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Fabrics and looms
In present-day Iran:

Beyond Persian carpets

by SfLviA SALADRIGAS CHENG
and Kavya KikucHI MUNAKATA

Sometimes the world seems like a very small place, and it seems that our fate is
written in the stars ...

In the summer of 2013 I happened to meet Kaya Kikuchi Munakata. Kaya is
Japanese, but now lives in Tehran because of her work. She was on a visit the
CDMT to spread the word about the fabrics that Iranian artisans continue to
make today. Kaya brought samples of their work, and taught me the names of
the different fabrics: karbafi, daraibafi, shaarbafi ... She showed me photos of
the weavers who had made them, the places where they live, and the makeshift
workshops where they produce their creations. Kaya and I became friends
immediately. It couldn’t really have been otherwise: with her love of fabrics, my
love of looms, and our shared passion for the craft of weaving.

As it happened, at the time I was preparing a study, together with Pilar
Borrego', of two mediaeval pieces made of silk with elaborate designs, found
in Carrién de los Condes (Palencia). One of the most striking features of these
fabrics is their size, especially the larger one, the blue - a single, seamless piece
of cloth, measuring 140 cm long and 271 cm wide.

Pieces which today surprise us because of their size? are kept in museums all
over the world, but there is no clear explanation of how they were made, or what
kind of loom was used. As a weaver, imagining how these exceptional pieces
were woven has always fascinated me and has been one of my main research
areas for a long time.

As I explored the published literature, I saw that a type of loom reported in
Iran in the early 1960s might prove to be the answer to the question. It was this
finding that spurred me on to travel to Iran in order to see this loom for myself.

Now, together with Kaya Kikuchi Munakata, who in the second part of this
article describes the project she has launched in support of traditional Iranian
weavers, I take pleasure in presenting this text. The idea of the article is not to
go into great technical detail about the pieces and processes (a description of
that kind would be better suited to a more specialized magazine) but to offer a
token of appreciation and respect for all the weavers I met there, artisans who
still today work with traditional techniques, and who always welcomed me with
a broad smile and a good cup of chai (tea).
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St Zoilus fabrics, Carrion de los Condes (©Centro
de Conservacion y Restauracion de Bienes
Culturales de Castilla-Ledn). See detail.
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Not just carpets

Iran has always been acknowledged as the largest producer of quality carpets in
the world. Persian rugs have been a major element of the country’s exports; both
humble and luxurious pieces adorn the walls and floors of nomad tents, urban
and rural homes, mosques and palaces. Rugs can be found everywhere - from
the remotest corner of Iran to the world’s most prestigious museums.

But other craft fabrics are also produced in Iran today and in fact are as old
as the well-known traditional carpets. Inside the rich Iranian textile tradition
we also find simpler, more practical creations, produced on a smaller scale for
everyday use.

Kaarbafi, daraibafi, shaarbafi ... are the names of some of them. Kaarbafi is
a plain cotton weave, usually with only a few colours. They have been woven
for over a thousand years by Iranian women who pass on their designs from
generation to generation. Kaar means “work” and bafi means “weaving”, so the
word kaarbafi reflects the fact that weaving has always been among the main
tasks of women in the home. Traditionally this fabric has been used to make
bedspreads, tablecloths, napkins, table mats, and so on.
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Daraibafi fabric detail (© JMJI).
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Darai means reserve dyeing (ikat). In this process, the warp threads are tied
before dyeing to achieve a variety of colours for each thread. This technique is
known and practised in many other countries, but in Iran it is performed only
by men, in the city of Yadz, on the edge of the desert. It has been in use for
about 400 years.

In Kashan, in Isfahan province, shaarbafi fabrics are woven. Shaar means
“very fine hair”, and the fabric that receives this name is made with very fine
silk or cotton to ensure a smooth, light texture. Woven by men, it may be in one
or many colours, and often with stripes. Like kaarbafi, it may be a plain weave
fabric or also twill.

Other fabrics such as termeh and zaribafi are much more elaborate, and bear
figurative designs such as certain kinds of velvets. Zaribafi always works with
a gold thread weft (zari) creating complicated compositions. And we shouldn’t
forget the fabrics printed with hand-carved wooden moulds.

Looms and weavers

It is wonderful to see how these fabrics are produced today. Created on
handlooms with pedals, some of them date back to the models reproduced in
antique miniatures or listed in documents. An example is the “pit loom”, for
instance, the weaver sits next to a pit dug in the ground, on top of which the
harness is placed with the heddles and the pedals attached to them hang down
into the pit. The kaarbafi fabric, always made by women, is usually produced on
this type of loom.
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Daraibafi and shaarbafi are also made on simple wooden looms, with four
heddles and pedals usually driven by a pulley system. None of these looms
have a warp beam; the warp is picked up by groups, making several “balls”, or
with the thread rolled around large spindles, hanging from a structure behind
it. This is an interesting way to set up many metres of warp thread in the loom
while maintaining good tension and providing an ideal shed opening.

For more elaborate fabrics, two people are needed. A weaver’s assistant,
sitting on a structure above the loom, holds the warp threads up with a
complex system of drawstrings. In this system, the fabric pattern is, so to speak,
“memorized” and can be repeated cyclically. The weaver operates the pedals
to create the ground fabric and simultaneously passes the different shuttles,
made of walnut wood, with the wefts of different colours that correspond to
the pattern. To open the shed better, the weaver uses two big wooden wedges,
inserted between the strings that raise the warp.

All the wefts go from edge to edge of the fabric and the fabric has two warps:
one that maintains the cohesion of the fabric and the other that ties the wefts
in a twill pattern. The weave is samite®, and this is the same system as was used
to make many of the silk fabrics of mediaeval times. This loom, today called a
drawloom, is still in use throughout the Middle East and India, and the width
of the fabrics is usually around 80 cm.

