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Digital textures

by FRANCEsca P1NoL, textile creator
and SfLvia VENTOSA, curator at the Museu del Disseny de Barcelona

Digital technology has radically changed the manufacturing of decorative fabrics,
now known as digital fabrics or woven images. The invention of the computerised
Jacquard loom, the digital loom and digital processing programs have opened up
a huge field for developing new digital textures.

Historical development of decorative fabrics

Fabric manufacturing is one of the oldest industries around, but the most
significant advances came in the 18" century, when textile production was
mechanised during the Industrial Revolution.

Along with mechanisation came theory on specific graphic conventions in the
textile industry to convey the complex operations required to manufacture fabrics.
These codes were invented around 1750 by Jean Revel (1684-1751), a painter with ties
to the silk industry in Lyon, and are still used today. In 1771, the same codification
appeared in the method developed by Johann Michael Kirschbaum (1725-1782). It is
an image that describes the weave of the weft through the warp, giving the fabric a
specific texture, elasticity, etc. Weavers know how to interpret these drawings and
decode them at the loom, just as a musician decodes sheet music and turns it into a
melody. The crossing of the warp and weft is represented graphically as a grid, and
called the weave or structure. The weaves represent the evolution of the warp and
weft to create a specific texture, a binary system expressed with two colours: white
and black (or red). Black (or red) represents that the warp goes over the weft, while
white shows that the weft goes over the warp.

In the early 19" century, Joseph Marie Jacquard (1752-1834) invented a system
to program warp threads. He created a machine for the loom that uses pasteboard
cards with punched holes that automatically select the threads for each pass. Each
thread can be selected independently, allowing for larger patterns, which can be as
wide as the loom. Jacquard revolutionised textile design, and has been recognised
as a precursor to the invention of the computer and our digital era. He simplified
preparation and sped up production. His innovation made it possible to repeat
a design quickly and easily, so that decorative fabric became available to more
people in what we can call a democratisation of textiles with colours, patterns and
textures.
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Blau by Francesca Pifiol, made at
Sampedro, Guimarées, 2012.

a. Sketch on the computer
screen and study of textures
for colour spectrum in 13
satin and 18 satin.

b. Point paper design.

c. Weaving Blau on the digital
loom.

d. Finished piece, woven linen,
580 x 310 cm.
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Digital textures today

Textile designs traditionally made with brushes (watercolours, tempera, acrylic),
or collage, today are created using digital cameras, scanners and photo editing
software. With its speed in capturing complex figurative images, the computer
has opened up new fields. The images we work with can be created or drawn by
hand, or photographed, but in either case must be put on a computer. Or they
can be created digitally, existing only on the screen and not in the physical world.
These are called virtual images, according to the concept that Braddock calls true
digital (Braddock 2007).

Before starting the process to weave an image, we have to imagine the type
of fabric we want. Based on this, we select the colour palette, materials and best
structures to create the textures that fit the image. We decide how many textures
we need for a digital weave to respect the highlights and shadows, contrast and
definition of the figures and background in the picture. On many occasions,
after the type of weave has been chosen, with the number of warp threads and
weft threads, and the colours, a test is done with several structures to be able
to visualise the different textures and choose the best ones for the best woven
representation of the image. Sometimes, this composition created by playing
with textures takes on a life of its own, and becomes a piece of art in and of itself.

Once we've chosen the textures for the final piece, we simplify the colours in the
image to the number of textures chosen. And each colour gets a texture that reflects
the characteristics of the drawing. Meaning that each colour in the digitalised
picture is assigned a corresponding structure. By superimposing the weaves on
the drawing, we get the point paper, which has the information on which threads
cross and how, meaning which threads have to be raised on each pass to create the
design. In this process, the image, now called the point paper design, becomes the
structure of a fabric that the loom translates into a texture or the woven image.

The steps are the same whether it is handwoven or made on an industrial
loom. With manual digital looms, the weaver can choose the weft threads and
continue making decisions about the piece as the process progresses, putting
their personal mark on the finished piece. Hand weaving allows for all sorts
of threads and fibres, such as metallic, paper or silk threads, which boost the
quality of digital textures, as well as playing with the fabric’s own tactile values.
The places where different materials and weaves come together can be surprising,
novel, opening up new possibilities in terms of textures, and can’t be replaced by
a computer screen. A random game takes place while working with the materials
and structure. Tactile and sensory knowledge of the materials is conveyed to the
fabric during the weaving process.

DIGITALTEXTURES
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with variations of taffeta,

8 satin and twin-wire weaves,
with cotton, paper and copper
threads.
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Nowadays, contemporary artists and designers are experimenting, looking
for new fabrics and textures, in addition to using new fibres, aware of the
important role the technology and materials used play in creating new fabrics
and bringing texture and colour to textiles. The development of digital controls
for manual looms equipped with attachments like the Jacquard machines allows
textile designers to become creators and control the whole cycle, from design to
weaving. A new generation of looms with innovative technology can be found
at textile creators’ studios and art and design departments at many universities.
Holyoke points out that this new generation of looms is used as a tool for
creative expression, a new medium in contemporary art (Holyoke 2010).

DIGITALTEXTURES
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One of the most interesting manual digital looms is the TCII (Thread Control)
digital loom by Digital Weaving. It reads the point paper design digitally, even
though the weaving is manual, with some advances that speed up the process.
With the TCII, the point paper design can be made with most common design and
photo-editing software; it doesn’t require anything special. The TCII comes with
software that connects the loom to the computer, the TC2 software that reads each
pass on the point paper design, and pass by pass weaves the pattern, creating and
combining textures that were designed and encoded on the point paper design.

DIGITAL TEXTURES
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Portrait, imaged simplified
to 6 colours, and point
paper design, 2017.

Three versions with
different textures for
the same portrait, 2017.
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Research into 215t century fabric design. An example

In Spain, these digital textures are being developed by Francesca Pifiol at
Laboratori Textil, her textile laboratory. In late 2018, her research was featured
at an exhibition at the Centre de Documentacié i Museu Textil de Terrassa in
Terrassa (Barcelona), displaying jacquard fabrics made on the latest-generation
Digital Weaving TCII loom mentioned previously. Noteworthy pieces include
Paisajes and Pasajes de color, featuring a colour spectrum that goes subtly
from heavier to lighter satin. These pieces are design tests as well as works
of art. The piece Plecs imitates the movement of water on photographs being
developed. During an artist’s residence at the North Pole, she created her
series Marcas de Agua, which alludes to the marks left by the movement of sea
water along the sand and ice, as well as how light reflects off the ocean surface.
To achieve these effects, she used satin and twin-wire weaves. El Artico evokes
textures in different states of water, snow and ice, where there is almost an
absence of colour. This evocation is transformed into long rectangular fabrics
in subtle colours and soft textures of cotton, silk and hemp.

At Laboratori Textil, she is also making woven portraits from photos that
bring back memories, in line with the tradition of artistic weaving with the
Jacquard technique done in the early 19" century.

DIGITALTEXTURES
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A The MOR174/9 glomerulus and
his unknown neighbour by Carles
Bosch Pinol, 2018.

» Woven version of The MOR174/9
glomerulus and his unknown
neighbour by Francesca Pifol,
2018.

The Fabric of Thoughts: Recognising an Odour is the start of a new collection,
a collaboration of art and science through research into the neurons of smell.
It was created in collaboration with neuroscientist Carles Bosch Pifol from the
Francis Crick Institute in London. It features woven images of neural landscapes
from the most recent research done with different sorts of microscopy (optical
and electronic), showing how geometric patterns appear on different scales,
ranging from microns to millimetres. Some of the elements have been woven in
phosphorescent threads, which superimpose some of the previously seen images

onto the textures.

In the field of digital textures, although a lot of weaving is still done on an
industrial Jacquard machine, part of the process is done manually and that is
essential. The new digital software allows us to visualise any image or texture,
although they are based on the tactile knowledge of materials and colours. ®
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Fabrics and fashion
in clothing of the 18" century

by BARBARA RosILLo, PhD in Art History

Notary records are an essential source in studying fashion and the household
furnishings throughout the Modern Era. Dowry letters and post-mortem
inventories give us a huge amount of information on textiles, both those used to
make clothing and those for household items. These sources provide first-hand
knowledge of the type of garments women and men wore, from underwear to
suits, as well as the many accessories'.

The dowry was laid out in a document before a scribe and witnesses. With
the parties present, the grantor and the future husband, a letter of payment and
receipt was signed, which contained a detailed list of the tangible and intangible
items in the dowry. Providing a dowry was nearly essential to get married, so it
was a practice seen at all levels of the social spectrum, from ladies of high nobility
to poor damsels. This type of document is of great interest, as it shows all the
pieces that were part of the female wardrobe, including the fabrics, colours and
decorations.

To learn about male garments, we must turn to post-mortem inventories
and appraisals of goods, or a type of document known as “capital” or “capital”
inventory, which some men gave the families of their future bride before the
wedding. It is important to remember that clothing was very expensive, so it had
many lives. Sometimes we’ve even seen that items were left to others in wills, or that
some testaments set aside an amount for those in need to buy clothing. To make up
the dowries and inventories, people could turn to various professionals to appraise
the goods, such as tailors for the clothing or woodworkers for the furniture.

In the Modern Era, the main industrial activity was textiles. Until the 18"
century, the most common materials were linen, wool and silk. In Spain, all sorts
of fabrics were manufactured, the most common being wool materials like felt
and cloths. In fact, in 1630, wool from Segovia and Molina de Aragéon were traded
on the Amsterdam stock exchange. Studying these records tells us about the
different types of fabrics on the market, with their origin if they were not Spanish.
Seville received goods from Portugal, France, England and Italy, while we often
see linen from Bizkaia, fine cloth from Segovia and Grazalema, silk from Valencia
and stockings from Toledo.

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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Wedding dress. 18" century.
Netherlands. Rijksmuseum.
Amsterdam.

In general, the dowry letters and receipts listed the bride’s clothing, the bed
with all of the necessary accessories (mattress, sheets, pillows, duvets, bedspreads
or drapery), and possibly furnishing for the household, cash and jewels. Likewise,
male fashion can be seen through analysis of the post-mortem inventories, which
often included not only the deceased’s clothing but also that of the whole family:
wife, husband, children, servants or slaves. By analysing the notary records from
Seville between 1700 and 1800, we’ve reached the conclusion that the bride’s
clothing made up a significant part of the dowry. That is why this type of records
are key to research on clothing. The letters included a list of all the garments with
their corresponding appraisal, which shows their high value compared to other
items in the dowry, such as furnishing and paintings. The clothing clearly denoted
social status. These issues were of the utmost importance during the Old Regime.

A lady or gentleman was known as such for their clothing and their presence
had to unequivocally reflect their position in society, as this position clearly
corresponded with their appearance. The different social classes wore practically

10 FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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Stomacher. Circa 1720.
Metropolitan Museum. New York.

Pair of shoes. Circa 1720s.
Victoria and Albert Museum.
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the same items of clothing, with the same names: hongarina (waterproof
overcoat), casaca (dress coat), chupa (waistcoat), calzones (breeches), guardapiés,
basquifia and saya (types of skirts), etc. The difference lay mainly in the materials
and decorations used. Underwear for both sexes was made of linen, which is
sometimes called ‘lienzo’ and defined in the Diccionario de Autoridades as: “La
tela que se fabrica del lino o cdfiamo, el cual se hace de diferentes géneros bastos y
finos, de que se hacen camisas, sabanas y otras muchas cosas” (The fabric made
of linen or hemp, which comes in rougher and finer qualities, from which shirts,
sheets and many other items are made). Men wore shirts and underpants, while
the women wore shirts, shifts and, rarely, underpants. The shirt was considered a
second skin and wearing a clean one was a sign of good hygiene and cleanliness.
The pattern was simple, and they were made of all sorts of linen fabrics, from the
roughest to the finest and most expensive, like “holanda” and “bretafia”. It was
quite common for the body of the garment to be in one material and the sleeves,
another. The shirts, underpants and shifts of the rich could be decorated with
lace, as were other household linens and undergarments. In the 18" century, this
handicraft was at its peak and is often found both in underwear and outerwear
or accessories like handkerchiefs and mantillas. Lace, as it was costly and could
drastically increase the value of any garment, was always recorded. Fashion
brought in lace collars and cuffs, which are sometimes noted as separate pieces.
The dowry letters always include underwear, although not many pieces,
mentioning new ones as frequently as those already worn. Some documents for

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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important figures group all the household linens and undergarments under a
heading labelled “ropa blanca” (literally, white clothing), “vestiduras blancas”
(white garments) or “vestiduras de ropa blanca” (white clothing garments). These
show us how spaniards dressed under their clothing in the 18™ century. These
headings could include shirts, “camisolas” (kind of more luxurious shirts),
breeches, doublets, hair capes, towels, night gowns, sleeping caps, handkerchiefs
and beard towels; while the women’s items included shirts, petticoat, bodices,
doublets, corsets, night gowns, towels and hair capes.

In terms of outerwear, in the last quarter of the 17 century, gala fashion
became popular, so that by 1707 the common society dress in Spain was French.
During the Enlightenment, tastes became international. All of Europe followed
French styles, which had become the supreme arbiter of fashion. The men’s suit
was made up of a dress coat, waistcoat and breeches, a look based on military
dress and brought into the civil sphere by Louis XIV. In Spain, it is often called
“traje a lo militar” (military suit) or “a la moda” (fashion suit).

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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The notary records also note that men’s clothing was made of similar fabrics
to women’s garments, including embroidery and decorations over wide swaths.
The inventories generally include the colour, material and decorations of the
garments. They also frequently mention the conditions, even when they can
no longer be worn. The casaca was a knee-length dress coat with wide sleeves
and a box neck. It had large buttons on the front, from top to bottom, and a
pocket with flap on either side. The buttons could be gold, silver, metal, filigree
or covered in the same fabric as the jacket. This garment was fitted with side
darts starting at the waist, so it had some drape. To give it more shape, it had
an interlining made of stiff linen, stuffing or even horsehair. Its shape became
simplified over the course of the century, with the sleeves losing volume and
becoming more fitted to the arm. The chupa (waistcoat) was hip-length and
originally had sleeves.

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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Later, the sleeves disappeared and it became a vest. The dress coat and
breeches were a set, but the waistcoat was separate and interchangeable. The
front featured decoration that gradually came to be seen on the dress coat, while
the back was made of simpler materials as it wasn’t visible. The waistcoat was
normally worn somewhat open to leave space for the tie. Men’s suits were made
of a wide variety of fabrics, although in 18" century Seville the most common
were cloth and lightweight wool, as well as taffeta for the lining. We have also
found references to silk, satin, lamé, taffeta, barracan and thin wool. In terms of
colours, the most common are various tones of black and brown. However, the
men also wore red, blue, white, green, purple and pink.

Womenswear featured a wide variety of garments and accessories. In the
early 18" century, the most common outfit seen in the documents is made
up of several garments, which could be combined in different ways. On top,

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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women wore hongarinas (waterproof overcoat), corsets and dress coats; and

on the bottom, there were three diferent types of skirts: guardapiés, saya and
basquifia. All of these garments were worn by women from all social classes,
although in different fabrics, colours and decorations. We often see taffeta,
various sorts of felt, satin, damask and thick silk, among others. There are also
rich materials like brocade and silk lamé in silver and gold. Around the middle
of the century, we see pastel tones, typical of the Rococo style, like pinks and
sky blues, as well as flower embroidery. In terms of full dresses, the ladies of

Seville wore sack-back gowns, polonaises and close-bodied gowns. The sack-
back gown or robe a la francaise appears in the documents of noblewomen.
One example is the dowry of Inés Maria de Barradas (1768), which included
four appraised at 15,200 reals, the most luxurious of which was decorated in
overlapping silver and flower lace. The polonaise was created by Rose Bertin,
Marie Antoinette’s seamstress. What set it apart was that the volume was in the

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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back of the skirt, while the close-bodied gown or robe a I'anglaise had boning
in the bodice. Finally, it must be noted that both of these models appear in the
wardrobes of Seville through the end of the century. They were made in all sorts
of fabrics, like linen and silk; but we also see that cotton becomes popular very
quickly in the form of muslin and paisley, a printed fabric from the East Indies.

After an extensive study of vesture and dress-code though all different
social cases in Seville, and consequently in Spain during the 18th century,
it is unquestionable that french-style fashion was dominant at that time.
Nevertheless there are some clothing elements, which are clearly of national
origin and which take an important part in people’s garment. The cape for men
appears constantly, at wich the segovian cloth was especially appreciated for its
high quality. Also cloaks, which had been used since the medieval times, were
very common in a masculine wardrobe at that time.

Regarding femenine equipments, we find a lot of mantillas and cloaks. The
latter ones could be of different types, such as “de soplillo” (very thing fabrics),
“de humo” (mourning garment) or “de lustre” (glitering materials), but also
often mentioned are cloaks of raw cloth. They were generally black. The
mantilla was day-to-day ornament used in all social categories. The inexpensive
ones were made of white fine cloth. Others were manufactured with diverse
materials, colors and decorations, wich made their production very high-priced.
Their colors rande from white to black, reaching green, light-blue and rose
tones. There were often decorated with plaits and fillets and lacing was highly
value. Some pieces hade ven different fabrics and colors on front and back side.
According to several accounts of travelers at that time, the mantilla was highly
admired by foreigners and transformed it into a characteristic attibute for the
spanish woman.

FABRICS AND FASHION IN CLOTHING OF THE 18™ CENTURY
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The tailors and embroiderers
of Philip IV of Spain:

approaches through painting

by ALVARO ROMERO GONZALEZ
PhD candidate in Social history. University of Castilla-La Mancha

The royal court was moved definitively to Madrid in 1606 during the reign of
Philip III, logically leading to a population boom in the city, which had roughly
150,000 inhabitants in 1617, two times more than it did twenty years earlier’.
This massive migration into the new capital, fuelled by the royal settlement,
drew various artisans, too, clearly showing the growth in industrial activity due
to the demand from the court, with production focused on consumer goods

for the general public, although in particular for the large number of people

in the court. Tailors became one of the most numerous groups, due to the

great demand for luxury items? that the Count-Duke of Olivares tried, mainly,
to repress with the pragmatic sanction of 1623. He completely changed the
aesthetics of Spanish dress with the famous ruff, the characteristic accessory
worn by the Hapsburg sovereigns?.

Philip IV’s new style aimed to set itself apart from any luxury in clothing,
seeking a new identity, reinventing and leaving behind the excesses of the
previous reign. The overly ostentatious style that characterised the period
immediately prior, along with the image of a monarch concerned with more
earthly pleasures like hunting, was the reason why Philip III was remembered
more with pity than glory. Nevertheless, on the inventory Cristébal Tenorio,
Philip IV’s head of wardrobe, made when leaving the position in 1653, there
are a number of luxurious items that have little to do with the austerity he
was attempting to impose during his reign: “Un vestido de terciopelo negro
lisso hondeado en el telar de unas hondas de rasso que tiene calcon y ropilla y
ferreruelo de herbax forrado en el terciopelo lisso prensadas las hondas porque no
hubo de lo mismo del vestido™ (A plain black velvet garment woven on the loom
of satin weave with trousers and mantle and ferreruolo cape lined in velvet with
pressed weave because there wasn’t more of the same fabric as the garment.)
This garment is similar to the one Veldazquez reflected magnificently in his royal
portrait of Philip IV (fig. 1) from 1623 and corrected by royal order in 1628 to
the final result now at the Prado Museum. It was a sort of protocol clothing for
public life in the Spanish court®, which was also used as an ideological weapon
to represent the legitimacy of the monarch and his Austrian heritage, as proof
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Fig. 1. VELAZQUEZ, D.,
Felipe IV, 1628. Qil on canvas.
© Museo Nacional del Prado.
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6 COLOMER, José Luis, of his financial power and, even, as a religious garment. The manifestation of

El negroyla imagen real”, power and wealth this style of dress implied is tied to the difficulty in obtaining
Vestir a la espafiola en las . . .
cortes europeas (siglos XvI black dye before the arrival of blackwood, which was cheaper than cochineal,
y xvi1), vol. I, Centro de in the Hispanic Monarchy in the 16" century. Blackwood chips were boiled
Estudios Europa Hispanica and fermented to get a clearer tone®. The use of this clothing is corroborated
(CEEH), Madrid, 2014. . . w;
2 CASTIGLIONE. B by Baltasar Castiglione to understand proper use of image and dress: “tiene
El Cortesano, Universidad mds gracia y autoridad el vestido negro que el de otro color [...] porque de esta

Auténoma de México, México  manera traen consigo una cierta belleza y gallardia [...] que mostrasen el sosiego

D.E, 1997 y la gravedad de la nacion espasiola™ (It is better and more authoritative to wear
lsi’ali Zf:g:fg:iﬁﬁi black than any other colour [...] because it has a certain beauty and bravery
Expediente Personal, Coll, [...] that demonstrate the calmness and seriousness of the Spanish nation).
expediente 22. The purpose of wearing black is clearly propagandistic, with Philip V seeking to
9 Archivo General del look like his grandfather and, thus, restore the glory of the previous century.
Palacio Real de Madrid, . . . .

Expediente Personal One of the tailors with a longer career, who served the king, is Juan

Ca 703/14. Rodriguez Varela. The only information for him is his position: “tailor to king

Philip IV, All of the other tailors we come across are generally foreigners
brought in by the queen. The patterns used for this royal garment were by
Rocha Burguen from Geometria y traga pertenecientes al oficio de sastre

(fig. 2) published in 1618. More interesting is the case that came about when
the embroiderers were replaced in 1623. Before that year, when Philip IV had
only worn the crown of two worlds on his regal head for just two years, his
embroiderer was Juan de Burgos Montoya. He first became the embroider to
the cavalry during the reign of Philip III: “on 13 April 1615, he was received
as the Cavalry Embroiderer of His Majesty.” He went on to serve the ‘Planet
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10 Archivo General del King’ from May 1621 until the last references to him in mid-1623. Sebastiana de
Palacio Real de Madrid, Palacio, first working for the cavalry and later becoming the king’s embroiderer,
Seccidn Administrativa,
legajo 5214. took the same path, with a significant reference: “mas selle hacen buenos a
la dicha dofia Sebastiana de Palacio ya fue hijos herederos del dicho Juan de
Montoya™® (the seal promotes Sebastiana de Palacio, heir of Juan de Montoya).
Sebastiana de Palacio had a long career, from 1623 to the mid-1640s, during
which time it is logical to assume that she had a relationship with Juan de
Burgos, who died and left her to take over his position. Because, if we look at the

portrait (fig. 1) in which the master from Seville is reflected in his black clothing

in Philip’s room, it must have been one of the two embroiderers who created
this clothing, in collaboration with Juan Rodriguez.

Jumping forward in time, we’ll look at the portrait of Philip IV in Fraga
(fig. 3). The monarch is shown with totally different clothing from what he
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had worn in the first half of his reign, with a French flair that must have been
implemented in the region as a political nod during the Aragon campaigns"'.
This portrait, structured by Velazquez, shows a change in the monarch’s style,
with the ruft relegated to the background in the look of the time, turning to

the wide collars worn in the Flanders region'?. Catalina Romero was in charge
of decorating and making these pieces: “en 14 de abril que es el dia que S. M.
partié a la jornada [de Aragon] mando se le diesen quatrocientos reales a Donia
Catalina Romero que hace y aderega las balonas de S. M.” (on 14 April, the day
His Majesty left for the campaign [of Aragon] he called for Catalina Romero to
be given four-hundred reals to make and decorate the collars for His Majesty).
The real cost to make one of these, however, was only eight reals', which shows
how highly though of this collar-maker was among the court, entrusted to
make the pieces and given funds to cover her household costs.

The masterpiece in this portrait is the carmine cloak the king wore while
inspecting the troops: “Pellicer lo documenta como el capote de albornoz rojo
que vestia Felipe IV en una visita realizada a las tropas™ (Pellicer documents
it as the red cloak Philip IV wore when visiting the troops). In this case, the
news we have is of Gonzalo Callejon, the embroiderer in charge of making this
gorgeous piece in exchange for payment of “trescientos y quarenta y siete reales
se acabaron de pagar de 10582 reales por el albornoz carmesi que bordo para
S. M. en anio pasado de 1644. Uno de plata pasada™® (three-hundred and forty-
seven reals were paid of 10,582 reals for the carmine cloak embroidered for His
Majesty last year, 1644. One of silver wire). It is a military garment, in line with
the time: “es una capa de agua africana llamada burnusum, nombre bdrbaro de
los Zanetas, gente belicosa de Africa [...] pero muy ilustre en la historia general
de Espania” (It is an African rain poncho called a burnusum, which is the
barbarian name for the Zanetas, a warrior tribe in Africa [...] though very
illustrious in the general history of Spain). We must imagine this garment was
of the very highest quality, given both the amount paid to the embroiderer,
although it is not sure whether some of these funds were to be used to purchase
the silver wire for the embroidery, and Velazquez’s brush strokes, who after his
first trip to Italy changed his style completely and the way he expressed both
highlights and shadows on the canvas, creating this silver wire with quick,
concise brush strokes that show the maturity achieved by this universal figure
in pictorial art.

Art History has always been focused, and rightfully so, on big names like
Michelangelo, Velazquez and Rubens, taking for granted that the only valid
artistic manifestation throughout history are those in the so-called classic triad:
painting, sculpture and architecture. Other fields, from the aesthetic view of art,
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have never been studied by historians, who have almost exclusively preferred

to delve deeper into paths already well-trodden by historiography and the very
passing of time. The textile arts have never been recognised as such, and much
less were those who carried out these activities in the court considered artists. It
is an art that is constantly evolving and also influenced by foreign trends, which
enriches it with distinctive elements to create a new fashion and, in short, a new
appearance for those seeking legitimacy in any way possible. ®
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Moda de Catalunya,
www.museudelamoda.cat,
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Garment collection at the
Sabadell History Museum:

an approach

by LAURA CasAL-VALLs, PhD in History of fashion, specialising in the history
of clothing and ideology, director of the Museu Virtual de la Moda de Catalunya

Local Catalan museum collections are home to a wide variety of heritage pieces
that offer a snapshot of Catalan society at different points in time. One example
is the textile collections, which include everything from samples catalogues from
the textile industry to underwear, curtains and clothing from various eras. All of
this gives us information on the technical specifications, designs, tastes or, simply,
use that was given to these various elements.

They are often donations from individuals who, wanting to preserve private,
historical memories, donate items that were used by their ancestors to the
museums. In this regard, local museums overlap with the territory in a very
interesting, enriching way.

