.

Es venen anualment més de 80.000 milions de peces al moén i més del 75% de
la roba que es llenga va parar als abocadors. El 20% dels toxics que saboquen a
les aigiies provenen de la industria textil, on es gasten bilions de litres per teixir
i confeccionar tot tipus de peces de vestir. Els oceans estan plens de vaixells que
surten dels ports de Shanghai o Hong Kong a vessar de contenidors amb roba
de les grans multinacionals que dominen el mercat i que es poden trobar a totes
les principals arteries comercials de les grans ciutats europees.

L'estructura de les grans multinacionals

La industria de la moda és un entramat d’una llarga i variada cadena de
producciod, des de la mateéria primera, la produccié del teixit, la confecci6 de la
peca de vestir, el seu transport, publicitat, venda, Gs i finalment el reciclatge o
eliminaci6 de la pega.

La gran majoria de les multinacionals i per mimetisme moltes mitjanes i
petites empreses funcionen de la mateixa manera.

El precursor del fast fashion se 'atorga al grup Inditex que va revolucionar
la manera de distribuir, produir i vendre a les seves botigues. Les classiques
temporades primavera-estiu i tardor-hivern desapareixen i es passa a una
produccié continuada de peces on cada setmana s’incorporen a les botigues
noves col-leccions. Aquest fet té un impacte directe en com es consumeix, com
es dissenya, com es produeix i en general en tots els actors que formen part
d’aquest sector.
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Figura 1. Esquema del
funcionament de les
multinacionals i les diferents
fases que ho componen.
T.I.: Transport Internacional

Arreu
del mén

@)

0

@©ggg
N

Europa

A escala consumidor, la percepcié de la compra de roba canvia totalment,
quan abans es comprava un jersei, jaqueta, o qualsevol altra pega per
temporada, ara el consum pot arribar a ser setmanal, considerant la moda
com un producte d’un sol s, menys durador, més barat i amb menys valor
afegit. Les peces de vestir baixen de preu i les empreses necessiten produir
més barat, aixi es deslocalitza la produccié cap a paisos com la Xina, India o
Bangladesh, amb ma d’obra més economica i amb poca o inexistent legislacié
ambiental o de protecci6 dels drets dels treballadors. Per tant, la roba és mes
barata, en consumim més, i els beneficis economics per les empreses augmenten
alhora que hi ha menys justicia social i més contaminaci6 en els paisos on es
produeixen. Una roda que no para de girar i que creix amb el temps.

A escala empresarial, totes elles mantenen una manera similar de treballar.
La segiient figura tracta de reproduir el cicle tipus:
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Tota col-leccié comenga amb una série de viatges a fires internacionals de
teixits o de moda i viatges per les grans capitals del mén comprant centenars
de peces de vestir i aixi tractar de reproduir les tendéncies dels principals
dissenyadors de moda. Amb aquesta informacié es dissenya la col-leccié i els
futurs proveidors fan arribar les seves propostes en forma de mostra a la seu
central de disseny, normalment ubicades a Europa. Es tria quines es produiran
i tot I'equip, tant de compradors com dissenyadors, viatgen al pais d’origen,
Xina, Bangladesh, etc. per cotitzar aquestes peces. Aquests viatges solen ser
devastadors fisica i mentalment, tant pel grup de compradors i dissenyadors
com pels mateixos proveidors que després faran les produccions. Jornades de
14/16 hores diaries negociant els preus, dies dins d’un hotel sense sortir d'una
habitacié i pensant de quina manera el proveidor sera capa¢ d’entregar una
producci6 perfecta al minim cost.

Una vegada els preus estan tancats, el proveidor enviara més mostres per tal
de donar el vistiplau a la produccié. Aquesta, senviara per vaixell, ja que és més
econdmic, només senvien per avié quan sén molt urgents i sovint a cost del
proveidor si el retard és responsabilitat seva. Aquestes peces, una vegada arribin
a la central de distribucid, es repartiran per totes les botigues del mon.

Aquest cicle no es repeteix només dues vegades a I'any sind que es repeteix
cada vegada que es dissenya una nova col-leccio, el que vol dir que normalment
és un cicle mensual, incliis moltes vegades cada dos o tres setmanes.

El paper de la dona en el sector de la moda

Les dones son el pilar del sector textil, a excepcié com sempre dels alts carrecs,
on segueixen predominant els homes. La gran majoria de les multinacionals
europees i les empreses asiatiques son gestionades per homes, en canvi les dones
son el collectiu majoritari. Lexigéncia en la moda és molt alta i especialment
amb la dona, que sent pitjor pagada, ha de dedicar més hores, ha d’estar sempre
disponible i ha d’ajornar la seva vida familiar en favor de les necessitats laborals.
En aquestes multinacionals entre el 80% i 75% son dones, i a vegades s’enfronten
a diferents situacions delicades. Per llei les dones tenen dret a la baixa maternal
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quan tenen un fill i a agafar-se la reducci6 de jornada durant uns anys si és el
que desitgen. La realitat és una altra ben diferent, algunes d’elles no arriben a
esgotar tota la baixa que els correspondria per por a perdre el seu lloc de treball.
Altres s’acullen a la reducci6 de jornada perd I'empresa amb el temps arriba a
suggerir tornar a la jornada laboral sencera i en alguns casos fins i tot tractar
d’arribar a un acord pactat amb la treballadora per deixar 'empresa. Aquestes
situacions no sén aillades sin6 que sén comuns i quotidianes, es podria dir que
estan totalment normalitzades a aquestes multinacionals. Els drets que per llei
els correspondria, moltes dones no satreveixen a exercir-1” ho per por a quedar-
se sense feina o ser reubicada en un altre departament.

La contaminacio i les grans quantitats de residus

Limpacte ecologic de la moda és considerable, tenint en compte que el consum
en els darrers anys ha augmentat un 400% i la manera de produir ha canviat
radicalment com s’ha mencionat abans. Es una realitat que la petjada de carboni
és enorme. Només veient el diagrama de la figura 1, ens podem imaginar la
quantitat de recursos, emissions, contaminats o residus que es generen. Si ens
centrem en la cadena de produccié exposada, trobariem diferents tipus de
contaminacio i/o residus en les diferents fases de la produccié d’una col-leccié :

Residus. Hi ha dos tipus de residus majoritariament. Per una banda, les aigiies
residuals que contaminen els sistemes fluvials, sols etc. i per l'altra els residus
solids, com les minves de produccio, les mostres, produccions que es rebutgen o
les peces de vestir que acaben en un abocador després de ser utilitzades.

Emissions de GEH. En la gran majoria de fases trobem emissions de gasos
d’efecte hivernacle, com en els viatges que es fan de shopping o de cotitzaci6 a
Asia, com en I'enviament de les mostres i de la produccié. També les emissions
es donen tant a les installacions de disseny i distribucié com a les fabriques.
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Contaminants. Es troben grans quantitats de contaminants, molts d’ells molt
toxics com els NPEs (nonilfenoletoxilats), Amines o Ftalatos, procedents de

les tintures o dels processos que s’utilitzen per a la teixidura. També s'utilitzen
pesticides i fertilitzants per a la producci6 del cot6, que és la fibra més utilitzada
en la moda, etc.

Explotacio dels recursos naturals. Sutilitza una gran quantitat de recursos,
sobretot aigua, ja que el textil necessita una gran quantitat per ser produit,
també sol per la produccié de cotd, 1li, etc. i petroli per a la produccié de
poliester, nylon, etc. i per al combustible dels vaixells, avions, camions, etc.

La industria del fast fashion és una de les industries que més contamina. Seria
inacabable descriure tots els contaminants i residus que genera, ja que esta
formada per diferents agents i comporta desenes d’etapes per confeccionar una
sola pega. Alguna de les més contaminants seria la del conreu del cotd, que és la
fibra més utilitzada per aquest sector. El conreu intensiu de cot6 és responsable
del 2,6% de I'tis global d’aigua i necessita grans quantitats de pesticides i
fertilitzants. Aquests, contaminen aqiiifers, l’aire i el sol. Per una altra banda, el
nylon i el poliester que sén junt amb el cotd altament consumides, estan fetes de
petroquimics, per tant no sén biodegradables i sacumulen als rius, oceans i es
bioacumulen en diferents especies. A la vegada aquestes fibres necessiten gran
quantitat d’energia i emeten Oxid de nitrogen quan sén produides.

També es troba el sector del transport, que segons un estudi de la revista
Environmental Science and Technology, entre un 18% i un 30% de les emissions
mundials de NOx i el 9% de SOx sén creades pels vaixells mercants. També
alerta que només 15 d’aquests vaixells de mercaderies de gran format emeten la
mateixa quantitat de contaminats que 760 milions de cotxes.
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Noves iniciatives i el futur del fast fashion

No només el fast fashion provoca importants residus, contaminats i emissions
sin6é que també comporta en molts paisos la discriminacié de génere, violacié
dels drets dels treballadors o condicions de treball infrahumanes. Un exemple
clarificador va ser el col-lapsa de 'empresa Rana Plaza a Bangladesh, on van
morir més de mil persones, i va deixar al descobert les condicions de treball

i la injusticia social que hi ha al mén, mentre que a occident ens comprem
samarretes a 3 euros, a 'altra part del mon treballen jornades interminables per
fer les nostra roba a raé d 'un sou de 50 euros mensuals.

Existeixen noves iniciatives a diferents empreses. Grans multinacionals
comencen a fer col-leccions amb cotd organic o “conscious collections”, també
d’altres recullen les peces de vestir que es llencen i les donen a diferents ONGs,
o comencen a proliferar departaments de responsabilitat social corporativa.
Iniciatives interessants si no fossin només una petita part del gran canvi que
haurien de fer totes aquestes empreses. Comengant per les centrals de disseny
i distribuci6 a Europa i la seva implicacié en la millora de les condicions en les

tabriques asiatiques.

El fast fashion és la quinta esséncia del capitalisme de consum, i la implicacié
pel canvi a un altre tipus de produccié en aquest sector ha de comengar tant
per part de les empreses i institucions com dels consumidors. El consumidor
té en les seves mans alinear la seva manera de pensar amb la seva manera
de comprar, i exigir a les empreses uns productes locals, sostenibles i justos

socialment.
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por MERCEDES LOPEZ GARCIA, historiadora y documentalista
en textil e indumentaria.
Fotografias: HECTOR CASTRO MARTORELL

1 Para mds informacion El Museu Deu es una institucion publica de El Vendrell (Tarragona), fundada
ﬁgg:itgef-pégina web del a raiz de la donacién que el notario Antoni Deu Font hizo a la ciudad. Este
' ) coleccionista atesoro, con un criterio muy personal, toda una serie de obras

2 INRIsonlassiglasenlatin  de arte a lo largo de su vida. Cronolégicamente hay piezas datadas desde el

de la frase: Jesus de Nazaret,  sjglo x11 hasta finales del xx y a nivel tematico no existe una unidad, pero

rey delos judios. pueden establecerse varios grupos mas o menos definidos: tallas religiosas,
argenteria liturgica, escultura, pintura y ceramica contemporanea, dibujos
y acuarelas, muebles, vidrio modernista, marfiles, relicarios, morteros de
farmacia y alfombras orientales’.

Una pieza singular

La pieza que presentamos pertenece a este museo y puede situarse dentro
del grupo de objetos liturgicos, porque es una indulgencia, pero tiene la
peculiaridad de que la estampa original ha sido decorada con bordados y
aplicaciones en hilo de seda y de metal. Su ficha basica es la siguiente:

Denominacion: indulgencia

Ubicacién: Museu Deu, n°. Registro 2842

Dimensiones: 28,5 x 22 cm

Origen: desconocido, posiblemente Espana

Cronologia: segunda mitad siglo xvi1I - primera mitad siglo x1x

Materiales: papel, lino o cafnamo, seda, metal (posiblemente plata y otros
metales por confirmar), cera, pasta de vidrio

Técnicas: gravado, tafetan, bordado a mano, aplicacién

Descripcion iconografica

La pieza esta dividida en dos dreas: la parte central, donde se sitta la
indulgencia y la parte que la enmarca. La figura central es la de Cristo, de
pie, con cabello largo, barba y vestido con tunica. En la cabeza lleva la corona
de espinas y las manos estan atadas a la altura de la cintura, con una cuerda
que baja desde el cuello y cuelga por delante hasta los pies. En el pecho lleva
el escapulario con la cruz de la Orden Trinitaria y sobre su cabeza hay la
inscripcion INRI2.

UNA INDULGENCIA BORDADA
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Imagen de la indulgencia
enmarcada por una decoracién
bordada de motivos florales.

3 Segun el Codigo de
Derecho Canénico:

“La indulgencia es la
remision ante Dios de la pena
temporal por los pecados, ya
perdonados en cuanto a la
culpa, que un fiel dispuesto

y cumpliendo determinadas
condiciones, consigue por
mediacién de la Iglesia, la
cual, como administradora
de la redencidn, distribuye y
aplica con autoridad el tesoro
de las satisfacciones de Cristo
y de los Santos”, “Capitulo

IV De las Indulgencias”,

(Cann. 992-997), en Cédigo de
Derecho Candnico, disponible

en: http://g00.g1/0p5p5S.

Acompaian a Cristo seis dngeles, tres a cada lado y los que estan situados en
la parte inferior llevan la corona de espinas y los tres clavos. Todos los elementos
estan vinculados a la Pasion de Cristo y esta representacion sigue la iconografia
de la figura conocida como Jesus de Medinaceli, una estatua de tamafo
natural venerada en la basilica madrilefia que lleva su nombre. La Biblioteca
Nacional de Madrid conserva una estampa muy similar a la de esta indulgencia,
incluso en la inscripcién que hay al pie de la misma: “Milagrosa Imagen de /
Iesus Nazareno cautiva de los Moros / y rescatada p. los PP Trinitatrios Desc.
Rezando tres / vezes el Pater Noster se ganan 100 dias de Ind.”. La tltima palabra
es la abreviatura de indulgencia y define la funcion del objeto®. La Iglesia
generalmente las expedia en forma de estampas, con una imagen religiosa
acompanada de una inscripcion.
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Comparativa entre la imagen de la
indulgencia y la conservada en la
Biblioteca Nacional cuyo autor es

Miguel Birués (publicacién Madrid,
1740-1793. BNM, INVENT/13544).

Detalle de la custodia con la

pieza central, que imita la hostia,
grabada con una cruz, las iniciales
IHS (monograma del nombre de
Jesucristo) y tres clavos.

Monograma de Ave Maria,
con las letras bordadas Ay M
superpuestas.
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En el marco bordado que rodea la escena central encontramos dos simbolos
mas: en la parte superior la forma de una custodia que rodea una pieza circular,
posiblemente de cera, grabada con las iniciales IHS y en la parte inferior el
monograma de Ave Maria. El resto del marco esta decorado con motivos
florales de diversos tamafos.
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4 El hilo entorchado

consiste en una alma de seda
alrededor de la cual se enrolla
una ldmina muy fina de
metal, cubriendo la seda casi
por completo.

5 FERNANDEZ, E. Los
talleres de bordado de las
cofradias, Editora Nacional,
Madrid, 1982, pp. 71-81.

Inscripcion gue acompana la imagen, con la disposicién de los hilos de seda que la rodean y ldmina dorada,
en la parte superior, decorando el bajo de la tunica de Jesus.

Descripcion técnica

En la indulgencia del Museu Deu vemos la estampa en las inscripciones y en
las carnaciones de las figuras, pero todo lo demas ha sido cubierto con hilo de
seda a dos cabos, hilo metalico entorchado* o lamina metdlica. No debemos
confundir esta parte con un bordado, ya que todos los hilos han sido fijados con
algtn tipo de adhesivo y dispuestos en forma de lineas paralelas o en zigzag,
rellenando cada superficie del papel.

Toda esta parte esta adherida a un cartén que se ha pegado, a su vez, sobre
una tela de tafetan de lino o cafiamo de mayor dimension. Este tejido hace de
soporte tanto de la imagen central como de los bordados del marco y por el
reverso vemos que la tela ha sido reforzada con papel.

En las decoraciones del marco si que podemos hablar propiamente de
bordado. Los materiales empleados son hilos de seda y, en mayor abundancia,
de metal. Los de seda apenas tienen torsion y en los de metal podemos
encontrar hasta doce tipos diferentes. Generalmente los hilos de metal
mas utilizados para tejer o bordar suelen ser en forma de ldmina o de hilo
entorchado, sin embargo en esta pieza encontramos de otro tipo, ya que hay
hilos gruesos que combinan diferentes cabos metalicos formando bucles,
hilos en espiral, unas espirales con seccién circular y otras cuadrangular, o
hilos trenzados, algunos combinando diferentes metales. En los bordados de
esta época, generalmente los metales plateados se suelen corresponder con
plata, pero en los dorados nunca se empleaba oro puro. Estos hilos eran de
plata cubierta con polvo de oro, también conocida como plata sobredorada
y en algunos casos en vez de plata se empleaba cobre, denominandose esta
combinacion “oro falso™.
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6 GONZALEZ, M.A.
Catdlogo de bordados,
Instituto Valencia de Don
Juan, Madrid, 1974, p. 54.

En cuanto a la técnica, con seda se ha bordado la parte central de las flores
mas grandes, en punto de nudo, y algunos de los pétalos estan realizados con
bastas largas, que podriamos identificar como punto llano. Los hilos de metal
siguen la técnica de bordado denominada de oro tendido® que consiste en ir
aplicando el hilo o cordén sin que atraviese la tela, sujetandolo al tejido con
pequenas puntadas muy discretas, hasta conseguir la forma que requiera el
disefio.

Reverso de la pieza donde es visible el papel que refuerza la tela y las diferentes puntadas que intervienen
en el bordado.
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Diferentes tipos de hilo que
forman el bordado: hilo de seda
e hilos metélicos de diferentes
formas y materiales.

Ver detalle de la estructura
de las flores bordadas

7 CARRETE,]., CHECA,
F.y BOZAL, V. “El grabado
en Espaia (siglos xv-xvi11)”,
en Summa Artis, vol. XXXI,
Espasa-Calpe, Madrid, 1987,
p- 412.