But which loom was made to make the large pieces? In the end I found it;
it turned out to be a totally different type of loom from any I had seen so far.
An amalgam between a vertical two bar loom and a horitzontal heddle loom,
its wooden structure may measure more than three metres wide. It is called a
zilu loom because it is used to weave a kind of prayer mat that bears this name,
traditionally made in white and blue cotton.
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Warp threads set up in the loom (© Silvia Saladrigas Cheng).
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This loom does not have a comb, and there are two warps and two wefts,
which make what today we call taqueté*. Two “heddles” with a system similar to
Chinese looms, separate the warp threads and make the structure of the fabric,
and a series of strings cross-sectional to the warp located above of them, going
from end to end of the loom serve to open the shed for the pattern, which is
usually geometrical.

In this loom, the strings are operated directly by the weaver who uses some
large wooden hooks that keep the threads open to the passage of the weft, and
unlike the drawloom, there is no system to memorize the pattern. Some years
ago, an assistant weaver would have participated, opening the threads and
moving the weft. But fewer and fewer people are taking up weaving. The work
involves a long apprenticeship and is very hard; and not many young people
today are interested in it.

Could this zilu loom be connected in some way to the Carrién de los Condes
fabric? It’s possible. We can imagine the same structure, maintaining its great
width and another kind of assembly similar to the horizontal drawloom,
perhaps with one or two assistants to open the shed for the pattern weft to pass
.... we might also imagine a horizontal loom similar to the one used now, but
changing the sizes and with more than one assistant helping to make the fabric.
At the moment these are only hypotheses; we need to look much further before
we can make any conclusive statements.
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Detail of the zilu loom
(©Silvia Saladrigas Cheng).

Detail of zilu carpet
(©Silvia Saladrigas Cheng).
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What is true is that the numbers of weavers who master these skills are

falling, and they’re all growing older. It is vital to publicize their work while
there is still time; this is why projects such as the one promoted by Kaya
Kikuchi Munakata deserve all our support.

Kaya’'s Experience Supporting Weavers: the Project with JMJI

My name is Kaya Kikuchi Munakata, and my first encounter with traditional
Iranian hand-woven textiles was at an exhibition at Tehran’s Baagh Muze
(Garden Museum), organized by the International Institute of Jam-e Miras-e
Jahan (JMJI) in May 2013. The exhibits included a variety of Iranian hand-
woven textiles besides Persian carpets and amazed visitors with their versatile
beauty, their simplicity and practicality, and the warmth that the artisans had
woven into them. JMJI is a private Tehran-based organization whose main
activities include running workshops on Iranian heritage and culture for
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children and preserving traditional Iranian weaving arts. In the latter area, they
have been supporting female kaarbafi weavers in a small town called Meybod
in the outskirts of Yazd by supplying cotton threads and repairing worn-out
handlooms.

In 2011, JMJI launched its own textile brand named “Sidaar”. “Si” means
“thirty” and “daar” “handloom” in Persian, and the name reflects the fact that
there were originally thirty kinds of hand-woven textiles in Iran in addition to
Persian carpets, though some of them unfortunately have already disappeared.
Since Sidaar’s launch, JMJT has been actively working on preserving Iranian
hand-woven textiles — not only kaarbafi, but also daraibafi, shaarbafi, the
Iranian silk brocade zaribafi, and sheep and camel wool fabrics as well. They
established a sustainable production cycle in which they work with weavers
to create textile products adding modern design that will appeal to a wider
customer base in Tehran; they also donate part of the profits to the weavers to
enable them to keep weaving for Sidaar and possibly to achieve a stable income.

Eventually, I wondered why these Iranian hand-woven textiles had
never really become known outside Iran. I felt that they deserved as much
international recognition as the already famous Persian carpets. After some
observation, I came to the conclusion that Iran had been isolated from
international communities politically and economically, and that this isolation
had had a serious effect on the country’s commercial and cultural activity. First
of all, since the West imposed economic sanctions and limitations on political
and diplomatic relationships on Iran in 2006, the flow of products, visitors
and cultural exchange to and from the country has stagnated. Secondly, it is
extremely difficult for Iranians to obtain visas to travel overseas. In addition,
the information available in the media is also limited so it is very difficult for
them to exchange information with abroad.

In spite of all these problems, I still strongly believe that traditional Iranian
hand-woven textiles should be recognized internationally by a wider audience
outside Iran. JMJI and I discussed possible ways in which I could help these
Iranian textile arts to gain global recognition. We agreed that I would take
charge of introducing them outside Iran through charity exhibitions and sales,
as I was a non-Iranian national living in Tehran and the limitations on travel
and other things would not greatly affect me. The reason why we chose charity
was that it resonated with JM]JT’s sustainable production cycle to support
weavers and to preserve their textile arts.
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The Tokyo Exhibition

My first charity exhibition of Iranian hand-woven textiles was held in Tokyo on
a summer weekend in 2014. The venue was a gallery located in a high-end area
of the city called Jiyugaoka, where visitors and residents are generally keen to
lead a quality lifestyle with creative, original home products. A range of Iranian
textiles including kaarbafi, daraibafi and shaarbafi, mainly scarves, along

with two models of tablecloths and dish cloths, were exhibited and available

for purchase. I had promised JMJI to donate all the profits to the Iranian
hand-woven textile industry which they support. Visitors including adults,
students, teenagers and passers-by showed up to see Iranian textiles other than
Persian carpets for the first time, and to learn about the textiles and artisans

by examining the exhibits, the pamphlets, photos and videos introducing the
background of the textiles and artisans, and by listening to my experiences in
Iran and with Iranian textile arts.

The Barcelona Exhibition

Silvia Saladrigas Cheng, the CDMT’s textile documentation specialist who has
personal ties with textile artisans in Iran, offered me the opportunity to hold
another charity show in Barcelona. Thanks to Silvia’s passion for supporting
her artisan friends in Iran, she and I co-hosted our charity exhibition at Taller
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Textil Teranyina, near the Ramblas in the city centre, in December 2014. The
owner of the venue, Teresa Rosa Aguayo, who is an active weaving artist,
supported our cause and kindly provided space in her studio for our exhibition
and sales. A similar range of textiles to the Tokyo exhibition was presented,
along with audio-visual information on the background of the textiles and
weavers. In contrast to the Tokyo exhibition, although most of the visitors were
seeing Iranian textiles for the first time, they were either textile experts, weavers
or students learning weaving. Once again, I decided to donate the profits to the
Iranian textile industry through JMJI, with Silvia’s and Teresa’s approval.