The Sabadell History Museum is one such space, preserving and safeguarding
numerous pieces associated with the world of textiles. Although the importance
of the wool industry in Sabadell is well known and much defended (reflected
in more than 4,000 documents that have been catalogued and preserved by
the Sabadell History Museum, from over 30 Sabadell-based companies), it is
important to remember that this centre’s collection has many pieces of clothing,
of great quality, which create a timeline of the history of clothing in Catalonia.

This article aims to provide a brief look at these pieces, sharing with the reader
the importance of this collection and of preserving it.

The Sabadell History Museum clothing collection

The museum’s storerooms are home to a significant number of garments, some

of which are accessories, menswear, women’s clothing, underwear, etc. Recently,
one of the projects that has set its sights on this type of items is the Museu Virtual
de la Moda de Catalunya', managed by Walden Gestié del Patrimoni Historic

i Cultural, which has brought to light more than 600 garments preserved in 38
museums around Catalonia. The Sabadell History Museum has participated in
this project, contributing 68 of the more than 400 items that have been preserved.
Looking at this museum’s archives, it is clear that they reflect the nature of the
Catalan collections preserved: generally women’s pieces, from the 19* and 20*
centuries, although there are some from even earlier.
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Velvet waistcoat with large lapels
with marked edges, with back

in mercerised cotton. The front
pieces, quilted, have 2 pockets,

1 button on either side of the lapel
and 2 lines of 4 buttons to close,
many of which have been lost.
The pattern had 5 pieces: in the
centre of the back, a triangular
piece pointing towards the
neckline, two wide side pieces
and two front pieces.

© Walden/Sabadell History
Museum. See more.
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It is worth noting that there is very little menswear, as these pieces

were generally quite simple and subject to more wear and tear. In general,

they haven’t been appreciated by collectors, as they are known for being

less precious. One of the pieces of men’s clothing that has been preserved
throughout the region is the waistcoat. These, in fact, were the most decorative
item of menswear since, in the early 19" century, they became progressively
simpler in shape and colours, standardising the three-piece suit: trousers, jacket
and waistcoat. One example is waistcoat number 5710, dating from 1837-1842.
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Outfit made up of a bodice and skirt in ochre brocade
silk and an overskirt in silk tulle. All of the pieces have
nude ribbonwork, black velvet and pleated tulle, in line
with the structuralist decoration. The bodice opens
completely in the front and is done up with covered
buttons. It has a pointed neckline, with a strip of pleated
tulle, and a skirt also in pleated tulle. The shoulders are
low, the sleeves are long and end in a fold-over cuff
with the aforementioned appliqués. In the back, the
bodice has a fitted waist with two side pieces without a

central seam; in front, two darts, one on either side. In
back, it extends out with a tail that covers the waistline.
The skirt is long, fitted with increasingly tight pieces,
and a bit of a tail in back, with a ruffle of gathered
fabric, with flat folds that gather with a drawstring. On
the overskirt, the appliqués with strips of nude ribbon
and black velvet also gather in back, where the piece is
done up in a bow to create an accumulation of cloth in
back. © Walden/Sabadell History Museum. See more.
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Outfit made up of a bodice and cotton skirt with
diagonal stripes following a grid. The bodice

has long, puffy sleeves, gathers at the shoulder
and comes to a tight cuff of 20 cm. It opens
completely in the front and is done up with 8
round bone buttons. Round neckline, with a rolled
collar with pleated fabric edging, making a small
ruffle. On the breast, there is a series of tuck
pleats, long and half a centimetre wide, sewn
up to 13 cm and then opening up to gather again
at the waist, creating a small flap. The bodice
goes down to the hips and has a tail in back, too.

OPEN SOURCE LANGUAGE VERSION > CATALA

The back also has some larger central pleats,
sewn in. The bottom is covered in thick cotton
taffeta and has a second opening, done up with
6 round mother-of-pearl buttons, each different.
The sleeves have a significant interior structure
to give them volume. The piece doesn’t have
any specific decoration and the pleats, neck and
cuffs serve this purpose. In terms of the pattern,
the back is fitted with a side piece on either side
and a centre piece that is whole. In front there
are two darts, one on either side of the opening.
The pieces make a tail, without seams at the

waist. The pattern isn't visible from the outside.
It is surely a summer garment. The long skirt is
very flat in front and shaped in the back, where
all the volume is, with significant gathering. It
closes at the waist with two hooks. Partial side
opening. Semi-hidden pocket on the other side.
Simple pattern of rectangular pieces gathered
at the waist and sewn into the waistband with
126 folds, 2 cm each. The hem, well finished, is
reinforced with a 45-cm interlining. Inside, the
folds aren’t carefully finished. © Walden/Sabadell
History Museum.

In terms of women’s clothing, however, there is a much richer selection that
has been preserved. Of the pieces from Sabadell, the number of whole dresses is
noteworthy, as there are many with the bodice and skirt, which isn’t common as
the fabric from the skirts was often re-used for new pieces.

Dress number 10474 (c. 1874) and outfit number 4605 (c. 1895) are both good
examples of this sort of item, giving us an overview of the outfits of that time.

No less interesting are the dress bodices, of which there are many. In fact,
they are pieces that were worn with skirts that haven’t been preserved. These
pieces normally hold a lot of technical information, gleaned from inspecting the
inside and, in some cases, even have the seamstress’s name on a label.
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Jacquard silk bodice with plant and flower patterns in aubergine. It opens
completely in the front and is done up with 11 metal buttons, with the
image of a lyre and a strip of paper that could be sheet music (it has lines
on it) and some little flowers. In addition to the buttons, which have been
painted or worn with black enamel, there are two hooks at the neck and
one below the bottom button to keep the piece securely in place. Band
collar lined with brownish satin and 1cm lace edging. Fitted sleeves with
brownish silk satin ruffle cuffs edged with the same lace. The bodice

is fitted at the waist, with a pronounced chest, typical of that time. It is
shorter in front than in back, ending in a peak on either side of the central

opening. There are two darts on either side of the opening and side seams.

The pattern can be seen from the outside in back, as well, where the
bodice is quite tight, and ends in two long, pronounced tails, each with

a large, wide pleat held in with a piece of black ribbon to give the wearer
mobility without them separating. These tails, edged with a small strip of

OPEN SOURCE LANGUAGE VERSION > CATALA
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brown satin that sticks out like the one on the collar, were probably worn
on top of the skirt with a bustle. In back, we can see a central seam on

the back and two thin side pieces coming off the armscye and make the
piece quite fitted at the waist. These side pieces, as well as the central
pieces, extend down to form the tails. There is a seam above the armscye
that divides the bodice in two parts. The bodice is lined with striped white
cotton, including the sleeves. Inside there is a waistband to adjust the piece
and hold it tight to the body, on top of the corset. The inner seams are well
stitched with a black ribbon and show the cuts necessary to adjust it to the
body. It has boning, 9 pieces, to give it structure (4 are still in place). It is
interesting to note that two seams were corrected after the pieces were
finished and that the seams have been gone over with a machine several
times. Nevertheless, the craftsmanship of the sewing is good. © Walden/
Sabadell History Museum. See more.
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Striped bodice with velvet stripes. Fitted at the waist, with long sleeves
and tight cuffs, loose armscye with gathering. It opens completely in

the front and is done up with 17 hooks. Imitates a blouse with a collared
jacket. The blouse part, which has a pointed neckline, is cream coloured

satin, very simple, with a curved opening to pad out the piece in the chest.

On top, imitating wide lapels with two points, it has two lapels that look
like a striped jacket. The inner satin piece has a band collar, done up with
two hooks, while the outer piece has a very spectacular neckline, high
and pointed, held up by wires or thin boning inside. The bottom of the
bodice is scalloped around the hem. The inside has boning, with 13 pieces
to give it structure (two at the opening). As the inner lining is very torn,
we can see the side seams that have been reinforced with a Petersham

OPEN SOURCE LANGUAGE VERSION > CATALA

ribbon and the scalloped hemline with a strip of interlining, as are the
cuffs (the cuffs were very tight and probably covered the hands partially).
There are two armholes at the armscyes. Inside there is a silk waistband
with the name of the dressmaker in red and the letters AZ. This is for the
seamstress Augusta Zagri, who was influenced in this piece by Worth

for the elaborate necklines and lapels, as well as the scalloped edging. In
terms of the pattern, the back has a centre seam and two side pieces with
the armscyes. Side seams and two darts in front, with a central opening
done up with hooks. The pattern is visible on the outside in the thin dart at
chest level. The lapels are sewn to the bodice pieces, which are covered.
© Walden/Sabadell History Museum.

A representation of Catalan dressmaking

There are several pieces at Sabadell History Museum from some of the most
important seamstresses of the time.

These include Augusta Zagri, creator of the Augusta Zagri dress from
the 1890s. It is a bodice from the last decade of the 19" century, with the
sombre but structured lines of the pattern used and the ornamental resources,
which suggest this seamstress’s creativity and skill. The tag reads “ROBES &
MANTEAUX AUGUSTA BARCELONE” and also has the anagram “AZ”.
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2 La Publicidad, 21 February
1855.

3 Anuario del comercio, de la
industria, de la magistratura y
de la administracion. Madrid:
Carlos Bailly-Baillere, 1885,

p. 764.

4 ACA, Hisenda, Matricules
industrials, 1896-1897,

inv. 1, n. 448. Appeared as a
dressmaker.

5 The newspapers from

the Balearic Islands: Diario
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30

OPEN SOURCE LANGUAGE VERSION > CATALA

By looking at sales catalogues from the time, it was possible to determine that
the dress was made by Augusta Zagri and the anagram is her initials.

The first news we have of Augusta Zagri is in the newspaper La Publicidad
from 1885, where she noted “On display today in the windows of the
dressmaking shop at Calle Fernando VII 27 there will be a rich toilette on
display, made for Ms Borghi-Mamo by renowned seamstress Madame Augusta
Zagri.” Her client was Erminia Borghi-Mamo (Paris, 1855 - Bologna, 1941),
an Italian soprano, daughter of singer Adelaida Borghi-Mamo, who that year
starred in one of the most noteworthy shows at the famous Liceu theatre. This
would indicate, then, that Augusta Zagri was already a renowned seamstress in
1885. The first location associated with her, therefore, was Calle Fernando VII
27 (Carrer de Ferran). Taking into account that the space had display windows,
it must have been a ground-floor shop of some importance. That same year,
she is mentioned in conjunction with other addresses, Carrer Ferran 32 and
Aviny6 7%, which could mean her workshop was expanding, and these would
still exist two years later. Between 1896 and 1898, Augusta Zagri’s workshop
was located at Plaga Santa Anna 8, bis, listed as a “dressmaking shop for
dresses, coats, hats and other garments for women and children”.*In 1899, she
moved to Portal de I'’Angel 12, 1-2. And, in 1908, to Carrer Casp 15. This path
clearly illustrates the growth the city of Barcelona experienced in those years
and how its shopping centre moved. It is also known that she travelled to the
Balearic Islands (1894 and 1909) to take the patterns for the dresses, coats and
other garments for the new seasons.’

The Sabadell History Museum also has a piece from another dressmaker,
Madame Berbegier, who was originally from France but set up shop in
Barcelona in 1902. This piece is a winter dress from between 1902 and 1904,
so it was made during her first years in the city. It shows great skill in pattern-
making and meticulous finishes. The lines of the piece clearly reflect the
fashion of the time, leading us to believe it was probably a seasonal dress.

Plus, the tag stamped on a ribbon inside the waist is still there and reads:
“MARIE-ANTOINETTE BERBEGIER FERNANDO VII N. 34 ENTRESUELO
BARCELONA”.

Berbegier published a sales brochure, with a drawing of two seamstresses by
Xavier Gosé (quite modern in comparison to the unoriginal style often seen
among local dressmakers). In the brochure, the dressmaker announced that
she had opened a “Fashion house for ladies” and ensured that ladies would find
patterns created in Paris by the most important fashion houses. She also offered
to design totally new pieces, as she had been working at Redfern for more than
fifteen years and for the magazine L’Art et la Mode (under the pseudonym
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Silk corduroy bodice, fitted at the waist with a band and puffy front. The
neckline is a strip with a bib, to look like a blouse underneath the corduroy
fabric. This neck has very small machine-sewn pleats and bobbin lace with
floral motifs (passion flowers) sewn on by hand. The front is longer than
the back, accentuating the “S" shape that was typical of Modernisme
dresses. Winter dress, pagoda sleeves, with the drape at the end of the
sleeve and a slightly drop armscye. Around the thick corduroy piece there
is faux-brocade strip with little green dots. This strip, which runs along the
whole front opening and neckline, is also on the cuffs, which are bias-cut
fabric. The bodice has a very fitted cotton lining with striped print, which
has darts in front and seams. One dart in front and seam, and in back,
two side pieces. Silk ribbon inside, with a hook close (in two positions),

OPEN SOURCE LANGUAGE VERSION > CA

stamped with the name and address of the dressmaker (Marie-Antoinette
Berbegier Fernando VII n° 34 entresuelo BARCELONA). Done up in front
with 16 hooks and on top with 4 metal hooks and a thread clasp. The neck
is done up with 4 hooks in back, and has lost its inner lining. It has 4 pieces
of boning (3 at the back and 1 at the front opening). It is a quality piece,
sewn mainly by hand although the main seams were done on a machine.
In terms of the pattern, the bodice is shorter in back, where it is cut from a
central seam and two side pieces from the armscyes. No side seams. The
front has two darts that open up to let the weight of the piece drape over
the belly. © Walden/Sabadell History Museum.
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Bodice in black silk satin (ribbed). Long sleeves, puffy at the shoulder
and tight at the wrist, with fold-over cuffs and lace covering. Short bodice,
with a pointed front. Crossed in front with full opening done up inside at the
centre but on the outside it is hidden at the shoulder, armscye and sides,
under the sleeve. Chest and back in embroidered lace with floral motifs in
the Modernisme style. High, round neckline with a light coloured ribbon at
the top. Triple bow in black satin, attached in front with a safety pin. Inner
lining in cotton fabric with a print that appears to be a double horseshoe.
Interlining to reinforce some sections, like the closing and the flap. Interior
with 14 pieces of boning covered in fabric and stamped with the number
20. This boning is at the darts, seams and closing for reinforcement. In

OPEN SOURCE LANGUAGE VERSION > CA

front, it has 5 darts, which puff out the chest of the bodice; the flap, which
crosses the chest, has 2 more and, in back, 5, plus 2 more on the sides.
The bodice closes with 18 hooks at the centre and 19 on the side, armscye
and shoulders. The inner seams are not finished, but they are cut with
pinking shears so that they won't unravel. Made with great care. Inner
waist band that holds the bodice to the waist, which has the dressmakers’
signature. Neck lined with brocade fabric with geometric motifs. It has a
centre seam in the back, with two side pieces coming off the armscye, side
seams and four darts in front that come together at the centre. © Walden/
Sabadell History Museum.
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6 Madame Berbegier’s
brochure. BNC caixa V (7) C.
7 The most recent reference
found was from the 1897
Anuario Riera (yearbook).

8 Anuario del comercio, de la
industria, de la magistratura y
de la administracion. Madrid:
Carlos Bailly-Baillere, 1881,

p. 693.

9 Anuario del comercio, de la
industria, de la magistraturay
de la administracion. Madrid:
Carlos Bailly-Baillére, 1881
and 1883 p. 700.

10 Anuario Riera, Guia
General de Catalufa.
Barcelona: Centro de
propaganda mercantil, 1896.
11 Anuario del comercio, de la
industria, de la magistraturay
de la administracion. Madrid:
Carlos Bailly-Baillere, 1884,

p. 804.

12 La Vanguardia, 1 March
1881.

Although this article only
refers to a few pieces, there
are many that have been
preserved in Sabadell thanks
to individual donations,
comprising a collection of
great historical interest.
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Solar, which was probably her husband’s surname, as she signed this brochure
“Berbegier [de Solar]”). Furthermore, in Paris she had a sponsor who could
provide her with all sorts of patterns and materials at any time.¢

Another name from this time is Teresa Sola, a Sabadell-based dressmaker.
Two of her dresses have been identified, dating from between 1895 and 1899.
Both of them, in the style of that time, are well made, with complex, meticulous
patterning that is hidden by the structure of the piece itself. The interior of the
bodices, which are well preserved, is carefully finished, with a ribbon at the
waist bearing the stamped tag: “TERESA SOLA MODISTA SABADELL”. These
two pieces, which show great skill in pattern-making, are lined with a very
similar patterned cotton. From this dressmaker, however, no records have yet
been found.

Finally, it is interesting to highlight that Sabadell has the dress with the
oldest label documented in Catalonia, which belongs to Virginia Vellay. It
is piece number 13325. It is a two-piece dress in striped silk with black silk
velvet appliqués. The tag is on the silk ribbon at the waist, with the name of
the dressmaker and her location stamped in gold lettering: ANTIGUA CASA
LLABOUR SUCCESORA VIRGINIA VELLAY RAMBLA DEL CENTRO 15
ENTRESUELO BARCELONA. The inside of this dress, which is still in quite
good condition today despite having lost some of the splendour it surely had
originally, is well finished. Although the inner seams are whip-stitched by hand,
the piece isn’t at all slapdash.

Virginia Vellay was a dressmaker who worked in Barcelona between 1880
and 18977 In 1881, she was at Carrer Fontanella 4, as she was in 1882,° probably
on the second floor,'® where she was also located in 1884."" From the inscription
on the tag, however, it is clear that Vellay worked in a shop on Rambla del
Centre before that. In 1881, a “good dressmaker” was advertised at Rambla del
Centre 15: “Good dressmaker, confident in cutting and creating all sorts of
dresses and coats for ladies, girls and boys, with fittings in their homes. Ask
at Rambla del Centro 15.”2 Although it is not completely certain that this was
Vellay, the dates and location fit. e
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1 BOHIGAS TARRAGO,
Pere, Anal de los Museos

de Arte de Barcelona, 1945,

vol. 3, num. 4. «Apuntes para
la historia de las exposiciones
oficiales de Arte de Barcelona
(de 1918 a 1929)», cap. XXI,

p. 258-265.

2 Oddly enough, Centre
d’Arts Decoratives, which
would later become the FAD,
was set up by two figures

with close ties to the world of
lace-making and, by extension,
what were known at the time as
ladies’ handicrafts: Josep Fiter i
Inglés, also president of Col-legi
Major de la Seda de Barcelona
and owner of one of the most
renowned lace- and blonde-
making companies of the time;
and Jaume Brugarolas, founder
of the La Bordadora journal.

3 We would like to thank
Maria Josep Balcells, from

the Museu del Disseny de
Barcelona Documentation
Centre; Neus Ribas San
Emeterio, director of Museu
d’Arenys de Mar; and Ndria
Peiris, of Arxiu Mas at
Fundacié Institut Amatller
d’Art Hispanic.

4 Exposicié d’Art. Cataleg
Oficial. Secci6 del Foment de
les Arts Decoratives, 1918.
Palau de Belles Arts, Barcelona,
Barcelona City Council, Oliva
de Vilanova Impressor.

34

One hundred years after
the exposition. Searching

for ‘lost’ lace

by JoaN MIQUEL LLODRA,
Art historian / collaborator with the Museu d’Arenys de Mar

From 11 May to 30 June 1918, the now demolished Palau de Belles Arts hosted a
new art exposition in Barcelona. Due to the war in Europe and resulting border
closings, the event mainly focused on Spanish and Catalan creators.! In addition

to some other associations for the promotion of the arts, such as Cercle Artistic

de Sant Lluc and Societat de les Arts i els Artistes, the Fostering Arts and Design
association, founded in 1903, played a key role in this exposition. In addition to

the sections focusing on ex-libris, performing arts, applied arts, the Institut Catala
de les Arts del Llibre and multifaceted artist, designer and collector Josep Pascé
Mensa (1855-1910), the FAD also set up a space devoted exclusively to Catalan lace.?

The two halls dedicated to this craftwork, which was still an artistic industry
at that time, were decorated to look like the inside of a home on the coast of
Catalonia, meaning most of the Barcelona coastline, which is the area where
this activity was traditionally done. Likewise, for the duration of the exposition,
visitors could see lace-makers in action on certain days and times, showcasing
their skill at needle lace and other styles. Although most of the more than fifty
exhibitors (merchants, manufacturers, amateur lace-makers and collectors) were
from Barcelona, the exposition also had representatives from towns renowned in
this field, such as Arbog del Penedés, Arenys de Mar, Arenys de Munt and Molins
de Rei.

Until the FAD historical archive, now in the custody of the Museu del Disseny
de Barcelona Documentation Centre?, is fully searchable, we have to look for
information on this exposition in the published catalogue®, and the few articles
that found their way into the press.®

This exposition aimed to bring together as many lace-making techniques
as possible, both bobbin and needle: ret fi (or Arenys lace), blonde, guipure,
Brussels, Alengon, Catalan Chantilly, metallic, etc. Likewise, to better

5 In “La Seccid de Puntes
Catalanes a ’Exposici¢”,
Pagina Artistica de la Veu,
8 July 1918, Adelaida Ferré,
folklorist and historian

specialising in lace in
Catalonia, not only remarks
on the most noteworthy pieces
in the exposition but also on
the various techniques on

display and other technical

or cultural aspects that are
always interesting to know
when compiling the history of
Catalan lace.
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TALAV DE BELLES-ARTS
BARCELONA

6 The collection of patterns
from Castells in Arenys

de Mar is particularly
noteworthy, dating from the
18" and 19" centuries, which
according to Adelaida Ferré
(in the article cited in note 5)
show the evolution of Catalan
blonde lace from 1800.

7 Museu del Disseny, MTIB,
3.131. Thanks to the 1918
exposition catalogue, this
lace has been dated to 1825,
from the early days of the
Fiter company. Previously,
through a misreading of the
sources, it had always been
dated from the end of the

19 century and attributed to
Josep Fiter i Inglés (1855-1916)
and Francesc Tomas i Estruch
(1862-1908).

understand the art of lace-making and its complex process, the display also
featured patterns, some historical, and basic tools, such as bobbins and lace
pillows.¢ Unfortunately, the catalogue only included four pictures of the more
than two-hundred laces on display, which included all sorts of pieces designed
as decoration for secular and religious clothing and the home or altar.

Some of the lace that was on display in 1918, despite being quite fragile and
has gone through much upheaval over time, still exists today. This is the case,
for example, of the delicate multi-colour blonde of the widow of Josep Fiter i
Inglés (one of the company’s most emblematic pieces), which is now on display
at Museu del Disseny de Barcelona.” Most of the pieces in the exhibition are
very difficult to identify, due to the lack of pictures and very brief descriptions
in the catalogue. Nevertheless, after carefully studying the inventory of pieces
on display, we now feel capable of identifying and locating several of them
(not all, although we would like to) in both public and private collections.
Inventorying and cataloguing this ‘lost’ lace (the focus of this article) not only
allowed us to recreate part of that exposition, but also to continue expanding
our country’s incomparable heritage or lace corpus (much of which has been left
totally without context and authorship) and, at the same time, continue putting
together a view of the history of this art here at home.
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8 We have to assume that
the Castells company booth,
in size and number of pieces
on display, was one of the
most noteworthy at the
exposition. It featured images
of their creations (Joaquim
Castells took photographs

of the company’s samples)
and dozens of patterns, most
historical, in several styles
and techniques, showing

the significant archive the
company had stockpiled since
it was founded in 1862.

9 Museu d’Arenys de Mar
has 5 sketches, 20 matrixes
and 31 patterns for this alb
(reg. no. 3623), dated 1908,
of which at least two versions
were made, and surely a
rochet, too. Plus, there are
six pinned fragments, most

Documented lace

Following the alphabetical order in which the exhibitors were listed in the
catalogue, one of the first pieces of lace to be identified was the alb displayed by
the Capuchin convent of Our Lady of Pompeii in Barcelona and made by Casa
Castells in Arenys de Mar, lace traders also present at the exposition.® Thanks
to father Pere Cardona, the sacristan at the convent today, we had access to
thirty or so albs that, although not currently used to celebrate mass, have been
carefully preserved. It wasn’t difficult to pick out the one that had been made
by Castells, a magnificent white-cotton guipure with delicate, dynamic floral
motifs in an art-nouveau style, designed by Maria Castells Simon (1876-1931).
The photo sample books put together by her brother Joaquim, which are now
at the Museu d’Arenys de Mar, allowed us to identify the alb from Our Lady of
Pompeii manufactured by these renowned lace traders as almost certainly the
one that was on display at the 1918 exhibition.’

likely samples, and photos
for the company’s sample
books (number 530 Castells
catalogue).
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See more

10 Adelaida Ferré, in addition
to her work with the Escola
Municipal de Labors,
submitted several historical
items from her own collection
(including patterns from the
Fiter company) the location
of which is unfortunately
unknown today.

11 Museu d’Arenys de Mar,
reg. no. 11988. On the back of
the cardboard to which the
lace is attached, there is a note
that it was a reproduction

of a piece from the Pasco
collection and was the piece
she made as her final project
to get her leaving certificate in
the 1915-1916 school year.

12 See: “Cronica. Laula de
puntes a I’Escola Municipal de
Labors per la Dona”, Pagina
Artistica de la Veu, 9 October
1916, p. 356.

13 The Gimeno Pascual
donation, in March 2014,
included 145 pieces,

including the some that

we’ve considered samples or
practice pieces.

14 See Exposicié d’Art. Cataleg
Oficial. Seccié del Foment

de les Arts Decoratives,

num. 1088, “Reproduccié
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Some of the main centres of learning for ladies” handicrafts in Barcelona also
had their space at the exposition: Escola de Puntaires del Patronat d’Obreres
de Sarria; Institut de Cultura i Biblioteca Popular per a la Dona and Escola
Municipal d’Oficis per a la Dona, whose embroidery and lace-making classes
were led by Adelaida Ferré (1881-1951), an embroider and lace-maker, member
of the FAD, and one of the most important lace historians in Catalonia.'

One of the pieces this municipal school had on display is now at Museu
d’Arenys de Mar: a needlework piece by lace-maker Clotilde Pasqual (1894-1969)
copying a piece from the 18" century, with what was known as Catalonia lace,
on loan from the rich textile collection of Patrici Pascé Vidiella."