8 ALARCON, C. “La
iconografia religiosa en el
siglo xv11I”, en Revista de
Dialectologia y Tradiciones
Populares, numero 45,
Madrid, 1990, p. 269.

9 FERNANDEZ, D.
“Historia de la imagen de
Jesus Nazareno de Medinaceli
de Madrid”, “en Actas del
VII Congreso y Encuentro
Nacional de Cofradias y
Hermandades dedicadas a
las Advocaciones de Jestis
Nazareno Cautivo, Rescatado,
de Medinaceli, Cofradia

del Santisimo Cristo de la
Expiacion y del Silencio,
Ledn, 2011, pp. 213-221.

En el reverso de la pieza podemos ver el color original de los hilos de seda,
ya que por el derecho lo han perdido. El resto de puntadas son de hilo de lino o
cafiamo, del mismo color que el tejido de fondo, y en dos grosores, un hilo mas
grueso que pasa por el centro de algunas espirales y otro mas fino que sujeta los
cordones mas gruesos.

Ademas del bordado, la pieza tiene algunas aplicaciones de lentejuelas
plateadas, formando el centro de las flores de mediano tamafo y cuentas de
pasta de vidrio que forman el centro de las flores mds pequefias. Junto con todos
los hilos mencionados hacen que el disefio sea un conjunto estilisticamente rico
y dindmico.

Funcion de la indulgencia

Ademas de la funcién antes definida, la primera palabra de la inscripcion,
“Milagrosa”, nos indica que esta indulgencia también podia ser consideraba
como talismdn protector contra posibles desgracias. Las estampas de tipo
religioso eran las mas divulgadas, tanto durante el siglo xvi1 como en el xvii1
y el principal negocio de los grabadores, ya que sus clientes mas importantes
eran parroquias, conventos o cofradias, que encargaban tiradas muy extensas
de las imagenes que en ellos se veneraban’. En el caso de Jestis de Medinaceli la
cofradia de Madrid tenia la propiedad del grabado e incluso en un inventario
consta que guardaba la plancha de cobre?®.

La figura de Jestis de Medinaceli tuvo un gran auge a partir de 1682,
debido a su rescate por parte de la Orden Trinitaria. Se desconoce el autor
de la talla, pero se sabe que fue realizada en Sevilla durante la primera mitad
del siglo xv1r®. A mediados de siglo fue llevada a La Mamora (actual ciudad
marroqui de Mehdia), pero en 1681 el sultdin Muley Ismail conquisté la ciudad
y tomo cautivos a los soldados, ademads de a las imagenes, trasladandolos a la
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10 PORRES, Bonifacio,
Libertad a los cautivos,
Secretariado Trinitario,
Cdrdoba-Salamanca, 1997,

p. 509.

11 La Orden de la Santisima
Trinidad y de los Cautivos fue
fundada por el francés Juan de
Mata (1154-1213) y se dedicaba
al servicio de la redencion de
forma pacifica, a través de la
misericordia. La sexta obra de
misericordia es la liberacion
de los cautivos y ejercian

de mediadores, a través del
intercambio o de la peticion de
limosnas para pagar el rescate.
Para conocer més acerca de
esta orden religiosa: PORRES,
Bonifacio, Op. cit.

12 La proteccion de

la casa Medinaceli se
prolongd incluso durante

la desamortizacion de
Mendizabal, tras la cual
mandaron construir la

iglesia donde se encuentra
actualmente. Por este motivo
a la imagen se la conoce con
este nombre y no con el de
“Jestis Rescatado” que es su
nombre original. LARIOS, J.J.
“El comienzo de una relacién
secular: nuestro Padre Jesus

y el Duque de Medinaceli”,

en Actas del VII Congreso y
Encuentro Nacional... Op. cit.,
pp. 207-212.

13 Algunos ejemplos son la
Virgen de Guadalupe (N°.Reg.
1987/01/01) y San Ignacio de
Loyola (N°.Reg. 2014/02/01),
del Museo de América, cuyas
fichas pueden consultarse

en linea en la Red Digital de
Colecciones de Museos de
Espafia

( )

o la imagen de Santa Bibiana
(Ne.Reg. 2278) del Museu
Arxiu Tomas Balvey, cuya
ficha estd disponible en la
base de datos Museus en Linia
( )

14 Las fichas de estas piezas se
pueden consultar en:

(escribiendo en el campo
“Ntmero de registro” 2943
parala capay 11322 parala
cartera)

ciudad de Mequinez'®. Alli, el padre fray Pedro de los Angeles, de la Santisima
Trinidad Descalza, fue testigo de los ultrajes que fueron practicados a la imagen
y puso en marcha las diligencias necesarias para rescatar, tanto a las personas
como a la figura de Jesus"'.

La imagen, una vez rescatada, llevd como simbolo en el pecho el escapulario
con la cruz trinitaria y siguié un periplo por varias ciudades. Cuando llegé a
Madrid en 1682 su fama, como “Jesus Rescatado” y figura milagrosa, la habia
precedido extendiéndose hasta el punto de congregar en su recibimiento a
autoridades y numerosos fieles que deseaban venerarla. Fue depositada en
el convento de los Padres Trinitarios Descalzos de la ciudad, junto al cual
se construyo, entre 1686 y 1689, una capilla apadrinada por el Duque de
Medinaceli'®. A principios del siglo xv111 su culto se extendié por todos los
dominios de Espafia, Alemania, Italia, Hungria, Polonia, e incluso a las Indias
Occidentales, a través de reproducciones en escultura, pintura, estampas o
medallas y la creacién de cofradias.

Conclusiones

A pesar de haber hallado el paralelismo con la estampa de la Biblioteca
Nacional, no hemos encontrado ninguna indulgencia bordada en las bases

de datos en linea que aglutinan colecciones de diferentes museos, a nivel
autonomico o estatal. Aunque si hemos hallado representaciones de imagenes
religiosas que combinan papel en las carnaciones y bordados en el resto®?, todas
ellas datadas en el siglo xviIr

Por otro lado se han hallado paralelismos con el bordado en dos piezas que
conserva el Centre de Documentacié i Museu Textil de Terrassa, sobre todo
una cartera, datada en el siglo xv11r, en la que se han utilizado hilos metalicos
del mismo tipo y con la misma técnica que los que decoran la indulgencia™.
Por la calidad de los materiales utilizados, la técnica y la funcién de la pieza,
tal vez podriamos incluirlo dentro del bordado erudito, segtn la clasificaciéon
que establecen expertos en este campo’®. No sabemos si la pieza fue expedida
bordada o la decoracidn es posterior al hecho de obtener la indulgencia en
forma de estampa, pero por las similitudes halladas, tanto la estampa como el
tipo de bordado parecen contemporaneos, posiblemente entre la segunda mitad
del siglo xv111 y la primera del x1x. En cuanto a la autoria de la decoracion, el
hecho de que se trate de una indulgencia y el control que sobre ellas se ejercia,
hace que nos planteemos la hipétesis de que tal vez fuera realizado en los
talleres de una cofradia o de un convento.

Otra incégnita la plantea el reverso, en el cual no se han hallado restos de
ningun forro, por lo que no podemos saber si tenia alguno ni de qué material
era. La pieza se encontraba enmarcada en un cuadro de cronologia muy
posterior y cuyo deterioro de la madera y el cristal hicieron que fuera retirado.

15 FLORIANO, A,

El bordado, Alberto Martin,
Barcelona, 1942, pp. 18-23
y GONZALEZ, M.A., 1974,
Op. cit., p. 44.
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La filigrana plateada que decora el perimetro del anverso nos hace pensar que
la pieza esta completa en sus margenes, pero seguramente debia tener un forro
o debia estar fijada a alguna pieza de mayor tamano, ya que el reverso no debia
ser visible. Tampoco se han hallado marcas de clavos en los margenes, o de
adhesivo en el papel, aunque si marcas de pequefios agujeros realizados por
aguja, por lo que posiblemente debia estar fijada a otra pieza de tejido mediante
costura manual.

Todas ellas son lagunas que a partir de la publicacion de este articulo quizas

puedan desvelarse, al documentar brevemente y dar a conocer esta indulgencia
tan singular.

UNA INDULGENCIA BORDADA
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1 Biblioteca Nazionale
Marciana, Fondo Mariutti
Fortuny, Registro M 1.10.32.
Vid. asimismo Franzini, C.
“Henriette e Mariano, le
impronte degli iconauti” en
Henriette Fortuny, Ritratto

di una musa. Museo Fortuny
Venecia Palazzio Orfei,

pag. 9L

2 Brevet d’invention. Office
National de la Propriété
Industrielle, n° 414.119. Genre
d’étoffe Plissée Ondulée.
Paris 10/6/1909. Biblioteca
Nazionale Marciana, Fondo
Mariutti Fortuny, Registro

M 8.1.5. Este documento,

que guarda cuidadosamente
la Biblioteca Marciana de
Venecia fue exhibido junto con
el documento citado en nota 1
en una maravillosa exposicion
celebrada entre diciembre de
2015 y marzo de 2016 en el
Museo Fortuny de Venecia.
De todos modos, sigue siendo
una incdgnita las razones que
impidieron que esa patente
fuera a nombre de Henriette,
o que Fortuny la designara
como “Henriette Brassart”, es
decir, utilizando el apellido
materno de Henriette.

Vid. asimismo FRANZINI,
C. “Henriette e Mariano, le

por SiLvia BANARES

Resumen

Henriette Nigrin ha sido tradicionalmente descrita por su papel de
compaifiera y musa de Mariano Fortuny. Sin embargo ella fue a su vez una
importante inventora y creadora textil.

El proposito de este articulo es describir determinados aspectos
biograficos de Henriette Nigrin y algunos hechos de su vida que arrojan
una nueva luz sobre su figura.

Henriette Nigrin ha sido tradicionalmente descrita como la musa y colaborado-
ra del gran artista Mariano Fortuny y Madrazo.

Sin embargo, en los tltimos tiempos han aparecido nuevas informaciones
que nos han permitido saber que su papel no se limit6 a ser la companera de
un icono del siglo xx, sino que a su vez fue también inventora y creadora en el
ambito textil.

Asi lo afirmaba la propia Henriette en una carta manuscrita dirigida a Elsie
McNeill tras la muerte de su marido, en la que le manifestaba que “.. Per quanto
concerne al Delphos, dopo maturo esame, e cio mi ha fatto ritardare a risponderti,
sono venuta nella determinazione irrevocabile di cessare la produzione a carattere
commerciale. Considerato poi che tali vesti, ancor piii di tante altre, sono de la mia
propria creazione, desidero che non siano riprese da altri, e pertanto al commercio
della Delphos si deve porre la parola “fine”".

Mas alla de las palabras de la propia Henriette, también lo reconocia asi
Mariano Fortuny cuando, en una copia de la solicitud de la patente relativa
al sistema de plisado ondulado, alegaba que ‘ce brevet est de la propriété de
Madame Henriette Brassart qui est I'inventeur. Jai pris ce brevet en mon nom pour
Turgence du dépoét... Le 10 Juin 1909 a Paris. Fortuny™™.

Mariano Fortuny hablaria también de ello en su biogratia afirmando que “ma
Femme et moi, nous avons fondé, au Palazzo Orfei un atelier d’impression suivant
una méthode entiérement nouvelle... Cette industrie a commencée par des chdles
en soie et sest développée avec des robes™.

3 FERRETI, D. “Ritratto

di una musa” en Henriette
Fortuny, Ritratto di una musa.
Museo Fortuny Venecia
Palazzio Orfei, pag. 14.

impronte degli iconauti” en
Henriette Fortuny, Ritratto
di una musa. Museo Fortuny
Venecia Palazzio Orfei,

pag. 89.
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Tunica Delphos, seda.
Taller de Mariano Fortuny, Venecia.
CDMT 15200.
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4 Registro de nacimientos
Fontainebleau de 1877.

5 Parece que el abuelo

de Henriette o quizas

su bisabuelo (los dos se
denominaban del mismo
modo) optaron por la
nacionalidad francesa tras
la anexion por parte de
Alemania de determinados
territorios de la Alsacia
Lorena.

6 Paris23/11/1848-
Fontainebleau 2/11/1901,
segtn registro de defunciones
de Fontainebleau de 1901.

7 Soultz sous Foret

(Bais Rhin) 12/2/1817-
Fontainebleau 11/10/1899
segun registro de defunciones
de Fontainebleau de 1899.

8 Segun se desprende del
acta de matrimonio de su
hijo, referenciada en nota 22.
9 Annuaire général du
commerce, de I’industrie,

de la magistrature et

de 'administration: ou
almanach des 500.000
adresses de Paris, des
départements et des pays
étrangers. 1845

10 Paris 26/8/1925-
Fontainebleau 6/3/1895,
segln registro de defunciones
de Fontainebleau de 1895.

11 Concretamente el
23/2/1847 segun consta en
los Fichiers alphabétiques de
I’état civil reconstitué (XVIe
siecle-1859) de la ciudad de
Paris. De este matrimonio
no se ha podido obtener el
acta por cuanto los archivos
anteriores a 1860 fueron
destruidos a raiz de un
incendio del Ayuntamiento
de Paris en Mayo de

1871 y han sido tan sélo
parcialmente reconstruidos.
12 Liste nominative de
Fontainebleau de 1881.

13 Segtin se desprende de

las actas de fallecimiento de
Frédéric Nigrin y de Elisabeth
Julie Albrecht, referenciadas
en notas 6y 10.

Sin embargo, la vida personal de esta artista, de nacionalidad francesa por
nacimiento, espafiola por matrimonio y quizas veneciana de corazon, sigue
siendo una gran incégnita.

Una investigacion sobre las posibles causas de su tardio matrimonio nos llevé
a localizar una serie de datos en archivos publicos y privados, esencialmente
franceses, que son los que han permitido en cierta manera reconstruir la
biografia de Henriette Nigrin.

Henriette Nigrin nacié en Fontainebleau el 4 de Octubre de 1877. Sus padres
escogieron para ella los nombres de Adele Henriette Elisabeth, y asi figura en
su acta de nacimiento*. Sin embargo y a pesar de que Adeéle fuera su primer
nombre, siempre utiliz6 el de Henriette.

Henriette era hija de Frédéric Albert Nigrin y de Marie Juliette Brassart.

La familia de su padre era de origen alsaciano®, si bien su padre (Frédéric
Nigrin) ya habia nacido en Paris (en el antiguo octavo arrondissement) en 1848
y falleci6 en Fontainebleau el 1901°. En el momento del nacimiento de su hija
contaba pues con 28 afos de edad.

A su vez, era hijo de Joseph Frédéric Nigrin” (de profesion “rentier”

en los

ultimos afios de su vida y anteriormente “tourneur en bois™) y de Elisabeth
Julie Albrecht, los cuales contrajeron matrimonio en Paris en 1847''. Ambos
se habian traslado junto con su hijo a la ciudad de Fontainebleau: de hecho en
1881 aparecen ya en la Rue des Pins 13 de esta ciudad'?* domicilio que ocuparon
hasta el momento de su fallecimiento’.
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14 Registro de nacimientos
de la ciudad de Valenciennes
de 1850. Se desconoce lugar y
fecha de defuncion de Juliette
Brassart, si bien en 1924
estaba viva (por cuanto asi se
afirma en el acta matrimonio
de Henriette Nigrin con
Mariano Fortuny).

15 Valenciennes 19/05/1806-
Valenciennes 5/5/1875,

segun acta del registro de
defunciones de Valenciennes
de 1875.

16 Segtin se desprende del
acta de su matrimonio
referenciada en nota 20.

17 Valenciennes 22/05/1812
segtin acta del registro de
nacimientos de Valenciennes
de 1812. Se desconoce el lugar
y fecha de defuncion de la
abuela materna.

18 Segtin se desprende del
acta de su matrimonio
referenciada en nota 20.

19 Segtin se desprende del
acta de matrimonio de su hija
referenciada en nota 22.

20 En concreto el 21 de enero
de 1841, segtin consta en el
registro de matrimonios de
Valenciennes del afo 1841.

21 Seglin consta en el acta de
matrimonio de los padres de
Henriette Nigrin referenciada
en nota 22.

22 Acta del registro de
matrimonios de Paris (second
arrondissement) del afio 1876.
23 Segun se desprende del
acta de matrimonio de los
padres de Henriette Nigrin
citada en nota 22, su padre ya
residia en esa ciudad.

24 Segun consta en el acta

de nacimiento de Henriette
citada en nota 4.

Asi se recoge también en
FERRETTI, D. “Ritratto

di una musa” en Henriette

Fortuny, Ritratto di una musa.

Museo Fortuny Venecia
Palazzio Orfei, pag. 11.

25 Vid. asimismo listas
nominativas de poblacion de
Fontainebleau de 1881.

26 Segun consta en el acta
del primer matrimonio de
Henriette citada en nota

35. Vid. asimismo listas

Es de suponer que Henriette tuviera un trato frecuente con sus abuelos
paternos pues no solo residian en la misma ciudad, sino en lugares muy
cercanos entre si.

Por su parte, la madre de Henriette (Marie Juliette Brassart, sin profesién
especial) habia nacido en Valenciennes el 12 de Agosto 1850 y tenia 27 afos
cuando nacié su hija.

Marie Juliette Brassart era hija de Nicolas Théodore Brassart® (de profesion
“sellier”'®) y de Albertine Eleanore Clerfayt'” (de profesion “lingere”*® en el afio
el que contrajo matrimonio y “propriétaire”® en la década de 1870); ambos
provenian de la ciudad de Valenciennes y habian contraido matrimonio en
1841, tras obtener la correspondiente dispensa por cuanto eran cufiados entre
si*. Residian también en esa ciudad, Rue des Lilles 50*.

Los padres de Henriette se casaron en Paris el 21 de Octubre de 1876; es
posible que ello se debiera a que Marie Juliette Brassart residia en esa ciudad
junto a su hermano (tio de Henriette) en Rue Louis le Grand 18>,

Sin embargo, pronto se trasladarian a Fontainebleau, lugar de residencia de
Frédéric Nigrin®. Asi en el afio 1877 la familia reside en Boulevard Magenta
19 (lugar donde nace Henriette)** y permanece en ese domicilio hasta 1881%,
aunque posteriormente (entre los afios 1882 y 1886) se trasladan a la Rue
Grande 112 de Fontainebleau®, lugar en el que estaran con seguridad hasta el
ano 1901.