Effort to Create Sustainable Development

Ever since the Tokyo exhibition, JMJI and I have been discussing how we can
support the Iranian textile industry in a meaningful way in which the profits
will be used to the fullest. As our primary objective is to support the industry
for sustainable development, I insisted the profits should be given to a project
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Warp threads for daraibafiin
the new looms of Hameed
Falahi workshop (© Kaya Kikuchi
Munakata).
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that is not just temporary but continuous, looking towards the future. After
careful consideration, we decided to focus on training prospective weavers who
will take over textile arts in the years to come.

JMJT introduced me to a young daraibafi weaver in his late twenties named
Hameed Falahi, from the only daraibafi artisan family based in Yazd. Hameed
has been preparing to open a weaving training centre where he plans to teach
young prospective weavers. He wants to save his family’s tradition of daraibafi
from disappearing, and also to create job opportunities in his community.
JMJI and I found Hameed’s personal but also social project quite sustainable
and contributed by using the profits from the Tokyo exhibition to buy three
handlooms for his training centre. We visited Yazd to check upon our
handlooms and his centre-to-be in January 2015.

Although JMJI and I acknowledge that Hameed’s project has made
significant steps forward with our donation, we have to admit that there are still
more issues that we need to define as the project progresses. For example, what
kind of people should Hameed be teaching? How can trainees be motivated
so that they will become weavers in the future for sure? Where or for whom
will trainees will be working as weavers after completing the course? I have a
responsibility to provide continuous support to Hameed along with JMJI, and
I need to come up with a meaningful way of donating the Barcelona profits so
that they can be used to encourage his success.

To conclude this report of my project of supporting Iranian textile arts
sustainably in collaboration with JMJI, Hameed Falahi, Silvia Saladrigas
Cheng, and Teresa Rosa Aguayo, the main point is that we need to encourage
the most effective way of ensuring that artisans’ traditional values, knowledge
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and skills are respected and maintained. In addition, we need to prioritize
training in order to increase the number of weavers. Furthermore, I believe
the Iranian textile industry also needs new visions to add commercial value to
their traditional products which will bring in the income it needs to keep on
going. In any case, I am determined to gain international recognition for these
beautiful Iranian textile arts through fund-raising exhibitions, mainly outside
Iran, and to devote the profits to achieving sustainable development for the
Iranian textile industry. e
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An ancestral tradition

Catamarca: the blows of the battens resound in the courtyards, tireless hands
slide the fabric to form the fabric under the vines, the galleries or the branches
of the trees. The pedals of the creole loom accompany the rhythm with the rise
and fall of the heddles. The weaver applies the knowledge of two traditions: the
American and the European.

The European village loom with two or four heddles brought by the Jesuits and
the early Spanish settlers was adapted for use in these earthen courtyards. The
new creation was made of posts of local wood, and in place of combs the Andean
heritage contributed the battens of hard, smooth wood that adjusted the shots of
weft to create a compact, even fabric. These battens are the legacy passed on by
grandmothers and mothers to their daughters, who treasure them and use them
to continue something that is not just a tradition, but a lifestyle.

Catamarca is a province with a vast tangible and intangible heritage, but this
heritage is often little known or undervalued. From an archaeological point of
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and awards. She has published
articles in academic journals
and specialist magazines
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view, the territory was home to the most representative pre-Hispanic cultures

of our country, particularly those who were part of the “period of regional
integration of the North-west of Argentina” (Pérez Gollan 1991). This period
was characterized by a political organization based on chieftainships and a
trading model; by agriculture and livestock farming, and caravan life; the use

of productive resources in permanent settlements; and the use of material and
symbolic elements integrated into the surrounding area (Pérez Gollan and
Heredia 1991; Dillehay and Nuiiez, 1988). These societies were “centres of power
administered information or knowledge and the circulation of luxury and utility
goods” (Tartusi and Nuiiez Regueiro, 1993).

To interpret the development of these communities, Alberto Rex Gonzalez
divided their development into three stages — early, middle and late — which
spanned around 1500 years, until the invasions of the Incas and later the
Spaniards.

However, few archaeological textile pieces have come down to us, if we think of
the vast amounts of ceramics, metals and stones which represent findings of great
aesthetic value and display the technical mastery characteristic of the different
historical periods. Because of the climate and the extreme fragility of the fibres
(readily decomposable organic materials) only fragments of textiles found in very
dry areas have survived. According to the researcher Ruth Corcuera (2006) some
of these pieces are not from the province of Catamarca, although some fabrics
of the Aguada culture (sixteenth and seventeenth centuries AD) were found in
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Lorohuasi near the town of Fiambala. Other pieces, all belonging to the Aguada
culture, were found in Angualasto, in the present-day province of San Juan, and in
San Pedro de Atacama in the north of Chile. These are fabrics made with camelid
fibres, made with weft face or warp face techniques.

In the first case, the densest element is the weft, and the colours that are
inserted are the ones that delimit the motif seen in the fabric; in the second case,
the thickest element is the warp, and so the design appears in accordance with
the arrangement of colours in the fabric structure. Complex forms of making
patterns are found with this technique, such as discontinuous warps which
change colour along their length creating blocks of colour in the design. Another
popular technique was “reserve dyeing”; sometimes performed on the already
woven garment: the areas to be protected from the dye were tied with thread, or
the warps were tied and extended on the beams of the loom (a technique known
in other parts of the world as ikat). Others are fabrics with double warp and
patterns on both sides, pieces of basketry combined with wrapping warps. This
combination of textiles and basketry techniques, using plant and animal fibres,
was applied on pieces which the locals called tipas or grain sieves, and until the
early twentieth century they continued to be made and used. The small museum in
Fiambald displays garments that were associated with two mummies in Lorohuasi,
in which tipas bearing colourful Aguada motifs can be seen. An unku, a jacket or
poncho, with geometric motifs, made in weft face is particularly interesting.