Thanks to an article in La Veu de Catalunya, we know that Ferré often took
her students to visit not only the city’s museums but also private collections,
like Pascd’s.* This is how Clotilde Pascual came to reproduce the lace shown at
the 1918 exposition, donated to the museum in Arenys by the Gimeno Pascual
family." This piece, which she made while studying, was shown in the article
mentioned above, along with one using a different technique by Dolors Daunis,
the current location of which is unknown, and it is reasonable to assume was
also on display at the exposition."*

The same school also submitted the only two examples of what was called
Barcelona lace, a technique created by Adelaida Ferré in the 1916-17 school year,
which were designed and created by Clotilde Pascual.’® Thanks to pictures from

15 It was the first time this
new needle technique was
mentioned, which would later
be inherited by Escola de
Puntaires de Barcelona, in the
time of the Raventds sisters.

de punt de Catalunya del
segle xvi11 de la col-leccio
Pascd. Treball a I’'agulla fet
per Dolors Daunis, deixeble
de I’Escola”.
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16 Museu d’Arenys de Mar,
reg. no. 11899 and 11900. The
photo shows the two pieces
of lace now in Arxiu Mas
(number 29878) and reads:
“punt de Barcelona, ideat

per Adelaida Ferré, executat
per Clotilde Pascual. Punta
al’agulla.” (Barcelona lace,
designed by Adelaida Ferré,
executed by Clotilde Pascual.
Needle lace).

17 Museu d’Arenys de Mar,
reg. no. 7 and 5, respectively.
18 Documentation and
Research Centre. Museu
Frederic Mares. Texts written
by Salvador Espriu and dated
November and Christmas
1982, respectively.

19 Bonnemaison, as the
representative of Institut de
Cultura i Biblioteca Popular
per ala Dona, along with

the FAD and a committee of
aristocratic ladies, presided
over an exposition of lace and
fans in 1922. Arxiu Mas has
the list of pieces that were
displayed.
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the Arxiu Mas, we’ve been able to locate and document these two pieces of lace
at Museu d’Arenys de Mar, as part of a donation from Pascual’s descendants.'®

Of all the individuals that contributed pieces to the exposition, the most
noteworthy was notary public Francesc Espriu Torres (1875-1940), father of the
poet Salvador Espriu. Espriu submitted four pieces and, we have concluded, two
of them have been preserved and, thanks to a donation from the family, are now
at Museu d’Arenys de Mar: a communion tray doily, beautifully embroidered
with a lace edging by the Castells company and a bit of ret fi (or Arenys) lace
with the attributes of the passion of Christ that seems to be a fragment of an
alb worn by Bishop of Girona Francesc de Pol."” Two short unpublished texts by
Salvador Espriu, which are at Museu Frederic Mares in Barcelona, refer to these
two pieces of lace. However, the poet, we believe mistakenly, attributes them to
the notary’s sister Francesca Espriu Torras, who was a nun with the Sisters of
the Presentation of Tours.'

One of the great collectors at the exposition was Francesca Bonnemaison
(1872-1949), who promoted education for women (founder of Institut de Cultura
i Biblioteca Popular de la Dona), was a member of the FAD and a great lover of
textile and ladies’ handicrafts, as they were called then.” Thanks to a donation
from her god-daughters, the Rucabado sisters, most of her collection of lace and
embroidery is now at Museu d’Arenys de Mar.** Some of the pieces acquired

20 It was donated on 2 December
2012 by the Rucabado Verdaguer
family. There was a total of

394 pieces, including secular
clothing, household textiles
and religious items.
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» Sample of Barcelona lace, needle
lace made by Clotilde Pascual

from a drawing by Adelaida Ferré.
10 x 17 cm. Museu d'Arenys de
Mar, reg. no. 11900. Photograph
by Irene Masriera.

» Sample of Barcelona lace, needle
lace made by Clotilde Pascual

from a drawing by Adelaida Ferré.
10.5 x 17 cm. Museu d'Arenys de
Mar, reg. no. 11899. Photograph
by Irene Masriera.

v Communion doily belonging to
the Espriu family. 95 x 185 cm.
Museu d'Arenys de Mar, reg. no. 7.
Photograph by Irene Masriera.
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‘Arenys de Mar, reg. no.

Museu d

5. Photograph by Irene Masriera.
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» Gold and pink silk bobbin
lace made by Isabel Barbera.
Francesca Bonnemaison
collection. 135 x 9.5 cm.
Museu d'Arenys de Mar,
entry num. 11166. Photograph
by Irene Masriera.

Vv Box decorated with needle
lace and embroidery Francesca
Bonnemaison collection.

25 x 14 x 4 cm. Museu d'Arenys
de Mar, reg. no. 11173.
Photograph by Irene Masriera.

21 Isabel Barbera, although
there is no documentary
information, participated

in the exposition on her

own, with two pieces of lace,
numbers 1036 and 1037 in the

catalogue. Museu d’Arenys de
Mar, reg. no. 11166. The box
has been inventorie

no. 11173.

22 Museu d’Arenys de Mar,
reg. no. 11272 and 11163,
respectively. Thanks to a
photograph from Arxiu Mas
(number 38237), we know
that the white mantilla was
on display at the exposition
of lace and fans held in
Barcelona in 1922. For more
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through this donation were surely on display at the 1918 exposition. Specifically, a
gold lace and pink silk piece made by Isabel Barbera, which Adelaida Ferré called
one of the greatest pieces on display, and the needle lace and embroidery box,
with a firmly art-nouveau look with symbolic roots.*"

Other pieces of lace from the Bonnemaison collection could be associated
with the pieces at the 1918 exposition, but the descriptions in the catalogue are
so brief that they are hard to identify. Two pieces that, given their excellence,
were probably on display at this event are the magnificent in Lille
lace, which in the catalogue is described as a “white mantilla, ruffle moiré

background” and the , an extraordinary creation in
bobbin lace.**

information, see: Vestits per a
Pocasio. La indumentaria en els
ritus de pas, Arenys de Mar City
Council, 2016, p. 64.
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23 There isn’t any sort of
biographical or professional
information on Font, Cardus
or Navarro.

24 An accurate introduction
to the life and work of Junyent
is available in: Oleguer
Junyent, col-leccionista i
fotograf. Roda el mén i torna
al Born, Barcelona City
Council, 2017.

25 Arxiu Mas has images

of the lace Oleguer Junyent
presented at the 1922
exposition mentioned above.
26 We would like to thank
Sabine Armengol, heir to the
Armengol Junyent collection
and director and curator of
the Oleguer Junyent study;,
for her collaboration and the
information she provided.
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Other pieces documented in this exposition that have not been located
are those submitted by Rosa Font, one of which could be a piece donated
to the FAD museum, Josep Cardus’ blonde fan (possibly the one shown in
the catalogue), and the handkerchief and lace fragment displayed by Raquel
Navarro de Fortuny, the photo of which is also in the aforementioned
inventory.

Future studies will hopefully also reveal the lace submitted by multifaceted
artist Oleguer Junyent (1876-1956), also a member of the FAD, though he was
more well-known for his collections of sculptures, ceramics and jewellery boxes
than lace.** Apart from an “old white lace fan”, twenty of the pieces displayed by
Junyent were called Spanish lace, meaning they were made with metal threads,
generally gold and silver.?® The renowned set designer contributed a small
sample of what, thanks to an inventory found in his studio, we know was a very
significant lace collection, with all sorts of techniques from here at home and
abroad.?® The search continues... ®
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Notes on catalan bobbin lace
according to the snapshot

from the weekly paper
Nuevo Mundo at the beginning
of World War | (1914-1915)

by JoAN RAMON FARRE HUGUET
Bachelor’s Degree in Psychology. Author of several publications on bobbin lace
from LArbog del Penedes

1 STEVENSON, David: Before World War I broke out, the world powers that would end up facing off

[914-1918. Historia de la thought that investing in military spending would discourage armed conflict.

Primera Guerra Mundial. . .

Barcelona, Circulo de Polish banker Ivan Bloch predicted (La Guerre Future, 1898) that an outbreak of

Lectores, 2013, p. 56. hostility would be so destructive that no one would come out ahead. He foresaw
a war in the trenches and exhaustion, with defence being more powerful than
offence and in which a prolonged killing would lead to colossal social and
economic chaos. But European leaders didn’t consider this idea’.

On 28 July 1914, after the assassination of the heir to the Austro-Hungarian
throne, this empire declared war on Serbia. Between 1 and 13 August, war
broke out among the countries in Central and Western Europe, aligned in two
blocks: the Alliance of Germany and the Austro-Hungarian Empire; and the
Entente of France, Russia and England.

The German plan was to quickly conquer France by invading Belgium. On 20
August, the Germans entered Brussels. By the end of 1914, Antwerp, Mechelen,
Cambrai, Ghent and Bruges had fallen, as had Valenciennes and Reims in the
French canton. Industry was paralysed in a whole swath of towns known for
their bobbin lace. The social and economic chaos quickly had a negative impact
on the world economy.

Spain remained neutral, busy managing its decadence after losing its last
colonies, calming conflicts in northern Africa and dealing with regional
conflicts, including Catalan aspirations for self-government that in 1914 would
lead to the creation of the Commonwealth of Catalonia.
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2 Henceforth NM.
3 NM issue 1083, 10/10/14,
p. 10.
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An initiative of Nuevo Mundo

Nuevo Mundo (1894-1933)* was a weekly paper published in Madrid that was
one of the first to include photographs. Two and a half months after the war
broke out, in the “Las mujeres” section, Cristobal de Castro Gutiérrez published
an article called “La guerra y las mujeres™. The author took advantage of a
report by Efrain Boeri in the Neapolitan paper Il Mattino, showing how the
war had destroyed Belgian lace-makers and was endangering the industry in
France, Austria, Hungary, Germany, etc.

“There is a considerable vacuum in the universal market. Growing
demand in the United States, Argentina, Chile, Brazil, Cuba and all
of sumptuary America; consumption in neutral countries in Europe,
for now, and the belligerents themselves when peace-time returns,
require careful, firm attention from the nations that manufacture
lace.”

That October, the Venetian Chamber of Commerce held a congress with lace
producers from Venice, Milan, Bologna, Padua, Verona, Rome and Naples.
The goal was to study global consumption, estimate the impact of the loss

of Franco-Belgian manufacturing and promote manufacturing and sales of
bobbin lace through consulates and chambers of commerce.

De Castro called on Spanish businesspeople in the sector to hold their own
congress. The work, essential done by women, could improve their economy.
It was urgent; the Italians could get a monopoly on lace exports at the expense
of other production areas like Spain. But it wouldn’t be long before Italy was
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also immersed in the conflict. On 23 May 1915, they declared war against the
Alliance. Zeppelins would soon start bombarding emblematic cities like Venice
and Padua.

In September, Spanish Prime Minister Eduardo Dato passed* a Committee
for Initiatives to attract Spanish production and trade projects during the war.
De Castro, in October® wrote: “Arte y utilidad. Trabajo para las mujeres”, in
which he included the call for this initiative. With support from politician Juan
de la Cierva, chairman of this committee, he anticipated the call for a National
Lace Exposition, bringing together lace-makers and manufacturers.

23 issues of the NM weekly® over the course of six and a half months
comprise a small dossier with articles (22 pages) and photographs (19 pages)
providing a snapshot of the world of handmade lace in Spain.

In November’, a new section was added, “Exposicion Nacional de Encajes”,
in which writer Miguel Espaia collected information on the main lace-making
regions of the time: Galicia, Almagro, Alacant, Extremadura, Catalonia, etc.

On 12 December 1914, the creation of an organising committee was
announced?, presided over by Marquesa de Squillache. The other members
were: feminist educator Maria de Maeztu, Cristobal de Castro, Nicolas M? de
Urgoiti and Josefa Huguet Crexells, older sister of Pilar Huguet, who that year
published Historia y técnica del encaje. The exposition was inaugurated in early
February 1915 at the Ministry of State.
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Demand for lace stagnated at the beginning of the war, leading the price to
fall in proportion to the lack of orders and creating a stock of merchandise. In
Spain there was no treaty or land or sea transport tariffs to protect the trade
of local goods. The financial crisis made it impossible to receive funds from
clients in America. Trade was blocked, so orders were, too. Production was left
up to the lace-makers who either waited in hopes of better times or sold their
products at a loss to wholesalers®. They weren’t under contract, income was
irregular and, therefore, their situation became increasingly precarious.

The information in NM on Catalonia first appeared in a small article in 1914
mentioning that the ‘randers’ (lace traders) from Palamos were interested in
participating in the exposition, sending a scrapbook to the paper with photos
of local lace. Later, two issues from January 1915 covered bobbin lace in Arbog
del Penedés (Tarragona)'. In April, lace from Arenys de Mar and the work
of the Castells brothers were featured'. Arenys de Munt and Sant Andreu de
Llavaneres, mentioned briefly, round out the short list of Catalan lace-making
locations that doesn’t reflect the real state of handmade bobbin lace in the
middle of the second decade of the 20th century.
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Without much luck, M. Espaiia presented Arbog as a town where people only
made lace for entertainment before the Peninsular War (1808-1814), but after
the town was burnt (1808) turned to lace-making out of need. He even dates
blonde lace to this period. Really, however, most women in late 18"™-century
Arbog were already making blonde lace and the town was on the bobbin lace
manufacturing and trade route in southern Catalonia. This biased view possibly
came from writings and accounts from the first decades of the 19" century
from weaver Anton Sans Ventosa.

In early 1915, he said:

“The work done today in Arbog is for appliqués, headboards,
tablecloths, doilies, tray covers, table runners, bed linens, towels,
etc. On the bed linens and towels, above all, they do truly beautiful
work...the patterns are always different and vary widely, as they are
always coming up with new things.”

The operators in Arbog earned between 6 and 8 reals a day, 2 more than the best
lace-makers.
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After reading about the initiatives of NM, Barcelona-based exporter Gaieta
Hidalgo had travelling salespeople and catalogues for the American markets
ready in just days. He is the one that invited M. Espanya to visit Arenys.
Surprised by the agility of the business, he gave in when he saw the designs
made by Maria Castells Simon for Casa Castells.

“...the meticulousness with which these industrialists manufacture
their lace is extreme, not one of the pieces they make uses a pattern
that is not exclusively created by and for the Castells brothers.”

So, at that time Arenys de Mar was the most important producer of bobbin

lace in Catalonia, and of all the lace traders in Arenys, Casa Castells was the
oldest (1862) and most significant, known for its originality and highly valued
in the Spanish, American and European markets. Arenys de Mar was where
most of the exporters lived, while Arenys de Munt was home to the majority of
what can be called artisan workers. They earned 2.5 pesetas a day and the best,
4 pesetas or more. The difference in price from other regions was due to their
original patterns. Showing the amount of lace still produced, both in Arbog¢ and
in the towns along the Catalan coast, from Barcelona to Palamds, the journalist
noted the significant difference in terms of the level of development of lace
production compared to other parts of the peninsula. He questioned the extent
to which Catalan lace making needed official help to expand its radius of action.
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Photographs of Catalan bobbin lace.
Importance of figurative lace

The three pages published in NM with graphic material on Catalan lace
included 15 photos of lace making. Of these, seven showed essentially plant-
based motifs (flowers, leaves, branches and bouquets): corner pieces for bed
linen, table linen, collars and appliqués for curtains and blinds. The other eight
photos show appliqués for curtains and bedspreads, table runners or frontals,
or simply squares of bobbin lace, all with figurative human and animal motifs.
This could be just what the journalists selected, but we have noted this slight
predominance. Although it shouldn’t surprise us. Human and animal figures
had been introduced in Catalonia in the second half of the 19th century as
an innovation, along with the simplification of the artistic appearance of
handmade lace when faced with the strong competition from machine-made
lace. Most lace traders who used original patterns included figures. Although
it was not well received by some, more conventional sectors, which preferred
complex geometric and plant designs, considering them more appropriate
for this textile discipline, it is true that they became popular, had their place
and evolved over time'*. In 1915, figures made of bobbin lace were common
in Europe and other parts of Spain, however production was considerable in
Catalonia and specifically in Arenys de Mar and Arbog. The diversification of a
single pattern was also characteristic, lending exclusivity to the work compared
to serial machine production. In the review of Spanish lace making in NM we
did not find any figurative lace from Galicia, Extremadura or Novelda. There
are, however, three figurative appliqués among the 15 pieces photographed
in Almagro, and above all in Monover we also see a significant presence of
figurative work: five pieces out of the eight total. It is important to note that four
of the Catalan pieces are figurative scenes, featuring several figures (human
and animal) making up a story: hunting, popular dances or fantasy figures.
Monover also had a hunting scene. We would have to look into whether this
phenomenon is an indicator that the places where they were created and made
had been using figures for some time and moved beyond just individual figures.
Of the photographs from Arbog, we can say the scene of deer hunting
is the one Adela M? Trepat Mass6 commented on in the message read in
Prague at the 1st Congress on Public Art in 1928™. Created by Casa Blai in
Arbog, it supposedly won a prize in Madrid around 1912-14. The lace maker,
photographed in the same shot, was Conxita Altet Romagosa, daughter of
Sebastia Altet Sans of Cal Blai, who was in turn the son of Eulalia Sans Parera,
from the lineage of lace traders in Arbog that had been making and trading lace
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for at least two generations. In 1764, the grandfather, Anton Sans Vilaplana,
opened a shop in the renowned Cal Blai, and his father, Anton Sans Ventosa,
mentioned previously, we know commissioned and traded lace in various parts
of Catalonia, Alcaniz and, above all, Valencia®.

Another exposition takes the place of the National Lace Exposition

On 19 May 1915, at the National Library in Madrid, the Exposicién de Lenceria
y Encajes Espaiioles del siglo xv1 al x1x (Exposition on Spanish Lace and Linen
of the 16th to 19th century) was inaugurated, sponsored by the Sociedad de
Amigos del Arte. This association, with ties to the crown and state subsidies,
was made up of a long list of aristocrats and members of the bourgeoisie.

With only male members, its mission was to safeguard the essential values of
Spanish art. Eduardo Dato and Juan de la Cierva (supposedly the protector of
the NM initiative) are on this list of friends of the arts'®. The government finally
supported digging out old examples from private collections. The catalogue has
a famous preface by Marqués de Valverde'. At the end of his notes it read:

“.. the models presented here... Shall serve to preserve true Spanish
patterns, to be one day reproduced in modern works, safeguarding
our particular good taste from times past.”
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As a luxury consumer, the aristocracy always acted as a cultural oligarchy
regarding the value and use of artistic products. The textile arts and lace,
specifically, are particularly indebted to the more well-off customers who
commissioned pieces, which gave them the right to control and set the criteria.
Urgoiti wrote letters, to no avail, to Minister of Development Javier Ugarte
calling for official protection for the NM initiative to host the exposition
supporting producers and lace makers'®. Ugarte promised help, but added:

“I don’t believe it is in the best interest of those involved in the
exposition that it takes place at the same time as that of the Amigos
del Arte.”

Urgoiti’s proposal to hold the inauguration to that autumn was welcomed, but
in April 1916 De Castro was still waiting for Spanish lace makers to participate
in an exposition". In the end it was all devoured by possibilism.

Undoubtedly, the decline of foreign lace makers during the war allowed
handmade bobbin lace in Spain, and particularly in Catalonia, to revive
and increase production. However the same thing happened with machine-
made lace and the textile sector in general. A supposedly short war extended
throughout Eastern Europe, the Orient and the African colonies. The United
States, which had enjoyed unprecedented economic prosperity, when faced with
the dangers of a submarine attack, declared war on Germany in April 1917. The
Great War would rage on until November 1918. o
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Centre Grau-Garriga d’Art Textil
Contemporani in Sant Cugat

by ANDRES DENGRA CARAYOL
Degree in Art history. Visual arts specialist with the Sant Cugat del Valleés City Council

In a political commitment to raising visibility of tapestry in the city of Sant
Cugat, one of the points on the 2015 electoral platform of the party CiU" was to
move the tapestry exhibition from its original location at Casa Aymat (Museu
del Tapis Contemporani) to a manor house in the centre of Sant Cugat, Cal
Quiteria?, refurbished respecting this heritage site®, preserving the typical
elements of a manor house, such as the wine vats, part of the original land,
ceramic items, etc.

Cal Quiteria will be home to the Centre Grau-Garriga d’Art Textil
Contemporani*, which will take over some of the functions of the Museu del
Tapis Contemporani. The main difference, apart from the physical location, is
the type of facility. It will no longer be a museum, but an art centre. As such,
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its main purpose will be to display works and offer activities associated with
the exhibitions and the line of work on, for example, Grau-Garriga, as well as
contemporary artwork in which the concept, subject or technique is tied to the
textile sector, regardless of the result (object, installation, performance, video,
educational activity, etc.). The Sant Cugat tapestry and textile art collection will
be an ongoing resource for the exhibitions at the centre.

The museum had a permanent collection and temporary exhibitions designed
according to the size of the rooms. This programme aimed to supplement
the discourse with artists not represented in the permanent collection. The
permanent collection was based on the history of tapestry in 20™-century
Catalonia, with special focus on those made by Aymat, under the leadership
of both Tomas Aymat® and Miquel Samaranch®, as well as a representation of
artists working in Catalonia outside of Sant Cugat, who went beyond tapestry
to move into the field of experimentation in the textile arts. Noteworthy artists
included in this section were Aurélia Mufioz’, Maria Teresa Codina, Maria
Assumpcié Raventés, Dolors Oromi, Teresa Conte, and a piece by the artist
Magdalena Abackanowic?, as well as those who trained in Sant Cugat, such as
Josep Grau-Garriga and Josep Royo.

At the new centre, as a tribute to and recognition of his art, teaching and
dissemination work, Grau-Garriga will have an important place in future
projects. The facility has been given his name, thanks to an agreement with
Associacié Grau-Garriga (the association of heirs of Josep Grau-Garriga),
which in addition to the artist’s name also covers a loan of some of the artist’s
noteworthy tapestries to fill in the gaps in the City Council’s own collection.

The exhibitions won’t be permanent, so the pieces in the City Council
collection and those on loan will rotate in and out, based on new curatorial
approaches, changes affecting specific pieces to take advantage of pieces that
may only be available for a shorter time, like for example “Sobreteixim™, by
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Mird, only on loan for a brief period during the first exhibition. This will make
the centre more dynamic and flexible in terms of managing opportunities

like this one. It will also make it more flexible in dealing with large-scale
pieces, allowing the layout to be changed completely to have as much space

as necessary for the temporary exhibitions. The agreement between the

City Council and Associacié Grau-Garriga makes clear the desire to hold
international exhibitions.

The curatorial approach for the inauguration has been entrusted to Pilar
Parcerisas. Historian, art critic and museum curator, she is well-versed in the
recent history of tapestry in Catalonia, as well as artists like Grau-Garriga and
Aurelia Muiioz, on which she has published books and curated exhibitions. Her
approach looks back over the history of Catalan tapestry, from the Noucentisme
of Tomas Aymat, through Grau-Garriga and Escola Catalana, to finish off with
the more experimental creators. It follows the line of the permanent collection at
Museu del Tapis Contemporani, with updated works and the addition of names
that weren’t at the museum, such as Marga Ximenez, and displays pieces by Jean
Lurgat for the first time in years woven at Casa Aymat in the early 1960s.

The exhibitions will be brought to life with a programme of activities to
complement and expand on the knowledge on the artists or concepts in the
exhibition, and a parallel branch in the centre’s lines of work. This work goes
much further than the physical facility, and also ties in to lines in visual arts
management throughout the town, with links to the programme carried out
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from Casa Aymat, which with the move of the exhibition is transforming a
space for artistic training and creation. Casa Aymat is expanding its line of
work and focusing not only on textile arts. In an interpretation of the visual
arts as a creative world in which technical exclusivity and the divide between
painting, sculpture, etc. has been completely left behind. Today’s current

uses all the technical devices to overcome these 19'™-century classifications
of the fine arts, and we believe the same should apply to textile creations.
Part of the evolution and sustainability of the textile arts must be understood
through the multidisciplinary nature of contemporary creations. The artistic
ideas and thoughts are guidelines that define the formats, not the other way
around. The textile arts, and above all tapestry, has been hidden from the
front lines of contemporary art partially due to the partial endogamy of some
sectors, reluctant to open up to new trends and hybridisations. Creation
designed exclusively for a given technique exposes itself to isolation. It has
been stigmatised for some time and is based on the ‘manual’ nature and huge
amount of artisan knowledge and skill that some of these practices require,
and that some sectors don’t really consider part of current art movements. At
the same time, it has been noted that artists without ties to the textile sector,
without prejudice, have begun researching textile materials. The Bruce Conner
exhibition at MNCARS featured digitally controlled jacquard tapestries of
his collages', emerging artists like Josep Maynou'!, who creates fresh, punky
rugs; Regina Gimenez, who gives shape to her universe with limited-edition
rugs'’; and Julia Calvo in her contribution to SWAB Ephemeral 2018, curated
by Caterina Almirall, with a textile installation entitled “The pavilion of the
assembled artists™®. These are just a few examples of how contemporary art
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has incorporated textiles in its creative programme. The project and workline,
both at Casa Aymat as a space supporting production and teaching and

Centre Grau-Garriga d’Art Textil Contemporani, aim to bring together the
two worlds, textile arts and contemporary art, which have possibly strayed
from one another, allowing them to create hybrids. Contemporary art isn’t in
the name to mark the time period as ‘now’. It also strives to reflect how’ the
projects are done and presented, as part of future exhibitions, activities and
actions associated with the art centre. From the beginning, the artistic training
programme at Casa Aymat has included tapestry courses. These are given by
an employee in the Casa Aymat tapestry department, Paco Minuesa, carrying
on the historical work with a haute-lisse loom, with a more orthodox approach.
At the same time, there are also workshops and masterclasses with more
innovative artists with other views of the textile arts, like Clara Sulla, Queralt
Illa, Annie Michie and Francesca Pifol. Students are also able to participate

in both programming and learning through masterclasses in other techniques
and teachings, both as part of the Casa Aymat training programme and that of
Centre d’Art Maristany, the municipal contemporary art space.

Support for creativity in the visual arts programmes in Sant Cugat, so far,
has always been carried out around exhibitions, whether produced in-house or
through open calls for exhibition projects. From 2019, these calls will include
‘creative stays’. This new call is geared towards artists and creators, providing
them with the space and resources available at cultural and art centres in
Sant Cugat (Photo 6). The format is similar to a residency, but much broader
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installation “8.000 anys després”
(8,000 years later). It was later put
on as part of a festival in Greece
and at CentroCentro in Madrid.
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in concept. Participation in the stays doesn’t require a final project to present
at the end. These stays may be an attempt to come up with a new project, to
reflect on it and begin to give it shape before starting production, which would
be done in a different space. The stays aren’t tied to the final product, but to
the process and time the artists need at that specific moment, which the space
at Casa Aymat could be perfect for clarifying, testing or discarding. The stays
allow artists to make mistakes, from which they can develop their artistic work.
The facilities available include all the tapestry resources for trial and error. The
rules of the call establish that one of the stays each year will be set aside for a
project with ties to the textile arts, whether directly or indirectly, and that part
of the results, if there are any, could be included in the temporary exhibitions
at Centre Grau-Garriga, subject to programming availability, or in activities
and infiltrations in the ongoing exhibitions, in order to generate dialogue,
confrontation or alternative viewpoints of the pieces on display.