La profesion que el padre de Henriette hizo constar en la mayoria de
documentos civiles era la de “restaurateur”; asi lo declaraba en momentos
importantes de su vida, como cuando contrajo matrimonio con Marie Juliette?”
o en la defuncién de sus padres?.

Sin embargo, es también conocido que durante una época trabajo
como “gérant de mess de 'Ecole d'application de l'artillerie et du génie” de
Fontainebleau y asi lo hizo constar , por ejemplo, con ocasién del nacimiento de
la propia Henriette?® o de la hermana de ésta®. Este extremo queda refrendado
por los censos de poblacion de Fontainebleau del afio 1881.

Por su parte, la madre de Henriette figuraba siempre como “sans profession”
Sin embargo, es posible que por la linea materna (originaria de Valenciennes
y en la que algunos miembros —~como su abuela- estaban relacionados con
lenceria) Henriette heredase una especial sensibilidad para los tejidos y
encajes®. Y del mismo modo, es posible que por via paterna, tuviera cierto
conocimiento sobre la talla de madera, dado que su abuelo paterno era
“tourneur en bois”

De los documentos consultados apenas se desprende informacion sobre
la infancia y primeros afios de Henriette: tan sélo consta que tuvo una tnica

31 Sus habilidades
extraordinarias como

nominativas de poblacion de
Fontainebleau de 1896 y de

29 Segun se desprende
del acta de nacimiento de

1901. Henriette citada en nota 4. costurera han sido resaltadas
27 Acta de matrimonio citada  Vid. asimismo FERRETTI, por DE OSMA, G.: “Mariano
en nota 22. D. “Ritratto di una musa” en Fortuny, arte, cienciay

28 Segun se desprende de Henriette Fortuny, Ritratto disefio” Ed. Ollero y Ramos,

di una musa. Museo Fortuny pag. 153.

Venecia Palazzio Orfei,
pag. 11.
30 Vid. nota 32.

las actas de fallecimiento de
Frédéric Nigrin y de Elisabeth
Julie Albrecht, citadas en
notas 6y 10.
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32 Registro de nacimientos de
Fontainebleau del afio 1879.
33 Segtin consta en la lista
nominativa de poblacion de
Fontainebleau de 1891.

34 Segtin se desprende de
las listas nominativas de
poblacién de Fontainebleau
de los afios 1881 y

1886 siempre aparecen
domiciliados junto a ellos
diversos empleados.

Aba, seda estampada. Pertenecié
a Marcel Proust y a Reynaldo
Hahn. Taller de Mariano Fortuny,
Venecia, 1910-1919. CDMT 19561.
Ver mas.

hermana (Marie Leonie Elisabeth Nigrin®*?) nacida dos afios mas tarde (en 1879) y
que hasta los 19 anos residié con sus padres en el domicilio familiar (primero en
Rue Magenta y después en Rue Grande) de Fontainebleau, si bien durante algunas
temporadas Henriette debio residir con sus abuelos paternos por cuanto en 1891
aparece también censada junto a ellos en la Rue des Pins 13 de esa ciudad™.

Si parece que por el oficio del padre y el nimero de empleados que residian
con ellos*, la situacién econdémica de la familia, sin ser extraordinaria, era
relativamente holgada.

Henriette vuelve aparecer en los listados de actos civiles a raiz de su primer
matrimonio: se casé el 12 de enero de 1897, siendo muy joven con Jean
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35 Registro de matrimonios
de Fontainebleau del aiio
1897.

36 Registro de naissances,
mariages et décés de
Fromoville (arrondissement
de Fontainebleau) de 1866.
Los padres de Jean Bellorgeot
hicieron constar en el acta de
inscripcién del nacimiento
de su hijo que su profesion
erala de “domestiques” y
que residian en Rue ’'Odéon
13 de Paris (el cual era
probablemente su lugar de
trabajo). Sin embargo la
madre de Jean Bellorgeot se
traslado al domicilio paterno
(en Fromoville) para dar a
luz.

37 Vid. acta de matrimonio
citada en nota 35.

38 “Contrat de mariage”
entre Henriette Nigrin and
Jean Eusébe Léon Bellorgeot.
12/1/1897, Fontainebleau.

39 Unos 2000 francos de

la época en el caso de Jean
Bellorgeot y de 1800 en el
caso de Henriette.

40 Segun consta en el acta
obrante en el Registro de
mariages de la ciudad de
Fontainebleau de 1899.

41 Seguin consta en el acta
obrante en el registro de
naissances, mariages et déces
de Bourron (arrondissement
de Fontainebleau) de 1900.
42 Ciertamente, no hemos
encontrado en todos los
documentos consultados la
presencia de mujeres como
testigos de actos civiles.

Pero es factible pensar que si
comparecia Jean Bellorgeot
era porque la tradicion
imponia la presencia de los
hombres en este tipo de actos;
y que por tal razoén Henriette
Nigrin delegara ese cometido
en su entonces marido.

43 Liste nominative des
habitants de la Commune de
Bourron-Marlotte de 1901.

Eusébe Leon Bellorgeot. El lugar escogido fue el Ayuntamiento de la Ville de
Fontainebleau®.

Jean Bellorgeot habia nacido el 31 de Agosto de 1870 (en Fromonville —Seine
et Marne-)*¢ y era por tanto 7 aflos mayor que Henriette. Sin embargo, en el
momento de su matrimonio con Henriette, Jean Bellorgeot declaraba vivir ya en
Marlotte*” (Commune de Bourron).

Testigos de ese enlace fueron Louis Bellorgeot y Armand Ressy (primo y
cuflado respectivamente del marido) y Henri Albrecht y Adolphe Nigrin (tio
abuelo y tio respectivamente de Henriette).

Curiosamente, firmaron unas capitulaciones matrimoniales (“contrat de
mariage”)®. Este tipo de documentos se suelen firmar en casos de situaciones
familiares particulares o bien cuando existe cierto desequilibrio patrimonial
entre los futuros cényuges.

Ciertamente, no parece que esta iniciativa partiera de la familia de Henriette
por cuanto ni sus padres ni su hermana (cuya boda se celebraria tan sélo
2 anos mas tarde) firmaron contratos similares con ocasion de sus respectivos
matrimonios.

Del contrato firmado con Henriette (hecho que tuvo en el propio domicilio
familiar de ésta y horas antes del matrimonio civil en presencia de un notario
de Fontainebleau) parece desprenderse una cierta preocupacion en cuanto a la
actividad empresarial de Bellorgeot.

En efecto, mas alla de las estipulaciones tipicas de estos contratos
(constitucion de dote por parte de los padres en cuanto a los hijos*,
establecimiento de un régimen particular de comunidad de bienes, etc.) resalta
el hecho de que se pactara que ninguna deuda derivada del negocio que en ese
momento gestionaba el futuro marido pudiera afectar a Henriette ni a los bienes
que ésta aportaba como dote al matrimonio.

La pareja vuelve a aparecer a raiz de la boda de la hermana de Henriette
(Marie Nigrin) con Léon Nicault celebrada el 6 de Junio de 1899*, o cuando
nace la sobrina de Henriette (Lucette Nicault) el 27 de abril de 1900%. Jean
Bellorgeot es testigo en ambas ocasiones y es factible pensar que lo hacia en
representacion de su esposa.

Segun declaraba Jean Bellorgeot en esos actos civiles*, su profesion era la
de “entrepreneur de peintures” (si bien en algun listado de poblacion figuraba
exclusivamente como “peintre”*).
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44 Listados nominativos

de poblacién de Bourron y
Marlotte de 1901. Ambas
poblaciones se anexionaron
en 1919, tras lo cual su
nombre se vio modificado por
el de Bourron-Marlotte.

45 Liste nominative des
habitants de la Commune de
Bourron de 1901. De dicho
registro se desprende que en
esa fecha estaban censados
en el mismo domicilio
Marie Nigrin, su marido
Léon Nicault, su hija Lucette
Nicault y una “domestique”
de 15 afos (Georgette
Arrault).

46 Segun consta en el Registro
de nacimientos de Piffonds
(Yonne) del afio 1872.

47 Segun se desprende de

su acta de matrimonio
referenciada en nota 39.

48 DE OSMA, G.: “Mariano
Fortuny, arte, ciencia'y
disefio” Ed. Ollero y Ramos,
pag. 56 y SMITH, W.L.

en “Reviving Fortuny’s
phantasmagorias” Ph Thesis.
University of Manchester,
2015, pag.34.

49 Liste nominative des
habitants de la Commune de
Bourron de 1901 citada en
nota 42.

50 Asi se desprende de lo
manifestado por Henriette
con ocasién de su matrimonio
con Mariano Fortuny.

51 Sentencia 8475 de 1902.
52 Registro de naissances,
mariages et décés de
Bourron (arrondissement de
Fontainebleau) de 1903.

53 Archives Commerciales de
la France, 14/10/1903.

54 Segun se desprende del
acta de matrimonio celebrado
el 5/11/1904 en Nandon.

55 Agradecemos a Guillermo
de Osma las reflexiones y
ayuda prestada en relacién a
este punto.

56 Hay que recordar que

en 1901 Henriette aparece
todavia censada en Marlotte.

Y nuevamente se les vuelve a identificar juntos (en concreto en 1901) con
ocasion de la elaboracion del censo de la poblacion de Marlotte*, situada a
escasos kilémetros al sur de Fontainebleau.

En esa misma localidad (Marlotte) residia la inica hermana de Henriette
(Marie Nigrin)*. La distancia entre los domicilios de ambas (Grande Rue en el
caso de Henriette y Rue Montigny en el caso de Marie) hacen pensar que entre
ellas existiria un contacto frecuente. Fue ademas durante esos afios cuando
nacio la primera sobrina de Henriette (Lucette Nicault).

El cunado de Henriette (Ledn Nicault) habia nacido en Piffonds (Yonne)*6 el
11 de abril de 1872 y su profesion era la de “charcutier™.

Las poblaciones de Bourron, Marlotte y Montigny eran conocidas desde el
siglo x1x por ser lugares a los que acudian los artistas en busca de inspiracion
y contacto con la naturaleza. A pesar de ser poblaciones pequeiias, su idilica
ubicacion (al sur de los bosques de Fontainebleau y cercanos al rio Loing)
ofrecia a los artistas el entorno adecuado para su trabajo. Por ello esas
poblaciones han sido acufiadas como la cuna del paisajismo del x1x y del
impresionismo francés.

Se ha dicho que Henriette fue modelo de artistas en Paris* y es posible
que fuera su marido de aquél entonces (Jean Bellorgeot) el que, debido a su
profesion, la introdujera en el mundo del arte.

Pero también resulta factible que, en una poblaciéon pequeiia como era la de
Marlotte (unas 600 personas*) Henriette destacase por su belleza y juventud y
por tales motivos fuera escogida como modelo por alguno de los artistas que
acudian a la zona en busca de inspiracion.

Ese primer matrimonio de Henriette, y del cual no habria descendencia®,
acabaria oficialmente el 31 de Julio de 1902, tras la obtencion de la sentencia
de divorcio emitida por el Tribunal Civil de la Seine®'. Dado que en 1901
tanto Henriette como Jean Bellorgeot aparecen censados conjuntamente en su
domicilio de Bourron, podria deducirse que se traté de un divorcio rapido y sin
especiales complicaciones juridicas.

Tras esa fecha Jean Bellorgeot parece desvincularse de la familia Nigrin y asi,
cuando nace el segundo hijo de Marie Nigrin (Marcel Léon Nicault) en 1903,
aquél ya no comparece como testigo.

En ese mismo afo Jean Bellorgeot aparece regentando un negocio de
“peintures et vitrerie” en una nueva localidad cercana a Paris (Sevres)®.

Poco después (en noviembre de 1904) contraeria nuevo matrimonio®y
falleceria en Mureaux en 1959.

Se ignora cdmo se conocieron Henriette y Mariano: es posible que Mariano
acudiese a Marlotte en algin momento entre los aflos 1897 y 1902, o bien que el
entonces marido de Henriette (por su profesion de “entrepreneur de peintures”)
acudiese junto con ella a algun evento artistico en Paris; y tampoco resulta
descabellado pensar que algin pariente o amigo comun los presentase®.

Tampoco se conoce la fecha exacta de su primer encuentro, pero ésta debe
situarse en torno a 1900°° y con seguridad antes del afio 1902, por cuanto
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57 DE OSMA, G.: “Mariano
Fortuny, arte, cienciay
disenio” Ed. Ollero y Ramos,
pag. 68.

58 Lintransigeant, Journal de
Paris. 28/2/1909.

59 A titulo de ejemplo la
revista “La Renaissance de
Part francais et des industries
de luxe” publicaba en enero
de 1924 que “la maison
Mariano Fortuny est un pont
vénitien, coloré et chamarré
entre Venise et Paris”.

60 Le Figaro, 20/12/1932
“Mariano Fortuny, 67 Rue
Pierre Charron. Cadeaux de
Noél: Jolis sacs, plafonniers.
Services a thé, chemins

de table, tapis de bridge,
coussins, etc... a partir de 50
francs”.

61 Le Figaro 18/4/1932.

62 Seguin consta en los listado
decenales de la ciudad de
Paris correspondientes al afio
1924.

Vid. asimismo NICOLAS
MARTINEZ, M° de

M.: “Mariano Fortuny

y Madrazo. Entre la
modernidad y la tradicién”
Tesis doctoral. Universidad de
Granada, Departamento de
historia del Arte. Mayo 1993
63 Seglin consta en nota
marginal afiadida en 1902

al acta de matrimonio entre
Jean Bellorgeot y la propia
Henriette, obrante en el
Registro de mariages de
Fontainebleau de 1897. Este
hecho habia sido ya publicado
por NICOLAS MARTINEZ,
Me de M.: “Mariano

Fortuny y Madrazo. Entre la
modernidad y la tradicién”
Tesis doctoral. Universidad
de Granada, Departamento
de historia del Arte. Mayo
1993; y por DE OSMA, G.:
“Mariano Fortuny, arte,
ciencia y disefio” Ed. Ollero y
Ramos, pag. 68.

64 Ley 27 Julio 1884 (conocida
como “ley Naquet”). Si bien
el Cédigo Civil francés de la
época reconocia tan sélo el
divorcio “culposo” o “divorce
pour faute” (es decir, basado
en causas legales —excluyendo

Fragmento de terciopelo
estampado. Taller de Mariano
Fortuny, 1910-1925. CDMT 20477.

Henriette se traslada a vivir a Venecia el 14 de Julio de ese mismo afio*” (escasos
dias antes de la obtencién de la sentencia definitiva de divorcio).

Desde esa fecha, ambos iniciaron una relaciéon de amor y trabajo compartido
que tan solo se veria interrumpida tras la muerte de Mariano Fortuny (acaecida
en Venecia el 2 de Mayo de 1949).

Los disefios de Henriette tuvieron una gran acogida tan pronto se pusieron
en el mercado; sin embargo, la prensa de la época los atribuia sin trabas al
artista espafiol®®. Esta buena acogida se mantuvo durante afios y los objetos
tienda de la Rue Charron (descrita como “de lignes sobres, larges courbures y
nettement moderne™®) merecian todo tipo de elogios por parte de las revistas
especializadas. En ella se podian encontrar ademas de vestidos y las lamparas,
los tejidos o almohadones elaborados en Guidecca asi como servicios de té o
incluso caminos de mesa®.

Dado que vestidos plisados se vendian en el afio 1932 como minimo a 500
francos y los chales a partir 200 francos de la época® puede deducirse con
facilidad que el trabajo de Henriette contribuia en buena medida a la economia
del Palacio Orfei.

Mariano Fortuny Y Henriette Nigrin esperaron casi 22 afios para contraer
matrimonio, el cual se celebrd finalmente en Paris en 1924%, en el VIII
arrondissement, cuando contaban con 52 y 46 afos de edad respectivamente.

Las razones de tan larga espera no son de indole juridica, por cuanto Henriette
habia obtenido el divorcio de su primer marido en el aflo 1902%. Efectivamente,
Francia reconocia la figura juridica del divorcio desde el afio 1884%*. Ademais,
en el aflo 1904 se derogaron aquellos articulos del Cédigo Civil francés que
impedian durante tres afos las nuevas nupcias en caso de adulterio anterior®.

por tanto el divorcio de
mutuo acuerdo-) las parejas
solfan plantear estratagemas
legales que en la practica
convertian el divorcio en un
proceso consensuado.

65 Ley de 15 diciembre 1904,
la cual derogé el articulo 298
del Cédigo Civil que impedia
el matrimonio del esposo
adultero y su complice tras el
pronunciamiento del divorcio.
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66 Ley de 18 de Febrero de
1938 que deroga la “puissance
maritale”.

67 Segun se desprende del
contrat de “mariage” firmado
entre Mariano Fortuny y
Henriette Nigrin en fecha
24/2/1924 citado en nota 73.
68 Vid. NICOLAS
MARTINEZ, M° de

M.: “Mariano Fortuny

y Madrazo. Entre la
modernidad y la tradicién”
Tesis doctoral. Universidad de
Granada, Departamento de
historia del Arte. Mayo 1993.
69 Al parecer la ausencia de
formalizacién de esta relacion
habia generado fuertes
tensiones entre Mariano
Fortuny por una parte y su
madre y hermana por otra.
Vid. al respecto DE OSMA,
G.: “Mariano Fortuny, arte,
ciencia y diseiio” Ed. Ollero y
Ramos, pag. 68.

70 Agradecemos las opiniones
facilitadas por Guillermo de
Osma sobre este punto.

71 Véase DE OSMA, G.
“Mariano Fortuny, arte
ciencia y diseno” pag. 48.

72 Véase DE OSMA, G.
“Mariano Fortuny, arte
ciencia y diseno” pag. 23.

73 Segun se desprende del
“contrat de mariage” firmado
entre Mariano Fortuny y
Henriette Nigrin en fecha
24/2/1924 ante un notario de
Paris.