A constant feature of Catamarca fabrics over the years is the skill with which the
spinners created yarns from different raw materials such as wool, cotton, llama,
vicufia and even wild silk. The yarns are made in the pre-Hispanic fashion with
spindle and disc, or in the European fashion with a wheel.

With the passage of time, European or Arabic traditions have merged with
original textile techniques. Sometimes they have replaced them, but in general
they have given rise to distinctive Creole styles.

Let’s look at modern-day production in more detail. Ponchos, blankets, pullos,
peleros, tapestries, shawls, ties, and other garments are made with the simplicity
and luxury of the noblest fibres in their natural colours or adorned with geometric
calchaqui motifs such as the jaguar or the snake, or creole motifs with flowers and
birds that show the influence of the East and the trade routes of Antiquity.

This priceless heritage is the material expression of a culture of a people, the
result of the fusion of cultures that has been passed down orally from generation
to generation. Sadly, it now runs the risk of extinction.

As in all arts and crafts, expert weavers are for the most part very elderly. Only
rarely have their children decided to keep this craft legacy alive. With limited
prospects in the countryside, the youth prefer to migrate to the big cities in order
to get any kind of job that provides a monthly salary.
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El Chango Real loom, owned
by Demetrio and Susana Gémez,
in Belén.
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Testimony

The Department of Belén, in the north of the province, is one of the most
prolific areas of Catamarca crafts. Its inhabitants claim that it is the birthplace
of the poncho. The truth is that this pre-Columbian garment, which actually
predates the Incas, has always been produced in large numbers in Belén and the
quality and variety are renowned.

Belén was home to several flourishing pre-Hispanic cultures: Condorhuasi,
Aguada, Belén, and finally Inca. The traces of these cultures can be seen
everywhere, but perhaps the mark of the Incas on the architecture of the
Shincal near Londres is the most striking. Although archaeologists have named
an area inside Shincal “the house of textiles”, there are no fragments of fabrics
there, or in the site museum. Textiles, always silent, were initially overlooked by
the archaeologists; this may be another reason why so few textile remains have
come down to us.

In the Andean world, then, textiles were highly valued, but the first
Spaniards who arrived with the conquest largely ignored them. Textiles had
many functions (for instance, they were used to pay taxes) and, because of
their ease of transport they might even be used to create banners or tents, or
as clothing expressing a particular message. The Incas were well aware of their
value and stipulated strict dress codes with respect to the use of colour and the
distribution of motifs in the design of woven garments. The conquistadors were
more interested in gold and other precious metals than in textiles; but once
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Ramon Baigorria, Belén.
Fabric dyed with natural
dyestuffs.
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established, the early settlers began to value what they called “the wools of the
earth”, and they admired the spinning and weaving skills of the native peoples.
The sea trade routes from the Pacific and the Atlantic brought to America goods
such as Eastern silks and other kinds of linen and cotton from Europe, but they
were very costly and did not arrive in sufficient quantities to supply the local
market.

When the first mills were installed, the priests took on native labour to
manufacture fabrics. These pieces were made on European looms and were then
cut to make clothes. For their part, the indigenous population used backstrap
looms; according to the Andean tradition the fabric should not be cut, which
limited the type of garment that could be made.

Since the sixteenth century, with corvee labour systems such as the mita
and the encomienda, trade in textiles, especially cotton spun and woven by
indigenous women, was a thriving business. In Catamarca cotton came to be
used as currency; in 1684 the council of the province declared it to be a better
currency even than metal, as Corcuera notes:

“By 1778, the weaving industry was fully established. In the
production of cotton, the natural skill of the women, who had
been spinners, went hand in hand with the impulse given by the
Jesuits on their estate in Alpatauca. In cotton, camelid and sheep’s
wool, cottage industries created a tradition that has endured

until today. It was so popular that even the clergy wore these long
black bayetones and the lay people white or coloured versions

of the same garment. Moreover, the use of horses and ease of
transporting textiles meant that the production of ponchos, pellones
and encimeras were among the major rural industries of the age”
(Corcuera, 2006, p 60).

TEXTILE ART AND TRADITION IN THE PROVINCE OF CATAMARCA, NORTHWEST ARGENTINA


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

Datatéxtil 32

26

OPEN SOURCE LANGUAGE VERSION > ESPANOL

Catamarca textile traditions intermingled with life itself, the people and the
land; it is said that forty years ago in Barranca Larga, in the Department of
Belén, the making of a pullo required a process with a strong magical element,
in which mothers guided their daughters. First, the yarn was prepared in a
particular way; the type of twist, the way it was spun, and its width were all
specified. It had to be done at a specific time, in conjunction with the sacred
map of the stars. The number of threads was not random either, and the colours
represented an encrypted universe. Time was of no importance; each piece was
unique, as was the person to whom it was dedicated.

“Since the dawn of culture, through its desire to protect and
provide, the fabric has been part of the emotional and the female
worlds” (Corcuera, 2006, p.11)

In conversation, the author said that Argentina lacks the tradition of markets
found in other countries in Latin America. The fabrics were made for someone
dear - a family member, close friend. The creator thought of the person as she
wove. Sometimes, out of necessity, pieces might be exchanged for other goods.

However, for many years the production of handmade textiles helped men
and women to support their families, send their children to school, and made
them proud to be able to earn a decent living from their work, which was
generally made to order. This knowledge was transmitted within the family,
and often several members took on different roles in the preparation of the
raw material, the spinning, and the weaving. Large looms for making pullos
(compact, heavy bed clothes) might cover several metres, an entire patio, and
two people would weave together to be able to handle the heavy battens along
the width of the fabric.