In short, Centre Grau-Garriga d’Art Teéxtil Contemporani and Casa Aymat,
together, aim to interpret what was done in the 20" century and to be a
benchmark for what can or will be done in the world of contemporary art and
its ties to textiles as a material and concept. Facilities to explore new ways of
artistic, informational and pedagogical relations between contemporary art and
the textile world. o

TRANSITIONS ARE TIMES OF UNCERTAINTY, BUT ALSO OPPORTUNITIES.
CENTRE GRAU-GARRIGA DART TEXTIL CONTEMPORANI IN SANT CUGAT
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OPEN SOURCE LANGUAGE VERSION > CATALA
Auction

“Ma plus belle histoire d’amour,
c’est vous”

Catherine Deneuve et Yves Saint-Laurent.
Christie’s Paris. 24 January 2019

® Joan Miquel Llodra

The words in the title of this review, taken from

a song by Barbara, are the same ones that on

22 January 2002, at the end of a now-historical
fashion show at Centre Pompidou in Paris, actress
Catherine Deneuve (Paris, 1943) pronounced to
celebrate the 40™ professional anniversary of Yves
Saint Laurent (Oran, 1936 - Paris, 2008). Now,

just over 10 years since the passing of this fashion
genius, the actress is auctioning off, through
Christie’s France, her collection of haute couture
dresses and accessories by the same designer.
Over their nearly half-century of friendship, she
wore these pieces at various events and in some
films: more than 300 designs that are the physical
representation of their particular histoire d’'amour,
a personal and professional love affair that was as
intense as those between Audrey Hepburn and
Hubert de Givenchy or Jackie Kennedy and Oleg
Cassini.

Media outlets around the world and, of
course, on social media have followed this news.
One example is the Instagram account of Suzy
Menkes (@suzymenkesvogue), editor of Vogue
International, who always has interesting videos
and comments; as well as those of @christiesparis
and Dominique Deroche (@deroche_d), who was
the head of press for this fashion house and who
followed the success of the public exhibition of the
dresses (available online), coinciding with fashion
week in Paris, from 19 to 24 January 2019.

The items being auctioned off include iconic
creations not only reflecting the brilliant career
of the Belle de jour actress but also the history
of fashion: a long white crépe dress with red
embroidery that Deneuve wore to meet the Queen
of England and was also the first piece that Saint
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Laurent ever made for her; a short white ruftled
dress with pearl edging that she wore in 1969,
accompanied by Frangois Truffaut, to meet
director Alfred Hitchcock (which sold for more
than €42,000); and the black tuxedo (a classic
Saint Laurent piece and huge contribution to
20™-century fashion that had “I'occasion de donner
le pouvoir aux femmes”) she wore to celebrate the
fashion house’s 20" anniversary in 1982 (which
sold for €20,000); the blue silk dress she wore at
the Cannes Film Festival in 1997; and the silk
muslin and brown taffeta nightgown from the
autumn/winter collection of 1977-78, which sold
for a record-breaking €52,500.

Robe de soir, 1969. © www.christies.com
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Surely, most mortal fashion-lovers have been left
with the dream of acquiring one of these pieces
(even though one pair of shoes went for a modest
€438). The auction, and the media hype that
surrounded it, however, was useful in highlighting
once again Yves Saint Laurent and his excellent,
insuperable contribution to 20*-century culture.
And all with a beautifully published catalogue
(De mode et d’'amitié, which can be downloaded
in PDF), with period photos, pictures of the
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corresponding haute couture fashion shows, and
sketches and designs from the Musée Yves Saint
Laurent Paris. We hope that an act of generosity will
lead to some of these creations ending up on display
at a museum of some sort, for the general public to
enjoy. Those that admire Deneuve, and especially
Saint Laurent, one of the last great geniuses of

haute couture, creator of the feminine image of the
20" century, bold and innovative, the master of cuts
and colour, would be very thankful. m
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Textile Printing Museum inaugurates new halls

Premia de Mar Textile Printing Museum

m Assumpta Dangla

On 25 November 2018, the new expansion of the
Textile Printing Museum was inaugurated. This
project remodelled existing halls and completed
the visit of the museum collection. The new
exhibition takes visitors on a journey through the
history of textile printing from the 18" century
to today, including new highlights like the
“Explica’ns la teva historia a la fabrica” (Tell us
your story from the factory) and “El talent local”
(Local talent) sections, focusing on the history of
textile printing in Premia de Mar.

The Premia de Mar Textile Printing Museum is
the only museum in Spain that specialises in this
field. It is the second in Europe (in importance)
devoted to this speciality, after the Musée de
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I'Impression sur Etoffes in Mulhouse, France.

The museum is located in the town of Premia de
Mar, which has a long tradition of textile printing.
In 1931, the Lyon-Barcelona factory was opened
in Premia, the first in all of Spain to use flat-

bed screen printing (also known as printing a la
lyonnaise), a printing technique imported from
the French city of Lyon.

Many satellite workshops popped up around
the factory, where drawings, print moulds, etc.
were made. There were so many, in fact, that
Premia de Mar became the leading mould
engraver is the country and one of the most
important towns in textile printing. Products
from the town were sold to both local and foreign
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printers. And this is how textile printing became a
driving force for the town’s economy throughout
most of the 20™ century.

The museum also stands out for its explanation
of the beginning of the industrial revolution in
Catalonia. In fact, the first textile printers, which
made calico prints or chintz, opened the doors
to industrialisation. The first textile printers also
began to specialise in weaving and spinning, so
in the 19 century Catalonia was already an active
participant in the industrial revolution. Textiles
became the main industry in Catalonia, thanks
to the printing activity, which was at the core of its
economic growth.

Local talent, the ingenuity of so many
professionals devoted to this activity, made
textile printing an extremely important episode
in the history of Catalonia, and of our town,
in particular. From the first manufacturers in the
18" century, this activity flourished to include
printers, colour chemists, designers, engravers,
engineers and other professionals who helped
make products of such high quality they spread
beyond our borders. The museum highlights
all of these trades, showing us our history as
the origin of the talent we have today.
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Now, with the expanded permanent exhibition,
the museum takes visitors on a journey through
the history of textile printing from the 18" century
to today. With this expansion, the museum strives
to complete the exhibition with a broad view
of the subject: a journey through history, science,
technical aspects, art and design.

The collection includes drawings that are one
or two centuries old, printed textiles with a wide
variety of designs, samples, old formulas that were
kept secret and very odd machines. The journey is
filled with stories and experiences to share. And,
finally, there is a window to the future, where
textile printing is shown as an industry that could
lead to a resurgence of local talent.

The new pieces in the exhibition include a
computer from 1975 that takes up one whole
room, a crane used to weigh bales of cotton up
to 400 kilos, a drawing by Salvador Moragas and
a commemorative handkerchief from the 1888
Barcelona Universal Exposition, plus a whole host
of audio-visual pieces, including Custo Barcelona
fashion shows for the 2019 spring and winter
collections. m

http://museuestampacio.org
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PIECE OF THE LACE FROM THE ALB BY CASTELLS PRESERVED AT THE CONVENT OF OUR LADY OF POMPEII IN BARCELONA (DETAIL)

Fragment de les puntes de |'alba de la casa Castells conservada al convent de Nostra Senyora de Pompeia a Barcelona (detall)

ONE HUNDRED YEARS AFTER THE EXPOSITION. SEARCHING FOR 'LOST" LACE
CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
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LILLE LACE BRIDAL VEIL FRANCESCA BONNEMAISON COLLECTION. 108 X 239 CM. MUSEU D'ARENYS DE MAR, REG NO. 11272 Photo / Foto:
Mantellina de punta de Lille. Col-leccié de Francesca Bonnemaison. 108 x 239 cm. Museu d'Arenys de Mar, num. reg. 11272 © Irene Masriera
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CHANTILLY SHAWL. FRANCESCA BONNEMAISON COLLECTION. 282 X 87 CM. MUSEU D'ARENYS DE MAR, Photo / Foto:
REG NO. 11279 © Museu dArenys de Mar
Manto de xantilli. Col-leccié de Francesca Bonnemaison. 282 x 87 cm. Museu d'Arenys de Mar, num. reg. 11279
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ROBE A LA FRANCAISE. SPAIN. CIRCA 1775. LACMA. LOS ANGELES Photo / Foto:
Vestido “a la francesa"”. Espafia. Hacia 1775. LACMA.Los Angeles © LACMA
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VELVET WAISTCOAT WITH LARGE LAPELS WITH MARKED EDGES, WITH BACK IN MERCERISED COTTON (BACK VIEW) Photo / Foto:
Armilla de vellut amb grans solapes amb vores marcats, amb respatller en coté merceritzat (vista posterior) © Walden/
Sabadell History Museum
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OUTFIT MADE UP OF A BODICE AND SKIRT IN OCHRE BROCADE SILK AND AN OVERSKIRT IN SILK TULLE (BACK VIEW) Photo / Foto:
Vestit format per un cosset i una faldilla de seda de brocat ocre i una samarreta de tul de seda (vista posterior) © Walden/
Sabadell History Museum
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JACQUARD SILK BODICE WITH PLANT AND FLOWER PATTERNS IN AUBERGINE (FRONT VIEW) Photo / Foto:
Cosset de seda Jacquard amb patrons de plantes i flors a I'alberginia (vista frontal) © Walden/
Sabadell History Museum
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VELAZQUEZ, D., FELIPE |V EN FRAGA. 1644. OIL ON CANVAS (CLOSE-UP OF WIDE COLLAR) Photo / Foto:
VELAZQUEZ, D., Felipe IV en Fraga. 1644. Oleo sobre lienzo (detalle de la valona) © Frick Gallery of New York
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por FRANCEscA PINoL, creadora textil
y SfLvia VENTOSA, conservadora del Museo del Disefio de Barcelona

La aparicion de la tecnologia digital ha cambiado de manera radical el proceso
de fabricacion de los tejidos decorados, ahora conocidos como tejidos digitales o
imagenes tejidas. La invencion del telar jacquard computarizado, el telar digital,
y los programas de procesamiento digital han abierto un amplio campo para el
desarrollo de las nuevas texturas digitales.

El desarrollo historico de los tejidos decorados

La manufactura de tejidos es una de las industrias mas antiguas, pero los
avances mas significativos se encuentran en el siglo xvi11, cuando se mecaniza
la produccidn textil, base de la Revolucion Industrial.

Junto al proceso de mecanizacion, aparece una teoria de convenciones
graficas especificas de la industria textil que sirven para transmitir las
complejas operaciones necesarias para la fabricacion de los tejidos. La invencién
de estos cddigos se atribuyen a Jean Revel (1684-1751) hacia 1750, un pintor
ligado a la industria de la seda en Lyon, y todavia son utilizados hoy en dia.

En 1771 aparece la misma codificacion en el método de Johann Michael
Kirschbaum (1725-1782). Se trata de una imagen que explica el recorrido

de las pasadas de trama entre los hilos de la urdimbre, que comporta unas
cualidades determinadas de textura, elasticidad, etc. El tejedor sabe interpretar
estos graficos y los decodifica en el telar, al igual que un musico decodifica
una partitura y la convierte en una melodia. El entrecruzamiento de los hilos
de urdimbre y trama se representa graficamente en una cuadricula, y se le
llama ligamento o estructura. Los ligamentos expresan la evolucion del hilo
de urdimbre y la pasada de trama para una textura determinada, un sistema
binario que se expresa con dos colores, blanco y negro (o rojo). El negro (o el
rojo) significa que la urdimbre pasa por encima de la trama, mientras que el
color blanco indica que la trama pasa por encima de la urdimbre.

A principios del siglo x1x, Joseph Marie Jacquard (1752-1834) inventa un
sistema de programacion de los hilos de urdimbre. Crea una maquina adaptada
al telar que funciona con cartones perforados y selecciona los hilos que trabajan
en cada pasada de manera automatica. Cada hilo puede accionarse de manera
independiente, facilita que el tamafo del dibujo que se reproduzca sea mayor
y puede llegar a ser tan grande como el ancho del telar. Jacquard revoluciona
el disefio textil, y es un precursor reconocido del invento del ordenador y de
nuestra era digital. Simplifica el proceso de preparacion y acelera el proceso
de produccién. Su innovacién permite repetir un disefio de manera facil y
rapida, de tal manera que el tejido decorado llega al alcance de mas personas,
pudiéndose afirmar que los tejidos con color, dibujo y textura se democratizan.
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Blau de Francesca Pifol, elaborado
en la empresa Sampedro,
Guimaréaes, 2012.

a. Esbozo en la pantalla
del ordenador y estudio de
texturas a partir del esfumado
del raso de 13y el raso de 18.
b. Puesta en carta.
c. Tejiendo Blau en el telar digital
d. Obra acabada, tejida en lino,
580 x 310 cms.

Texturas digitales en la actualidad

Los disefios textiles hechos tradicionalmente a pincel, con acuarela, tempera,
acrilico, o collage se trabajan ahora con camaras digitales, escaneres y
programas de edicion de imagenes. Con esta capacidad de capturar imagenes
figurativas y complejas, el uso del ordenador abre nuevos campos. Las
imagenes con las que trabajamos pueden haber sido creadas o dibujadas a
mano, o fotografiadas, y en ambos casos se deberan introducir en el ordenador.
O pueden haber sido creadas de manera digital, existiendo en la pantalla y no
en el mundo fisico. Estas son las llamadas imdgenes virtuales segtin el concepto
que Braddock denomina como digital verdadero (Braddock 2007).

Antes de iniciar el proceso para tejer una imagen, tenemos que imaginarnos
qué tipo de tela queremos, de esta manera elegimos la paleta de color, los
materiales, y las mejores estructuras para conseguir unas texturas acordes a la
imagen. Definimos cudntas texturas vamos a necesitar para un tejido digital
que respete el motivo de la imagen con sus luces y sombras, contrastes, y una
buena definicion entre fondo y figuras. En muchas ocasiones, una vez decidido
el tipo de tejido, el nimero de urdimbres y tramas, y los colores de los hilos,
se hace una prueba de varios ligamentos para poder visualizar las multiples
texturas y elegir las mds adecuadas para llegar a una imagen tejida dptima.

b.
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Detalle de texturas hechas con
variaciones de tafetén, raso de 8
y doble tela, con hilos de algodén,
papel y cobre.

En ocasiones esta composicion, fruto de una investigacion de texturas, adquiere
identidad propia, y por si misma ya configura una pieza artistica.

Una vez hemos escogido las texturas del tejido final, reducimos el nimero
de colores de la imagen al niimero de texturas elegido. Y a cada color le
adjudicamos la textura que refleje las caracteristicas del dibujo. Es decir, a cada
color de la imagen digitalizada le adjudicamos el ligamento correspondiente.
Al superponer los ligamentos al dibujo, obtenemos la puesta en carta, que
contiene la informacion del entrecruzamiento de los hilos, qué hilos hay que
levantar en cada pasada para ir construyendo el disefio. En este proceso la
imagen, ahora llamada puesta en carta, se convierte en la estructura de un
tejido que en el telar se traduce a la textura o imagen tejida.

Los pasos son los mismos tanto si la produccion se hace en un telar manual
como en un telar industrial. Con los telares digitales manuales, la mano del
creador puede elegir las tramas y continuar decidiendo sobre la pieza a medida
que va realizandola, poniendo su marca personal en la pieza acabada. Tejer
de manera manual permite utilizar todo tipo de hilos y fibras, como hilos
metalicos, de papel y seda, que potencian la calidad de las texturas digitales, y
jugar con los valores tactiles propios del tejido. Los puntos de encuentros entre
materiales y ligamentos pueden ser sorprendentes, novedosos, nos ofrecen
nuevas posibilidades en el campo de las texturas y no pueden ser reemplazadas
por la pantalla del ordenador. Un juego azaroso tiene lugar mientras se trabaja
con los materiales y las estructuras. El conocimiento tactil y sensorial de los
materiales se transmite al tejido mientras se va tejiendo.
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Telar digital Jacquard TCII.

En la actualidad, disefiadores y artistas contemporaneos estan experimentando,
buscando nuevas cualidades y nuevas texturas ademas de utilizar nuevas fibras,
conscientes de la importancia que tienen la tecnologia utilizada y los materiales
empleados para crear nuevas calidades y dar textura y color a los tejidos. El
desarrollo del control digital en telares manuales equipados con médulos
inspirados en las maquinas jacquard, permite que el disefiador textil se convierta
en un creador y pueda controlar todo el proceso del ciclo, desde el disefio a la
realizacién. Una nueva generacion de telares con tecnologias innovadoras se
encuentra presente en estudios de creadores textiles y departamentos de disefio y
arte de muchas universidades. Holyoke sefiala que esta nueva generacion de telares
se utiliza como una herramienta para la expresion creativa, un nuevo soporte
dentro del arte contemporaneo (Holyoke 2010).

Uno de los telares digitales manuales mas interesantes es el telar TCII (Thread
Control) de Digital Weaving. Hace la lectura de la puesta en carta de manera
digital, aunque luego la tejeduria es manual, con algunos avances que agilizan
el acto de tejer. En el caso del telar digital TCII la preparacién de la puesta en
carta se puede realizar con un programa de disefio y edicién de imagenes de los
mds comunes, no se requiere un programa especializado. El TCII se acompaia
de un programa que conecta el telar al ordenador, el programa TC2 que va
leyendo cada pasada de la puesta en carta, y pasada a pasada se va tejiendo el
dibujo, creando y combinando texturas previamente disefiadas y codificadas en
la puesta en carta.

Sveabreen
de Francesca Pifol, 2016. ¢
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Retrato, imagen reducida
a 6 colores, y puesta en carta
de laimagen, 2017.

Tres versiones de texturas

distintas para un mismo retrato,

2017.

La investigacion en el diseno de tejidos en el siglo xxI.
Un ejemplo

En Espana estas texturas digitales estan siendo desarrolladas por Francesca Pifiol
en su Laboratori Textil. A finales de 2018, su investigacion ha sido presentada
en una exposicion del Centre de Documentacion Museu Téxtil de Terrassa
(Barcelona), donde se han mostrado tejidos jacquard realizados en el telar digital
de altima generacién TCII de Digital Weaving antes mencionado. Destacan
las obras Paisajes o Pasajes de color que se realizan a partir de ligamentos
degradados, que varian sutilmente de rasos pesados a ligeros. Estos tejidos son
pruebas de disefio y a la vez obras artisticas. La obra Plecs imita el movimiento
de las aguas de las fotografias cuando se estan revelando. A partir de una
residencia artistica en el polo Norte, crea la serie Marcas de agua, obra que alude
a las huellas dejadas por el movimiento del agua del mar cuando se retira en la
arena, en el hielo, y también cémo se refleja la luz sobre la superficie del mar.
Para conseguir estos efectos se utilizan los ligamentos de rasos y dobles telas.
El Artico evoca texturas de estados del agua, nieve y hielo, donde se observa
la casi ausencia de color. La evocacion se traduce en tejidos rectangulares y
alargados, de colores sutiles, de tacto suave de algoddn, seda y abaca.

En el Laboratori Téxtil también se elaboran retratos tejidos a partir de
fotografias que nos aportan recuerdos, siguiendo la tradicién de los tejidos
artisticos realizados con técnica jacquard desde principios del siglo x1x.
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El glomérulo MOR174/9 y su vecino
desconocido de Carles Bosch Pinol,
2018 (izquierda).

Imagen de E/ glomérulo MOR174/9
y su vecino desconocido tejida por
Francesca Pinol, 2018 (derecha).

N

The Fabric of Thoughts: Recognising an Odour inicia una nueva coleccién, una
colaboracion entre arte y ciencia a partir de la investigacion sobre las neuronas
del olor. Nace del trabajo conjunto con el neurocientifico Carles Bosch Pifiol
de The Francis Crick Institute de Londres. Se trata de imagenes tejidas de
paisajes neuronales provenientes de las investigaciones mas recientes realizadas
combinando diferentes modalidades de microscopia (dptica y electronica), en
que se puede observar como aparecen patrones geométricos a diferentes escalas,
que van desde micras hasta milimetros. Algunos elementos se han tejido con
hilos fosforescentes, que permiten que las imdgenes vistas anteriormente se

superpongan en las texturas.

En el campo de las texturas digitales, aunque muchos tejidos se realicen en
una maquina Jacquard industrial, durante el proceso también se trabaja con
las manos, y esto es esencial. Los nuevos programas digitales nos permiten
visualizar cualquier imagen y textura, aunque se apoyan en el conocimiento

tactil de materiales y colores.
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1 BOHIGAS TARRAGO,
Pere, Anal de los Museos de
Arte de Barcelona, 1945, vol. 3,
ndm. 4. «cApuntes para la
historia de las exposiciones
oficiales de Arte de Barcelona
(de 1918 a 1929)», cap. XXI,

p. 258-265.

2 El Centre d’Arts
Decoratives, entitat que
donara pas a la creaci6 del
FAD, va ser curiosament
fundat per dues personalitats
estretament vinculades a

les puntes i, per extensio,

ales denominades labors
femenines: Josep Fiter i Inglés,
també president del Collegi
Major de la Seda de Barcelona,
i propietari d’una de les
fabriques de puntes i blondes
de més renom a I’¢poca, i
Jaume Brugarolas, fundador
de la publicacié La Bordadora.

Cent anys d’una exposicio.
A la recerca d'unes puntes «perdudes»

Per JoAN MIQUEL LLODRA,
historiador de I'art / col-laborador del Museu d’Arenys de Mar

De I'11 de maig al 30 de juny del 1918, I'avui enderrocat Palau de Belles Arts
esdevenia l'escenari d’'una nova exposici6 d’art a Barcelona, mostra centrada
especialment, a causa de la guerra europea i el consegiient tancament de
fronteres, en artifexs catalans i espanyols.! Entre d’altres associacions dedicades
a la promoci6 de les arts, com ara el Cercle Artistic de Sant Lluc o la Societat
de les Arts i els Artistes, un paper destacat en aquest certamen el va tenir el
Foment de les Arts Decoratives (FAD), entitat fundada el 1903. A banda de les
seccions dedicades als ex-libris, a 'escenografia, a les arts aplicades, a 'Institut
Catala de les Arts del llibre i al polifacétic artista, dissenyador i colleccionista
Josep Pascé Mensa (1855-1910), el FAD va habilitar un espai del palau
especificament per a les puntes catalanes.?

Les dues sales destinades a aquesta artesania, en aquella eépoca encara
industria artistica, van ser decorades tot imitant 'interior d’una casa tipica de
la Costa de Llevant, és a dir, bona part del litoral barceloni, I’area geografica
tradicionalment dedicada a aquesta activitat textil. Aixi mateix, mentre va
durar el certamen, a determinats dies i hores, el public va poder veure algunes
puntaires en plena activitat, mostrant la seva destresa, ja fos amb les puntes d’or
com altres de més fines. Encara que la majoria dels més de cinquanta expositors
—comerciants, fabricants, puntaires amateurs i col-leccionistes— procedien de

< Decoraci6 d'una de les sales del FAD,
dins del Palau de Belles Arts de
Barcelona, dedicades a I'exposicid

de puntes. Imatge extreta del cataleg
respectiu.
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3 Agraim la col-laboracié
de Maria Josep Balcells, del
Centre de Documentacio

del Museu del Disseny de
Barcelona, la de Neus Ribas
San Emeterio, directora del
Museu d’Arenys de Mar, ila
de Nuria Peiris, de ’Arxiu
Mas de la Fundaci6 Institut
Amatller d’Art Hispanic.

4 Exposicié d’Art. Cataleg
Oficial. Seccié del Foment

de les Arts Decoratives,

1918. Palau de Belles Arts,
Barcelona, Ajuntament de
Barcelona, Oliva de Vilanova
Impressor.

5 A «La Secci6 de Puntes
Catalanes a I’Exposici6»,
Pagina Artistica de la

Veu, 8 de juliol del 1918,
Adelaida Ferré, folklorista

i historiadora de les puntes

a Catalunya, no només fa
una valoraci6 de les peces
més destacades del certamen
siné que també comenta

les diverses técniques
presentades i altres aspectes
técnics o culturals sempre
interessants a ’hora de
conformar la historia de les
puntes catalanes.

6 Cal destacar especialment
la col-leccié de patrons
presentats pels Castells
d’Arenys de Mar, datats
d’entre els segles xv1i1 i X1X,
i que, segons Adelaida Ferré
—en larticle esmentat a la
nota 5—, permetien entendre
I’evolucié de la blonda
catalana des del 1800.

7 Museu del Disseny, MTIB,
3.131. Gracies al cataleg de
Pexposici6 del 1918, aquesta
punta ha pogut ser datada
del 1825, de la primera
época de la casa Fiter, quan,
per una mala lectura de les
fonts, sempre ha estat datada
de finals del segle x1x i
atribuida a Josep Fiter i Inglés
(1855-1916) i a Francesc
Tomas i Estruch (1862-1908).

Barcelona, a la mostra també van ser representades poblacions tan destacades
en aquest ram com son ’Arbog del Penedes, Arenys de Mar, Arenys de Munt
i Molins de Rei.

Fins que l'arxiu historic del FAD, avui custodiat al Centre de Documentacid
del Museu del Disseny de Barcelona®, no pugui consultar-se en la seva totalitat,
s’ha de cercar la informacio6 sobre aquesta exposicié tant en el cataleg publicat?,
com en algun que altre article aparegut a la premsa.’

Aquesta mostra va voler ser un compendi de la majoria de técniques puntaires,
tant al coixi com a l'agulla: ret fi, blonda, guipur, Brusselles, Alencon, Venécia,
xantilli catala, punta metal-lica... Aixi mateix, per a un millor coneixement
de I'art de la punta i del seu complex procés d’elaboracio, sexhibiren també
patrons, alguns historics, i eines basiques per al treball com ara coixins i boixets.®
Malauradament, el cataleg respectiu va ser enriquit graficament amb només
quatre de les més de dues-centes cinquanta puntes exposades, entre les quals hi
havia tota mena de peces destinades a 'ornamentacié de la indumentaria civil
i religiosa i a I'abillament de la llar o l’altar.