Por otra parte, debe reconocerse que Francia no otorgé a las mujeres el
derecho a disponer de su patrimonio hasta el ano 1938%. Sin embargo, esa
limitacidn no parece que afectase a Henriette, pues estando esta norma todavia
en vigor se cas6 nuevamente con Mariano Fortuny.

Asi pues podria decirse que desde el afio 1902, y muy particularmente desde
1904, no habia limitaciéon legal que impidiera a Henriette casarse con Mariano
Fortuny.

Teniendo en cuenta que la Espafia monarquica de Alfonso XIII no
reconocia el divorcio y que la situacion en Italia era similar, resulta 16gico que
el pais escogido fuera Francia. En ese aflo de 1924 no parece que haya algin
acontecimiento especial en la vida de Mariano Fortuny que mereciera un
desplazamiento de la pareja a Paris, viaje que podrian haber aprovechado para la
celebraciéon de su matrimonio.

Sin embargo es a finales de ese mismo aflo cuando Mariano Fortuny (el cual
siempre mantuvo su nacionalidad espafola®) y tras haber sido viceconsul, es
nombrado finalmente como cénsul espanol en Venecia (el 13 de diciembre de
1924), cargo que ocuparia hasta el 12 de Octubre de 1934%.

Es probable pues que la pareja cediera finalmente ante las presiones tanto
familiares® como sociales (en la Espana conservadora de 1924 era dificil ser
nombrado cdénsul si se mantenia una relacién extramarital) y ambos decidieran
casarse en vistas a ese futuro nombramiento. O también es factible que llegado
ese aflo Mariano Fortuny optara por legalizar su situacién simplemente para
dotar a Henriette de cierta seguridad juridica y asegurar también la continuidad
de los trabajos en Guidecca y en el Palacio Orfei”.

Lo cierto es que se casaron practicamente en la intimidad, sin la presencia de
familiares directos (ni la madre ni la hermana de Mariano asistieron al enlace,
como tampoco acudieron la madre o la hermana de Henriette). Mas alla de los
contrayentes, tan solo asistieron el funcionario del ayuntamiento de Paris y dos
testigos: Rafael de Ochoa y Federico de Madrazo. El primero era familia de los
Madrazo™ y el segundo (conocido como “Cocd”) era primo a su vez de Mariano
Fortuny”.

Resulta curioso que Mariano Fortuny afirmara que su profesion era la de
“comerciante”. O que su ya mujer firmara esa acta tan sélo como “Henriette
Nigrin”, cuando con ocasién de su primer matrimonio habia adoptado
inmediatamente el apellido del marido (y firmase como “Henriette Nigrin f.
Bellorgeot”).

Y también es sorprendente que tanto Henriette o Mariano se declaran
residentes en Paris (63 de la Avenue des Champs Elysées —vivienda que se
encontraba a escasos metros de la tienda de la Rue Charron y que a su vez era
tienda también-) o que escogieran como fecha de su enlace un viernes 29 de
febrero, fecha que tan solo se repite una vez cada 4 afos. Quizas tal hecho fue
una coincidencia; o quizas simplemente fue un guiio de humor a todos aquellas
personas o circunstancias que les empujaron a un matrimonio que Mariano y
Henriette no necesitaban como pareja. Sea como fuere, los verdaderos motivos
son desconocidos, por cuanto no parece que existan documentos sobre ello ni
coetaneos de la pareja que lo puedan clarificar.

Por otra parte, escasos dias ante ese matrimonio (en concreto el 25 de
febrero), la pareja firmé un “contrat de mariage®”® ante un notario de Paris por el
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74 “communauté de biens
réduite aux acquéts”

75 Segun acta de matrimonio
de 1919 de los registros de
mariages de Paris.

76 Vid. nota 1.

77 Los cuales ascendian a 2
millones de liras en el afio
1949, segtin consta en la
escritura testamentaria.

cual se reguld su régimen matrimonial, compatible con la normativa vigente en
Espaiia, por cuanto Mariano Fortuny conservaba su nacionalidad espaiiola. Ese
sistema fue la comunidad de bienes™, si bien en ese documento se afladieron
ciertas particularidades y se detallaron los bienes que cada uno de los conyuges
aportaba al matrimonio.

En el caso de Mariano su aportacion no era nada despreciable (en total
423.000 francos de la época), y comprendia, ademas del negocio desarrollado en
el Palacio Orfei y de la acciones de la factoria de Guidecca (que poseia de forma
indivisa con Stucky), dos tiendas en Paris (Champs Elyseés 63 y Pierre Charron
67) y otra en Londres (en Bond Street 42). De hecho aportd la practica totalidad
de sus bienes de aquel entonces.

Por su parte, Henriette aportaba al matrimonio bienes valorados en
55.000 francos, entre los cuales figuraba la parte indivisa de una casa en
Fontainebleau heredada de su padre y 15.000 francos en efectivo. La aportacién
efectuada por Henriette permite pensar que esos afios de convivencia previos
a su matrimonio con Mariano Fortuny no fueron utilizados por ella para hacer
acopio de bienes a su nombre particular.

Ninguno de ellos aporté a ese contrato las patentes obtenidas hasta esa fecha,
y por tanto desconocemos cuales debian atribuirse al ingenio especifico de cada
uno de los contrayentes.

Ciertamente, Mariano y Henriette no tuvieron hijos en comun; los inicos
descendientes directos de Henriette eran los hijos de su hermana Marie, es decir,
Lucette Genevieve Marie Nicault (la cual se casé con Robert Achille Mimin™); y
Marcel Le6n Nicault.

Dado que los sobrinos de Henriette fallecieron hace afos, tan sélo sus
respectivos descendientes podrian ser los actuales conocedores de la vida mas
intima de Henriette.

Henriette, tras la muerte de su marido, cesé en su actividad creativa: se
desprendi6 de la factoria de Giudecca tras su venta a Elsie McNeill y paraliz6
la produccioén de los vestidos que hasta ese momento la habian mantenido
ocupada en Orfei. De hecho, y tras una supuesta autorizacion inicial, Henriette
modific su opinion e impidié que el Delphos (su invenciéon mas preciada) se
siguiera fabricando en Guidecca bajo el control de la Condesa Gozzi’.

Liberada pues de lo que hasta entonces habia sido su actividad artistica,
destind la ultima etapa de su vida (casi 16 afios) a catalogar y reorganizar los
bienes de su marido”.
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78 DE OSMA, G.: “Mariano
Fortuny, arte, cienciay
disenio” Ed. Ollero y Ramos,
pags. 271 y sig.

79 Asi se desprende de un
testamento olégrafo de
Mariano Fortuny otorgado
el 23 de septiembre de
1948, protocolizado con el
nimero 34606 en la notaria
de D. Luigi Candiani el

10 de Julio de 1949, por
comparecencia del abogado
Bruno Marelli.

Dichos testamentos fueron
reproducidos en la obra de
NICOLAS MARTINEZ,
Me de M.: “Mariano
Fortuny y Madrazo.

Entre la modernidad y la
tradicion” Tesis doctoral.
Universidad de Granada.
Departamento de historia
del arte. Ambos testamentos
se hallan asimismo en el
fondo Mariutti Fortuny de
la Biblioteca Marciana de
Venecia.

Hoy es sabido que Henriette efectué numerosas donaciones a instituciones
tan diversas como el Museo del Prado, el Museu Nacional d’Art de Catalunya,
al Museo de Reus, a la Calcografia Nacional de Madrid o el Museo del Vetro de
Venecia; y que finalmente, tras el rechazo de las autoridades espaiolas, cedio el
que habia sido su domicilio conyugal (hoy conocido como el Palacio Pessaro
Fortuny) a la ciudad de Venecia.

Nadie como ella conocia la voluntad de Mariano Fortuny y ademas disponia
de plenos poderes para ello, por cuanto habia sido designada por éste como su
heredera universal sin limitacion alguna”.

De hecho algunos actos demuestra su escrupulosidad a la hora de cumplir
con la voluntad de Mariano Fortuny. Asi por ejemplo, entregé a la Galeria de
autoretratos del Museo de los Uffizi de Florencia un autorretrato de juventud
su suegro y otro que su propio marido habia realizado a tal fin. Esa era la
voluntad expresada por Mariano Fortuny en un testamento de 1946; sin
embargo, Henriette no estaba obligada a cumplir con lo ahi dispuesto porque
ese testamento fue posteriormente revocado por el propio artista. Atn asi,
conocedora del deseo de su marido, luché por cumplirlo y hoy en dia esos dos
cuadros se exhiben en la galeria florentina.

Las instituciones beneficiarias de esos legados tienen un deber de gratitud con
una mujer que supo ser generosa con sus bienes y su tiempo; y las generaciones
actuales le deben su reconocimiento como la artista e inventora que fue.

Sin embargo Henriette Nigrin sigue siendo tan s6lo conocida por su papel de
compaiiera y musa de Mariano Fortuny. Quizas ha llegado el momento de que
la historia reconozca los méritos de esta importante inventora y creadora textil,
mas alld de la sombra de su compaiero.
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INDIANES

Lllibre de mostres de la fabrica de Josep Anton Fabregas,
Igualada, 1815 / Llibre de colors de Josep Anton Fabregas,
Igualada 1813

ISBN: 978-84-617-6457-0.
Igualada, 2016

Les indianes representen una revolucio6 en els usos de
vestir i d’ornamentar les cases, lligada a grans canvis en
la manufactura protoindustrial de teixits i en el consum
de teles, i inclus en l'arquitectura, urbanisme i economia
de la Catalunya del segle xvi111 i principis del x1x. Aquests
teixits de cot6 estampat s’adeqiien al gust europeu per
I'exotisme oriental. Els seus colors no només son brillants
i variats, resistents a I’aigua i a la llum, siné que responen
a les primeres exigencies d’higiene de ’Europa moderna.
Representen un motor de moda per la seva vistositat i
perque presenten constants novetats a un ritme accelerat.
Les indianes es fan en seérie, pel que la produccié de teixits
acolorits augmenta extraordinariament. S"ajusten a tots
els gustos i economies, pel que constitueixen els teixits de
l'auténtica primera moda preindustrial que s’estén a totes
les classes socials i es democratitza.

En els darrers anys hi ha hagut un gran interes per les
indianes, teixits que es troben en nombroses col-leccions privades i publiques
de Catalunya. Des de 2006, el Museu de ’Estampacié de Premia de Mar mostra
tot el procés d’estampacio de les indianes. Lany segiient, es va organitzar
Indianes, estampats al Museu d’Historia de Sabadell. Uns anys després, el
2011, especialistes de diferents disciplines les van posar a I’abast del public
en el seminari La industria de les indianes a Barcelona. 1730-1850 de ’Arxiu
Historic de la Ciutat de Barcelona des de perspectives tan diferents com 1'is per
a indumentaria i interiors de cases, la técnica, 'economia o I'urbanisme. Com a
conseqiiencia d’aquesta trobada, el Museu d’Historia de la Ciutat de Barcelona
va organitzar el 2013 'exposicid Indianes, 1736-1847. Els origens de la Barcelona
industrial. Quan el 2014 el Museu del Disseny de Barcelona obre les seves
portes, mostra una petita pero rellevant representacié de la colleccié d’indianes
del Museu a la seva exposicié permanent Extraordinaries, Col-leccions d’arts
decoratives i arts d autor (segles 111-xX) oberta encara al public.

El present llibre, procedent de la manufactura de Josep Anton Fabregas
d’Igualada, aporta noves dades al fascinant mén de les indianes. Es composa
de dues parts, la primera mostra vint-i-dos dibuixos d’indianes amb motius
vegetals, ocells i insectes, escenes bibliques o mitologiques. Inclou dos dibuixos
amb fortificacions i ciutats emmurallades. Els motius s6n grans i vistosos, de
colors vermells, grocs, marrons o negres, que sobtindran amb tints naturals.
Ledici6 facsimil del Llibre de colors, previ al treball de Carlos Ardit, Tratado
tedrico y prdctico de la fabricacion de pintados 6 indianas, publicat el 1819, és
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un manuscrit de quaranta-vuit receptes que ens aporta nova informacio6 per
a futures recerques sobre els materials tintoris i els seus mordents, i sobre els
noms dels colors i els processos de tintura.

La introducci6 d’Isabel Campi ens parla de la utilitat i bellesa d’aquests
estampats de cotd. El text de ’Assumpta Dangla fa un recorregut historic per
les primeres manufactures d’indianes a Catalunya, descriu el complicat procés
de fer indianes i la técnica de tenyir amb tints naturals. També explica que la
decoracié que ha de ser atractiva i proposar temes novedosos, d’acord amb els
gustos de cada época.

Aquests dibuixos i manuscrits pertanyen a la colleccié particular de Lluis
Roset. E1 2013 la familia Combalia va exposar una seleccié de dibuixos del
Llibre de mostres i una reproducci6 del Llibre de colors a la sala Portal de
Llevador d’Igualada. Com a resultat, ha editat aquest llibre curosament publicat,
amb belles fotografies de Manel Armengol, en tres idiomes, i que compta amb la
col-laboracié de la Diputaci6 de Barcelona i la Fundacié Historia del Disseny.

La nostra pregunta és: es tornen a posar de moda les indianes? Potser la
resposta seria que no han perdut mai el seu poder d’atraccié i el seu interes pels
estudiosos. Qui sap si un dia no gaire llunya les tltimes tendéncies de moda ens
aportaran de nou teles estampades amb grans flors i colors vibrants. m
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Col-loqui d’investigadors en textil i moda

m Neus Ribas

El proper 17 de novembre es celebrara al Centre de Documentacié Museu Textil
de Terrassa el I Col-loqui d’investigadors en téxtil i moda per donar a coneixer
els treballs i estudis que s’estan realitzant en aquest ambit. La proposta és amplia
ja que aquest primer col-loqui vol donar a veu a treballs de les disciplines més
variades: historia del teixit, historia de la moda, sociologia i semiotica, art textil,
innovacioé en el textil, técniques com brodat, estampacid, puntes i tapissos,
sostenibilitat, indumentaria per a teatre i cinema... Aquest primer colloqui
s’adreca als investigadors de I’Estat Espanyol, pero té la intencié d’ampliar el
marc geografic en properes edicions.

El colloqui comptara amb una conferéncia inaugural de Lesley Miller,
conservadora del Victoria and Albert Museum de Londres i professora de la
indumentaria i els téxtils a la Universitat de Glasgow: Histories entreteixides:

40 anys d’investigacions téxtils. Una visio personal. Al llarg del dia s'aniran
presentant ponéncies agrupades segons la tematica.

La Fundacié Historia del Disseny i el Grup de Recerca de Textil i Moda
adscrit a la Fundacio son els organitzadors d’aquest colloqui. El Grup constituit
I'any 2016 neix amb la voluntat de ser un espai per a tots els investigadors del
mon de la moda i el teixit de totes les disciplines: art, antropologia, historia,
comunicacio... i reuneix persones procedents de la universitat, els museus,
professionals de la cultura...

Dissenyadors, estudiants, investigadors, o simplement persones interessades
en l’estudi del textil i de la moda teniu una cita el proper 17 de novembre de
2017 al CDMT. m
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Exposicio

Inventant la tradicio. Indumentaria i identitats

Exposiciéo temporal al Museu Valencia d’Etnologia a Valéncia.
Fins al 30 d’abril de 2017

Els comissaris Sunsié Garcia Zanodn, conservadora del Museu

A Valencia d’Etnologia, i Xavier Rausell, investigador, han pres com

D'ETNOLOGIA

a punt de partida la tesi de Hobsbawn i Ranger, exposada en el seu
o ABN 207 inoblidable assaig L’invent de la tradicié (1983), que ha canviat ra-
dicalment la manera d’estudiar les tradicions, algunes que sén apa-
rentment antigues pero que en realitat tenen la seva propia historia.
Amb aquest argument volen posar en evidéncia la relativitat de
valors “inamovibles” com les festes i la indumentaria tradicional,
especialment en una societat com la valenciana en qué adquireixen
uns valors extraordinaris d’identitat en aspectes fonamentals de
la vida social, aixi com economics i simbolics. Voler demostrar a
Valeéncia que els vestits anomenats tradicionals responen a gustos
concrets d’una classe social en un moment donat, d’uns personat-
ges que els introdueixen i uns altres que els imiten i els donen valor
comunitari, és sens dubte un acte d’atreviment front a una societat
que vol conservar intactes les seves festes. Precisament és I’'evoluci6
ila transformaci6 dels costums el que déna vida i riquesa a les tra-
dicions. Lexposicié mostra la indumentaria tradicional més topica,
la imatge del llaurador i la llauradora de I’horta de Valéncia, que ha
sofert canvis a causa de manipulacions individuals i préstecs de la moda bur-
gesa imperant. En paraules dels comissaris, “Lexposicié ens parla de com sor-
geix eixa idea d’identitat valenciana, simbolitzada en unes peces de vestir que
es pretenen representatives de 'esséncia del Pais Valencia. I també de les influ-
encies que ésta ha rebut dels moviments socioeconomics i politics, dels corrents
internacionals, i de la propia evolucié de les modes populars que s'adapten als
nous usos dels valencians i les valencianes”. En el cas de Valéncia, prenen com a
referéncia el segle xv1i1, al que tracten de tornar els creadors d’indumentaria en
la década de 1980, cercant un passat amb el qual identificar-se.

Lexposicié es composa de tres ambits: el primer reprodueix els magatzems
d’un museu amb peces seleccionades per tipologies, aqui amb una composici6
estetica propia d'una exposicio. El segon espai representa una passarel-la, per
on els visitants desfilen, en un curiés intercanvi de papers entre els objectes
que observen els visitants situats en el passeig central. A la banda esquerra, hi
ha petits grups de maniquins entre cadires plegables, disposades en fileres com
en una desfilada. En progressio cronologica, es disposen grups de vestits a la
moda i de vestits de llauradors valencians, des de 1830 fins als anys 1980, que
comparen peces de moda internacional i d’indumentaria tradicional. A l’altra
banda de la passarel-la sexposen complements i accessoris de moda, documents
i peces que corresponen al periode de cada grup. En el tercer espai, es mostren
vestits originals dels segles xv1i1 i X1X que han estat utilitzats per fer obres
de teatre, i que miraculosament es conserven en molt bon estat. I finalment,
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podem gaudir de les tltimes peces del creador valencia Francis Montesinos,
que reinterpreta els vestits populars per a l'alta costura. Aquestes peces es
complementen amb una filmaci6 de la seva desfilada de setembre de 2016 a
la Mercedes-Benz Fashion Week Madrid anomenada justament Patrimonio
Montesinos, que posa en relleu els trets caracteristics de la seva trajectoria
creativa i especialment les seves arrels valencianes.