As mentioned above, in Belén and in many small villages in the department
the fabrics are of a very high quality and present an unmistakeable style. The
pieces are now made on creole looms with two or four heddles. All the weavers
have their own distinctive styles, in terms of the material used, the natural
colours of the camelid fibres or wool, the range of colours obtained with
natural dyes, the techniques of the weaves like birdseye, ladder, and stripes,
but the common features are the fineness of the yarn hand-spun on a spindle
or spinning wheel, the beautiful finishing of the fabrics and the high density
of the threads. The ponchos known as belichos (from the name of the town,
Belén) are masterpieces that contain the essence of the creole tradition, with
its pre-Columbian and European elements, and proudly display the identity of
Catamarca people.
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Ponchos woven by Demetrio
and Susana Gémez. Pure vicuna
and llama fibre with birdseye
design.
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Londres, in the province of Catamarca, is one of the oldest cities in the
country. It was the second city founded by the Spanish in what is now
Argentina, and was named in 1558 in honour of the birthplace of Queen Mary
Tudor, wife of King Philip II of Spain. Here tie-dyed ponchos are made, with
geometric patterns of varying complexity. The stripes are obtained with the
tie-dye method, tying together the threads of the base colour, usually écru or
light brown, into groups forming a symmetrical pattern inside a band, when
the warp is arranged on the beam and the fabric’s density has already been
determined. Then the warp beam is removed and the threads are exposed to
the dye which is heated in a pot and fixed to the mordant. Once the dyeing is
finished, the beams are reinserted in the loom and, when dry, the knots (of
which there may be hundreds) are untied, revealing the resulting motif. As the
density of the threads in the warp is greater, the figure created by the tie-dyeing
stands out on the face of the fabric, as the weft, which is of a single plain colour,
remains hidden.
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Selva Diaz's workshop, Londres,
Catamarca. Warp for ikat ponchos.

Selva dyeing.
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Aldacira Flores de Andrada,
of Tinogasta, with her niece.
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In Antofagasta de la Sierra, besides garments made on the loom, there are
others which are knitted with two or five needles. With a more rustic look,
they are often used by the inhabitants to combat the cold winters and extreme
temperatures of the Puna. The fabrics are carded to give them an appearance
similar to an animal skin and to provide more heat. For the carding, dry
thistles are inserted into a cane or rod; tied together, they raise up the fibre of
the llama hair, stretching it and achieving a velvety, smooth, shiny surface. The
knitted fabrics do not date from pre-Hispanic times (although in some burial
sites in the Andes knitted fabrics made with techniques of Amazonian origin
have been found), but were introduced by the Spaniards. It is believed that they
were brought to Spain by the Arabs and then spread to the rest of Europe.

In Tinogasta, in the northwest of the province of Catamarca, lives Dofa
Aldacira, a recognized master weaver who is 90 years old. The work of this
creative, incessant perfectionist represents the perfect balance between the pre-
Hispanic and Spanish traditions. Her huge blankets woven and embroidered
with the exquisite floral delicacy of a Manila shawl, but made with wool from
sheep or camelids, are created from memory, without the use of a pattern; the
symmetrical plant designs exist only in the mind of the weaver. The sides of the
pieces end in large macrame fringes, a technique of Moorish origin which was
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Bedspread woven by Aldacira
Flores de Andrada, of Tinogasta.
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very common in southern Spain. Aldacira says that the motifs for the fringes
are suggested by the materials themselves and by the mood of the moment; in
her own words, it is a work of repentance.

In Fiambala, near Tinogasta, we still find fabric with weft faces and geometric
patterns very similar to those found in the Lorohuasi mummies, but with a
different range of colours. In place of the harmonious lands of the past, vibrant
colours burst out, expressing the joy of the only hands that still master this
ancient technique.

Santa Maria, in the Calchaqui valleys, is a land of weavers, where brave
warriors resisted the Inca invasion until 1480 and left a legacy that can still
be admired today in the tapestries made by its inhabitants - men and women
dedicated to weaving. The town’s population is mestizo but the indigenous
influence is still strong. The calchaqui legacy includes symbols like the serpent,
the jaguar, the suri and the condor, and countless geometrized motifs deriving
from them.

While many of the motifs have come down to the present through
representations on other substrates such as ceramic or stone, the weavers
of Santa Maria have honoured their memory in their fabrics. The tapestry
technique reached its greatest development during the pre-Columbian cultures
of Tiahuanaco (200-1000 AD) and Huari (700-1200 AD).
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“In the tapestry technique, the warp is the passive element and is
hidden by the weft. The weft plays the active role and is visible on
both sides of the fabric. The warp yarns are placed further apart
than those of the weft and are thicker, allowing the weft, much finer
and thinner, to slide more easily between the warp threads. The
density of weft yarns is much greater than that of the warp yarns

... the tapestry is identical on both faces. The particularity of the
tapestry is that the weft does not cross the entire width of the fabric
continuously, but several weft threads, of different colours, cover
various sectors of the warp .... “(Gisbert, 1988 p.39-40)

Near San Fernando del Valle de Catamarca, the provincial capital, after crossing
the Portezuelo slope which immortalized the traditional dance the zamba, is
the Sierra of Ancasti. From here comes a wild silk known as coyoyo. Mountain
silk, or purucha as it is also called, is obtained from the chrysalis of a butterfly
of the Saturniidae family, Rothschildia genus, which nests in shrubs such as
ancoche, afato or tinajera. Ruth Corcuera pioneered research into this precious
material which she remembered from references in her childhood, since her
father’s family was from Catamarca.

Hardly anything was known about this silk until the early 1990s. Ruth
Corcuera began to explore the matter after the finding of a silk poncho which
she included in her book “Ponchos de las tierras del Plata”. The caterpillar that
produces these cocoons feeds on the leaves of the trees in the forest and can
grow to 8 cm. when it begins to produce the thread that will form the cocoon
in droplets measuring about 5 cm. The colour of the silk varies according to
the type of plant on which the insect feeds; the philologist Elsa Gémez, cited
by Corcuera in her study, reports that the silk is light brown if the insect feeds
on tinajera; more greenish brown if it feeds on ancoche; yellower in the case
of afato, reddish brown in the case of piquillin; brown in the case of churqui,
dark brown with clavilo, light grey with alamo and white with lechillo. Since
pre-Columbine times, mountain silk has been carefully spun on small spindles
made of bone or wood. Girls learn the craft of spinning this silk at a very early
age, but today hardly any practitioners remain who are able to spin and weave
coyoyo silk.