Algunes de les puntes exhibides el 1918, malgrat la seva fragilitat i els avatars
soferts al llarg del temps, encara es conserven. Es el cas, per exemple, de la
delicada blonda policroma presentada per la vidua de Josep Fiter i Inglés —una
de les peces més emblematiques de I'empresa—, avui exposada al Museu del
Disseny de Barcelona.” De la majoria d’obres, a causa de I'abséncia d’imatges
i de la minima descripci6 del cataleg, resulta molt dificil la identificacio. Tot
i aixi, després d’estudiar amb deteniment I'inventari de peces mostrades, ens
veiem capacos ara d’identificar i localitzar-ne unes quantes més —no totes les
que ens agradaria—, tant en col-leccions publiques com en privades. Inventariar
i catalogar aquestes puntes «perdudes» —l’objectiu d’aquest article— no només

» Blonda policroma de la casa Fiter
durant el procés de restauracio en el
CDMT. Museu del Disseny de Barcelona,
MTIB 3131.

Vv Portada del cataleg de la
seccio del Foment de les Arts
Decoratives.

EXPOSICIO DART
CATALEC OFICIAL
SEECIO DEL
FOMENT DELES ARTS

. DECORATIVES
1918

PALAY DE BELLES-ARTS
BARCELONA
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8 Hem de suposar que
l’estand de la casa Castells,
per superficie i pel nombre de
peces exhibides, va ser un dels
meés destacats de l'exposicio.
S’hi van poder veure imatges
de les seves creacions —
Joaquim Castells aplica la
fotografia als mostraris de la
casa-, i desenes de patrons, la
majoria historics, de diversos
estils i técniques, mostra de
Iimportant arxiu que havien
anat creant des de que la casa
va ser fundada, el 1862.

9 El Museu d’Arenys de

Mar conserva cinc esbossos,
vint matrius i trenta-un
patrons per a aquesta alba
(num. reg. 3623), datada

del 1908, de la qual se’n

van fer com a minim dues
versions —segurament també
per a roquet—. A més, sen
tenen sis fragments en fil, de
ben segur que mostres, ila
respectiva imatge fotografic
per als mostraris de la casa
(num. 530, catalogaci6
Castells).

10 Adelaida Ferré, a banda

de la seva col-laboracié amb
I’Escola Municipal de Labors,
presenta a titol individual
diversos objectes historics
que formaven part de la seva
collecci6 —com ara patrons
de la casa Fiter— i dels quals,
malauradament, desconeixem
la localitzaci6 actual.

ens permet refer en part el que fou aquella exposicié sin6 continuar engrandint
I'incommensurable patrimoni o corpus puntaire amb qué compta el nostre
pais —molt del qual del tot descontextualitzat i d’autoria, fins al moment,
anonima— i, al mateix temps, seguir configurant la historia d’aquest art a

casa nostra.

Puntes documentades

Seguint l'ordre alfabetic amb el qual els expositors van ser ordenats dins el
cataleg, una de les primeres puntes en ser identificada va ser I’alba presentada
pel convent caputxi de Nostra Senyora de Pompeia de Barcelona, realitzada per
la Casa Castells d’Arenys de Mar, empresa randera també present en la mostra.®
Gracies a la collaboracié de fra Pere Cardona, actual sagrista d’aquest convent,
vam poder tenir accés a una trentena d’albes que, tot i que actualment ja no sén
emprades en la celebraci6 liturgica, han estat curosament conservades. D’entre
aquest conjunt no va ser dificil localitzar I'executada pels Castells, un magnific
guipur de cotd blanc amb uns delicats i dinamics motius florals, d’inspiracié
modernista, disseny del projectista Maria Castells Simon (1876-1931). Els
mostraris fotografics realitzats pel seu germa Joaquim, avui conservats al
Museu d’Arenys de Mar, ens permeten identificar I'alba del convent de Pompeia
com a una manufactura d’aquests reconeguts randers, de ben segur, la pega
exhibida a la mostra del 1918.°

Alguns dels principals centres d’ensenyament de labors femenines de
Barcelona també van tenir el seu lloc a I'exposicié: I’Escola de Puntaires del
Patronat d’Obreres de Sarria; 'Institut de Cultura i Biblioteca Popular per a la
Dona o I’Escola Municipal d’Oficis per a la Dona, les aules de brodat i puntes
de la qual eren dirigides per Adelaida Ferré (1881-1951), puntaire i brodadora,
socia del FAD, a banda d’una de les més importants historiadores de les puntes
a Catalunya.'

Fotografia de principis del segle xx
Joaquim Castells amb les puntes amb
les quals es va confeccionar I'alba del
convent de Nostra Senyora de Pompeia
a Barcelona. Vegeu més.

CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
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11 Museu d’Arenys de Mar,
nim. reg. 11988. Darrera

del cartrd en el qual hi ha
adherida la punta, una nota
recorda que es tracta de la
reproducci6 d’una pega de

la col-leccié Pasco i que va
ser el treball de prova per al
certificat de reixat del curs
1915-1916.

12 Vegeu: «Cronica. Laula de
puntes a ’Escola Municipal
de Labors per la Donay,
Pagina Artistica de la Veu,

9 d’octubre de 1916, p. 356.
13 La donacié Gimeno
Pascual, efectuada el marg
del 2014, constava d’unes cent
quaranta-cinc peces entre
les quals trobem el que hem
de considerar com a mostres
o0 exercicis practics de la
puntaire.

14 Vegeu Exposicié d’Art.
Cataleg Oficial. Seccié

del Foment de les Arts
Decoratives, num. 1088,
«Reproducci6 de punt de
Catalunya del segle xv111 de
la col-leccié Pascé. Treball a
l’agulla fet per Dolors Daunis,
deixeble de I’Escolax.

15 Es tracta de la primera
vegada que s'esmenta aquesta
nova tecnica a l’agulla,
heretada posteriorment per
I’Escola de Puntaires de
Barcelona, en I’época de les
germanes Raventds.

16 Museu d’Arenys de Mar,
num. reg. 11899 i 11900. En la
fotografia de les dues puntes
conservada a ’Arxiu Mas
(num. 29878) pot llegir-se:
«punt de Barcelona, ideat
per Adelaida Ferré, executat
per Clotilde Pascual. Punta a
Pagulla».

;i e d)

Punta de Catalunya, executada per Clotilde Pascual a partir de I'exemplar de la col-leccié de Patrici Pascé.
Museu d'Arenys de Mar, num. reg. 11988. Fotografia d'lrene Masriera.

Una de les peces presentades per aquesta escola municipal és la que es
conserva avui al Museu d’Arenys de Mar: un treball a I'agulla executat per
la puntaire Clotilde Pasqual (1894-1969) i en la qual es reprodueix una pec¢a
del segle xv111, amb el conegut com a punt de Catalunya, pertanyent a la rica
colleccid de teixits de Patrici Pascé Vidiella."

Gracies a una noticia apareguda a La Veu de Catalunya, sabem que Ferré
solia portar les seves alumnes a visitar no només els museus de la ciutat sin6
també col-leccions particulars, com ara la de Pascd.'” Va ser aixi com Clotilde
Pascual va poder reproduir la punta presentada a I'exposicié del 1918, donada al
museu arenyenc per la familia Gimeno Pascual.’® Aquesta pe¢a —un treball de
curs— va ser reproduida a la noticia tot just esmentada, aixi com una altra amb
la mateixa técnica, confeccionada per Dolors Daunis, de la qual es desconeix
la localitzacio, i que hem de creure que també va ser exhibida al mateix
certamen.™

La mateixa escola va presentar igualment dos unics exemplars de 'anomenat
punt de Barcelona, técnica ideada per la mateixa Adelaida Ferré en el curs
1916-17, i que foren dibuixats i executats per Clotilde Pascual.’® Gracies a
unes imatges conservades a ’Arxiu Mas, hem pogut localitzar i documentar
aquestes dues puntes al Museu d’Arenys de Mar, dins la donacié efectuada pels
descendents de Pascual.'s

D’entre tots els particulars que van presentar peces a 'exposicid, destaquem
el notari Francesc Espriu Torres (1875-1940), pare del poeta Salvador Espriu.
De les quatre peces presentades per Espriu hem de suposar que dues son les que
es conserven avui, gracies a la donacié de la familia, al Museu d’Arenys de Mar:

CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
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Mostra del punt de Barcelona,
punta a I'agulla executada
per Clotilde Pascual a partir
d'un dibuix d'Adelaida Ferré.
10 x 17 cm. Museu d'Arenys de
Mar, num. reg. 11900. Fotografia
d’lIrene Masriera.

Mostra del punt de Barcelona,
punta a I'agulla executada
per Clotilde Pascual a partir
d’un dibuix d'Adelaida Ferré.
10,5 x 17 cm. Museu d'Arenys
de Mar, nim. reg. 11899.
Fotografia d’Irene Masriera.

Tovallola de combregar de
la familia Espriu. 95 x 185 cm.
Museu d'Arenys de Mar,
num. reg. 7. Fotografia d'Irene
Masriera.

CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
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17 Museu d’Arenys de

Mar, nim. reg. 7i5
respectivament.

18 Centre de Documentacio
i Recerca. Museu Frederic
Mares. Textos escrits per
Salvador Espriu i datats
respectivament el novembre
i Nadal del 1982.

Fragment de punta

per a alba de la familia Espriu.
60 x 37 cm. Museu d'Arenys
de Mar, nim. reg. 5. Fotografia
d’lIrene Masriera.

una tovallola de combregar, bellament brodada i rivetejada amb unes puntes de
la casa Castells, i un tros de punta de ret-fi amb els atributs de la passié de Crist,
sembla ser que el fragment d’una alba propietat del bisbe de Girona, Francesc
de Pol."” Dos petits textos inédits de Salvador Espriu, conservats al Museu
Frederic Mares de Barcelona, fan referéncia a aquestes dues puntes: el poeta,
pero, natribueix la confeccid, pensem que erroniament, a la germana del notari,
Francesca Espriu Torras, monja de 'orde de la Presentacié de Tours."

CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
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Puntes al coixi d'or i seda
rosa executada per Isabel
Barbera. Col-leccié de Francesca
Bonnemaison. 135 x 9,56 cm.
Museu d'Arenys de Mar,
num. reg. 11166. Fotografia
d’lIrene Masriera.

Capsa decorada amb una punta
al'agulla i brodat. Col-leccié
de Francesca Bonnemaison.
25 x 14 x 4 cm. Museu d'Arenys
de Mar, num. reg. 11173.
Fotografia d'Irene Masriera.

19 Bonnemaison, com a
representant de 'Institut de
Cultura i Biblioteca Popular
per ala Dona, juntament
amb el FAD i amb una junta
de dames aristocratiques,
presidira I'any 1922 una
exposici6 de puntes i vanos.
A TArxiu Mas es conserva el
llistat de peces que s’hi van
exhibir.

20 Donaci6 que va ser
formalitzada el 2 de desembre
del 2012 per la familia
Rucabado Verdaguer. Van ser
un total de 394 peces entre les
quals hi havia indumentaria
civil, parament de la llar
iliturgic.

21Isabel Barbera, de qui

no en tenim cap dada
documental, també

participa en la mostra, a titol

Una de les grans col-leccionistes presents a la mostra va ser Francesca
Bonnemaison (1872-1949), promotora de 'educacié femenina -fundadora
de P'Institut de Cultura i Biblioteca Popular de la Dona-, socia del FAD i
gran amant de les arts del teixit o labors femenines, com aleshores eren
anomenades.'® Gracies a la donaci6 de les seves filloles, les germanes Rucabado,
bona part de la seva col-lecci6 de puntes i brodats es conserva avui al Museu
d’Arenys de Mar.?® Algunes de les peces d’aquesta donacié poden ser
identificades amb tota seguretat amb les presentades a l'exposici6 del 1918: ens
referim especialment a una punta d’or i seda rosa, executada per Isabel Barbera
i que Adelaida Ferré valora com una de les grans obres presentades, i a la
capsa de punta a I'agulla i brodat, treball del tot inserit en 'estética modernista
d’arrel simbolista.*

individual, amb dues puntes
més, num. 1036 i 1037 del
cataleg. Museu d’Arenys de Mar,
ndim. reg. 11166. D’altra banda,
la capsa és inventariada amb el
nim. reg. 11173,
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22 Museu d’Arenys de Mar,
num. reg. 11272 i 11163
respectivament. Sabem,
gracies a una fotografia
conservada a PArxiu

Mas (num. 38237), que la
mantellina blanca va ser
exhibida a la mostra de
puntes i vanos celebrada a
Barcelona el 1922. Per a més
informaci6 vegeu: AAVYV,
Vestits per a l'ocasié. La
indumentdria en els ritus de
pas, Ajuntament d’Arenys de
Mar, 2016, p. 64.

23 Ni de Font, ni de Cardus,
ni de Navarro en conservem
cap mena de dada biografica o
professional.

24 Una acurada introduccio
alavidaiobra de Junyent
podeu trobar-la a:

AANVYV, Oleguer Junyent,
col-leccionista i fotograf.
Roda el mén i torna al Born,
Ajuntament de Barcelona,
2017.

25 UArxiu Mas conserva
imatges de les puntes
presentades per Oleguer
Junyent a exposici6 del 1922
anteriorment esmentada.

26 Agraim la collaboraci6

i informaci6 aportada per
Sabine Armengol, hereva de la
colleccié Armengol Junyent,
i directora i conservadora de
l'estudi d’Oleguer Junyent.

4 A Mostres de puntes conservades actualment a I'estudi d’Oleguer Junyent.
Fotografia de Sabine Armengol.
i < Fragment de I'inventari de la col-leccié de puntes d'Oleguer Junyent.
g Col-lecciéo Armengol Junyent, Barcelona.

Altres puntes de la col-lecci6 Bonnemaison podrien posar-se en relacié
amb les peces presentades a la mostra del 1918, pero la descripcio del cataleg
és tan minsa que en fa dificil la identificacié. Dues peces que, per la seva
excel-léncia, probablement van ser exhibides en aquest certamen van ser
la magnifica mantellina de casament realitzada amb punta de Lille, i que en
el cataleg apareix descrita com a «mantellina blanca, farbala fondo moaré»,

i el mant6 de xantilli negre, extraordinaria creaci6 en aquesta técnica de
puntes al coixi.??

Altres de les peces que podrien ser documentades en aquesta exposicio,
perod que no s’han localitzat, sdn les presentades per Rosa Font, algunes de les
quals podrien correspondre a les que va donar al museu del FAD, el vano de
blonda de Josep Cardus —qui sap si el reproduit en el cataleg de I'exposicio—,
i el mocador i fragment de punta exhibit per Raquel Navarro de Fortuny, la
fotografia dels quals apareix també en 'esmentat inventari.?®

Proxims estudis haurien de desvelar també les puntes presentades pel
polifacetic artista Oleguer Junyent (1876-1956), també soci del FAD, més
conegut per les seves colleccions d’escultura, ceramica o arquetes, entre
daltres, que per la de puntes.** A banda d’un vano «de punta blanca
antiga», vint de les peces exposades per Junyent van ser les anomenades
puntes d’Espanya, és a dir, les confeccionades amb fils metal-lics, d’or i plata
generalment.” El reconegut escenograf aporta una petita mostra del que ara,
gracies a un inventari localitzat al seu estudi, sabem que va ser una important
collecci6 de puntes, amb un recull de tot tipus de técniques, nacionals i
internacionals.?® La recerca continua... ®

CENT ANYS D'UNA EXPOSICIO. A LA RECERCA D'UNES PUNTES «PERDUDES»
8





		LAM EXPO1918 H1: 

		LAM EXPO1918 V1: 

		LAM EXPO1918 H2: 






Datatextil 39

1 He abordado mds extensa
y detalladamente este tema
en mi libro: La moda en

la sociedad sevillana del

siglo xvi11, galardonado con
el accésit en la seccion de Arte
del concurso de monografias
Archivo Hispalense 2016.
Seccidn Arte, serie 1, n° 58.
Excelentisima Diputacién de
Sevilla, 2018, pp. 295.

por BARBARA RosILLO, Doctora en Historia del Arte

Los archivos de protocolos constituyen una fuente esencial para el estudio de la
moda y del ajuar doméstico a lo largo de la Edad Moderna. Las cartas de dote
y los inventarios post mortem arrojan un gran caudal de informacién sobre los
textiles, tanto de los utilizados para confeccionar la ropa como de los destinados
a vestir las casas. Las citadas fuentes nos proporcionan un conocimiento de
primera mano del tipo de prendas usadas por mujeres y hombres, desde la ropa
interior al traje, pasando por los complementos.!

La dote era un documento estipulado ante escribano y testigos. Reunidos
los interesados, es decir, el otorgante y el futuro marido, se firmaba una
carta de pago y recibo donde se detallaban pormenorizadamente los bienes
muebles e inmuebles que contenia. La entrega de una dote era un requisito casi
indispensable para poder contraer matrimonio, por lo que nos encontramos
ante una practica extensiva a todo el espectro social, desde damas de la alta
nobleza a doncellas menesterosas. Esta tipologia documental es de gran interés,
ya que nos informa de todas las piezas que formaban parte del guardarropa
femenino, sin pasar por alto los tejidos, colores y ornamentaciones.

Para investigar la indumentaria masculina es preciso acudir a los inventarios
post mortem 'y a los aprecios de bienes, o a un tipo de documento denominado
capital o inventario capital, que algunos hombres entregaban antes de contraer
matrimonio. Debemos tener en cuenta que la ropa era muy costosa, por lo que
tenia muchas vidas. En ocasiones hemos observado incluso que se dejaba en
herencia, o que en algunos testamentos se asignaba una cantidad destinada a la
compra de ropa para personas sin recursos. Para elaborar las dotes e inventarios
se podia requerir el auxilio de una serie de profesionales para tasar los enseres,
como sastres para la ropa o ebanistas para el mobiliario.

Durante la Edad Moderna la principal actividad industrial fue la textil.
Hasta el siglo xv1i1 los materiales mas comunes fueron el lino, la lana y la seda.
En Espaiia se fabricaban todo tipo de tejidos, siendo los mas apreciados los
derivados de la lana, como los pafios y las bayetas. De hecho, ya en 1630 las
lanas de Segovia y de Molina de Aragon cotizaban en la Bolsa de Amsterdam.
El estudio de los protocolos nos informa de los distintos tipos de telas que
circulaban por el mercado, sefialando su origen en caso de ser extranjero. A
Sevilla llegaban géneros de Portugal, Francia, Inglaterra e Italia, mientras que
son frecuentes los lienzos de Vizcaya, los pafios de Segovia y Grazalema, las
sedas valencianas y las medias de Toledo.

Por lo general, las cartas y recibos de dote presentaban un ajuar formado
por la ropa de la novia, la cama con todo lo que precisaba, colchones, sabanas,
almohadas, colchas, cobertores o cortinajes, a lo que se podia afiadir mobiliario
para la casa y el estrado, dinero en efectivo y joyas. De la misma manera, la

TEJIDOS Y MODAS EN LA INDUMENTARIA DEL SIGLO XVIII
1





Datateéxtil 39

Traje de boda. Siglo XVIil.
Holanda. Rijksmuseum.
Amsterdam.

aproximacion a la moda masculina se puede llevar a cabo a través del analisis
de los inventarios post mortem, en los que se solia incluir, no solamente la ropa
de la persona fallecida, sino también la de toda su familia: mujer, marido, hijos,
criados o esclavos.

A través del analisis de los protocolos notariales de Sevilla entre 1700 y 1800
hemos llegado a la conclusion de que las prendas de vestir de la futura esposa
ocupaban una parte muy significativa dentro del total entregado. Por este
motivo, la citada tipologia documental resulta clave para la investigaciéon de la
indumentaria. Las cartas presentaban una enumeracion de todas las prendas de
vestir con su tasacion correspondiente, lo que pone de manifiesto su alto precio
en comparacion con otras piezas del ajuar doméstico como muebles o pinturas.
La ropa llevaba implicito un claro signo diferenciador de estatus social. Estas
cuestiones tuvieron una importancia capital durante el Antiguo Régimen.

Un caballero o una dama eran tales por su traje y su presencia debia reflejar
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inequivocamente el puesto que ocupaban en la sociedad, ya que la posicion
tenia que corresponder claramente con la apariencia. La tipologia de prendas al
uso en los distintos sectores sociales era practicamente la misma, respondiendo
a las mismas denominaciones: hongarina, casaca, chupa, calzones, guardapiés,
basquifa, saya, etc. La diferencia estribaba fundamentalmente en los materiales
y decoraciones utilizadas.

La ropa interior de ambos sexos se confeccionaba con lino, que aparece
bajo la voz lienzo, definida en el Diccionario de Autoridades como: “La tela

Petillo. Hacia 1720. Metropolitan
Museum. Nueva York.

Par de zapatos.
Década de 1720-1730.
Victoria and Albert Museum.
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Anonimo. Antonio del Carmen

de Castilla 'y P4ez Casino,
marqués de La Granja. Hacia 1750.
Coleccion particular. Sevilla.
Fotografia © Carmen de Olivar.

que se fabrica del lino o cafiamo, el cual se hace de diferentes géneros bastos
y finos, de que se hacen camisas, sabanas y otras muchas cosas.” Los hombres
usaban camisa y calzones, mientras que las mujeres llevaban camisa, enaguas
y, en contadas ocasiones, también calzones. La camisa se consideraba como
una segunda piel y llevarla limpia era signo de aseo y pulcritud. Su patrén era
sencillo y se confeccionaba con lienzos de todo tipo, desde los mas bastos hasta
algunos muy finos y costosos, como la holanda o la bretaiia, siendo bastante
frecuente que el cuerpo fuera de un material y las mangas de otro. Las camisas,
calzones y enaguas ricas podian guarnecerse con encajes, al igual que las demas
piezas de ropa blanca. En el siglo xv1i1 la citada labor tuvo un gran apogeo y
es usual tanto en la ropa interior como en el vestido o en complementos como
pafiuelos y mantillas. El encaje, al ser costoso y disparar el precio de cualquier
prenda, siempre se consignaba. La moda impuso cuellos y puiios de encaje, los
cuales a veces se citan por separado como piezas diferenciadas.

En las cartas de dote siempre hay referencias a la ropa interior, que no
suele aparecer en cantidad, siendo igualmente frecuente la mencién de piezas
a estrenar junto con otras ya usadas. En algunas escrituras de personas
principales toda la ropa blanca se consigna bajo una partida denominada “ropa
blanca”, “vestiduras blancas” o “vestiduras de ropa blanca” y nos muestran
cédmo se vestian por dentro los espafioles a lo largo del siglo xvi11. Estas partidas

Andénimo. Retrato de dama. Hacia 1790. Palacio de Lebrija,
Sevilla. Fotografia © Antonio del Junco.
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podian contener camisas, camisolas, calzones, armadores, peinadores, toallas,
camisones, capillos (gorros para dormir), pafiuelos y paiiitos para la barba en
el caso de los guardarropas masculinos; mientras que los femeninos reunian
camisas, enaguas, corpinos, monillos, cotillas, camisones, toallas y peinadores.
En cuanto al traje, a lo largo del ultimo cuarto del siglo xv11 va penetrando
la moda gala, de tal manera que hacia 1707 el traje de sociedad en Espaiia
es el francés. En el Siglo de las Luces se produjo un fendmeno de
internacionalizacion del gusto. Toda Europa siguio los dictados de Francia,
convertida en arbitro supremo en cuestiones de moda. El traje masculino
compuesto por casaca, chupa y calzones tuvo su origen en la indumentaria
militar y fue adoptado para la vida civil por Luis XIV. En Espaiia suele aparecer
bajo la denominacion traje “a lo militar” o “a la moda”. Los protocolos ponen
de manifiesto que la indumentaria masculina presenta tejidos similares a
la femenina, luciendo bordados y decoraciones sobre amplias superficies.
Los inventarios informan, por lo general, de los colores, materiales y
ornamentaciones. También es frecuente la mencion del estado de las prendas,
incluso de las ya inservibles.

Cotilla. Espafa. Principios del
siglo XViIl. Metropolitan Museum.
Nueva York.
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Traje masculino de corte.
Hacia 1760. LACMA.

La casaca era una chaqueta hasta las rodillas, con amplias mangas y cuello
a la caja. Su frente presentaba grandes botones de arriba abajo y un bolsillo
con tapa a cada lado. Los botones podian ser de oro, plata, metal, filigrana o
forrarse de la misma tela que el traje. Esta prenda se cefia al cuerpo mediante
pliegues laterales que partian de la cintura, por lo que presentaba vuelo.
Para dotarla de un mayor empaque se disponian en su interior entretelas de
lienzo fuerte, incluso borra o crin de caballo. Su forma fue simplificindose
a lo largo del siglo, ya que las mangas perdieron volumen y se pegaron al
brazo. La chupa llegaba hasta las caderas y en principio tuvo mangas. Mas
tarde estas desaparecieron convirtiéndose en un chaleco. Casaca y calzones se
confeccionaban a juego, pero la chupa podia ser diferente e intercambiable. Su
frente acogia decoraciones que paulatinamente llegaron a la casaca, mientras
que su parte trasera se realizaba con materiales mas sencillos, ya que no se
mostraba. La chupa normalmente se llevaba algo abierta para que la corbata
tuviera su espacio. El traje masculino aparece fabricado con los mas variados
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Vestido a la polonesa.
Hacia 1780. Metropolitan
Museum. Nueva York.

materiales, aunque en la Sevilla del siglo xv111 el pafio y la bayeta fueron los
tejidos mas comunes, asi como el tafetan, que se destinaba a los forros. También
hemos encontrado vestidos de seda, raso, tisu, tafetan, barragan o cristal. En
cuanto al colorido, aparecen muy frecuentemente el negro y el pardo en diversas
tonalidades. En cualquier caso, los hombres vistieron de rojo, azul, blanco,
verde, morado o rosa.

La indumentaria femenina presenta diversidad de prendas y complementos.
A principios del siglo xv1i1 vemos que el traje més frecuente en los documentos
es el formado por varias prendas, que podian conjuntarse de diferentes
maneras. De cintura para arriba se usaron hongarinas, monillos, cotillas
y casacas, mientras que como faldas aparecen la saya, el guardapiés y la
basquina. Todas estas piezas fueron lucidas por mujeres de todo el espectro
social, variando los tejidos, colores y guarniciones. Vemos frecuentemente el
tafetan, el pano en sus diversas versiones, el raso, el damasco y el ormesi, entre
otros, apareciendo también materiales muy ricos como el brocado, el tisu de
seda, de plata y de oro. A mediados de siglo el colorido tiende hacia los tonos
pastel, tipicos del Rococd, como rosas y celestes, y los bordados con flores.
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Vestido “a la francesa”.