El cataleg que acompanya 'exposicié desplega la tesi de I'exposicié amb
articles de diversos autors sobre moda, indumentaria tradicional i identitat,
restauracio i conservacio de teixits, i finalment aporta una acurada catalogacioé
de les principals peces exposades. Cal remarcar el rigor cientific dels estudis del
cataleg, la tria de les peces exposades, i sobre tot, I'audacia d’explicar que el que
creiem tradicié immutable té unes causes per a la seva creacid/invencid, un inici
(i qui sap si un final?). Tant 'exposicié com el cataleg representen un abans i un
després en l'estudi dels costums, i especialment, de la indumentaria tradicional
en la societat actual. m






Datatextil 36

per ASSUMPTA DANGLA.
Fotografies ESTHER DE PRADES MARIA

1 Manuscrit de Jean Rhyner,  [’éxit de les robes estampades esta molt supeditat a 'eleccié dels dissenys.

de 1766, MISE. La novetat era, i és encara, cabdal. Des dels inicis de la fabricacié d’indianes
a Europa s’era conscient de la importancia que tenia escollir un bon dibuix.
Sempre atents al gust de la clientela, tractaven de fer un producte atractiu, una
aposta arriscada de la qual depenia el futur de les manufactures:

«Les dessins sont I’dme de I'impression; leur choix est essentiel et leur
variété fait le début du fabricant - rien n'est plus difficile que le choix
du dessin, parce que on doit réunir dans un dessin deux qualités fort
différentes: il doit charmer 'acheteur par son élégance et plaire a
Uimprimeur par la facilité de son exécution».!

Durant el segle x1x es van produir un seguit de canvis derivats dels nous
sistemes de produccid, que consolidaren les bases de la comercialitzacid i
difusio de les robes estampades. Les antigues manufactures d’indianes, on es
treballava amb motlles de fusta gravats, es van veure desplagades per les grans
fabriques mogudes amb la for¢a de vapor, on sestampava amb maquines de

TP

Mostra estampada amb
el motiu de I'arbre de la vida
(c. 1865), MEPM
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2 Elpresent article és un
resum dels capitols 114 de
la tesi doctoral de l'autora.
DANGLA, Assumpta.
Impressions sobre teixit.

Els estampats de la fabrica
La Esparia Industrial de
Barcelona (1847-1903),

tesi doctoral dirigida per

la Dra. Judith Urbano,
Universitat Internacional de
Catalunya, Escola Superior
d’Arquitectura i Disseny,
2016. http://goo.gl/pNf72L.
3 Larxiu documental de la
fabrica La Espana Industrial
s’ha conservat gairebé en la
totalitat i es pot consultar
en el Museu de ’Estampacio
de Premia de Mar i ’Arxiu
Nacional de Catalunya.

4 Les colleccions de

La Espana Industrial es
conserven al Museu de
IEstampaci6 de Premia de
Mar, la colleccié privada
Manterol, SA d’Ontinyent
(Valéncia), el Centre de
Documentaci6 i Museu Textil
de Terrassa i el Museu del
Disseny de Barcelona.

cilindres de coure que podien arribar a multiplicar per quaranta la velocitat de
producci6. Era un dels motius pels quals sacumulaven estocs als magatzems i
calia donar-los sortida. La circulacié de noves tendencies es va fer més evident a
mesura que avangava el segle x1x. El disseny per a teixits estampats ultrapassava
fronteres i sovint els fabricants catalans s'emmirallaven en l'estranger.

Un cas particular que hem pogut estudiar és el de la fabrica La Espaina
Industrial de Barcelona, la principal societat anonima cotonera de la peninsula
durant la segona meitat del segle x1x, on es van fer estampats de la més alta
novetat.? Hem contrastat com arribaven les darreres tendéncies a la fabrica i
s’incorporaven a mesura que emergien dels principals centres de referéncia.

Es tractava d’un sistema complexe de circulacié i recepcié d’innovacions, on
intervenien les persones que estaven al servei de la fabrica: corresponsals,
dibuixants, gravadors i la mateixa Direccié mantenien una relacio estreta. A
més, es disposava d’eines que servien d’inspiracié als creadors i es participava
en els esdeveniments que tenien lloc a Europa. La correspondencia que
mantenia la fabrica amb els seus agents és un viu testimoni d’aquest ric i
complex intercanvi,’ aixi com les obres que es conserven en col-leccions
publiques i privades, formades per mostraris, mostres, dissenys originals i
formularis.*

A La Espainia Industrial es va desenvolupar un llenguatge molt proper al de les
tendencies que emergien d’altres centres europeus, un fet que va assegurar I’éxit
d’una empresa que destacava per uns teixits considerats als inicis com una «feliz
imitacion de las telas francesas de Rouen y Mulhouse». Durant la segona meitat
del segle x1x van comptar amb els grans dissenyadors de Franca i els que la

Mostra estampada amb colorants
naturals i sintétics (c. 1870),
col-leccio privada Manterol, SA
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Mocador estampat a partir
d'un disseny d'Oscar Schmidt
(c. 1890), MEPM

seccid especialitzada de la fabrica tenia en plantilla. Els models d’inspiracio que
se seguien eren ben diferents. Els dibuixants recorrien als quaderns il-lustrats,
una mena de diccionaris d’ornamentacié on hi havia un ampli repertori de
temes que es podien traslladar al disseny de teixits. Al Musée de I'Impression
sur Etoffes de Mulhouse hi ha un seguit de llibres amb repertoris ornamentals,
procedents de la Societé Industrielle de Mulhouse, que saplicaven tant a les

arts textils com altres arts aplicades. Alguns dibuixants que varen treballar per
la casa, com Oscar Schmidt, consultaren aquests quaderns. Especialitzat en el
dibuix d’originals per a mocadors, recorria sovint a la Societé Industrielle de
Mulhouse per rebre en préstec els reculls de repertoris iconografics de Pillement
i de disseny de fulards i articles per a moblament. Una altra via d’inspiracié
eren els quaderns de tendencies que les cases enviaven a les fabriques per mitja
de subscripcions. Ja a I'any 1865, a La Espafia Industrial en reberen un exemplar
amb mostres estampades franceses i angleses, i durant decades 'empresa va
estar subscrita a la casa Camille Claude, més endavant Claude Freres. A més, els
directors i corresponsals compraven teixits de 'estranger per poder inspirar-se
en els models més innovadors. Es el cas de la colleccié de fulards de la ciutat de
Cosmanos, celebre per la fabricacié de mocadors, que es conserva al Museu de
I’Estampacio.

La fabrica La Espafia Industrial va basar bona part del seu éxit en 'obertura
a l'estranger. En aquest sentit, és remarcable la participaci6 en certamens de
caracter nacional i internacional, que ja es van fer des de I'inici de 'empresa,
on es va obtenir, entre d’altres, medalla d’or en ’Exposicié Universal de Paris
de 1878 i el guardé més alt en I'Exposicié Universal de Barcelona de 1888.

Els nombrosos esdeveniments en els quals participaren van resultar grans
aparadors i llocs d’intercanvi on establiren relacions personals i conegueren de
primera ma la darrera moda d’Europa.

Els corresponsals de la fabrica exercien un paper clau com a prescriptors.
Donaven compte de les necessitats del moment, informaven sobre les darreres
novetats de l'estranger, els dissenys que prosperaven, els colorits, els que tenien
més sortida al mercat i el que veien als aparadors de Paris. Es el cas de Charles
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Quaderns de consums

de colorants amb mostres
estampades per a moblament
i indumentaria (c. 1880),

MEPM. Vegeu més.

Ventrillon, un professional poliédric que va treballar per La Espafa Industrial
durant décades. Va comengar com dibuixant a la fabrica, on feia d’intérpret
dels dissenys que enviaven de 'estranger, i després s’establi a Franga. La seva
missio va ser ben variada: va fer de dibuixant, copista, imitador, informador
de la situacié politica de la ciutat de Paris (en epoques de conflicte va enviar
correspondéncia i dissenys originals per globus aerostatic) i també va practicar
l'espionatge industrial.

Els corresponsals de la peninsula estaven molt atents a les preferéncies de
la clientela i per aixo hi mantenien una relacié directa. Cada provincia tenia
unes necessitats concretes, que responien a la climatologia del territori, als
estaments socials i als gustos particulars de cada lloc. El viatjant José Vidal i
Calsina va enviar I'any 1888, des d’Igualada, El Vendrell, Tortosa, Reus, Valls,
Tarrega, Manresa, Lleida, Montblanc i altres localitzacions de Catalunya,
nombrosa informaci6 on sevidenciava la preocupacid i els esfor¢os que es
feien per superar la competéncia. Entre la correspondéncia enviada, es posa
de manifest que investigava l'estat dels botiguers i feia arribar a la fabrica
mostres d’altres empreses amb els preus de les robes. Procurava indagar de
quines cases es proveien els comercos, i hem pogut saber que es tractava de
Ricart y Cia., Serra y Bertrand, Achon, Carroggio, Juan Batllo, José Ferrer y
Vidal, Manuel Bertrand, Antonio Tort, Hijos de P. Marti Palmerola i Pedro
Paloma. Els corresponsals també donaven compte de l'estat del mercat. Pascual
Sanchez, establert a Valéncia, mantenia una relacié de molta confianca amb els
directors de la fabrica, informava dels gustos de la clientela, i en alguna ocasi6
va recomanar al director Maties Muntadas que visités la ciutat per coneixer de
primera ma les preferéncies dels compradors.

Altres introductors de novetats foren els gravadors de cilindres de coure.
Sovint enviaven fragments de dissenys originals i teixits per correu postal
amb indicacions de colorits i sistemes d’estampar. La Direcci6 de la fabrica
supervisava personalment els nous models, els enviava comentaris, demanava
que es fessin esmenes i finalment enviava els dibuixos a gravar. El taller Nathan
& Stington de Manchester va mantenir una llarga relacié amb La Espafa
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Detall d'una maquina
d'estampaci¢ a cilindres, MEPM

Disseny original per a I'estampacié
téxtil (c. 1860), MEPM

Industrial, i durant décades els enviaven cartes amb mostres estampades i notes
técniques sobre les pastes de colorant i el tipus de gravat que més s'adequava al
dibuix. La formaci6 i el bon criteri de la Direcci6 a I'hora d’escollir els dissenys
era fonamental per fer la tria. Els directors sabien que era necessari competir
amb d’altres fabricants de l'estat i era essencial avancar-se. En base a observar
la competencia, canviaven els dissenys i sempre procuraven posar en el mercat
les col-leccions abans que els altres. Estipulaven unes condicions molt estrictes
als gravadors que, per exemple, s havien de comprometre a enviar a La Espafia
Industrial els cilindres de coure acabats abans que a qualsevol altre lloc de la
peninsula perque aixi tindrien avantatge. A més, 'empresa els obligava a estar
presents quan es feien les proves d’estampacié amb els cilindres per evitar que
els impressors retallessin mostres i les enviessin als competidors.

EL SENTIT DE LA NOVETAT
5





Datatextil 36

Disseny original per a indumentaria
atribuit a Benoit Picard (c. 1860),
MEPM

5 Copiador de cartes, 20 de
maig de 1868, adregada als
dissenyadors Petitdemagne &
Doriot de Mulhouse, Arxiu
Nacional de Catalunya.

6 La Espafia Industrial.
Contratos de servicios (1847-
1853), 14 de gener de 1954,
MEPM.

La incorporacié de nous models i el seguiment del gust de la clientela eren
qiiestions estratégiques, i la rapidesa de la produccié era un factor clau que
anava a favor de les vendes. La Espafia Industrial s'ocupava de les darreres
tendencies fins al punt que, si un disseny no era I'expressié del darrer gust,
retiraven la comanda al dibuixant 0 només estampaven una petita part de tots
els dibuixos que li compraven. Insistien molt en aquest fet: crear sempre en
el sentit de la novetat. Lentrada de les darreres tendéncies responia, doncs, a
I'intereés de la Direccid per augmentar les vendes. La clientela feia comandes de
«dibujos modernos» o «de la mds alta novedad». Els termes eren suficientment
aclaridors per als dibuixants, la major part de Mulhouse i Paris, que rebien
instruccions detallades de la Direccid. Va ser una constant durant tota la segona
meitat del segle x1x, tal i com evidencia la correspondéncia de I’¢época: «nous
ne manquerez pas de chercher la nouveauté & la beauté des formes dans cettes
collections».®

Un dels primers dibuixants a qui compraven dissenys amb assiduitat fou
Benoit Picard, de Rouen. En el contracte que va signar amb la Societat hi
havia unes condicions estrictes. No podia fer dissenys per cap altre dibuixant
d’Espanya, havia d’estar present en el procés final de gravat de cilindres i servir
els dissenys amb tota celeritat:

«El Sr. Picard se obliga y compromete d mandar exclusivamente a los
Sres. Muntadas hermanos la copia exacta de los dibujos que dicho
Picard haga para los fabricantes de Rouen y demas puntos de Francia,
obligandose al mismo tiempo no hacer dibujos para ningun otro
fabricante de Espafia ni aun por medio de los comisionados franceses
que puedan tener».b
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La fabrica va demanar a l’alsacia Eugene Bretegnier que enviés les noves idees
de Mulhouse i, sobretot, respectés el secretisme a I’entorn de la fabricacio:

7 Copiador de cartes, «Notre ami Mr. Ventrillon nous a appris que vous avez assez de

25 d’agost de 1860, ANC. confiance en nous pour venir en Espagne sans vous avoir singé un
engagement, dans lequel les principales conditions du contrat furent
établies. [...] vous resterez obligé a travailler les heures acontumées, a
garder le secret de toutes les operations de la fabrique, a dedier tout
votre talent et votre assiduité au meilleur accomplissement des devoirs
de votre place».”

A Bretegnier li pagaven dissenys de la seva invenci6. Pero els dibuixants
podien ser creadors o arranjadors. En la seccid especialitzada de La Espana
Industrial, durant els anys de «la fam del cot6», de principis de la década de
1860, la davallada de les vendes va fer que una gran part es fessin a la secci6
especialitzada de la fabrica. Al taller de dibuix hi havia els catalans Evaristo
Clotas, Joan Rabada Vallbé i el franceés Charles Ventrillon. Feien dissenys
de la seva inventiva o bé arranjaven els d’altres. Va ser una epoca de discreta
modernitat i escassa varietat, dins la qual trobem notables excepcions, com
una série de teixits per decoracié d’interiors amb composicions figuratives
de caracter romantic atribuits a Joan Rabada, que destaquen per la qualitat
artistica. Durant els anys de 1870 Charles Ventrillon va exercir un paper clau,
juntament amb Joan Rabada, com a creador i arranjador. Ambdds havien de
tenir intuicio i capacitat visionaria per encertar el gust i anticipar-se al mercat.
Els dibuixants estrangers proposaven idees i rebien instruccions molt
detallades de la Direccio sobre el tipus de motius, les mides, els colorits,

Disseny original per a I'estampacié
téxtil de Joan Rabada Vallbé
(c. 1900), MEPM
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Mostra estampada a partir
d'un disseny d'E. Sins (1884),
MEPM

la disposicid, etc. La comunicacié amb la fabrica era fluida i constant, i es
realitzava per carta o arran dels viatges a 'estranger dels directors o les visites
dels dissenyadors a la fabrica. Les compres a Franca es feien sobretot pels
«muebles», teixits per a la decoracié d’interiors. Com a exemple, 'any 1870
demanaren als dibuixants E. Heussler i Jules Bildlingmeyer d’Alsacia que
seguissin el genere de fabricacié de Koechlin Fréres, una de les més célebres
tabriques d’estampacié de Mulhouse, i cinc anys més tard demanaren el mateix
als dissenyadors Jacques Ammann i Henry Ast. Es tractava de dissenyadors de
renom que van mantenir un estret contacte amb la fabrica. Els anys de 1870
alguns dibuixants alsacians s’establiren a Paris i a finals de la década la capital
francesa ja era el centre de referencia del disseny d’originals per a estampats.

A partir de 1886 La Espafia Industrial es va posar en contacte amb un gran
nombre de creadors estrangers. Dos anys més tard, el principal dibuixant de la
casa, Joan Rabada, va marxar a Buenos Aires. Els anys de 1886 a 1888 van ser
d’entrada de noves firmes a la casa, que comprava dibuixos dels més destacats
dibuixants de Paris. Lestudi d’Edouard Sins, al Boulevard Montmartre, proveia
diferents cases catalanes i mantenia una relacié viva amb La Espafa Industrial.
Maties Muntadas Rovira, llavors director de la fabrica, li donava tota la llibertat
perque aportés «noveaux dessins d votre goiit en y apportant toute la varieté
possible». Juntament amb la novetat, la varietat era indispensable.
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Mostra estampada, inspirada en
I'obra d’Alphonse Mucha (c. 1905),
col-leccio privada Manterol, SA.

Els darrers anys del segle x1x es va introduir el Modernisme com a
estratégia per augmentar les vendes. El 1887 Maties Muntadas avisa per
telegrama que havia trobat un nou dissenyador de Paris, Petitdemagne, a qui
demana posteriorment les «vraies nouveautés». Hi ha un seguit de teixits amb
representacions florals de marcat caracter modernista i una col-leccié que imita
uns velluts estampats d’Alphonse Mucha, atribuits al dissenyador frances.
Lentrada de la nova tendéncia del Modernisme es va presentar als accionistes de
la Societat com una estratégia encertada que va procurar uns bons dividends.

En resum, amb una gran varietat d’agents i artifexs, i una clara vocaci6
internacional, la fabrica La Espafia Industrial es va situar en una posicié
privilegiada, justament perque va saber assimilar i adaptar al gust de la clientela
les darreres tendeéncies en estampacio textil. Es tractava d’un complex sistema
de creacid i eleccié de novetats que fluctuava entre la copia i la invencio, entre la
imitacio i la creacio.
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Fachada de la Escuela de Disefio
Shenkar.