The cocoons must be collected by hand in the summer. This arduous work
is usually dome by children, as their hands are small and soft. The cocoons are
then stored in bags and boiled with bleach or ash. In this procedure it is not
always necessary for the pupa to be inside. The cocoons are softened by the
action of hot water which breaks down the sericin that keeps them compact,
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Bedspread woven by Aldacira

Flores de Andrada, of Tinogasta.
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until they flake off; they are then rinsed and left to dry. The strands of filament
are rolled around the spinner’s wrist and, with the aid of spindle and the

disc, she gives them the torsion required. The artisans Corcuera interviewed
explained that the thick yarn is used to make quilts and ponchos, and is
sometimes mixed with cotton yarns in the warp, but if the thread is thin it

is used to make shawls, scarves or blankets, similar to those made of vicufia;
small items such as blankets and baby clothes are also made. As this material is
so fine, a large number of cocoons are needed to weave a garment; around five
hundred to make a poncho, say the weavers. Ponchos are usually woven using a
warp face technique, with two-ply twisted yarns; the silk tends to be used in its
natural colour, similar to the vicufa, or its tonal variations. Coloured threads
are very rarely applied.

The Museum of Lujan in Buenos Aires displays several silk ponchos which
belonged to leading figures in the country’s history.

Today, just two or three artisans continue the tradition of spinning Ancasti
silk. Attempts have been made to encourage girls to learn these techniques, but
even though the work is well paid, it is a very complex task that requires a great
deal of patience and dedication and, above all, a profound love of the craft.
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Heritage

The textile art of Catamarca has always been refined, silent, and discreet. In

this way it is like its creators who, with their great wisdom, aesthetic instinct
and their feeling for the nature that surrounds them, have managed to convey
their sense of belonging to their land. Preserving the dreams of their ancestors

- Indians, Spaniards and Arabs - they created the creole identity, able to
withstand drought, dust, war and looting, and wove and embroidered the secrets
of the Daiguita-Calchaqui cosmovision or the lost paradise of the old world.

In the days before colonization, the Argentinian north-west was a cultural
and commercial bridge between the Puna and Chaco, between the Pacific and
the Amazon, as evidenced by archaeological finds and the Inca trails that still
survive. Catamarca remained a bridge between cultures: the colourful Chinese
embroidered flowers of its shawls which turned the wools of the land into the
bedspreads of Tinogasta, the fashioned fringes of Moorish Andalusia, and the
mountain silk and vicufia that created shawls and mantillas for the devout
ladies of the Virgen del Valle are all testimony to this tradition.

This heritage, the guardian of knowledge, is in grave risk today. The
transculturation produced by the mass media, the few opportunities that
artisans in rural areas have to obtain fair prices for their work, and the difficulty
of accessing the rest of the province means that, with very few exceptions, the
new generations are abandoning the work undertaken by their ancestors. Those
who value this tradition will be the privileged owners of a unique knowledge and
also have the task of transmitting it to the rest of society. In the academic world
we can study and document this heritage, but it is up to the people themselves to
keep it alive and make it theirs.
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1 Llibre d’or de la col-leccié
de teixits antics Vifias (the
Golden Book of the Vifias
collection of antique fabrics,
unpublished), introduction by
Ricard Vinas, Barcelona, 1949.
2 They owned the cotton
and textiles firm Fabricas
Vinas, S.A in Balsareny, in the
colonia of Santa Cecilia.

3 He also collected books,
ceramics, and glass.

4 Llibre d’or: “The inclination
for collecting must have been
inherent in me, since from
childhood I had this obsession
(..)” p-l.

5 Llibredor.

6 Unpublished material
preserved in the archives of
the CDMT, Terrassa, and

in the Design Museum of
Barcelona.
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The Ricard Vinas Geis fabrics
collection at the CDMT:

a lesson in cataloguing

by SfLviA CARBONELL BASTE
Photographs: ©CDMT, Quico ORTEGA

All collections are of interest, but I do not think that any other kind is the equal,
from either a historical or an artistic point of view, of a fabrics collection ...
because fabrics come into contact with man more than any other collectible item,
accompanying him from his birth until his death.!

Ricard Vifas, 1949

Ricard Vifas i Geis (Rubi 1893 - Barcelona 1982), the son of a textile
manufacturer, studied at the School of Commerce in Barcelona and completed
his studies in England with the intention of carrying on the family cotton firm?.
But already very early in his life he showed himself to be more interested in
culture and patronage than in business, and over his lifetime he amassed not
just one collection, but several’. The most significant of them, without a doubt,
was his collection of fabrics, which is also the only one that has been preserved
in its entirety.

From a very young age Vifias was a collector of great sensitivity, impulsive,
with an innate sense of his vocation. As he himself explained, he looked for
pieces of artistic value and loved to admire his acquisitions*. But the perhaps
the feature that sets his collection apart from others of the time is the fact that it
was systematically catalogued.

Vifas himself recalls® that when he realized how many fabrics he had
accumulated he decided to embark on the cataloguing and conservation of the
collection. Thanks, probably, to the need to have the collections ordered and
the desire to monitor the costs invested, we now have a number of notebooks
with hand-written notes and typewritten documents that tell us a great deal
about Ricard Vifias’s character, and provide us with highly reliable information
regarding the origin of the fabrics, the prices paid, the names of the restorers
who worked for him, their salaries and other details regarding the expansion of
the collection and its organization in rooms and display cases in his house. We
also know the names of the people who helped him to order and catalogue the
fabrics®.
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Fragment of a cloth of aresta, in
silk and metal thread. From the
monastery of Graeces. Twelfth-
thirteenth centuries. CDMT 5980.
Acquired from Victor Torres.