Hacia 1770-1775. Kyoto.
Ver mas.

En cuanto a los vestidos enteros las sevillanas usaron la bata, la polonesa y el
vaquero. La bata o vestido “a la francesa” aparece en documentos de damas
nobles. Sirva como ejemplo la dote de Inés Maria de Barradas (1768), que
contenia cuatro tasadas en 15.200 reales, estando la mas lujosa guarnecida

con puntas de plata y flores sobrepuestas. La polonesa fue una creacion de
Rose Bertin, modista de Maria Antonieta. Su originalidad radicaba en que el
volumen se situaba en la parte posterior de la falda, mientras que el vaquero o
vestido “a la inglesa” incorporaba las ballenas al cuerpo del vestido. Por altimo,
hay que senalar que estos dos modelos aparecen en los guardarropas sevillanos
a finales del siglo. Su confeccion se realizaba con todo tipo de tejidos, como

el hilo y la seda; pero también observamos que el algodén irrumpe de lleno,
siendo la muselina y la sarasa, una tela estampada procedente de las Indias
Orientales, muy habituales.
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A modo de conclusién y tras un pormenorizado estudio de la indumentaria
de toda la escala social en la Sevilla del siglo xvi111, podemos sefialar que la
moda a la francesa es una realidad incuestionable. No obstante, hay algunas
prendas claramente nacionales que siguen ocupando una parte significativa en
la vestimenta. En el caso de los hombres, la capa aparece de manera constante,
siendo las de pafio de Segovia muy apreciadas por su calidad. El capote, que
se usaba desde la Edad Media, también esta presente en los guardarropas
masculinos con relativa frecuencia. En cuanto a los ajuares femeninos,
observamos la presencia de mantos y mantillas. Los primeros podian ser
“de soplillo” (muy fino), “de humo” (de luto) y “de lustre” (brillante), aunque
también es muy comun la mencién a mantos de raja, un tipo de pafio grueso.
Por lo general los mantos eran negros. En cuanto a la mantilla, se muestra
como un atavio de uso cotidiano en toda la escala social. Las mas econémicas
eran las de bayeta blanca pero se confeccionaban con los mas diversos
materiales, tonalidades y decoraciones, a veces muy costosas. Los colores
van del blanco al negro pasando por el rojo, verde, celeste y rosa. El encaje
de blonda fue una guarniciéon muy valorada, aunque también las mantillas
se decoraban con galones o cintas, e incluso podian presentar distinto tejido
y color en anverso y reverso. Segun se extrae de algunos relatos de viajeros,
la mantilla llamo la atencién de los extranjeros convirtiéndose en un signo
distintivo de la mujer espaiola.
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Exterior de Cal Quitéria.

Els transits son incerts
pero també oportunitats
El Centre Grau-Garriga d’Art Textil Contemporani a Sant Cugat

per ANDRES DENGRA CARAYOL,
Llicenciat en historia de l'art. Tecnic d’arts visuals
de I'Ajuntament de Sant Cugat del Valles

En una aposta politica per millorar la visibilitat del tapis a la ciutat de Sant
Cugat, un dels punts del programa electoral de 2015 de CiU" era el trasllat de
l'exposicid de tapis del seu emplagament original a la Casa Aymat, com Museu
del Tapis Contemporani, a una casa pairal ubicada al centre urba de Sant
Cugat, Cal Quiteria?, rehabilitada de forma respectuosa a nivell patrimonial?,
conservant alguns elements propis d’'una casa pairal urbana, com els cups de vi,
part dels terres originals, detalls ceramics, etc.

A Cal Quitéria s’ubicara el Centre Grau-Garriga d’Art Textil Contemporani,
que substituira, parcialment, la funcié del Museu del Tapis Contemporani. La
primera diferencia, a banda de la ubicaci6 fisica, és el de tipologia d’equipament.
Es passa de museu a centre d’art. Com a tal, la seva activitat principal sera
l'expositiva i la realitzacié d’activitats vinculades a les exposicions i a la linia
de treball al voltant, per una banda, de la figura de Grau-Garriga, i per 'altra,
la de la creaci6 artistica contemporania on el concepte, la mateéria o la tecnica
estigui vinculada al mén textil, sigui quin sigui el resultat (objecte, instal-lacio,
performance, video, activitat pedagogica, etc...) El fons artistic de tapis i art
textil en propietat i diposit a ’Ajuntament de Sant Cugat servira com a recurs
constant de les exposicions al centre.

ELS TRANSITS SON INCERTS PERO TAMBE OPORTUNITATS.
EL CENTRE GRAU-GARRIGA D'ART TEXTIL CONTEMPORANI A SANT CUGAT
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5 Andreu Dengra. “Tomas
Aymat. Lartista. La
manufactura’, cataleg de
lexposici6. Museu de Sant
Cugat, 2007.

6 Francesc Miralles “Escola
Catalana de Tapis. El tapis
contemporani catala” Cataleg
de l'exposicio. Museu del
Tapis Contemporani. Centre
Cultural Caixa de Terrassa.
2009.

7 LAjuntament de Sant
Cugat té una col-leccié
significativa de brodats i
macramés experimentals
donaci6 de l'artista.

8 Aquesta pega formava
part de la donacié d’Aurélia
Muioz, com forma
d’intercanvi entre artistes.

9 Primeres provatures i
collages de restes, mostres i
llanes que Mir¢ va realitzar
durant la primera visita

a la manufactura de Sant
Cugat 'any 1960. Els
sobreteixims posteriors eren
molt més sofisticats i fets en
collaboracié amb Josep Royo.

D’esquerra a dreta:

Joan Hernandez Pijuan,

Josep Grau-Garriga i

Josep Subirachs a I'exposicio
homenatge a Jean Lurgat

al Liceu Francés de Barcelona.
1967.

El museu oferia una exposicié permanent i una programacié d’exposicions
temporals condicionades per les dimensions de la sala. Aquest programa
intentava complementar el discurs amb artistes no representades en I'exposicid
permanent. Lexposicié permanent es basava en la historia del tapis al llarg del
s. XX a Catalunya, centrant-se especialment a la mateixa manufactura Aymat,
tant sota la direccié de Tomas Aymat®, com la de Miquel SamaranchS$, aixi
com una representacio de les artistes que treballaven a Catalunya fora del nucli
de Sant Cugat i que van anar més enlla de la tecnica del tapis, obrint camp a
I'experimentacid en l'art textil. D’aquesta secci6 destacaven Aurélia Muiioz’,
Maria Teresa Codina, Maria Assumpcié Raventds, Dolors Oromi, Teresa Conte,
i una peca de 'artista Magdalena Abackanowic?®, juntament amb artistes que es
van formar a Sant Cugat, com Josep Grau-Garriga o Josep Royo.

Al nou centre, i com homenatge i reconeixement a la seva tasca artistica,
pedagogica i divulgativa, Grau-Garriga tindra un pes important en els projectes
futurs. El seu nom formara part de la denominaci6 de I'equipament gracies a un
conveni de collaboracié amb I’Associacié Grau-Garriga (Associacié formada
pels hereus i hereves de Josep Grau-Garriga), que a banda del nom de l’artista,
també inclou un diposit de tapissos destacats de l'artista que omplen els buits de
la colleccié propia de I’Ajuntament al respecte.

Els projectes expositius no seran permanents, fet que fara que les col-leccions
propies de I'ajuntament i els diposits puguin rotar continuament, en base a
noves propostes curatorials, canvis puntuals de peces concretes aprofitant
oportunitats de disponibilitat d’obra per un temps més curt de I’habitual, com
un “Sobreteixim™ de Mir¢ cedit per un breu temps a la primera exposicio.
Aquest fet aportara dinamisme i flexibilitat a ’hora de gestionar oportunitats
com aquesta. També saportara la flexibilitat que en cas de projectes d’'una
dimensié més gran, permeti el canvi total de les exposicions per disposar
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Jean Lurgat visitant la manufactura
Aymat el 19 d'ocubre de 1962

per veure el resultat en tapis

dels cartrons cedits a la fabrica.

del maxim d’espai per projectes expositius temporals. En el conveni entre
ajuntament i I’Associacié Grau-Garriga sexplicita la voluntat de la programacié
d’exposicions internacionals.

La proposta curatorial inaugural I'esta realitzant Pilar Parcerisas.
Historiadora, critica d’art i comissaria d’exposicions, coneixedora de la historia
recent del tapis a Catalunya, i d’artistes com Grau-Garriga o Aurelia Mufoz,
dels que ha editat monografies o comissariat exposicions. El seu plantejament
repassa la historia del tapis catala, des del noucentisme de Tomas Aymat,
passant per Grau-Garriga i I’Escola Catalana, i cloent amb creadors i creadores
més experimentals. Segueix la linia de I'exposicié permanent del Museu del
Tapis Contemporani, pero actualitza obres i afegeix noms que no eren presents
al museu, com el de Marga Ximenez, o ensenya per primer cop en molts anys
peces de Jean Lurgat teixides a la Casa Aymat durant els primers anys seixanta.

Les exposicions es dinamitzaran mitjangant un programa d’activitats
on poder complementar i ampliar els coneixements, artistes o conceptes
que apareixen a l’exposicid, i una branca paral-lela a les linies de treball del
centre. Aquest treball s'expandeix molt més enlla de I'equipament fisic, i
també s’enllaca amb linies dins la gestid de les arts visuals a nivell municipal,
amb vincles amb el programa que es realitza des de la Casa Aymat, que
amb el trasllat de lexposicid, s’esta transformant a un espai per la creacié i
formacio artistica. La Casa Aymat amplia la linia de treball i no sols es centra
en l’art téxtil. En una interpretacié de les arts visuals com un moén creatiu
on l'exclusivitat tecnica i la divisié de les arts en pintura, escultura, etc...
ha quedat del tot superada. El corrent actual fa servir tot un aparell técnic
al seu servei que desborda aquestes classificacions decimononiques de les
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10 Exposicié “Bruce Conner.

Es todo cierto” Museu
Nacional Centro de Arte
Reina Sofia, Madrid. 22/2-
22/5 de 2017.

11 https:/bit.ly/2HEgeMT.
12 “El sol visto desde” (2016)
al'exposicié “Adoptar

otra naturaleza” Ana Mas
Projects. 2017.

13 https:/bit.ly/2QsvxdQ.

Exterior de la Casa Aymat.
Espai de creacié i formacio
artistica.

belles arts, i creiem que el mateix s’ha d’aplicar en l'entorn de la creaci6 textil.
Part de l'evolucié i el sosteniment de l'art textil esta condemnat a entendre’s
amb la multidisciplinarietat de les creacions contemporanies. Les idees i el
pensament artistics son guies que defineixen els formats, i no a la inversa. Part
de l'ocultacié de la presencia de 'art textil, i sobretot el tapis, en la primera linia
de I'art contemporani ha sigut, en part, a 'endogamia parcial d’alguns sectors a
no obrir-se a nous corrents i hibridacions. La creaci6 exclusivament pensada per
la técnica exposa a I'aillament. S’ha estigmatitzat durant cert temps i part d’'uns
entorns el fet de la “manualitat” i la forta carrega de coneixement artesanal i
mestratge que algunes d’aquestes practiques comporten, i que en alguns sectors
no s’acaben d’entendre com a particips de les corrents actuals de I'art. Alhora es
detecta com artistes no vinculats a I'entorn textil, sense prejudicis, s'endinsen

a la recerca amb materials textils. Lexposicié de Bruce Conner al MNCARS
presentava tapissos realitzats amb jaquard sota control digital dels seus
collages', artistes emergents com Josep Maynou'?, crea catifes amb un esperit
fresc i actitud punk, Regina Gimenez dona forma al seu univers amb catifes
d’edici6 limitada'?, o Julia Calvo a la seva participaci6 al programa SWAB
Ephemeral 2018, comissariat per Caterina Almirall, presenta una instal-lacié
textil “El pavello dels artistes reunits™?. Aquests sén uns pocs exemples de com
'art contemporani incorpora el textil en el seu programa creatiu. La voluntat
del projecte i la linia de treball, tant a la Casa Aymat com espai de recolzament
a la produccié i 'ensenyament, com al Centre Grau-Garriga d’Art Textil
Contemporani, és que els dos mons, art textil i art contemporani, que potser
s’han distanciat, estiguin en constant contacte i cadascun s’hibridi amb laltre.
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Taller de tapis a la Casa Aymat.

L'art contemporani no apareix a la denominacié per delimitar una cronologia
del “ara”, també vol ser un concepte del “com” es fan i presenten els projectes,
formant part de les futures exposicions, activitats i accions a I'entorn del centre
d’art. Dins el programa de formacio artistica de la Casa Aymat s’ha incorporat
des de I'inici els ensenyaments en técnica de tapis. Aquests sén impartits per
un treballador de la secci6 de tapis de la Casa Aymat, Paco Minuesa, donant
continuitat a la forma de treball historica de la manufactura amb teler d’alt
lli¢, en un concepte més ortodox, mentre que s"han programat workshops i
masterclass amb artistes més innovadores i que aporten altres visions del téxtil,
com Clara Sulla, Queralt Illa, Annie Michie, Francesca Pifiol, a banda de la
participacié de les alumnes a altres masterclass vinculats a altres técniques i
ensenyaments, tant dins el programa formatiu de la Casa Aymat, com al Centre
d’Art Maristany, espai municipal d’art contemporani, tant en la programacié
com en els ensenyaments.

El suport a la creacid dins els programes d’arts visuals de Sant Cugat
fins el moment sempre s’han desenvolupat dins de contextos expositius, ja
sigui mitjangant produccié propia com per convocatoria oberta de projectes
expositius. Es a partir del 2019 que a aquestes convocatories s’afegeixen les
“Estades creatives”. Aquesta nova convocatoria sadrega a artistes i creadors
cedint d’espai i recursos disponibles als centres artistics i culturals de Sant
Cugat. El format és molt semblant a unes residencies, pero d’un concepte molt
més ampli. La participaci6 en aquestes residéncies no depenen d’un projecte
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final a realitzar. Potser aquesta estada és per just intentar generar un nou
projecte, per reflexionar sobre ell i per comengar a donar forma teorica abans
de la produccid, que es pot realitzar a un altre espai. Lestada no es vincula tant
amb el producte final, sin6 sobre quin procés i temps necessita l’artista en aquell
moment concret, que potser I'espai de Casa Aymat és idoni per aclarir, provar,
o descartar. Lestada pot portar a l'error, i a partir d’ell desenvolupar el cami del
treball artistic. Entre les infraestructures disponibles es compta amb tots els
recursos que ofereix el tapis com a prova/error. A les bases de la convocatoria
ja es marca que una de les estades dins I’any es reservara per un projecte que
tingui vinculacié amb el textil, ja sigui d’'una forma directa o secundaria, i
que part dels resultats, si sobtenen, podrien formar part de les exposicions
temporals del Centre Grau-Garriga segons disponibilitats de programacio, o
introduir activitats i infiltracions a les exposicions vigents, per tal de dialogar,
confrontar o forcar altres visions respecte a les peces en exposicio.

En definitiva, el Centre Grau-Garriga d’Art Téxtil Contemporani, junt
la Casa Aymat, vol formar un eix d’interpretaci6 del que s’ha fet al s. xXx,
pero també un punt de referéncia del que es pot fer o es fara en el mén de
l'art contemporani i el seu vincle amb la materia i conceptes textils. Uns
equipaments per I'exploracié de noves formes de relaci6 artistica, divulgativa i
pedagogica de 'art contemporani i el mén teéxtil. e
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1 El Museu Virtual de
la Moda de Catalunya,

fou Premi Lluis Carulla 2016.

per LAurA CasaL-VAaLLs, Doctora en Historia de la moda, especialista en historia
del vestit i ideologa i directora del Museu Virtual de la Moda de Catalunya.

Els fons dels museus locals catalans son espais que reuneixen objectes
patrimonials diversos que radiografien la societat catalana dels diferents temps.
Un exemple d’aquests fons son els fons téxtils, que conserven des de catalegs de
mostraris d’industries téxtils fins a roba interior, cortines o vestits d’époques
diverses, i que aporten informacio sobre les caracteristiques técniques, el
disseny, el gust o senzillament, els usos que tenien els diversos elements.

Sovint es tracta de donacions particulars que, amb un gest de voler preservar
la memoria intima i historica, ofereixen als museus les peces que havien estat
portades pels seus avantpassats. En aquest sentit, els museus locals fan una tasca
d’imbricacié amb el territori que resulta molt interessant i enriquidora.

El Museu d’Historia de Sabadell és un d’aquests espais que conserven i
custodien un nombre riquissim de peces relacionades amb el mon textil. Si bé
la importancia de la industria llanera sabadellenca és ja coneguda i reivindicada
(i reforcada per més de 4.000 documents catalogats i conservats pel Museu
d’Historia de Sabadell, procedents de més de 30 empreses sabadellenques) cal
tenir present que els fons d’aquesta institucid preserven una gran quantitat de
peces de vestir, de gran qualitat, que permeten resseguir la historia del vestit a
Catalunya.

Aquest article pretén fer una aproximacio a aquestes peces que, tot i que
relativament breu, permeti al lector coneixer la importancia d’aquest fons i la
rellevancia de la seva conservacio.

El fons de vestits del Museu d’'Historia de Sabadell

Al magatzem del Museu hi ha un nombre important de peces d’'indumentaria,
que es poden classificar entre complements, vestits d’home, dona, roba
interior... Darrerament, un dels projectes que ha centrat el seu interes en
aquesta tipologia de peces ha estat el Museu Virtual de la Moda de Catalunya’
que, dirigit per Walden Gestié del Patrimoni Historic i Cultural, ha permes fer
sortir a la llum més de 600 peces de vestir conservades en 38 museus d’arreu
del territori catala. En aquest projecte el Museu d 'Historia de Sabadell hi ha
collaborat aportant-hi 68 peces de vestir de les més de 400 que conserven.
Observant els fons d’aquest museu es pot constatar que responen a la naturalesa
de les colleccions catalanes conservades: es tracta de peces generalment
femenines, corresponents al segle x1x i xx, tot i que també se’n conserven
algunes d’anteriors.

Cal tenir en compte que les peces masculines sén molt més escasses, ja que
en general es tracta de peces més senzilles, que estan més sotmeses a desgast
i que, en general, han estat menys apreciades pels col-leccionistes ja que es
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Armilla de vellut, amb grans
solapes de perfils marcats i esquena

confeccionada amb cotd merceritzat.

Les peces davanteres, encoixinades,
presenten 2 butxaques, 1 bot6

per costat a la solapa i 2 files

de 4 botons a la tanca, molts d'ells
perduts. El patronatge compta amb
5 peces: al centre de I'esquena una
peca triangular i molt apuntada cap
al coll, dos costadets molt amples

i les dues peces davanteres.

© Walden/Sabadell History Museum.

Veure més.

caracteritzen per ser menys preciosistes. Un dels elements d’indumentaria
masculina que més s’ha conservat a nivell de territori son les armilles que, de
fet, son la peca més decorativista del conjunt d’indumentaria masculina des

de que aquesta, a inicis del segle x1x, inicia un cami de simplificaci6 de formes

i colors i es concreta en el tern de pantalons, americana i armilla. Un exemple el
podem trobar en l’armilla 5710, datada entre 1837-1842.

Pel que fa a la indumentaria femenina, en canvi, el conjunt conservat és molt
ric. De les peces de Sabadell en destaquen la quantitat de vestits sencers, que
conserven tan el cos com la faldilla, fet no gens habitual tenint en compte que,
sovint, el teixit de la faldilla, en ser tan extens, es reaprofitava per a la confeccid
de noves peces.
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Conjunt format per un cos i una faldilla de seda
espolinada ocre i una sobrefaldilla de tul de seda. Totes
les peces presenten aplicacions de cinta de color cru,
de vellut negre i de tul prisat, seguint una decoracié
estructuralista. El cos té obertura total davantera i es
corda amb botons folrats. Té coll apuntat, amb una tira
de tul prisat i un faldé també de tul prisat. Lespatlla

és caiguda, la maniga és llarga i acabada amb un puny
girat amb les esmentades aplicacions. Per darrere,

el cos té I'esquena tallada amb dos costadets sense

costura central; per davant, dues pinces a banda i banda.

Al darrere s'allarga amb un faldé que cau per sobre el
cinturé. La faldilla és llarga, tallada a partir de peces en
disminucié i amb una mica de cua al darrere, on també
presenta acumulacié de roba arrugada, amb plecs plans
i que es recull amb la cintureta. A la sobrefaldilla les
aplicacions de franges de cinta de color cru i de vellut
negre es recullen a I'obertura de darrere, on la peca es
corda amb una llagada, creant aixi acumulacié de roba
recollida a la part posterior. © Walden/Sabadell History
Museum. Veure més.
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Conjunt format per un cos i una faldilla de cot6
amb ratlles diagonals i que segueixen la trama.

El cos té maniga llarga molt bufada i arrugada

a la I'espatlla, que es recull amb un puny estret
de 20 cm. Obertura central total, cordada amb

8 botons rodons d'os. Coll rodd, sense peu i girat,
amb una tira de roba plegada al contorn, que fa un
petit volant. Sobre el pit hi ha una série de tavelles,
llargues, de mig cm d'ample i cosides fins a uns
13 cm, que després s'obren i es recullen de nou

a la cintura, amb un frunzit, i creen un faldé. El cos
s'allarga fins als malucs i per darrere també fa un
faldo. Lesquena té també unes taules centrals

cosides, més amples. Linterior esta folrat amb

un tafeta de coto gruixut i té una segona obertura,
cordada amb 6 botons de nacre rodons i diferents
entre ells. Les manigues estan molt reforcades
per una estructura interior que permet agafar molt
de volum. La peca no té ornamentacié especifica
i les tavelles, el coll i el puny actuen com a tal.

Pel que fa al patronatge, I'esquena esta tallada
amb un costadet per banda i un peca central
sencera. Davant hi ha dues pinces a cada costat
de I'obertura. Les peces es converteixen en el
faldo, sense costura a la cintura. Lexterior no deixa
entreveure el patronatge. Es tracta segurament

d'una peca d'estiu. La faldilla llarga és molt plana
per davant i amb molta forma a la part posterior,
on concentra tot el volum i esta considerablement
arrugada. Té una cintureta cordada per dos gafets.
Obertura lateral parcial. Butxaca dissimulada

a l'altre lateral. Té un patronatge senzill format

per peces rectangulars arrugades a la cintura

i cosides a la cinturilla amb 126 plecs, de 2 cm
perplec. El baix, ben acabat, esta reforcat amb
una entretela a 45 cm. Per dins, els plecs no estan
ben acabats. © Walden/Sabadell History Museum.

El vestit 10474 (c. 1874) o el conjunt 4605 (c. 1895) sén dos bons exemples
d’aquestes peces, que permeten obtenir una imatge més completa dels conjunts
vestimentaris de I’epoca.

No menys interessants son els cossos de vestits, dels quals se n’han conservat
un gran nombre. De fet, es tracta de peces que anaven a conjunt amb faldilles
pero que aquestes no s’han conservat. Aquestes peces es caracteritzen per
aportar molta informaci6 técnica, a través de la observacié dels seus interiors,
aixi com, en alguns casos, de l'autor, amb la preséncia d’etiquetes.
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Cos de jacquard de seda amb dibuixos vegetals i florals, de color alberginia.

Cordat per davant amb una obertura total, tanca amb 11 botons metal-lics
amb un dibuix d’una lira amb una tira de paper que podria ser una partitura
(té unes ratlletes marcades) i amb unes floretes. A més dels botons, que
han estat pintats o envellits amb un esmalt negre, hi ha dos gafets al coll

i per sota de I'tltim botd, per tal de subjectar bé el baix de la peca. Coll de
tira folrat amb seti de color marronds i una punteta d'1cm que sobresurt.
Manigues sastre, acabades amb un puny de seti de seda marronés i molt
arrugat, del qual també surt la mateixa punteta. El cos és ajustat a la
cintura, amb una forma de pit pronunciada, tipica de la seva época. Més
curt al davant que al darrere, acaba amb una forma apuntada doble, a banda
i banda de I'obertura central. A cada costat de I'obertura hi ha dues pinces
i també trobem costures laterals. Lexterior mostra tot el patronatge també
per darrere, on el cos queda molt ajustat, i acaba amb dos faldons llargs

i pronunciats, amb un plec gros i ample cada un i subjectat per dins amb

un tros de veta negra per tal de donar mobilitat perd impedint que es separi.
Aquests faldons, acabats amb una tireta de seti marré que sobresurt com

la del coll, quedaven probablement per sobre les faldilles amb polissé.

Per darrere observem una costura central a I'esquena i dos costadets molt
fins que surten de la cisa i que fan que la peca s'ajustés molt a la cintura.
Aquests costadets, aixi com les peces centrals, son les que s'allarguen

i creen els faldons. Hi ha una costura sota la cisa que divideix el cos en dues
parts. Cos folrat de coté blanc ratllat, manigues incloses. A I'interior hi ha una
cinta que permet ajustar i aguantar la peca al cos, per sobre la cotilla. Les
costures interiors estan ben rematades per una veta i s'hi observen els tallets
necessaris per tal que s'ajustés al cos. Té 9 barnilles que mantenen la rigidesa
(se'n conserven 4). Es curiés observar com hi ha dues costures que han estat
rectificades ja un cop acabades i hi ha les diverses passades amb la maquina.
No obstant, la factura del cosit és bona. © Walden/Sabadell History Museum.
Veure més.
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Una representacio de la modisteria catalana

Son diverses les peces conservades al Museu d’Historia de Sabadell d’algunes de
les modistes més rellevants de I’epoca.

Entre elles hi trobem Augusta Zagri, autora del vestit de la decada de 1890.
Es tracta d’un cos de vestit de la darrera década del segle x1x, caracteritzat
per la linia sobria pero estructural del patronatge emprat i els recursos
ornamentals, i que suggereix l'originalitat i la capacitat de creacié d’aquesta
modista. A letiqueta s’hi troba imprés “ROBES & MANTEAUX AUGUSTA
BARCELONE”, amb I'anagrama “AZ”. Gracies a la consulta de les guies
comercials de I’¢poca, s’ha pogut determinar que es tracta d’Augusta Zagri i
I'anagrama correspondria a les seves inicials.