46 anos de historia en la Escuela
de diseno Shenkar.

Una formula exitosa entre ensenanza
e industria.

por SILVIA JAPKIN SZULC y DANIEL YACUBOVICH.
Fotografias de SiLvia JAPKIN y DANIEL YACUBOVICH

Durante los afios 1979-82, fui alumna en la Escuela Superior de Tecnologia
y Diseno Textil Shenkar que ha dejado una impronta en mi vida profesional y
artistica.

De aquellos afios guardo experiencias enriquecedoras, el aprendizaje de una
nueva mirada y forma de ver el disefio, la adquisicion de conocimientos en arte,
tecnologia, historia... que conformaron la base de mis conocimientos actuales.

Parte de este enriquecimiento personal fue debido a la plantilla de profesores
de procedencia internacional que impartian las clases, entre ellos: Nora Frenkel,
artista plastica nacida en China, vivié en NY y Tel Aviv, Tessa Smith, directora
del area de disefo textil, inglesa de Bristol, Hana Krakover, Tamar Eitan, Neora
Warshawsky, profesoras israelies de estampados, tejido de punto y calada,
Abraham Vailer, profesor holandés de caracter rigurosamente Bauhaus, que nos
ensefaba teoria de la forma y el color, y muchos mas.

Mi ex profesora de estampacion textil: Abbie Rotbart, de NY fue la que
en la actualidad nos abri6 las puertas a Daniel y a miy conectd con otros
profesionales de la Institucion para la realizacion de éste articulo. Visitamos la
escuela y rememoramos experiencias de aquella época.

46 ANOS DE HISTORIA EN LA ESCUELA DE DISENO SHENKAR
1



http://www.shenkar.ac.il/en

http://www.shenkar.ac.il/en



Datatextil 36

Hall de entrada del Shenkar College

of Engineering and Design.

Sala de estampacion de la Escuela
de disefo Shenkar.

Los conocimientos que aprendi fueron las herramientas que me permitieron
relacionarnos con la industria textil catalana. A nuestra llegada a Cataluiia,
en 1982, creamos el Estudio de disefio Silvia&Daniel ofreciendo disefios a
empresas de Sabadell, Terrassa, Matard, Premia de Mar y Barcelona, como
también al resto de Espafia y Europa.

Inicié contactos con el Centro de Documentacién y Museo Textil de Terrassa
(CDMT) y en 1990 realicé una exposicion individual.

34 anos después que me gradué, sugeri este articulo para Datatextil,
considerando a Shenkar como una Escuela superior de prestigio internacional,
que lleva a cabo un modelo de gestion de estilo anglosajon en el cual es
relevante su modo de patrocinio y su estrecha colaboracién con la empresa y las
industrias.
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Es una Escuela superior de disefio, que comenzd su andadura en el ambito
exclusivamente textil, (como la ESDI en Sabadell) y en la actualidad, se imparte
especialidades de disefio en multiples disciplinas: disefio de interior, disefio
industrial, joyeria, disefio grafico, y por supuesto textil en las especialidades de:
estampacion, tejidos de calada, de punto, disefio de moda y disefio de interior.
Las especialidades tecnoldgicas incluyen tecnologia e ingenieria.

Este verano del 2016, visitamos la exposicién de alumnos graduados
de los diferentes departamentos de la Escuela. Durante cerca de 4 horas
nos impresionamos de las propuestas de proyectos finales en todas las
especialidades del disefio.

Abbie nos contacto con la directora del Archivo de la escuela: Tal Amit con
la cual concertamos una entrevista; y otra con la historiadora y profesora en
Shenkar Youval Etzioni.

Resena historica

Una mafana calurosa en un bar frente al mar Mediterraneo, tuvimos

un encuentro con la investigadora Youval Etzioni. Fue una conversacion
enriquecedora, sobre los origenes y la actualidad del textil local, sus aspectos
productivos, estéticos y econdmicos.

Para comprender la situacion del textil actual en Israel Youval nos sugiere un
esquema en 3 direcciones diferentes.

Desde los inicios del siglo xx, se sucedieron olas masivas de inmigraciones
a Israel y con cada década se irradiaron influencias estéticas desde diferentes
lugares del mundo, sobre la industria y artesania textil local.

A partir de la fundacién de la Escuela de Bellas Artes Betzalel, en 1909, su
fundador Betzalel Shats introdujo una ideologia europea que se fusiond con
la mentalidad hebraica oriental local, con alusiones a simbolos tradicionales
biblicos y paisajes de Tierra Santa.

Aproximadamente hasta el aflo 1935, estas influencias fueron
mayoritariamente de origen ruso/ polaco y se manifestaron en una serie de
textiles cuya estética combinaba Art Nouveau y Art Deco, con motivos y
cenefas de caracter ornamental semitico oriental.

Disenos de Leo Khan: Torre de David en Jerusalén (izquierda)
y Puerto de Jaffa (arriba).
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Disefio de Roji Ben Yosef.
Ver detalle.

Direccion 1. Comenzo a inicios del siglo xx, antes de la creacion del Estado,
con marcos pedagdgicos y de formacion profesional de calidad, como por
ejemplo, los talleres de formacion exclusivamente femeninos, para la confeccién
de alfombras decorativas, realizadas manualmente, con influencia del
movimiento Art& Craft y con motivos de sitios mitologicos, como la Torre de
David en Jerusalén.

Direccion 2. Se fundamenta en la industria y medios de produccion, fabricas
que se crearon en los afios 20 y 30, fundadas por judios procedentes de la ciudad
de Lodz, como la gran empresa Lodzia; cuyo duefio fue Shenkar.

En el afio 1934, judios de Checoslovaquia crearon la fabrica tecnolégicamente
mas avanzada en el medio oriente, ATA, y hasta finales de los afos 60,
ésta empresa fue lider en la produccion de hilatura y pasé a ser también de
indumentaria cotidiana y laboral de calidad y de un estilo de vestimenta
que reivindica el valor del trabajo productivo dentro de las coordenadas
ideolégicamente socialistas.

Su materia era el algoddn, el tejido de punto y tejidos de sargas y sus colores
crudo, blanco, caqui y azul mecénico.

En la actualidad, en Tel Aviv se abrié un local “revival” de esta empresa,
reproduciendo sus disefios y logotipo, “vintage”.

Disefio de Ziona Shimshi.
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En la década de los 40 inmigrantes alemanes crearon, nuevas empresas textiles.

La mayoria de estas empresas estaban concentradas en centros urbanos
principales.

El ano 1954, fue un punto de inflexién en el mundo textil en Israel, hasta esa
fecha la moda era practicamente inexistente.

La sefiora Ruth Dayan y la disefadora de moda Fini Laintersdorf crearon
un nuevo concepto textil, cuya marca fue denominada Maskit, realizaron
colecciones de moda femenina que comercializaron exclusivamente en sus
puntos de venta en las grandes ciudades del pais, los modelos se presentaban en
desfiles de moda.

En el aspecto de la produccion se buscé emplear mujeres, nuevas inmigrantes
fundamentalmente de origen oriental: yemenitas, del Magreb... para trabajar
como tejedoras en talleres que producian una moda moderna, con componentes
étnicos.

Los disefios fueron realizados por Fini Laintersdorf, Roji Ben Yosef, Ziona
Shimshi, etc.

Un aspecto esencial que caracterizé el fendmeno Maskit, fue su publico:
consumidores mayoritariamente norteamericanos y anglosajones de alto poder
adquisitivo, que se involucraron y entusiasmaron con el proyecto y su moda
de estética oriental totalmente adaptada al gusto occidental. Tunicas largas
de algodon, bordados poli cromaticos orientales, estampados de gran formato
“panneaux” con motivos ornamentales diversos, complementado con joyas,
grandes colgantes y broches, en metal y piedras.

El publico que resultd ser afin al proyecto Maskit, en EEUU y en Inglaterra,
fue el mismo desde el cual surgieron los fundadores del proyecto de escuela
Shenkar.

Direccion 3. Artistica. En los anos 80/90, la crisis internacional del textil
gener6 una influencia en el dmbito de formacion en las escuelas de disefio
internacionalmente, entre ellas Shenkar, que derivé en la busqueda de nuevos
horizontes estéticos/ artisticos.

A partir de los afos 80 un niimero importante de los graduados de las
escuelas, exploraron rumbos creativos en la fusion entre arte y disefio, en la
linea de gente que ya habian abierto caminos en el Arte textil desde los afios
70, como Jack L. Larsen y Sheila Hicks en EEUU o Magdalena Abakanowicz en
Polonia, la influencia de la Biennale de Lausanne y posteriormente la de Lodz
abrieron nuevas vocaciones entre los estudiantes y creadores del ambito textil.

Como consecuencia el concepto de arte textil, se hizo presente en las
enseflanzas de muchas escuelas de disefio, como en Shenkar.

Los resultados de estas exploraciones generaron nuevas estéticas, el arte
textil, “artwear” e instalaciones en las cuales predominan enunciados de
caracter espacial, material.

Otros disenadores free lance, crearon sus propias lineas de disefio y puntos de
venta.

A consecuencia de la globalizacion, gran parte de la produccion industrial se
realiza en el lejano oriente o en paises asiaticos.
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Disefios de Shiran Nissan.

De los origenes a la actualidad de Shenkar

En el contexto de las grandes inmigraciones de las décadas 50 y 60, el gobierno
de Israel, asigna una comision que en 1968 recomienda la creacion de una
Escuela Superior para la formacion de profesionales en el ambito del disefio y la
ingenieria textil.

El ministerio de educacion, de finanzas y de trabajo, interviene en la
logistica de la formacién de la Institucion. Crean una comision cuya funcion es
encontrar personal de ensefianza capacitado, ésta busqueda se realiza en EEUU
y Europa; visitando Instituciones especializadas y entrevistando y contratando
personal del ambito textil.

Ante este proyecto y oferta laboral, un nimero importante de profesionales
de Norteamérica e Inglaterra emigran a Israel, para conformar los
departamentos especializados.

El patronato de Shenkar esta conformado por instituciones educativas y
presidentes de empresas textiles, entre ellos: Marks &Spencer.

La institucion se inaugura en octubre de 1970, con 5 departamentos:
Tecnologia textil, Gestion de produccién, Marketing y Administracion de
empresa, Disefio de moda y Disefio textil.

El edificio de la escuela actual sirvié anteriormente a una escuela secundaria
tecnologica ORT, cuyo nombre era Shenkar, su nombre se mantiene hasta la
actualidad.

Arieh Shenkar fue de los primeros industriales textiles del pais. En 1925 era
el duefio de la empresa Lodzia, uno de los pioneros en la formacién de la escuela
ORT y posteriormente, el presidente de la Cdmara de Industria.

De aquellos anos el edificio se ha ampliado enormemente y sectores de él
llevan nombres de diferentes patrocinadores.

Nuevos edificios que se inauguraron fueron: la biblioteca y el archivo;
actualmente estan construyendo un edificio nuevo para el archivo, debido a la
importante cantidad de donaciones de textiles e indumentaria que reciben de
todo el mundo.
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Disenos de Narkis Sharon.

Disefnos de Daniela Makmil.

Desde sus inicios la escuela estuvo fuertemente vinculada a los industriales
textiles, que la financiaban y aportaban recursos para la aplicacion en la
enseflanza.

También se realizaban visitas guiadas a sus instalaciones fabriles, para
ensefiar en la practica los procesos que se estudiaban teéricamente en la escuela.

Las empresas otorgaban becas en los veranos, a alumnos de dreas
tecnoldgicas y de disefio para realizar practicas.

La seleccion para ingresar en la Escuela siempre ha sido muy rigurosa, (en mi
promocion, de 100 aspirantes, fuimos admitidos 18, y finalizamos los estudios
13 disefiadores).

Las becas a los alumnos, son otorgadas principalmente por patrocinadores
particulares, (en mi caso, obtuve una beca para materiales de estudios, etapa
previa a los ordenadores, donde usaibamos tubos de gouache, papeles y pinceles).

Los alumnos de disefio textil y de moda, participabamos en concursos y
becas para la industria local, inclusive un disefio mio fue seleccionado para ser
comercializado por una empresa.

En las areas de moda y disefio textil, algunos alumnos tuvieron la
oportunidad de trabajar en estudios de disefio o en fabricas textiles en EEUU o
en Inglaterra, realizando précticas los meses de verano.

La intensa cooperacion entre la industria textil y la Escuela, son un valor
fundamental para la institucion.

Durante la época que estudié, la titulacion (B.A) nos fue otorgada por una
Universidad de EEUU.
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Desde el afio 1983, Shenkar otorga la titulaciéon de B. Des y B. Tech, por la
comision para estudios superiores, que proporciona las titulaciones a todas
universidades.

A consecuencia de la crisis textil internacional en 1995 Shenkar inicia un
rumbo multidisciplinar, con el departamento de Ingenieria de plasticos, en 1998
se abre el departamento de Joyeria.

En el 2001, la Gestion de produccion (textil) se amplié a Gestion industrial
general.

En el 2003 el departamento de Informatica industrial, se transformé en
Ingenieria informatica.

En el 2002 y en el 2003, se incorporaron los departamentos de Disefio grafico,
Disefo industrial, Disefio de interiores e Ingenieria electrénica.

Todos los departamentos de disefio se reunieron en lo que se considera la
Facultad de Diseno, los departamentos técnicos en la Facultad de Ingenieria.

En 2008 se abrio el departamento de arte multidisciplinar.

Hoy en dia Shenkar, se denomina Escuela de Ingenieria y Disefio
(ver www.shenkar.ac.il/en/galleries).

La exposicion de los proyectos final de carrera

La exposicion que presentan los estudiantes al graduarse, es una “carta

de presentacion” de los futuros profesionales hacia el mundo industrial y

comercial. Muestran sus proyectos en diferentes espacios de la Escuela, con sus

tarjetas de visitas. Durante el tiempo de exposicion, se ocupan de informar al

publico asistente sobre los trabajos que han realizado.

También profesores de diferentes departamentos, realizan visitas guiadas

a grupos interesados en los proyectos, como hemos visto en el drea de disefio

Disefio de Maayan Bronfman. industrial.
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Gafas de Yonathan Landsberg.
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Disenos de Shany Abrahamy.

La exposicion tiene repercusion en los medios de comunicacion, la prensa se
hace eco de los trabajos que les resultan innovadores e interesantes.

Es muy reconocida el area de Disefio de moda, a los desfiles asiste un gran
publico.

Vimos en la exposicion trabajos de Joyeria, Disefio industrial, Disefio de
interior... percibimos una influencia de elementos textiles en trabajos de otras
areas, como en joyeria, o disefio industrial.

La exposicion de los trabajos de Disefo textil, se titula: “Material-Accion-
Prototipo”, un folleto explica que se revela la riqueza del textil en la cultura
cotidiana y como disciplina estética, material y visual. Presentan formatos
muy variados: indumentaria, disefio, materialidad, pre formato video, procesos
experimentales, artesania y objetos “inteligentes”.

Los medios van desde lo clasico “tradicional” algodén, lana, tejido de calada,
punto, estampados, hasta los elementos contemporaneos, plasticos y fundidos,
impresion digital 3D y materiales inteligentes, fibras conductoras, etc.

Se revelan temas que abordan lo corporal, sus funciones, envolventes y
texturas.

Una fusion entre elementos ceremoniales rituales y su actualizacion a una
vida diaria contemporanea. La exposicion presenta una rica sintesis de fusiones
y funciones de la tela como material cultural cotidiano y festivo, crudo y
elaborado, espiritual y fisico, local y global; materia de aprendizaje.

Los conceptos principales se manifiestan en forma de pieles alternativas,
envolventes de cardcter antropométrico que exploran aspectos de culturas
locales y sus fronteras.

Los puntos principales que abordan los proyectos son: El pasaje al objeto.
Meditacion. El monumento blando. Superficie profunda. Fusion. Morfogénesis.
Ceremonias.
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Disefo de Bernard Rice.
Ver detalle.

Visita al Archivo Rose de indumentaria y textiles de Shenkar

La directora del archivo: Tal Amit, lleg6 sonriente a nuestro encuentro en el
vestibulo de la Escuela Shenkar y nos acompand al edificio donde se encuentra
actualmente el archivo. En un espacio abarrotado de textiles e indumentaria,
guardado en cajas o cubierto con telas blancas Tal nos present6 a Paulina
Jevlevsky, conservadora y restauradora del archivo que se inaugurd en el afio
1986 por Aliza Baguinsky e Ira Lev.

La primera gran donacién que impulsé el archivo, fue una coleccion de
tejidos e indumentaria donada por el FIT. Fashion Institute of Technology, de
Nueva York.

En la actualidad el archivo contiene colecciones de textiles chimu peruanos,
japoneses, rusos, hingaros, rumanos, etc .

Segtin Tal Amit, una de las caracteristicas sobresalientes del archivo,
siendo éste de una Escuela Superior de Disefo, es que contiene una coleccion
importante a nivel mundial, de textiles israelies. Tal y Paulina comentan que
ellos no solicitan pero aceptan donaciones.

Los textiles del archivo se remontan a inicios del siglo xx, y contiene
muestras de todas las décadas hasta la actualidad.

La totalidad de textiles e indumentaria, accesorios como sombreros, guantes,
botones, gafas... son donaciones procedentes de distintos lugares del mundo.

Segtin Tal, uno de los objetivos esenciales del archivo es la conservacién de la
memoria y valores historicos, antropologicos y sociales, en el contexto de tejidos
y moda, local e internacional.
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Diseno de Leo Khan: Haifa Bay.

Uno de los rasgos particulares del textil israeli reside en el hecho que hasta
los anos 50, debido a una ardua lucha de supervivencia del estado, la moda,
no estaba presente en la produccion industrial y estética en la vida cotidiana.
A pesar de ello, el archivo hoy vela por rescatar exponentes interesantes de
esta industria y estética, que hasta hace poco permanecian ocultos ante el ojo
publico.