7 In possession of the family.
8 Pilar Tomas was later in
charge of the textile collection
of the Art Museums of
Barcelona.
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Also part of this legacy is the Llibre d’or de la col-leccié de teixits Vifias’,
where he describes how he started his collection and in which Josep Gudiol
i Ricard (Vic, 1904-Barcelona, 1985), university professor and director of the
Amatller Institute of Hispanic Art, explains how the fabrics were catalogued
and stored in closets. So this is the first private Catalan textile collection to
have reached a museum already catalogued, numbered, photographed and
documented.

In the first pages of the Llibre d’'or, bound by Emili Brugalla in 1950, Vinas
detailed how he had gradually acquired the textiles until, one day, he realized the
importance of the material gathered. He had begun with a few pieces, without
any clear idea of creating a fabrics collection, but on seeing how it had grown,
he decided that the textiles required systematic cataloguing. In early 1947, his
friend Gudiol offered to help him sort and catalogue it together with Pilar Tomas
Farell®, who worked with him at the Amatller Institute. Together, the three
devised a system of presentation on wooden frames that was very innovative
at the time, the premise being that the fabrics should not be put in frames like
gallery exhibits, because this would decrease their educational purpose; they
should also be kept away from light and dust, and inappropriate handling should
be avoided. The only pieces that were not included were the rugs, which were
placed on the floor of the cabinets, and others of unusual size such as a frontal
from Toledo, two capes, a chasuble and three extremely wide pieces.

A typed document preserved in the archive of Design Museum of Barcelona
records that in April 1948 the collection included 1080 samples, of which only
the first 382 were classified. We see at once that Vifias had begun to organize
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Fragment of a fabric made of

silk and gold and metallic thread,
from the cover of the coffin of
Enrique I. From the monastery of
Las Huelgas. Twelfth-thirteenth
centuries. COMT 6148. Acquired
from Victor Torres.
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collections of duplicates which he sold to other organizations or even to
private individuals. On 31 December 1954, the collection totalled 2,515 fabrics
(Coptic, Peruvian, Arabic, Byzantine, Andalusian, from Europe, Africa and
Oceania - velvets, brocades, brocatelles, silks, damasks, mixtures, prints, and
reproductions).

This collection, acquired mostly between 1947 and 1957, comprises pieces
from all countries, from the Coptic period until the nineteenth century.
Particularly numerous are the Hispanic, Andalusian, European and Oriental
items. We do not know the total number of pieces because Vifias made at least
two collections. The main one is the one which he sold to Barcelona Provincial
Council in 1957 and which is today preserved at the CDMT. The collection has
2,661 fabrics, which Vinas, with advice from Gudiol and Joan Ainaud Lasarte
(Barcelona, 1919-1995, director of the Art Museums of Barcelona), classified
into thirteen groups:

. Serves Valley (Bronze Age)

. Coptic

. Egyptian-Arabic

. Hispano-Arabic and Moorish
. Moroccan

. Islamic East and Far East

. Indonesia

. Peruvian

. Velvets and brocades, embroidered silks and brocatelles
. Damasks, various, prints

. Rugs

. Embroidery and hand work

. Reproductions
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Fragment of silk and metallic
thread, from Burgo de Osma.
Thirteenth century. CDMT 5972.
Acquired from Victor Torres.

9 The writing is not Vifias’s
or Gudiol’s, which we find in
the Llibre d’or.

10 There are only 18
references to buyers between
nos. 1 and 1944.

11 Llibre d'or.
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At the same time, Vifas also had a collection of fragments from the Far East
bound in twelve volumes in the form of a folding screen and containing
250 samples, mostly from China and Japan, and a collection of braid and
passementerie of some four hundred pieces.

Only rarely do we know where collectors acquire pieces. A great deal of
information is lost along the way, but in the case of Ricard Vifas, thanks to
the handwritten inventory preserved at the CDMT, in many cases we know the
identities of the original owner. We believe that the inventory must have been
written by Pilar Tomas®. The fabrics are numbered from 1 to 2661, and the type of
piece and the date are recorded. Up until n° 1945, the sellers are not consistently
recorded, but from this date onwards this information appears. Among the
sellers were Fortunato Hamu (Tangier), Olive Marcal (Barcelona), Arnaldo
Rosenstingl (Barcelona), Mme Niclause (Paris), Victor Torres (Valladolid), Gaspar
Homar (Barcelona), Jacques Kassapian (Paris), Augusto Malvehy (Barcelona),
Hotel Drouot (Paris), Roure (Vic), Juan Rodriguez-Mora (Cdérdoba), Salvador
Aran (Barcelona), and Forcada antiquarians (Barcelona), among others.

We know that Vifas had a network of important contacts and bought fabrics
in various towns in Catalonia. Like the fine collector he was, he always went
in search of the most valuable pieces, and that he also exchanged many pieces
with his contemporaries. Among his companions in the adventure, there were,
in addition to his wife Josefina Riera Iglesias, who put together a lace collection,
an antiquarian from Vic who accompanied Vifas in this region on his searches,
although we do not know his name (possibly Roure?). Vinas said that he went in
search of fabrics in the Maresme, but that he obtained especially good results in
Barcelona, Tarragona and Reus".

Vifas’s relationship with both the cultural and industrial world both in
Spain and abroad is reflected once again in the Llibre d’or, which contains
one hundred sixty four signatures, some with dedications of people who had
admired his collection: Carreras Candi, Santiago Alcolea, Joan Ainaud, Llorens
Artigas, M. Dali de Bas, Roig Raventos, Dorothy Shepherd, the Abeggs, Coll
Bardolet, Homar and Malvehy.

The restorations

From February 1947 until the sale of the collection in 1957, Pilar Tomas (who
received a fixed salary), Montserrat Boldi Tomas and Dolors and Ma Rosa
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Fragment of a Coptic fabric.
Tapestry technique, wool and linen.

Seventh-eighth centuries. CDMT

5991. Previous owner: A. Indandya.
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12 The Barcelona Design
Museum has three
handwritten notebooks

and some typed documents
referring to the “restoration”
work carried out, and the
costs involved (from 1948

to 1957): hours of work,
materials, and the price of the
pieces. As well as references to
the people already mentioned,
there are also references to
payments to Ma Rosa Bertran,
Montserrat Tous, Maria
Tomas, Magda Vinas and
“apprentices”.