Cos de vestit ratllat amb ratlles de vellut. Cenyit a la cintura, de maniga

llarga que s’estreny al puny, bufada a la cisa, amb tot el vol de la cisa arrugat.

Obertura central davantera, sencera, cordada amb 17 gafets. Imita brusa
amb jaqueta de solapes. La part de la brusa, que acaba en punta, es de

ras de color crema, molt senzilla, amb I'obertura corbada per tal de bufar

la pega al pit. A sobre, i imitant unes solapes amples i acabades amb dues
puntes, presenta dues solapes que imiten una jaqueta de ratlles. La part de
ras interior té un coll que és una tira, cordada amb dos gafets, mentre que
la part superior té un coll molt espectacular, alt i amb puntes, aguantat per
uns filferros o barnilles fines a I'interior. El baix del cos esta acabat amb una
forma lobulada a tot el volt. Interior reforcat amb 13 barnilles que aguanten
I'estructura (2 a I'obertura). Com que el folre interior esta molt estripat,

es pot veure que les costures laterals s'han reforgat amb un grogaini el

baix lobulat amb una tira d'entretela, igual que al puny (el puny era estret

i probablement acabava sobre la ma, cobrint-la parcialment). A les cises

hi ha dues dessuadores. A I'interior s'observa a la cintura una tira de seda

on hi ha estampat en lletres vermelles el nom de la modista i les lletres

AZ. Es tracta de la modista Augusta Zagri, que en aquesta peca demostra
influencia Worth en les formes de fantasia del coll i de les solapes aixi com
en la forma lobulada del baix. Pel que fa el patronatge, I'esquena s’estructura
a partir d'una costura central i dos costadets per banda, que surten de la cisa.
Costures laterals i dues pinces davanteres, amb obertura central tancada
amb gafets. El patronatge es tradueix a |'exterior amb una pinga fins I'alcada
del pit. Les solapes estan unides a les peces que conformen el cos amb una
costura, que queda tapada. © Walden/Sabadell History Museum.
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La primera noticia que es coneix sobre Augusta Zagri és al diari La Publicidad
del 1885, on es feia saber “hoy estara espuesta en los escaparates de la tienda
de modas de la calle de Fernando VII, nimero 27, una rica toilette que
para la seforita Borghi-Mamo acaba de confeccionar la reputada modista
Mme. Augusta Zagri.”* La seva clienta era Erminia Borghi-Mamo (Paris,
1855 - Bolonya, 1941) una soprano italiana, filla de la també cantant Adelaida
Borghi-Mamo, que aquell any va protagonitzar una de les actuacions més

2 La Publicidad, 21 de febrer

de 1855.

3 Anuario del comercio, de la
industria, de la magistraturay
de la administracion. Madrid:
Carlos Bailly-Baillere, 1885,

p. 764.

destacades al famos teatre del Liceu. Aixo indicaria, doncs, que ja I'any 1885
Augusta Zagri era una modista reconeguda. El primer emplagament que se li
coneix fou, doncs, el del carrer Fernando VII, ndm. 27. Tenint en compte que
l'espai comptava amb aparadors, es devia tractar d’'una botiga a planta baixa amb
una certa rellevancia. Aquell mateix any se li coneixen altres adreces —al carrer
Ferran, nam. 32 i al carrer Aviny6, nim. 7° que podrien suposar una ampliacié

Cos de vestit de pana de seda a ratlles, cenyit a la cintura amb una tira i molt
bufat per davant. El coll és una tira amb un pitet, imitant una brusa interior,
sota la roba de pana. Aquest coll esta fet d'una roba amb pleguets cosits a
magquina i punta de boixet amb motius florals (flor de la passio) aplicats a ma.
Davant més llarg que el darrere, per accentuar la forma en “S” tipica dels
vestits modernistes. Vestit d'hivern, maniga pagoda, amb tot el vol al final de
la maniga i cisa una mica caiguda. Al voltant de la peca gruixuda de pana hi ha
una cinta brodada imitant brocat, amb uns nusets de color verdés. Aquesta
mateixa cinta, que recorre |'obertura davantera (sencera) i I'escot, recorre
també els punys, que sén de roba tallada al biaix. Al cos, folrat amb una roba,
molt cenyida al cos i feta de cotd espolinat i estampada amb motius llistats,
se li han aplicat les pinces davanteres i les costures. Presenta pinga davantera

i costura i al darrere hi té costadets. Cinta interior de seda, cordada amb

un gafet (regulable en dues posicions), on hi ha estampat el nom i I'adreca
de la modista (Marie-Antoinette Berbegier Fernando VII n° 34 entresuelo
BARCELONA). Cordat per davant amb 16 gafets i la part superior amb

4 gafets metal-lics i amb tanca de fil. El coll es corda amb 4 gafets al darrere,
i ha perdut el folre interior. Té 4 barnilles (3 a I'esquena i 1 a I'obertura).

Es tracta d'una peca de confeccié de qualitat, majoritariament cosida a ma,
tot i que les costures més basiques s'han cosit a maquina. Pel que fa al
patronatge, el cos és més curt a I'esquena, que esta tallada a partir d'una
costura central i dos costadets que surten de la cisa. Sense costures laterals.
La part davantera té dues pinces que s'obren per deixar caure tot el pes de
la peca sobre el ventre. © Walden/Sabadell History Museum.
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4 ACA, Hisenda, Matricules
industrials, 1896-1897, inv. 1,
n. 448. Apareixia com a
modista.

5 El noticiero balear: diario
de avisos y noticias, n. 1052
(1894), p. 2 i El isleno: periédico
cientifico, industrial, comercial
y literario, n. 12286 (1894), p. 2
i Gaceta de Mallorca: diario de
la tarde, n. 717 (1909), p. 3.

del seu taller de modista, i que dos anys més tard encara es mantindrien. Entre
1896 i 1898, el taller d’Augusta Zagri estava situat a la placa Santa Anna, num.
8, bis com a “tienda de modista en que se hacen vestidos, abrigos, sombreros y
otras prendas para sefiora y nifios”;* el 1899 el va canviar al Portal de I’Angel,
nam. 12, Ir 2a. I més endavant, l'any 1908, se situa al carrer Casp, num. 15.
Aquest recorregut és molt il-lustratiu del creixement de la ciutat de Barcelona i
del canvi d’ubicaci6 del centre comercial. També se li coneixen alguns viatges a
les illes Balears (els anys 1894 i 1909) per tal de portar-hi els models de vestits,
abrics i confeccions per a les noves temporades.®

Cos de vestit de ras de seda negre (acanalat). Maniga llarga molt bufada
a l'espatlla i estreta al puny, amb puny girat i recobert de blonda. Cos curt,
acabat amb punta per davant. Cos creuat amb obertura total que es corda
per dins centralment pero per fora la tanca queda dissimulada a I'espatlla,
cisa i laterals, sota la maniga. Pit i esquena coberts de blonda brodada amb
cordonet amb motius florals de linia modernista. Coll rodé i alt del qual
sobresurt una cinteta de color clar. Triple llac de ras negre, agafat al davant
amb un imperdible. Interior folrat de roba de cotd estampada amb un motiu
que sembla una doble ferradura. Aplicacié d’entretela per reforgar algunes
parts com la tanca i la solapa. Interior reforcat amb 14 barnilles folrades de
roba i amb el nimero 20 estampat. Aquestes barnilles coincideixen amb

les pinces, costures i tanques, per reforgar. Per davant presenta 5 pinces,
que bufen el cos al pit; la solapa, que es creua, en duu 2 més i, per darrere
52 més de laterals. El cos es tanca amb 18 gafets al centre i 19 al lateral,
cisa i espatlla. Les costures interiors no estan acabades, sin¢ tallades

amb unes tisores de ziga-zaga que impedien que es desfés. Confeccid
molt acurada. Cinta interior que cenyeix el cos a la cintura, on hi ha la
signatura de la modista. Coll folrat amb una roba espolinada amb motius
geometrics. Presenta costura central a I'esquena, amb dos costadets per
banda que surten de la cisa, costures laterals i quatre pinces davanteres,
que conflueixen al centre. © Walden/Sabadell History Museum.
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6 Circular de Madame Una altra modista de la que es conserva una pega al Museu d 'Historia

Berbegier. BNC caixa V7)€ de Sabadell és Madame Berbegier, modista d’origen francés que s'establi
a Barcelona I'any 1902. D’ella es conserva un cos de vestit d’hivern datat
entre 1902 i 1904, per tant, realitzat durant els primers anys de la modista a
la ciutat. Va ser confeccionat amb un gran domini del patronatge i amb un
acabat molt cuidat. La linia de la pe¢a segueix clarament la moda del moment,
fet que fa pensar que fou un vestit de temporada. A més, se n’ha conservat
'etiqueta estampada a la cinta interior de la cintura: “MARIE-ANTOINETTE
BERBEGIER FERNANDO VII N. 34 ENTRESUELO BARCELONA”.

Berbegier va editar un fulleté comercial, amb un dibuix de dues modistetes
de Xavier Gosé —de gran modernitat si es compara amb l'estil més aviat
carrinclé que sovintejava entre les modistes locals. En ell, la modista feia saber
que acabava d’obrir una “Casa de Modes per a senyores”, i assegurava que s’hi
podrien trobar els models creats a Paris per les cases de modes més importants.
Aixi mateix, ella s'oferia també a crear-ne de nous, donat que havia estat
treballant durant quinze anys a la Casa Redfern i col-laborant amb la revista
L’Art et la Mode [sota el pseudonim “Solar”, que probablement era el cognom
del seu marit, ja que firmava aquesta circular “Berbegier (de Solar)”]. A més, a
Paris comptava amb l'ajuda d’un patrocinador que li podia facilitar tot tipus de
models i de materials en tot moment.®
Un altre nom és el de Teresa Sola, modista de Sabadell de qui s’han pogut

identificar dos cossos de vestit datats entre 1895 i 1899. Ambdues peces, que
segueixen la moda del moment, estan ben confeccionades, amb un patronatge
complex i molt treballat, que queda amagat per l'estructura de la propia pega.
Linterior dels cossos, que estan for¢a ben conservats, presenten un acabat
cuidat, amb una cinta a la cintura on hi ha estampada l'etiqueta: “TERESA
SOLA MODISTA SABADELL”. Aquetes dues peces, que mostren un domini
del patronatge, estan folrades amb un cot6 estampat molt similar. D’aquesta
modista, pero, actualment no se’n té cap noticia.

Etiqueta Vellay.
© Laura Casal-Valls.
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7 Ladarrera referéncia

que s’ha pogut localitzar
correspon a l’Anuario Riera
de 1897.

8 Anuario del comercio, de la
industria, de la magistratura
y de la administracion .
Madrid: Carlos Bailly-
Baillere, 1881, p. 693.

9 Anuario del comercio, de la
industria, de la magistratura
y de la administracion .
Madrid: Carlos Bailly-
Baillere, 1881 i 1883 p. 700.

10 Anuario Riera, Guia
General de Cataluna.
Barcelona: Centro de
propaganda mercantil, 1896.
11 Anuario del comercio, de la
industria, de la magistratura
y de la administracion .
Madrid: Carlos Bailly-
Baillére, 1884, p. 804.

12 La Vanguardia, 1 marg
1881.

Finalment és interessant destacar que Sabadell conserva el vestit amb
l'etiqueta més antiga que s’ha pogut documentar a Catalunya, i que pertany a
Virginia Vellay. Es tracta de la pega 13325. Es tracta d’un vestit de dues peces
de seda llistada amb aplicacions de vellut de seda negre. Letiqueta esta situada
a la cinta de seda de la cintura, amb el nom de la modista i el seu emplagament
estampats amb lletres daurades: ANTIGUA CASA LLABOUR SUCCESORA
VIRGINIA VELLAY RAMBLA DEL CENTRO 15 ENTRESUELO
BARCELONA. Linterior d’aquest vestit, que avui es conserva en un estat forca
bo, tot i que ha perdut 'esplendor que probablement el caracteritzava, esta ben
acabat. Tot i que les costures interiors estan sobrefilades a ma, la confecci6 no és
gens matussera.

Virginia Vellay fou una modista que treballa a Barcelona amb seguretat entre
18801 18977 L'any 1881 es trobava emplacada al carrer Fontanella 4,® igual
que I'any 1882,° probablement al segon pis,'* on es trobava també 'any 1884."
Tenint en compte, pero, la inscripcié de l'etiqueta, es pot afirmar que Vellay ja
treballava abans, en un taller situat a la Rambla del Centre. Aixi mateix, 'any
1881 s'anunciava una “bona modista” situada a la Rambla del Centre 15: “Buena
Modista de confianza en el corte y en la con feccion de toda clase de vestidos y
abrigos para sefloras, nifios y nifas, verificindolo en las mismas casas. Daran
razon en la Rambla del Centro, 15”2 Tot i que no es pot afirmar amb seguretat
que aquest anunci fos de Vellay, les dates i 'emplacament ho fan pensar.

Si bé aquest article fa referéncia a un petit nombre de peces, sén molt
nombrosos els exemples que es conserven a Sabadell, gracies a les donacions
particulars, configurant una col-leccié de gran interes historic.
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Catherine Deneuve, 1968. Wikipedia Commons.
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Subhasta

“Ma plus belle histoire d’amour, c’est vous”

Catherine Deneuve et Yves Saint-Laurent. Christie’s Paris. 24 de gener de 2019

Les paraules que donen titol a aquesta ressenya
— extretes d’'una can¢6 de Barbara— son les que el
22 de gener del 2002, al final d’una desfilada —avui
historica— celebrada al Centre Pompidou de Paris,
P’actriu Catherine Deneuve (Paris, 1943) cantava
al protagonista d’aquell esdeveniment en els seus
quaranta anys de trajectoria professional: Yves Saint
Laurent (Oran, 1936 - Paris, 2008). Quan tot just
fa deu anys, i uns quants mesos, de la desaparicié
del genial modista, I'actriu ha portat a subhasta, a
través de Christie’s France, la col-lecci6 de vestits i
accessoris d’alta costura que, del mateix dissenyador
i alllarg de quasi mig segle d’amistat, va lluir en
diversos esdeveniments i algunes pel-licules: més de
tres-cents dissenys que materialitzen el que va ser
aquesta particular histoire d’‘amour, un afer personal i
professional tan intens com els que també compartiren
Audrey Hepburn amb Hubert de Givenchy o Jackie
Kennedy amb Oleg Cassini.
Tots els mitjans de comunicacié d’arreu del moén
i, com no, les xarxes socials, s’han fet resso d’aquesta
noticia: n’és un exemple 'Instagram de Suzy Menkes
(@suzymenkesvogue), editora internacional de Vogue, amb videos i comentaris
sempre interessants; el de @christiesparis o el de Dominique Deroche
(@deroche_d), qui va ser cap de premsa d’aquesta maison i amb qui s’ha pogut
anar seguint ’exit de convocatoria que ha suscitat I'exposici6 publica dels
vestits —accessible virtualment des d’Internet—, coincidint amb la celebracié
de la setmana parisenca de l'alta costura, del 19 al 24 de gener del 2019.
D’entre els lots subhastats hi ha creacions del tot iconiques no només en la
brillant carrera de I'actriu de Belle de jour sind també en la de la historia de la
moda: un vestit llarg de crepé blanc amb brodats vermells amb el qual Deneuve
va ser presentada a la reina d’Anglaterra i que passa per ser el primer disseny
que li feu Saint Laurent; el vestit blanc curt de serrells i brodats de perles amb
el qual I'any 1969, acompanyada de Frangois Truffaut, va conéixer el director
Alfred Hitchcock —i pel qual s’ha pagat més de 42.000 euros—; 'esmoquing
negre —un classic de Saint Laurent, aportacié cabdal a la moda del segle xx i
amb el qual va tenir «’occasion de donner le pouvoir aux femmes»— portat
per celebrar, el 1982, els vint anys d’aquesta firma de costura —subhastat per
20.000 euros—; el vestit de seda blau amb el qual va acudir a la clausura del
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Festival de Cinema de Cannes del 1997, o el conjunt de nit de mussolina de
seda i tafeta marro de la temporada hivern-tardor 1977-78 que ha assolit la
xifra record de 52.500 euros.

De ben segur que la majoria de mortals, amants de la moda, ens hem quedat
amb les ganes de poder adquirir alguna de les peces —tot i que un parell de
sabates ha pogut ser adquirit per 438 euros—. La subhasta, i el revolt mediatic
que ha aixecat, ha servit, pero, per posar en relleu de nou la figura de Saint
Laurent i la seva excel-lent i insuperable aportaci6 a la cultura del segle xx.

I tot amb un cataleg perfectament editat —De mode et d amitié, descarregable
en PDF—, enriquit amb fotografies d’época, imatges de les desfilades d’alta
costura corresponents, i amb croquis i dissenys aportats pel mateix Musée
Yves Saint Laurent de Paris. Esperem que en un acte de generositat, algunes
d’aquestes creacions, per al gaudi general, acabin exposades en alguna
instituciéo museistica. Els admiradors de Deneuve, pero especialment de
Saint Laurent, un dels darrers grans genis de l’alta costura, forjador de la
imatge femenina del segle xx, agosarat i innovador, mestre del tall i del color,
n'estarem molt agraits. m
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El Museu de I'Estampacio ha estrenat noves sales

Museu de I'Estampacio de Premia de Mar

El 25 de novembre de 2018 el museu va inaugurar
I'ampliacié del Museu de I’Estampaci6, amb la
qual es reformaren les sales existents i es completa
el recorregut. La nova exposicié fa un trajecte
per l'estampacio6 textil des del segle xv1ir fins
l’actualitat que inclou, com a novetat destacada,
els ambits “Explica’ns la teva historia a la fabrica”
i “El talent local”, dedicats a la historia de
I'estampacié de Premia de Mar.

El Museu de ’Estampaci6 de Premia de Mar
és I'tinic a l'estat especialitzat en estampaci6
textil. Es el segon d’Europa (en importancia)
que esta dedicat a aquesta especialitat, després
del Musée de I'Impression sur Etoffes de
Mulhouse, a Franga. El Museu esta ubicat a la
vila de Premia de Mar per la llarga tradicié que
té en estampaci6. Lany 1931 es va establir a Premia la fabrica Lyon-Barcelona, la
primera de tot Espanya on es va comengar a estampar amb la lionesa, un sistema
similar a la serigrafia importat de la ciutat francesa de Lyon.

Al voltant de la fabrica es van anar instal-lant tota una serie de tallers
satel-lits, on es feien dibuixos, motlles per estampar, etc. Fins al punt que Premia
de Mar va ser el principal referent en gravacié de motlles del pais, i un dels
més importants en estampacio téxtil. Els seus productes els venien tant als
estampadors locals com a l'estranger. I és aixi com I'estampacio va esdevenir
el motor economic dela vila durant bona part del segle xx.

El Museu també destaca per explicar I'inici de la industrialitzaci6 a Catalunya.
Justament, les primeres manufactures d’estampats, que feien les anomenades
indianes, varen obrir pas a la industrialitzacié. El primers estampadors es varen
anar especialitzant també en tissatge i filatura, de manera que, ja al segle x1x,
Catalunya va participar molt activament en la revolucié industrial. El textil va
esdevenir la principal industria de Catalunya, gracies a 'activitat d’estampacio,
que va estar en la base del seu creixement economic.

El talent local, I'enginy de tants professionals dedicats a aquesta activitat, va
fer que I'estampaci6 fos un episodi molt important de la historia de Catalunya,

i especialment de la nostra vila. Des dels primers manufacturers del segle xviir,
lactivitat ha impulsat estampadors, quimics coloristes, dissenyadors, gravadors,
enginyers i altres professionals a fer productes de qualitat que traspassin fronteres.
El Museu posa en valor aquests oficis, ens mostra els nostres origens com a
precedents del talent que trobem avui dia.
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Ara, amb I'ampliaci6 de I'exposicié permanent, es fa un recorregut per
la historia de 'estampacio des del segle xv1ir fins I'actualitat. Amb aquesta
ampliacid, el Museu ha volgut completar el discurs de I'exposicié des d’'una
mirada transversal, en un passeig per la historia, ciéncia, tecnica, art i disseny.

Es poden veure dibuixos d’un o dos segles d’antiguitat, teixits estampats amb
els dissenys més variats, mostraris, formularis Ginics que romanien en secret i
maquines ben curioses, tot fent un recorregut farcit d’anécdotes i experiéncies
molt properes. I, al final, una finestra oberta al futur on 'estampacié es dibuixa
com a una industria que pot fer ressorgir el talent local.

Entre les noves peces que sexposen, destaquem un ordinador de I’any 1975
que ocupa tota una sala d’exposicid, una grua per pesar bales de cotd de fins a
400 quilos, un dibuix de Salvador Moragas i un mocador commemoratiu de
I’Exposici6é Universal de Barcelona de 1888, a més d’un seguit d’audiovisuals,
entre els quals hi ha les desfilades de Custo Barcelona per a la temporada de
primavera a hivern de 2019. m

http://museuestampacio.org
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1 STEVENSON, David:
1914-1918. Historia de la

Primera Guerra Mundial.

Barcelona, Circulo de
Lectores, 2013, p. 56.

Puntaires al carrer Plateria de I'Arboc
del Penedes. Finals de la primera
década del s. XX. Autor desconegut.

Col-leccié JRFH.

per JoaAN RAMON FARRE HUGUET
Llicenciat en Psicologia. Autor de varies publicacions sobre la punta al coixi
de 'Arbog del Penedeés
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Abans de l'esclat de la Primera Guerra Mundial les poténcies que varen acabar
enfrontades consideraven que invertir en la despesa militar desaconsellaria
un eventual conflicte béllic. El banquer polones Ivan Bloch pronosticava (La
Guerre Future, 1898) que un desencadenament d’hostilitats seria tant destructiu
que ningu hi sortiria guanyant. Vaticinava una guerra de trinxeres i desgast,
on la defensa seria més poderosa que l'atac, i en la que una prolongada matanca
provocaria un colossal caos social i economic. Pero els liders europeus no
contemplaven aquesta idea’.

El 28 de juliol de 1914, després de I'assassinat de I’hereu a la corona
Austrohongaresa, aquesta declara la guerra a Sérbia. Entre I'1 i el 13 d’agost
els paisos de I'Europa Central i Occidental entraran en guerra configurant
dos blocs: ’Alianga entre Alemanya i I'imperi Austrohongares, i I'Entesa entre
Franga, Russia i Anglaterra.

NOTES SOBRE PUNTA AL COIXi CATALANA SEGONS LA RADIOGRAFIA DE LA REVISTA NUEVO MUNDO
DURANT ELS INICIS DE LA PRIMERA GUERRA MUNDIAL (1914-15)
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2 Des d’ara NM.
3 NM nam. 1083, 10/10/14,
p. 10.

El pla alemany era conquerir rapidament Franga envaint Belgica. E1 20
d’agost els alemanys entren a Brusselles. Abans d’acabar 1914 hauran caigut
Anvers, Malines, Cambrais, Gant i Bruges, també Valenciannes i Reims del
cant6 frances. Tot un territori referent en produccié de puntes al coixi veura
paralitzada la seva industria. El caos social i economic repercuti rapida i
negativament en 'economia mundial.

Espanya va mantenir-se neutral, ocupada en gestionar la decadencia després
de perdre les darreres colonies, apaivagant els conflictes en les zones del nord
d’Africa i lidiant amb contenciosos regionals, com les aspiracions d’autogovern
dels catalans que aquell 1914 derivaren cap a la formaci6 de la Mancomunitat.

Una iniciativa de Nuevo Mundo

Nuevo Mundo (1894-1933)* fou un setmanari madrileny pioner en la
incorporacié de fotografies. Dos mesos i mig després d’iniciar-se la guerra, dins
la seccid: “Las mujeres”, Cristobal de Castro Gutiérrez publica: “La guerra y las
mujeres™. L'assagista aprofitara una cronica d’Efrain Boeri editada a Il Mattino
napolita, evidenciant com la guerra havia destruit les manufactures de punta
belgues i feia perillar la industria a Franga, Austria, Hongria, Alemanya...
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Membres destacats de la Comisién Organizadora
de la Exposicion Nacional de Encajes que es volia
celebrar el 1915. NM nim. 1092, 12 /12/1914.

A la dreta, Josepa Huguet Crexells.
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4 Gaceta de Madrid nam.
262, 19/09/1914, p. 758.

5 NM num. 1086, 31/10/1914,
p. 14.

Griu. Aplicacié de guipur
figuratiu per a cortinatge.

Les brides o branques de fons
sén marcadament irregulars.
Punta Catalana, al voltant

de 1914. Fotografia M. Espanfa.
NM nam. 1109.

“En el mercado universal hay considerable vacio. Las demandas....
cada dia mds numerosas, de los Estados Unidos, de Argentina,

de Chile, del Brasil, de Cuba, de toda la América suntuaria; el
consumo de los paises europeos neutrales, por ahora, y de los mismos
beligerantes cuando se restablezca la paz, requieren atencion,
escrupulosa y firme, de las naciones manufactureras de encaje.”

Aquell octubre la Cambra de Comerg veneciana celebrava Congrés amb
productors de punta de Venécia, Mila, Bolonya, Padua, Verona, Roma i Napols.
Lobjectiu, estudiar el consum mundial, estimar 'impacte de la desaparicié de la
manufactura franco-belga i impulsar la fabricacid i comercialitzaci6 de la punta
al coixi mitjangant els Consolats i Cambres de Comerg.

De Castro, crida als empresaris espanyols del ram perque organitzin el seu
congrés. El treball, essencialment portat a terme per dones, podria representar
una millora per la seva economia. Era urgent, els italians podien monopolitzar
l'exportacié de punta en detriment de zones productives com Espanya. Pero
faltava poc perque Italia quedés submergida en el conflicte. El1 23 de maig de
1915 declararia la guerra a 'alianca. Aviat, els zepelins bombardejaren les
emblematiques Venécia o Padua.

Al setembre, el President del govern Eduardo Dato aprovava* una Junta
d’Iniciatives per obtenir projectes productius i comercials espanyols davant la
guerra. De Castro, a Poctubre® escriu: “Arte y utilidad. Trabajo para las mujeres”
on encabira la crida en aquesta iniciativa. Recolzat pel politic Juan de la Cierva,
president d’aquesta Junta, anticipara la convocatoria d’'una Exposiciéon Nacional
de Encajes, emplagant a fabricants i puntaires.

I:D:" = LA INDUSTRIA ENCAJERA EN CATALUNA = j"lii‘!
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6 NM del num. 1083
(10/10/1914) al num. 1110
(17/04/1915).