Recordando su época estudiantil, Tal nos explica que es imposible que los
alumnos puedan ver la totalidad del archivo, en su época, como estudiante de
moda, por ejemplo en el curso de vestidos de noche, podian llegar a exponerles
30 0 40 modelos para que puedan aprender a inspirarse, y asi también con
bolsos u otros accesorios. Por consiguiente, uno de los objetivos del actual
archivo es organizar un centro de documentacion digitalizado, especialmente
al servicio de los alumnos y profesores.

En la sala del archivo nos ensefian un gran panneaux del artista Bernard
Rice, la tela es de un tejido de algodén crudo estampado a una tinta negra,
en donde el artista y orfebre Art Decd, despliega un excelente registro de
gradientes tonales.

Disefo de Leo Khan: Kibbutz.
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Diseno de Yohanan Simon.

En éste tejido, el estilo del paisaje realizado inicialmente en la técnica de
xilografia, (grabado en madera), la talla adquiere caracteristicas expresionistas.
Posteriormente despliegan ante nosotros unos tejidos estampados del artista
Leo Khan, aleman, que mientras vivio en Alemania, en el afio 1936, decord
también la sinagoga de Bruchsal, que fue destruida por los nazis, en la Noche de
los cristales rotos.

Khan emigré en el afio 1936 y emprendio la primera empresa de estampacion
textil en el ano 37, en la ciudad de Ramat Gan.

La tela que nos ensefian es caracteristica como pieza de memoria, estampada
con bloques de madera a una tinta. Esta pieza representa paisajes del pais, como
la Torre de David, la bahia de Haifa, puerto de Jaffo y otros.

Las escenas se suceden una adyacente a la otra y por el modo del tratamiento
de la talla del bloque, la composicion de las cenefas y algunos detalles botanicos
demuestran que tenia conocimiento e influencia de las Toile de Jouy.

Nos muestran un tejido de lino, estampado en lindleo a 3 tintas, en color rojo,
azul y marron, las escenas representadas reflejan paisajes decorados con cenefas
vegetales y actividades de trabajo en el campo y la pesca. Estas telas fueron
disefiadas entre los anos 36-38.

Uno de los aspectos interesantes del trabajo en el archivo, nos dice Tal, es a
veces su caracter detectivesco, descubrir la historia detras de los textiles, como
han llegado desde el artista hasta la mano de quién lo ha donado.

En la década de los 40/50, un activo pintor e ilustrador Yohanan Simon, se
dedicé también a la creacion textil, junto a su mujer Fini Laintersdorf, el artista
también escribi6 cuentos infantiles y los ilustré. Posiblemente a este registro
pertenece la tela estampada en serigrafia a 2 tintas. Las figuras son de caracter
étnico primitivo. Este textil tiene reminiscencias de una época en la cual el
artista vivia y trabajaba en un kibutz, cooperativa agricola comunitaria.

Jrﬁ 72 *
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Disefio de Ziona Shimshi.

Moda

Roji Ben Yosef, emigré desde Bulgaria a Israel en el ano 1948, dos afios después
su familia abri6 un taller con 2 maquinas de bordados, que posteriormente se
convirtié en la empresa Rikma.

Sus bordados fueron aplicados a la indumentaria femenina y la han
modernizado con disefios decorativos y cromaticos.

En los afios 60 entro en contacto con la empresa ATA de tejido que se
encontraba entonces en una crisis de produccion debido a que la politica del
estado con la industria textil, era fomentar productos de hogar y moda y ATA
ofrecia fundamentalmente hilaturas.

Roji le propuso a ATA realizar una coleccion de tejidos bordados llenos de
colorido para confeccionar tejidos de moda, para su empresa Rikma.

Lo mas importante fue la visién que ella tuvo como pionera para la
construccién de una nueva estética muy anclada en su nuevo pais: la luz, la
materialidad y las influencias de indumentarias némadas, beduinas, arabes.
O de los inmigrantes judios de Yemen, Marruecos, Libia, Afganistan, etc.

Disefio de Roji Ben Josef.
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Disefio de Julia Keyner.
Gafas de Fini Laintersdor.

En los afios 70 inici6 una busqueda tras la cual empled artesanos en pueblos
arabes (Hebron, Ramalla) que realizaron bordados de caracter local, como los
motivos “Hamsa” “Kafia” e introdujo “cristales de Belén” en las telas, todo ello
con nuevas lineas de moda que ella creé como estilista. Ideolégicamente Ben
Yosef fue considerada una diseiadora que no solo busco la fusion estética en el
entorno al que emigroé sino también una esperanza de reconciliacién de culturas
a través de la creatividad artistica.

Los nuevos textiles de Roji Ben Yosef, tuvieron un gran éxito y la
transformaron en una disefiadora de renombre en Israel y otros paises.

Ziona Shimshi, ceramista y artista israeli hizo telas para Roji Ben Yosef y
para la empresa Maskit. Hoy en dia contintia desarrollando su labor artistica y
un activismo social pro derechos humanos.

Julia Keiner, artista y disefladora alemana, cred el departamento de tejidos
en la Academia de arte Bezalel en Jerusalén en 1941, llevando los conceptos de
la Bauhaus a la ensefianza y a la produccién de tejidos, utilizados en moda 'y
disefio de interior.

Fini Laintersdorf, Roji Ben Yosef, Ziona Shimshi y Julia Keiner cuyos
disefos textiles y de indumentaria hemos visto en el archivo, son disefiadoras
fundacionales de la produccion textil israeli.

En ellas se sintetiza un anhelo por conciliar una visién natural del entorno
de Medio Oriente con el legado que cada una de ellas (y otros disefiadores) en la
historia del pais han traido consigo desde su Europa natal.

Dedicado a la memoria de mis profesoras
Nora Frenkel y Tessa Smith Agassi
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Tibant del fil:

verificar I'atribucio d'una cua de vellut
a Charles Frederick Worth

per MARcC PLATA Pulg
Centre de Documentacié i Museu Téxtil (CDMT)

El Centre de Documentacié i Museu Textil de Terrassa té, en la seva extensa
colleccid, una gran multitud de peces, provinents de diverses parts del mén,
estrats socials i cultures que daten de tant enlla com el segle 1 d.C. Les tipologies
soén molt diverses, pero si una cosa tenen en comu, és que la gran majoria d’elles
son anonimes i per tant no podem saber qui les va teixir, brodar o confeccionar.
Quan ens referim exclusivament a indumentaria el nombre de peces amb
atribuci6 i autoria augmenta, tot i que la seva immensa majoria les podem
situar a partir de 1880 en endavant. Un dels casos és la pega que va ser objecte
del meu Treball de Final de Grau: una espléndida cua de vellut color bordeus
atribuida a Charles Frederick Worth (Numero de registre: 15396). Tot i que
latribuci6 ja estava feta anteriorment, durant el treball es va intentar justificar
mitjancant I'aportacié de proves provinents de dues fonts molt
diferenciades, i que seran I'eix de 'article. La primera és la
informacio extreta dels materials de la peca i la segona la
recerca historica a partir de les dades existents.

El primer contacte amb aquesta cua de vellut va ser
durant unes practiques a la seccid de restauracié del
museu. La cua sorti de les reserves el juliol del 2015,
per ser pujada directament als tallers de restauracio,
on es preveia portar a terme un procés de restauracid
i de condicionament per ser exhibida a 'exposicié
Xavier Gosé (1876-1915) emplagada al Museu
Nacional d’Art de Catalunya. L'interés que em va
despertar la peca va ser immediat, no només
per la seva majestuositat i bellesa, sin6
també per estar atribuida a Charles
Frederick Worth, primer gran
exponent de la haute couture i
mereixedor del terme couturier.
Com sabria més tard, aquesta
atribuci6 va ser feta per l'antic
propietari, el colleccionista
francés Dominique Miraille,

Aspecte de la peca
després del tractament.
©Marc Plata

TIBANT DEL FIL: VERIFICAR L'ATRIBUCIO D'UNA CUA DE VELLUT A CHARLES FREDERICK WORTH
1





Datatextil 36

Vista frontal del manqui de
I'exposicié amb la cua, que
permet veure com anava
col-locada al cos.

©Marc Plata.

propietari del Musée de la mode (Albi, Franga), qui també afirmava que
pertanyé a Hélene Koechlin i que fou adquirida per ella cap al 1882. No obstant,
quasi d’'immediat, vaig saber que no hi havia cap motiu que revelés el perque

de 'atribuci6 de la peca a Worth, ja que li mancava l'etiqueta caracteristica de
la House of Worth i no hi havia constancia de cap estudi anterior que aportés
evidencies que permetessin justificar-ne l'atribucio.

Aixi doncs, despertat I'interes, vaig decidir realitzar un estudi exhaustiu de la
pega, la constant del qual seria 'aportacié de proves que permetessin justificar o
desmentir l'etiqueta que se li havia penjat. La investigaci6 es va dividir en dues
vessants molt clares. La primera es centraria en els elements intrinsecs, és a dir,
tot allo que forma part de la peca i que ens pot aportar informacio: els teixits,
les decoracions (brodats i passamaneria) la técnica de confeccio, i el patronatge
serien estudiats minuciosament, aixi com també I’estat de conservaci6 i l'efecte
del pas del temps sobre de la pega. En segon lloc, es portaria a cap una recerca
historica important, intentant ordenar la poca informacié existent i buscant
noves fonts.

Vista general del magnific ram brodat de lila
(Syringa vulgaris). ©Quico Ortega/CDMT.
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1 [Pag. 187]. LAVER, James
(1990) Breve historia del traje
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“Pero, per que és tant important saber si era de Worth o no?” Podrieu
preguntar-vos. La veritat és que Worth, més enlla de la seva aportaci6 a la
moda, va ser el primer que va concebre les seves peces com a obres d’art iniques
i que va decidir firmar-les, d’aqui la seva importancia. Per tant, la segiient
reacci6 natural és “Per tant, si ell signava totes les seves peces, per que no hauria
hagut d’etiquetar aquesta?” Doncs bé, us demano que us espereu fins al final de
larticle per obtenir la resposta.

Abans de procedir a I'exposici6 de les proves, cal comprendre la necessitat
de signar les obres, i per fer-ho ens hem de remuntar al Renaixement, quan
la condicié humana es va posicionar en el centre de tots els interessos i es
va comengar a discernir entre la figura de 'artista i la de I'artesa. En aquest
moment, els pintors comengaren a signar les seves obres, fruit del desig de sortir
de la condicié mecanica d’artesa, reivindicant la part intel-lectual implicita en la
seva tasca.

Tanmateix, la indumentaria va continuar relegada a ser considerada un
objecte d’us, independentment del seu valor estétic o material, molt allunyada
dels frescos i dels retaules.

Mentre que la gent pobra es teixia i cosia la seva propia roba, els rics se la
feien fer, perd possiblement ni uns ni altres I’havien vist mai com una pega d’art
digna de ser admirada, exposada i, encara menys, signada. I és que, durant
segles, els sastres i modistes van pertanyer al grup de l'artesania, tant que fins
i tot avui dia la linia continua essent molt fina. Rose Bertin, coneguda per ser
la modista de la reina Maria Antonieta de Franga, va plantar la llavor de la
signatura pero no va ser fins Charles Frederick Worth, en ple segle x1x, i famds
per ser el modista de 'emperadriu francesa Eugenia de Montijo, que feu arrelar i
créixer el concepte de la signatura de creacions. No obstant, i pel que s’ha pogut
observar, Worth concebia les seves creacions o foilettes com un conjunt, fet que
podria ser el quid de la qiiestié. Recuperant aquesta descripci6 de I'historiador
francés Hipolite Taine, podem fer-nos una idea de la personalitat de Worth i
veure com concebia el seu art.

“Aquesta seca, tenebrosa i nerviosa criatura [Worth] les rep, vestit amb
una jaqueta de vellut, estirat descuidadament sobre d’un divan i amb un
puro entre els llavis. Els diu «jcamineu! jgireu-vos! jbé! Torneu d'aqui a
una setmana i us compondré una ‘toilette’ que us escaigui». No son elles
qui escullen siné ell™

L'empremta de Worth: qué ens revelen els materials?

A continuaci6 sexposaran els resultats obtinguts durant estudi dels materials
i que han permes aportar proves a l'atribucié de Worth, tot fent, és clar, un
recorregut per la interessant morfologia de I'objecte.

La pega consta de tres parts principals: la cua, la banda que va de la cintura
cap al’espatlla i el pit i el cinturd. El teixit exterior és un vellut color bordeus,
suau i de pel curt. El folre esta format per diverses peces de seti, en un to rosa
pallid. Totes les costures estan fetes a ma, majoritariament amb fil de seda i
amb puntada endarrere, més segura. Es subjecta al cos amb una cinta de gros-
grain i un gafet, que de ben segur anava tapada amb cos del vestit original.
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La de cinta de gros-grain i el gafet, Unic punt de subjeccio al cos. Detall de I'interior del folre a la zona de la cintura. ©Marc Plata.
©Marc Plata.

Al cant6 dret, baixant des de la cintura, hi trobem un magnific brodat amb
motius florals. Esta fet de diferents fils i peces metal-liques. Les flors, amb una
extremada semblanca al lila (Syringa vulgaris) estan organitzades en un ram,
poblat de petites fulles. Tot el perimetre de la cua esta decorat amb un serrell de
xenilla marro, espurnejat amb decoracions metal-liques.

Lestudi dels teixits va ser vital per a 'atribucié. La identificacié de fibres va
revelar que tots ells eren 100% seda, que confirmaren la bona qualitat de la
materia prima des d’un principi.

La informacié obtinguda en I'analisi de lligaments va ser molt important,
especialment quan ens referim al vellut. El vellut és un teixit que compta amb
una complexa tecnologia d’elaboracié i un procés lent i artesanal, amb materials
d’alta qualitat que el fan un dels teixits més apreciats historicament. Per
descomptat trobem un ampli ventall, amb diversos factors que influeixen en la
qualitat final, com sén els materials, el gruix, 'espessor o la longitud del péel.

Analitzar el lligament del vellut va ser una tasca llarga i dura, que no hauria
estat possible si no hagués format tandem amb la Silvia Saladrigas Cheng
(Documentalista del Centre de Documentacio i Museu Textil) el coneixement
il'ajuda de la qual van ser d’incalculable valor i que per tant tindra sempre el
meu agraiment.

Després de I'analisi, es va
comprovar que el vellut utilitzat
és un dels més apreciats i
valuosos, aquest no és altre
que el Vellut de Lid, conegut
mundialment per ser suau, pero
espes i de peél curt. El lligament,
en aquest cas amb un ordit de
doble pel, crea una superficie
densa, tornassolada, amb un pel

Filaments de seda del pél del vellut vistos
a través del microscopi. Camp clar a 400x
augments. ©Marc Plata.
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La superficie del vellut abans de procés de restauracio, es pot Lligament del vellut vist a 40 augments.
veure el grau d'espessor del teixit. ©Marc Plata. ©Marc Plata.

curt perd molt ben ancorat. Pel que s’ha pogut documentar, aquest vellut d’alta
qualitat té una connexi6 directa amb Charles Frederick Worth.

Lemperador del segon imperi frances Napole6 III volia, tal i com havia fet
el seu oncle mig segle abans, reactivar I'economia Francesa. Un de les mesures
adoptades va ser la d’estimular la industria de la seda, mitjangant el potenciaci6
de I'is d’aquest material sense cap mena de frugalitat, no només entapissant
parets i mobles dels palaus, sind també en la moda. Worth, com a modista
de I'emperadriu Eugénia de Montijo, es va veure for¢at a usar abundosament
aquests teixits, tot i que ell ja hi tenia una predileccié especial. De fet, el 1870, el
nombre de telers a Li6 s’havia doblat des de I'obertura de The House of Worth
el 1858, com a resultat de la intensa demanda. A més, es té constancia de que
diversos fabricants de la ciutat enviaven a Worth els mostraris per rebre la seva
aprovacio6 abans d’engegar la produccio i que rebien encarrecs especials. Aixi
doncs, el fet de tractar-se de vellut de Lio, reforga la teoria que la cua sortis del
numero 7 de la Rue de la Paix (Paris).

El seti, per la seva banda, tot i que no té un lligament caracteristic que
I'identifiqui com el vellut, resulta ser un seti duquessa, conegut per tenir una
alta densitat i amb cos i un gruix considerable, emprat en folres d’alta qualitat.

El brodat també ha estat una bona font d’informacio, sobretot a nivell técnic,
perd també historic. A nivell historic, se sap que a finals del segle x1x el lila
(Syringa vulgaris) estava molt en boga a Europa, especialment a Franga, ja que el
prolific cultivador de flors frances Pierre Louis Victor Lemoine (1823-1911) crea
moltes de les varietats de lila que coneixem avui dia (unes 200) i era conegut
arreu. Com a resultat dels seus éxits, el terme lila francés ha arribat a denominar
tots els conreus de lila de doble flor i trobem nombroses representacions
d’aquesta flor a I’¢poca, com per exemple en quadres del moviment
impressionista. Per tant, tot i que de manera més aviat simbolica, sadiu amb
l'origen frances de la cua.

A nivell técnic, les flors, brodades directament sobre del vellut, estan
adornades amb petites boles poliedriques i algunes xapetes rodones. Fulles i
troncs es troben farcits per fil de cotd, donant aixi un aspecte for¢a voluminos i
pesat al brodat. Lestudi dels fils va ser molt remarcable.
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Ciringa Vil aris pur
S
Syringa vulgaris abans de les modificacions, El brodat de la peca, en comparacié amb flors Syringa vulgaris blanc. ©UIf Eliasson -
circa 1802. Font: Wikimmedia Commons. similars. Wikimmedia Commons.

Davant la impossibilitat d’extreure una mostra i analitzar-la quimicament,
l’estat de conservacio i la superficie van ser fonts d’informaci6 extremadament
valuoses. Gracies a la comparaci6 entre diferents materials i la recerca historica
sobre I'evolucio dels fils metallics es va poder elaborar una hipotesis que sosté
que el brodat esta fet de coure laminat amb plata. La superficie de plata dels
quatre fils, plena de punts verds resultants de 'oxidaci6 del coure subjacent i
la superficie vermellosa que s’entreveu en les parts més erosionades del brodat,
a part de 'ennegriment caracteristic de la plata, son les que van determinar la
hipotesis.

En termes qualitatius, aquest fet suposaria un pas enrere en la constant
de Worth d’utilitzar materials de primera qualitat. No obstant, la recerca
bibliografica ha revelat que ja durant I’edat mitjana els fils de metall noble
comengaren a desapareixer. Aixo és degut a diverses raons. La primera d’elles
és el preu, la segona és la dificultat d’obtencid i la tercera —sobretot en plata- la
fragilitat del metall noble durant el procés. Aquesta situacié va desembocar en
una quasi total desaparici6 dels fils de metall noble pur a Europa a partir del
segle xv1. Per tant, els brodats metallics d’alta qualitat, com el de la cua, es van
continuar fent amb altres metalls laminats amb or o plata que donaven fils més
mal-leables i menys trencadissos.

Detall del farciment del brodat i poms de petites flors brodades. Vegeu més.
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Detall d'una de les flors del brodat,
que permet veure el nivell de
perfeccié assolit sobre del vellut.
©Marc Plata.

Aquesta és la part més rellevant per a I'atribucié obtinguda de 'estudi dels
materials. Com a punt final, cal dir que tots els processos son estrictament
manuals, des de la confeccid, al brodat, a la decoracié de la xenilla amb els
caputxons metal-lics, fet que li atorga un valor afegit ja que les maquines de
cosir ja estaven forca popularitzades en el moment d’execucié de la cua.

D’'Hélene Koechlin a les reserves del CDMT

L'adquisici6 de la cua va ser fruit d’un oferiment al centre, el 1996, per part de
Dominique Miraille. La documentaci6 de I’¢poca és un informe d’oferiment
redactat per Silvia Carbonell, actual directora i aleshores historiadora i
conservadora del museu, que és fruit de la informacio facilitada pel Sr. Miraille
i per la propia observacié de la pega, de la qual en podem extreure els segiients
fragments:

Lestat de conservacié de la pega és excellent [...] Per ara no hem

pogut documentar la procedéncia del taller de Worth, tot i que no és
descartable. Si, pero, que hem pogut datar la peca amb exactitud ja que
sabem les dates exactes de la curta permanéncia de Louis Andrieux a

la Cort espanyola com a ambaixador (el 1882). Certament el vestit és de
Cort, i va ser portat segurament en una sola o molt poques ocasions, atés
que la cua no presenta marques d arrossegament.
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Durant la realitzacié del treball es contacta altre cop amb Dominique Miraille,
que molt amablement, aporta la poca informaci6 extra de la que disposava —
comptant que quasi feia 20 anys des de la venda-. Els fragments més rellevants
es copien a continuacio:

“La familia Koechlin a la que vaig comprar la cua de cort era de Tolosa.
Es la familia del compositor (els descendents, és clar). Es 'tinic que puc
dir-te sobre la procedéncia!

Sobre Worth: Tots els vestits i peces en aquella casa eren de CF Worth.
I suposo que aquesta pega és de la mateixa procedéncia. Es la meva
opinié, per lestil, els teixits i brodats. Per descomptat és de la millor
qualitat. No puc dir-te res més sobre aquesta pega, ho sento.”

D’aquestes dues fonts se’n n’extragué informacié molt valuosa sobre la
procedencia. Per I'informe sabem que la propietaria de la cua fou la dona de
Louis Andrieux, Héléne Koechlin. A més, se sap que a més pertany al periode
de quan Andrieux era ambaixador frances a Espanya, el 1882. També es
nombra com a “mantell de cort” fet forca rellevant per conéixer la seva funcio
dins de 'armari de la propietaria.

Per altra banda, se sap que va ser obtinguda a Tolouse, en una casa on hi
havia diverses peces, totes de Worth. Es una dada interessant ja que permet
ajudar a contextualitzar la cua. Tal i com afirma Miraille, els materials son de
tan alta qualitat —com s’hagué comprovat durant I'estudi previ- que també la va
atribuir a Worth. Evidentment, el seu criteri com a expert era fiable, pero no hi
havia cap base que ho confirmés, tal i com també esmenta Silvia Carbonell.

El compositor francés mencionat per Miraille, una vegada estudiat I’arbre
genealogic de la familia Koechlin, resulta ser Charles Louis Eugene Koechlin,
cosi germa de Mme. Koechlin.

Pel que fa a la funcié de la cua, tot i que hi ha moltes variables hi ha motius
que fan pensar que es tracta d’un mantell de cort. El mantell de cort és una peca
social, que es portava com a simbol d’etiqueta i de respecte en esdeveniments
com recepcions, casaments de la reialesa, coronacions... Generalment es
portava des de la cintura , sempre sobre del vestit, que sovint no era del mateix
teixit. Els mantells s’adornaven moltissim i prenien més importancia que els
propis vestits. Avui dia, la reminiscencia més clara, son els llargs mantells que
encara porten els monarques en les coronacions i actes oficials.

No fou fins a la decada de 1850 que es comenca a portar des de les espatlles
fet que s’atribueix directament a Charles Frederick Worth [Philip Mansle, 2005].
La manera de portar-la estava condicionada en funcié del pais, per exemple,

a Anglaterra es solien portar agafades amb un brag en senyal de respecte i, en
canvi, a Franga, sarrossegaven per terra, també amb el mateix significat. A
grans trets, la llargada era un indicador de la posici6 social: com més llarga era
la cua, més alt era el rang social de la portadora. Durant la investigaci6 varem
trobar diverses variables a la cort espanyola argumentant llargades diferents en
funcio de l'estat civil de la portadora, tot i que algunes es contradeien entre si.
Per tant, vista la morfologia tan caracteristica, aixi com de I’estat de conservacid
excellent, ja que no té signes d’arrossegament (és a dir, que havia estat portada
pocs cops) té sentit que es tracti d’'un mantell de cort i no de la simple cua d'un
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2 “Jo no era, doncs, pas del
tot estranger a Espanya quan
vaig arribar els primers dies
d’abril de 1882” [Pag. 300]
ANDRIEUX, Louis (1926)
A travers la République.
Editorial Payot. Paris.

3 “Aquell apadrinament
era molt valués per mi,
Pambaixador francés era
examinat a la cort i dins

els salons, com un gos al
veterinari”. [Pag. 300]
ANDRIEUX, Louis (1926)
A travers la République.
Editorial Payot. Paris.

vestit. Segons Miraille, aquest mantell de cort va ser portat a Espanya per la
Mme. Koechlin, propietaria de la cua, vegem doncs, la seva vida i perque va
venir a Espanya.

Héléne Koechlin (1851-1928) es casa en segones nupcies amb Louis Andrieux
(1840-1931), amb el qual va tenir tres fills. Sempre va acompanyar al seu marit,
conegut pel seu temperament, que va ostentar diversos carrecs, entre ells el
d’ambaixador frances a Espanya. El que va portar-lo a acceptar el carrec va
ser la bona relaci6é que havia tingut amb Espanya durant la seva etapa a la
prefectura de policia de Paris. Tot aixo li assegurava una bona rebuda a Madrid,
i va decidir no rebutjar ’honor que li havia estat concedit com una missié
temporal, de sis mesos. “Je n’étais donc pas tout a fait étranger a ’Espagne quand
j’y arrivai dans les premiers jours d’avril 1882”> Exclama en el seu llibre.

La premsa de I’¢poca ha estat una informacié valuosissima, ja que es va fer un
seguiment constant de Mr.Andrieux des de que va ser escollit, fins a I'arribada a
Espanya i també de la seva curta pero intensa estada a Madrid. Les recepcions,
les visites fetes i rebudes van ocupar gran part del seu temps, “Sigues tan
espanyol com puguis”, li va aconsellar el seu amic Ruiz Zorrilla, i aixi ho va fer.

Llegint el seu llibre es pot entreveure com n’estigué d’orgullés de la seva
benvinguda. El duc i la duquessa de Fernan Nuiiez (ambaixador espanyol a
Franca) van fer-li 'honor de marxar de Paris per rebre’l de nou a Madrid. Va
ser convidat a una gran recepcié amb sopar i ball amb tota l’elit madrilenya.
“Ce haut parrainage me fut précieux car d’instinct l'ambassadeur de la
République était tenu en observation a la Cour et dans les salons, comme un
chien chez le vétérinaire”. Per una rebuda d’aquestes caracteristiques en
preséncia del monarca espanyol, eren necessaris diversos requisits d’etiqueta,
entre ells el de que les dones portessin un mantell de cort. Aixi doncs, prenent
com a verdadera la premissa de Dominique Miraille de que el mantell va
ser portat a la cort espanyola en aquelles dates, podria ser aquesta primera
recepci6 oficial, descrita amb emocid i nerviosisme pel propi Andrieux, on
el matrimoni fou presentat als reis Alfons XII i Maria Cristina en qué Mme.
Koechlin I'hauria lluit i que, per tant, havia estat encarregada amb anterioritat
a Worth per portar-la des de Paris.

Es dificil trobar alguna referéncia que relacioni directament Worth amb
Hélene Koechlin, i de fet, no s’ha trobat. No obstant, si que trobem un fragment
d’article que ens permet establir un vincle entre els dos personatges. Worth va
ser el primer gran modista a nivell internacional, i causa furor durant més de
trenta anys. Les dones de I'alta burgesia feien cua perque ell les vestis. Mme.
Andrieux encaixava en el perfil social, a més de gaudir de I’elegancia i distincid
amb que se la descriu en alguns articles de la premsa de I’época.

Aquesta informaci6 apareix en la Carta a Paris, datada del 21 de mar¢ de
1882 i publicada al diari La Opinién, el 4 d’abril, poc abans de que els Andrieux
es mudessin a Madrid. Hi diu que Louis Andrieux va organitzar un gran sopar
a casa seva, en honor al Sr. Arellano, I'encarregat de negocis amb Espanya i que
hi assistiren diverses personalitats parlamentaries. Al final de ’article, es fa una
referéncia a la “reina de la soirée”, I'esposa del sr. Arellano, i a la indumentaria
que no era altre que un magnific vestit de Worth «que semblava agafat del
guarda-roba de la princesa Lambelle». Aquesta informacid, tot i que pugui
semblar de poc interes, crea un vincle directe entre Worth i Hélene Koechlin.
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Diari La Opinién, 4 d'abril de 1882.

La reina de la soirée, fué sin disputa
alguna, lo que de dérecho lo es de la be-
lleza en Paris: he nombrado .a la sefiora
de Arellano, Ataviada con exquisito gus-
to, presos sus rubios cabellos en rica dia-
dema de brillantes, ostentando un vesti=
do de Worth, que parecia tomado al guar-
da-ropa de la princesa de La.nbelle, sa-
biendo llevar la lindisima toillete Watean
cual si hubiera sido dama predilecta de
la fundadora de Trianén, La sefiora de
Arellano, por sa hermosura, - por su cor-
‘tesia,.por su distincion, por su donaire,
devolvia @ Esparia la hoara de represen-
tarla. ]

Paris 21 de marzo de 1882.—P. de P.

Moltes dones varen recérrer a Worth per fer-se els vestits per ser presentades
a les diverses corts europees. Algunes d’elles foren americanes que anhelaven
causar bona impressio al vell continent i per aixo avui dia l’alta costura europea
omple els museus d’Estats Units. Uamericana Frances Farchild (1845-1924),
contemporania i probablement coneguda del matrimoni Andrieux ens interessa
especialment. Fou la I'esposa de Governador de Wisconsin, Lucius Fairchild
que el 1872 va ser enviat com a consol a Franga. El 1880 vivien juntament
amb les seves filles a Paris, on ell treballava com a diplomatic. A principis
d’any s’assabentaren que s’havien de traslladar a Madrid, ja que havia estat
nombrat ministre plenipotenciari a Espanya. Per tal de ser correctament
presentada als reis espanyols Alfons XII i Maria Cristina, la senyora Frances
Fairchild, va dirigir-se a Worth perque li confeccionés un vestit de cort. Worth

WERTR
e S
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A dalt, el vestit portat per Frances Fairchild,

a baix, I'etiqueta de Worth dins del cos.
©Wisconsin Historical Museum. NUum. de Reg.:
1945.960,a.
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li va dissenyar un vestit a partir de la seva tela preferida, el vellut lila, i el va
combinar amb seti de color espigol. Aquest vestit el va conservar fins a la
seva mort el 1924 i tant el vestit com la documentaci6 es troben al Museu de
Wisconsin.

Després de renunciar al carrec a finals de 1881, els Fairchild tornaren a
Estats Units a principis de febrer de I'any segiient, just quan Louis Andrieux
era nomenat ambaixador frances a Espanya. Per la seva feina de diplomatics, és
molt facil pensar que segurament els dos homes haurien estat presentats a Paris,
i potser fins i tot les dues families s’haurien conegut.

La semblangca entre la peca estudiada i aquesta és innegable, sobretot el cos,
acabat en punta que tapa la tira i amb uns materials quasi identics. Tot i que
sembla més llarga, no sembla distar molt en mides. En aquesta peca, gracies a
les fotografies, sabem que l'etiqueta esta a la part interior del cos, fet que podria
justificar la inexistencia d’aquesta a la cua, ja que al ser tot un conjunt, l'etiqueta
només es col-locava en una de les peces. Es un punt més a favor a I'atribuci6
a Worth. Aixo no només passa en aquesta peca, sin6 que la majoria de peces
de Worth que s’han pogut observar mitjangant fotografies tenen I'etiqueta a
I'interior del cosset embarnillat.

Worth va vestir també a la reialesa entre elles la russa. Aquest vestit de
magnific vellut verd pertanyé a la princesa russa Maria Maximilianova
Romanovskya de Leuchtenberg (1841-1914) i data aproximadament de 1888. El
vestit estd composat per una faldilla de moaré blanc, un cos i una cua de vellut
verd maragda (3,65 metres). Té uns brodats a tot el volt de la cua i a part del
cos, formats per boles de vidres transparents, lluentons, boles i tires de plata

A la primera imatge, Frances Fairchild, el 1880, a Madrid, amb el vestit de Worth acabat d'estrenar. A las segona,

una fotografia molt curiosa, al voltant del 1895, on Frances Fairchild (dreta) llueix el seu vestit mentre posa amb la
seva filla Caryl (esquerra) ambdues amb vestit de cort. Segurament va ser feta a Madison, Wisconsin, on residien.
©Wisconsin Historical Museum. Imatges: WHi-47621/WHi-47619.
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q.. Imatge del perfil del vestit, on es pot apreciar la faldilla,
TR de moaré blanc, la cua i el cos de vellut verd cordat a
I'esquena. ©Indianapolis Museum of Art. Vegeu més.

(fil metal-ic). Es un vestit de cort, seguint la linia tradicional russa, i que fou
adquirit per I'Indianapolis Museum of Art el 2006 través d’una subhasta. Es un
clar exemple de com els grans dissenyadors, fins i tot Worth, havien d’adaptar
la seva creativitat a les normes oficials establertes a cada cort. Tot i aixi, guarda
algunes similituds amb el de Frances Faircild, com és el prisat que voreja el
mantell i Uestructura general formada per un cos estret i acordonat. Tot apunta
que la cua estudiada podria tenir un vestit amb unes caracteristiques similars.

A part de la semblanga general, gracies a la bona qualitat de les imatges del
brodat, es pot apreciar un fet sorprenent: hi ha elements compartits amb la
cua estudiada. Es a dir, el brodat de flors d’aquesta cua de Worth, la qual va
pertanyer a una princesa russa, té elements en comd amb el ram de lila de la
cua d’Hélene Koechlin. Aquest fet també apunta directament a haver sortit del
mateix taller.

Aqui s’acaben totes aquelles proves que varen anar sortint durant l'execucio6
del treball final. Val a dir que una atribuci6 sempre sera una continua aportacié
de proves, ja que rarament es pot arribar a saber del cert. Amb aixo vull exposar
que només s ha volgut fer un desgranatge de tot allo que podia aportar la cua,
tibant del fil al maxim dins de les possibilitats. No obstant, s’ha de dir que
les proves aportades tenen una base solida que justifica I’atribucio, aquest fet
és especialment notori en els materials, ja que sén d’una altissima qualitat i
es reflecteixen perfectament en el resultat i la conservacié de la peca. A més
les similituds amb els mantells de cort de Worth sén molt acusades i ajuden
a fer una clara hipotesis sobre el seu s, ja bé hagués estat portada en una
recepcio o bé en algun acte a la cort, sigui, o no, 'espanyola i sigui, o no, per
Mme. Koechlin.
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Comparacié entre el brodat de la cua de la princesa russa (a dalt) amb diferents part del brodat de la cua d'Héléne
Koechlin. Les semblances s6n molt evidents. ©Indianapolis Museum of Art i ©Marc Plata.

La banda que cobreix el brag dret i el pit continua essent un punt d’incertesa,
ja que no se n’ha trobat cap referéncia (ni visual ni escrita) ni en els mantells de
cort ni en vestits ordinaris, pel que la converteix en un disseny forga singular.
La funcio, segurament, era la de tapar part de I'ampli escot dels vestits de cort.
Tal i com ja s’ha esmentat, els dissenyadors es veien condicionats per la roba de
cort i shavien d’adaptar a la clientela fet que s'exemplifica en els dos dissenys
anteriors, sobretot el rus. Tanmateix si observem la indumentaria, diguem-ne,
no condicionada de Worth, hi ha un element que es va repetint i tot i que ja ha
estat mencionat amb la cua de Frances Fairchild, queda confirmat. Sembla ser
que, quan es tractava d’un vestit complet, només gaudien d’etiqueta els cossos, i
res més. Normalment, Worth collocava una cinta cosida amb el seu nom brocat
al volt de la cintura. Aquest doncs, podria ser el motiu que confirma perque li
manca la signatura.

Com a futures linies de treball seria ideal poder comparar-la en directe amb
altres peces del dissenyador datades de la mateixa época, per veure similituds
entre teixits i I'execucio, aixi com poder realitzar analisis dels tints i dels metalls
dels brodats. A nivell historic, seria valuosissim trobar una fotografia de Mme.
Koechlin ja que permetria fer-se una idea de la portadora, o fins i tot de la
recepcio, que de moment no ha estat possible trobar. e
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