7 NM num. 1087, 07/11/1914,
p.-7ip.21

8 NM num. 1092, 12/12/1914,
p. 16.

9 NM nam. 1097, 16/01/1915,
p. 29.

Agrupacié de puntaires treballant
al carrer Rafael Casanova de
I'Arbog del Penedes, davant de ca
I'Altet, seguidors de la casa Blai.

En primer pla, la puntaire Conxita
Altet Romagosa. Al voltant de
1913-1914. Postal L. Roisin, nim.
14 ARBOS. Confeccionando encaje
catalan. Edt. Barcelona.

23 nameros del setmanari NM® durant 6 mesos i mig conformaran un petit
dossier amb articles (22 planes) i fotografies (19 planes) radiografiant el mon de
la punta manual espanyola.

El novembre” s'obrira seccié: Exposicion Nacional de Encajes, on el redactor
Miguel Espafia anira recollint dades dels principals escenaris puntaires del
moment: Galicia, Almagro, Alacant, Extremadura, Catalunya...

El 12 de desembre de 1914 sanuncia la constitucié d’una comissié
organitzadora® presidida per la marquesa de Squillache. Foren vocals: la
pedagoga feminista Maria de Maeztu, Cristobal de Castro, Nicolas M* de
Urgoiti i Josefa Huguet Crexells, germana gran de Pilar Huguet, que aquell any
publicaria: Historia y técnica del encaje. S’inauguraria a primers de febrer de
1915 en l'edifici del Ministeri d’Estat.

La demanda de punta als inicis de la guerra experimenta un estancament,
provocant una depreciacié de preus proporcional a la manca de comandes
i generant un estoc de mercaderia. No hi havia a Espanya ni tractat, ni cap
tipus de tarifa de transport, terrestre o maritim, que protegis el comerg del
producte nacional. La crisi financera impedia rebre fons dels clients d’América.
Es bloquejava el comerg i per tant els encarrecs. La produccié quedava a mans
de la puntaire que, o esperava temps millors, o malvenia als magatzemistes®.
No estava contractada, els ingressos eren irregulars, per tant sampliava la
precarietat.

NOTES SOBRE PUNTA AL COIXi CATALANA SEGONS LA RADIOGRAFIA DE LA REVISTA NUEVO MUNDO
DURANT ELS INICIS DE LA PRIMERA GUERRA MUNDIAL (1914-15)
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10 NM num. 1089, 21/11/1914,
p. 21

11 “El encaje de bolillos en
Arbés”, NM num. 1097,
16/01/1915, p. 29; fotografies
num. 1098, 23/01/1915, p. 28.
12 NM num. 1108, 03/04/1915,
p- 28; num. 1109, 10/04/1915,
p. 28.

MARCA DE FABRICA
ARENYSDEMAR
(BARCELONA)
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Etiqueta de la Casa Joaguim
i Maria Castells (1911-1930).
Museu dArenys de Mar.

La informaci6é de NM sobre Catalunya apareixera inicialment en una petita
noticia el 1914'° mencionant 'interes dels randers palamosins per participar en
la exposicid, enviant a la redaccié un album-record amb fotografies de labors de
punta autoctones. Posteriorment, 2 numeros de gener de 1915 parlaran de la punta
al coixi tarragonina de I’Arbog del Penedes". A l'abril, tindra protagonisme la
punta d’Arenys de Mar i el treball dels germans Castells'>. Arenys de Munt i Sant
Andreu de Llavaneres, breument esmentades, tancaran una minsa llista de llocs
puntaires catalans que no reflexa la realitat que encara suposava la confecci6 de
punta al coixi manual a mitjans de la segona década del s. xx.

Amb poca fortuna, M. Espania presenta ’Arbo¢ com un poble que abans de la
Guerra del Frances (1808-1814) feia només puntes per entreteniment i que, davant
la miséria que causa la crema del poble (1808) es comenca a fer puntes de forma
remunerada per necessitat. Inclus situa la confeccié de blonda després d’aquest
periode. En realitat, a I’Arbog de finals del s. xv1i1 bona part de les dones ja
treballaven la blonda i formava part d’una ruta sud catalana de fabricaci6 i comer¢
de punta al coixi. Possiblement la transmissié d’escrits i notes de comptes de les
primeres décades del s. x1x del teixidor Anton Sans Ventosa, determinaren una
informaci6 esbiaixada.

A principis de 1915 diu:

“Las labores que hoy se hacen en Arbés, son las aplicaciones, respaldos,
mantelerias, redondeles, cubrebandejas, caminos de mesa, juegos de
cama, toallas, etc. Sobretodo en juegos de cama y flecos para toallas, se
hacen verdaderas preciosidades...los dibujos son siempre diferentes y
de gran variedad, pues son todos reformados constantemente.”

(L fb;_-.-.-._,} )
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Fragment de I'escena de caca realitzada per la Casa Castells (1914-1915).
Museu dArenys de Mar, nim. reg. 9492.
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13 FARRE HUGUET,
Joan Ramon: Rescatant

el vell arquetip de l'aranya.

Un recorregut per la
iconografia de les puntes
al coixi de PArbo¢ durant
el segle xx. Vilafranca.
Edicions i Propostes
Culturals Andana. 2018.

Les operaries arbocenques guanyaven de 6 a 8 rals diaris, 2 més les bones
puntaires.

Després de llegir les iniciatives de NM, I'exportador barceloni Gaieta Hidalgo,
en pocs dies tenia circulant a viatjants i catalegs pels mercats americans. Sera
qui convidara a M. Espanya a visitar Arenys. Sorpres de l'agilitat empresarial, es
rendira davant 'exhibicié dels dissenys produits per la Casa Castells de la ma de
Maria Castells Simon.

“..llega a tal extremo la escrupulosidad con que estos industriales
llevan la fabricacion de sus encajes, que ni uno de los que fabrican
se hace con patrén que no sea propio y exclusivo de los hermanos
Castells.”

Llavors, Arenys de Mar era el més important centre productiu de punta al coixi
de Catalunya, i del conjunt de randers arenyencs, la Casa Castells la més antiga
(1862) i la principal representant, reconeguda per originalitat i apreciada pels
mercats espanyols, americans o europeus. Arenys de Mar era on residien la
majoria d’exportadors, mentre que a Arenys de Munt es concentraven la majoria
del que es qualificava d’obreres artistes. Aquestes guanyaven unes 2,5 pessetes
diaries i les més bones fins 4 pessetes, o més. La diferéncia de preu respecte a
d’altres regions s’atribuia als dibuixos originals. Evidenciant la quantitat de
punta encara produida, tant a ’Arbo¢ com a les comarques de la costa catalana,
de Barcelona a Palamds, el periodista manifesta la notable diferéncia respecte
al desenvolupament de la produccié copsada en altres llocs de la peninsula,
qiiestionant fins a quin punt la punta catalana necessitava dels auxilis oficials
per ampliar el seu radi d’accio.

Les fotografies de punta al coixi catalana. Importancia de la
punta figurativa

De les 3 planes publicades per NM amb material grafic de punta catalana
seditaran 15 fotos de labors de punta. D’aquestes, 7 mostraran motius
basicament vegetals (flors, fulles, branques i rams): cantoneres per jocs de llit,
de taula, coll i aplics per estors i cortinatges. Les altres 8 fotos mostren aplics
per cortinatges i cobrellits, tapets o frontals, o simplement quadres de punta al
coixi, totes elles amb motius figuratius antropomorfs, zoomorfs o teriomorfs.
Potser és eleccid dels periodistes, perd constatem aquesta petita predominanga.
Tampoc hauriem d’estranyar-nos. La confeccié de figures, humanes i animals,
s’havia introduit a Catalunya durant la segona meitat del s. x1Ix com una
innovaci6 junt amb la depuraci6 de 'aspecte artistic de la punta manual davant
la forta competeéncia de la punta mecanica. La majoria de randers que oferien
dibuixos originals s’introduira en la figura. Tot i no ser ben acceptada per
algun sector, més purista, que preferia la millora dels dissenys geometrics i
fitomorfs complexes considerant-los més propis d’aquesta disciplina textil, el
cert és que es popularitza, es mantingué i evoluciona®. Al 1915 la figura feta de
puntes al coixi era habitual a Europa i altres llocs d’Espanya, pero a Catalunya
i particularment a Arenys de Mar i a ’Arbog la produccié era considerable. La
diversificacié d’un mateix dibuix era també un tret caracteristic que permetia
certa exclusivitat enfront el treball en série de la maquina. En el repas fet de la
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14 TREPAT i MASSO, Adela
Mez: “La dentelle ancienne
dans les patrons d’Arb6s

del Panadeés”, Travaux
artistiques et scientifiques de
1° Congreés international des
Arts Populaires. Prague 1928.
Paris, Editions Duchartre,
1931, Vol. II, pp. 77-78.

15 SIMON ABELLAN, Pere:
L’Arbog (1807-1836) segons
I’Anton Sans, teixidor de lli.
Ajuntament I’Arbog, 2002,
p. 15.

Labor de punta al coixi figurativa
catalana s.p., amb escena de

ball o joc popular. En el terg
superior de la pega, els rotllets de
fons, disposats de forma regular
determinen que les brides estiguin
encara més ordenades conformant
un punt ample. En els dos tergos
inferiors el fons ja esta configurat
amb una trena d'ample calat.
Entorn el 1914-1915. Fotografia

M. Espafia. NM ndm. 1109.
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punta espanyola dins la revista NM no hem detectat cap labor figurativa ni a
Galicia, ni a Extremadura, ni a Novelda. Si, s'observen 3 petits aplics de figures
individuals de les 15 peces fotografiades d’Almagro, i sobretot a Monover veiem
també molta preséncia figurativa: 5 peces d’un total de 8. Es important observar
que 4 dels treballs catalans son escenes figuratives, és a dir diverses figures
(humanes i animals) configuren una historia: caceres, ball popular o figures
custodies de fantasia. Monover presenta també una escena de cacera. Hauriem
de veure aquest fenomen com un indicador de que, en aquests llocs on han estat
creades i confeccionades, porten un temps fent figures i s’ha experimentat una
evolucié que va més enlla de la figura individual.

De les fotografies arbocenques, l'escena de cacera de cérvols, diriem que
correspon a la que va esmentar Adela M Trepat Masso6 en la comunicacié
llegida a Praga en ocasi6 del 1r Congrés d’Art Popular el 1928™. Creada per
la Casa Blai de ’Arbog, suposadament va guanyar un premi a Madrid entorn
el 1912-14. La puntaire, fotografiada en la mateixa plana, va ser Conxita Altet
Romagosa, filla del rander Sebastia Altet Sans de cal Blai, fill d’Eulalia Sans
Parera, seguidora de la nissaga de randers arbocencs que portava al menys dues
generacions negociant la punta. L'avi, Anton Sans Vilaplana el 1764 obri botiga
de teixidor en una casa de renom cal Blai, i el seu pare Anton Sans Ventosa,
alludit abans, tenim noticia de que donava a fer punta i la comerciava per
diferents llocs de Catalunya, Alcaniz i sobretot a Valencia®.

u,__..v
s LRI MR E

Labor de punta al coixi figurativa evolucionada. Escena de caca. Casa Castells d/Arenys de Mar. Les figures queden emmarcades per la propia ornamentacio,
formant una historia de reclam de caga sobre un fons de trena de branca amb puntillé. Al mig, dos grius afrontats entorn una formacié vegetal, d'estil
Renaixement, amb fons resolt amb combinacié de punts de malla i branca amb puntill6. Entorn el 1914-15. Fotografia M. Espafia. NM ndm. 1109.

NOTES SOBRE PUNTA AL COIXi CATALANA SEGONS LA RADIOGRAFIA DE LA REVISTA NUEVO MUNDO
DURANT ELS INICIS DE LA PRIMERA GUERRA MUNDIAL (1914-15)

7





Datatextil 39

16 MATEOS PEREZ,
Prudencio: “La Sociedad
espaiola de Amigos del Arte”,
Villa de Madrid ndm. 94,
04/1987, p. 74.

17 VALVERDE, Marqués de:
Catdlogo de la Exposicién de
Lenceria y Encajes Esparioles
del siglo xvi al xix. Madrid,
SEAA, 1915.
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Una altre Exposicion suplanta I'Exposicion Nacional de Encajes

El 19 de maig de 1915, a la Biblioteca Nacional de Madrid, s’inaugura
UExposicién de Lenceria y Encajes Esparioles del siglo xv1 al x1x patrocinada
per la Sociedad de Amigos del Arte. Aquesta societat, associada a la corona i
subvencionada per 'estat, estava formada per una enorme llista d’aristocrates
i membres de 'alta burgesia. Totalment masculinitzada, tenia com a missié
salvaguardar el valors essencials de l'art espanyol. Eduardo Dato i Juan de la
Cierva —suposadament el protector de la iniciativa de NM— formaven part
d’aquesta llista d'amics de I'art'. El govern finalment recolza 'exhumacié6
d’antics exemplars de colleccions privades. El cataleg és el famods prologat pel
Marqués de Valverde'. Al final dels seus apunts deia:

“...los modelos que en ella se presenten...sirvan para conservar los
dibujos genuinamente esparioles, viéndolos algiin dia reproducidos
en los trebajos modernos, conservando el buen gusto peculiar d
nuestros tiempos pasados.”

Quadre de punta al coixi fet per I'Escola de Puntaires d’Argentan. Oferiment del Comité de Secours aux Blessés Militaires al Comite de la Creu Roja dels EUA.
Homenatge a I'ajuda rebuda durant la Primera Guerra Mundial. Museu Nacional de Washington. Postal d'A. Lejeune edt. Dentelles véritables, Paris. Després

de 1918.
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18 NM num. 117, 05/06/1915,

p-4.
19 NM num. 1161, 07/04/1916,
p-11.

Com a consumidora de luxe, I'aristocracia sempre exerci una mena d’oligarquia
cultural respecte al valor i I'ts dels productes artistics. Les arts téxtils i les
puntes en particular tenien un deute amb els clients més adinerats que li

feien comanda, adquirint drets per controlar i marcar criteri. No serviren les
cartes d’Urgoiti durant el 1915 al Ministre de Foment Javier Ugarte demanant
proteccio oficial a la iniciativa de NM per celebrar I'exposici6 en pro de
productors i puntaires'. Ugarte prometia ajuda, pero afegia:

“No me parece que conviene al interés mismo de esa Exposicion su
simultaneidad con la de Amigos del Arte.”

La proposta d’Urgoiti d’emplagar la inauguracié a la tardor sera benvinguda,
pero a l'abril de 1916 de Castro encara esperava que les puntaires espanyoles
participessin d’una exposici6'. Tot acaba devorat pel possibilisme.

Sens dubte, el declivi dels productors de punta estrangers durant la guerra,
afavori que la punta al coixi manual espanyola, i particularment catalana, es
revifés i augmentés la produccid. Pero el mateix passa amb la mecanica i tot
el sector textil. Una guerra suposadament curta sestengué per 'est d’Europa,
Orient i colonies africanes. Estats Units, que havia gaudit d’'una bonanca
economica sense precedents, davant el perill d’una guerra submarina, declara la
guerra a Alemanya a l'abril de 1917. La Guerra de les Nacions es prolongaria fins
novembre de 1918.
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de un traje de moda de la
segunda mitad del siglo xv11,
Universidad de Murcia,
Murcia, 2016.

4 Archivo General del
Palacio Real de Madrid,
Seccidon Administrativa,
legajo 911.
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José Manuel, Veldzquez: vida
y obra de un pintor cortesano,
Caja Inmaculada, Zaragoza,
2011.

6 COLOMER, José Luis,
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Los sastres y bordadores de Felipe IV
aproximaciones a traveés de la pintura

per ALvARO ROMERO GONZALEZ,
Doctorando en Historia Social. Universidad de Castilla-La Mancha

La corte queda fijada de forma definitiva en Madrid en 1606 bajo el reinado
de Felipe III provocando un légico crecimiento de habitantes que pasan a ser,
aproximadamente, cerca de 150.000 en 1617, el doble que veinte afios antes’. Esta
masiva inmigracion a la nueva capital, propiciada por el asentamiento regio,
provoca el desplazamiento de distintos artesanos evidenciando una crecida en la
actividad industrial cuya demanda generada por la propia corte demuestra una
produccion que fue orientada a los bienes de consumo en el conjunto global de
la poblacién, aunque en especial, para la gran cantidad de la gente de corte. Los
sastres se convirtieron en uno de los colectivos mas numerosos debido a la gran
demanda generada por el lujo? que intentd reprimir, en gran medida, el conde-
duque de Olivares con la pragmatica de 1623 llegando a cambiar por completo la
estética del vestido a la espafiola con la famosa golilla, el complemento distintivo
de los soberanos de la Casa de Austria®.

Esta nueva morfologia en la indumentaria de Felipe IV pretende desligarse
de todo lujo del vestir buscando una identidad nueva, reinventandose y dejando
atras los fastos del reinado pasado. El exceso de ostentacion que caracterizo a la
época inmediatamente anterior, unido a la imagen transmitida por un monarca
preocupado por los placeres mas terrenos como la caza, fue la causa por la cual
Felipe I1I pas6 con mas pena que gloria. Sin embargo, atendiendo al inventario
de Cristébal Tenorio, jefe de guardarropa de Felipe IV, a su salida del cargo en
1653, enumera una serie de prendas que demuestran una gran riqueza y que poco
tienen que ver con la austeridad que se pretende incidir bajo este reinado: “Un
vestido de terciopelo negro lisso hondeado en el telar de unas hondas de rasso
que tiene calgon y ropilla y ferreruelo de herbax forrado en el terciopelo lisso
prensadas las hondas porque no hubo de lo mismo del vestido™. Este es un traje
similar al que Velazquez refleja magnificamente en el retrato regio de Felipe IV
(fig. 1) realizado en 1623 y corregido por orden del rey en 1628 siendo el resultado
final el que atesora el Museo Nacional del Prado en la actualidad. Era un tipo de
indumentaria protocolaria de la vida publica de la corte espaiiola® que, por otra
parte, era utilizado como arma ideoldgica para representar tanto la legitimidad
del monarca y su legado austracista como para demostrar el poder econémico del
mismo, incluso, como vestido religioso. La manifestacion de mando y riqueza que
implica este atuendo esta ligada con la dificil obtencion del tinte negro hasta la
aparicion del palo de Campeche, mas barato que la explotacion de la cochinilla,
a la Monarquia Hispanica a lo largo del siglo xv1, originario de México y cuyas
astillas se hervian y fermentaban para obtener un tono mas nitido®. El uso de esta
indumentaria queda corroborado por Baltasar Castiglione para comprender el
buen uso de la imagen y del vestir: “tiene mas gracia y autoridad el vestido negro
que el de otro color [...] porque de esta manera traen consigo una cierta belleza
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Fig. 1. VELAZQUEZ, D., Felipe IV,
1628. Oleo sobre lienzo. © Museo
Nacional del Prado.

LOS SASTRES Y BORDADORES DE FELIPE IV: APROXIMACIONES A TRAVES DE LA PINTURA
2





Datatextil 39

7 CASTIGLIONE, B.,

El Cortesano, Universidad
Auténoma de México, México
D.F, 1997.

8 Archivo General del
Palacio Real de Madrid,
Expediente Personal, C2 911,
expediente 22.

9 Archivo General del
Palacio Real de Madrid,
Expediente Personal,
C2703/14.

10 Archivo General del
Palacio Real de Madrid,
Seccion Administrativa,
legajo 5214.

Fig. 2. ROCHA BURGUEN, F.,
Geometria y traca perteneciente

al oficio de sastre|...], 1618.
Extracto. © Biblioteca Digital
Hispénica.

y gallardia [...] que mostrasen el sosiego y la gravedad de la nacién espaiiola™.

El sentido de vestir de negro tiene un claro fin propagandistico en el que se busca
que Felipe I'V se asemeje a su abuelo y asi recuperar la gloria de la que se gozo6 en
el siglo anterior.

Uno de los sastres con una carrera mas dilatada del que obtenemos
referencias, que sirve en la Casa del Rey, es Juan Rodriguez Varela del que solo
se extrae, simplemente, su cargo: “sastre del rey Felipe IV”® ya que el resto de
sastres con los que nos topamos son, por regla general, foraneos de la Casa
de la Reina. Para esta confeccion real se utilizarian los patrones de Rocha
Burguen explicados en Geometria y traga pertenecientes al oficio de sastre
(fig. 2) publicados en 1618. Mas interesante es el caso producido con el relevo
de bordadores en 1623. Hasta ese afo, donde el cuarto Felipe llevaba apenas dos
afios portando sobre su regia cabeza la corona de dos mundos, su bordador fue
Juan de Burgos Montoya. Este accede, primeramente, al cargo de bordador de
la caballeriza en el reinado de Felipe III: “el 13 de abril de 1615 fue recibido por
Bordador de la Caballeriza de SS. Mag.”® pasando a servir al Rey Planeta desde
mayo de 1621 hasta perder su pista a mediados de 1623. El mismo recorrido es
el que realiza Sebastiana de Palacio, primero realizando obra en la caballeriza
y luego pasando a ser bordadora del rey de quien obtenemos como primera
noticia: “mas selle hacen buenos a la dicha dona Sebastiana de Palacio ya fue
hijos herederos del dicho Juan de Montoya”'. Sebastiana de Palacio tendra
una longeva carrera palatina desde 1623, hasta mediados de la década de 1640,
en donde es de suponer que con quien tuvo una relacion, Juan de Burgos, muri6
dejando como heredera del cargo a su pareja. Y es que, fijaindonos en el retrato

Iubon detela. qbbb. {ct. |

Tubon defeda.gbbb ct. Tubonde
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Para cortar efte jubon de tela de
oro qtengadebarade Caftillatres
baras menos quarta, ¢s neceffario
traftrocar la tela, por fia cafo tuuie
reflores. Tienedeteladebarade
Valencia dos barasy media: y de
Aragon tres baras menos ochauo :
y de Cataluna la metad menos que
lasbaras de Aragon. Y faldrapor
qualquiera de las dichasbarasper
eftatraga.

Para cortar efte jubon de feda
q tenga de baras de Caftilla tres
baras menos quarta, es necefla-
rio guiarfe por latraca. Tiene de
fedade baras d= Valenciados ba
rasy mediay de Aragontres ba
ras menos ochauo: y de Catala-
fala metad menos que las baras
de Aragon. Y faldra por qual-
quiera de las dichas baras por
eftatraga.

Para cortar efte jubon de feda
con migade armar, es neceflario
traftrocar Jadichafedafia cafotu
uiere flores,y guiarfe por la traca.
Tiene de {edadebarade Caltilla
tres baras menos quarta:y de Va-
lencia dos baras y media : de Ara-
gon tres baras menos ochauo:y
de Cataluna la metad'menes de
lasde Aragon. Y faldra de qual-
quiera de las dichas baras. :
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2011.
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13 Archivo General del
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Fig. 3. VELAZQUEZ, D., Felipe IV
en Fraga. 1644. Oleo sobre lienzo.
© Frick Gallery of New York.

Ver detalle.

(fig. 1) en el que el maestro sevillano refleja con su negra indumentaria al cuarto
Felipe, quiénes debieron encargarse de la confeccion de este vestido debieron de
ser uno de los dos bordadores en colaboracién de Juan Rodriguez.

Saltando en el tiempo, incidiremos en el retrato de Felipe IV en Fraga
(fig. 3). El monarca aparece representado con una indumentaria totalmente
distinta a la que acostumbrd durante la primera mitad de su reinado con
un halo afrancesado que debia de estar implantado en la region siendo visto
como un gesto politico en las jornadas de Aragon''. Este retrato, articulado
por Velazquez, muestra un cambio en el estilo del monarca en donde la golilla
queda relegada a un segundo plano en el gusto del momento pasando el foco a
la valona, procedente de la region de Flandes'. Quien se encargaba del aderezo
y fabricacion de las mismas era Catalina Romero: “en 14 de abril que es el dia
que S. M. parti6 a la jornada [de Aragdn] mando se le diesen quatrocientos
reales a Donia Catalina Romero que hace y adereca las balonas de S. M.”*? pese
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la lengua castellana, Luis
Sanchez, Madrid, 1611.

a que el precio de fabricacion de ésta es de apenas ocho reales' esto implica
la gran consideracién de la que gozaba la valonera en la corte para realizar las
piezas ademas del gasto que supondria su mantenimiento.

La pieza magistral de este retrato es el albornoz carmesi con el que el rey
paso revista a las tropas: “Pellicer lo documenta como el capote de albornoz
rojo que vestia Felipe IV en una visita realizada a las tropas”". En este caso,
de quien se obtienen noticias es de Gonzalo Callejon, bordador encargado de
realizar tan suculenta obra recibiendo un pago de “trescientos y quarenta y
siete reales se acabaron de pagar de 10582 reales por el albornoz carmesi que
bordé para S. M. en anio pasado de 1644. Uno de plata pasada”. Es una prenda
militar, acorde al momento en el que se encuentra, ya que “es una capa de agua
africana llamada burnusum, nombre barbaro de los Zanetas, gente belicosa
de Africa [...] pero muy ilustre en la historia general de Espafia”””. Debemos
imaginar la gran calidad de la que goza esta prenda, tanto por el precio que se
pago al bordador, del que no se sabe si con su pago debia obtener el hilo de plata
necesario para el bordado, como por el trazo de Velazquez quien tras su primer
viaje a Italia cambia por completo su pintura y la manera de detallar tanto luces
como sombras sobre el lienzo, realizando este hilo plateado con una pincelada
rapida y concisa que muestra el grado de madurez alcanzado por una de las
personalidades pictoricas universales.

La Historia del Arte siempre ha estado ocupada, bien merecido, por grandes
nombres como lo son Miguel Angel, Veldzquez o Rubens dando por hecho
que las Gnicas manifestaciones artisticas validas a lo largo de la misma es la
denominada triada cldsica: pintura, escultura y arquitectura. Otros tantos
campos, desde la perspectiva estética del arte, nunca han sido revisados por
historiadores que han preferido, casi exclusivamente, ahondar en cuestiones
ya superadas por la historiografia y por el propio paso del tiempo. El arte textil
nunca ha sido considerado como tal y menos a los que realizan este tipo de obra
en la corte como artistas. Es un arte que sufre revision e incluso influjo de otras
tendencias extranjeras que no hacen mds que enriquecer la propia adquiriendo
distintos elementos para configurar una nueva moda y, en definitiva, una nueva
apariencia a quien busque legitimarse de cualquiera de las maneras. ®
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