13 Notebooks and typed
documents in the archive

of the Barcelona Design
Museum.

14 In the registry book:
London cotton fabrics for
upholstery and decoration

in 1954, several cloths from
the early twentieth century
and albums with a range of
samples from the twentieth
century (from reg n°. 101.118
to 101.140)
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Noguera Urgellés'? dedicated themselves to unstitching, cutting, adding,
mending and ironing the fabrics, leaving them at a standard size of 110x60 cm.,
thus unifying the sizes of the fabrics in terms of width and length. Once cut

to the desired size, they were sewn onto cotton supports mounted on wooden
racks which were then placed in the cabinets. Sometimes recompositions were
made with the same fabric or a similar one if the piece was not large enough.
Although in some pieces some of the information is lost due to cuts, this is the
first example of a well-organized collection, inventoried, catalogued and stored.
The metal labels with registration numbers sewn onto each piece in some cases
have rusted and caused damage, but they so allow us to identify the pieces,
which is not the case in most collections. We should add that the corresponding
filing cards are kept in files at the CDMT, grouped by registration number on
the one hand and by type on the other. These cards include the name of the
piece, material, technique used, photographs or bibliography and any parallels.

The work of the restorers is recorded in the annual reports and in other
accounting documents®. In the entry for late 1954, for example, we read: a
number of fabrics that had been left behind have been restored and put in place
in the cabinets (...) although not all the corresponding cards have been made. We
have added all the pieces that complement others from the Hamu set from Tanger.
Forty-six Eastern fragments were recovered from the auction at the Hotel Drouot
in Paris.

Of course, restoration policy has changed over the past fifty years, and
certain aspects of the work of the restorers might raise eyebrows today — such as
adding fragments of several collections when it is not clear whether they come
from the same piece. Nevertheless it was thanks to their efforts that the pieces
have been preserved in very good condition, in spite of all the toing and froing.

Of the remaining fragments, we know that there was at least one more
collection, which was until recently in possession of a private individual. And
there were probably other smaller fragments which Vinas donated or sold.
Finally, in 1968 Vifas gave several twentieth-century pieces to the Textile
Museum of Barcelona, now the Design Museum.

Thanks to this systematic work prior to the acquisition of the collection
by the Barcelona Provincial Council, we have a great deal of information on
the pieces that were sold to the Provincial Council and later transferred to
the Provincial Textile Museum in Terrassa. Evidently, photography plays an
important role in identifying the pieces.
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Fragment of bizarre style fabric.
Silk damask, metallic thread
brocade. Italy? First quarter of
eighteenth century. CDMT 6234.
Previous owner: A. Malvehy.
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15 Sempronio. “Tejidos en
vitrina”, Las cosas como
son, Diario de Barcelona, 15
September 1957

16 Folchi Torres, J. “La
coleccion de tejidos antiguos
Ricardo Vinyas Geis,
adquirida por la Diputaciéon
de Barcelona”. Destino, 2
November 1957, p.33.

17 “La coleccién Vinyas”,

Pulso de la ciudad, Revista, n°.

292, 16 -20 November 1957.
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The sale of the collection

In the late 1950s, Ricard Vifias was facing economic difficulties and decided

to sell the textile collection. On 11 December 1956, the Official Gazette of the
Province of Barcelona announced the offer of sale of the collection of fabrics
Vifias at a price of ten million pesetas. A committee of experts declared the
sale of this historical and artistic collection, which included 2,661 fabrics, 250
Eastern samples, 450 passementerie items “of interest to the province”. In terms
of numbers, it was the largest collection accumulated in Catalonia at that time.
It was agreed that the collection should not be broken up - as had happened
with the Francesc Miquel i Badia collection, whose sale to the American
Pierpont Morgan had aroused such criticism in the early twentieth century.

Finally, on 28 June 1957, Barcelona Provincial Council, chaired by the
Marquis de Castell-Florite, approved the acquisition at a final value of
10,240,000 pesetas. On the same day, the proposal to move the collection to the
Biosca Museum in Terrassa was discussed for the first time.

The Barcelona press, initially unaware of the plan to move the collection,
was full of praise for the initiative. Not since the purchase of the Josep Pasco
fabrics collection in 1913, had the museums of Barcelona “acquired one of such
importance”.

Sempronio® praised the collector not only for the fabrics he had accumulated,
but also for his foresight in organizing the cataloguing, and spoke highly of the
textiles library that accompanied it. He recommended that the collection should
form part of the fabrics on display of the first floor of the old building of the
Hospital de la Santa Creu de Barcelona. He was nonetheless aware that Terrassa
had been home to a textile museum since 1946.

On 2 November 1957, Folch i Torres'® wrote: The Provincial Government of
Barcelona has just acquired Catalonia’s most recent collection of antique fabrics,
and perhaps the most important, which is now bound for the museums of the city.

A few days after Folch’s announcement, the weekly magazine Revista noted
the risk that the collection might be sent to Terrassa: What will happen to this
collection? We are well aware that the Biosca Textile Museum in Terrassa has
its eye on this rich collection that would be a worthy addition to its magnificent
stocks: however, as residents of Barcelona, we would stress the crucial importance
of our city as a centre of study, and oppose any provincial decision that would
separate from our treasures the remarkable collections and splendid library, and
their entire catalogue, compiled by the patience and sacrifice of Don Ricardo
Vinyas Geis".
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18 From the end of the
nineteenth century the
museums of Barcelona, led
by the Museums Board, had
acquired several collections
of fabrics: Pompeu Gener,
Golferichs, Homar, Pascd
and Plandiura, among others,
but did not have a venue
exclusively devoted to their
display.
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Barcelona had one of the most important collections in Europe and the
experts were well aware that the arrival of the Vifas collection would extend its
reputation, even though it lacked a museum dedicated specifically to fabrics'®.

The Vinas collection was officially given over to the Provincial Council of
Barcelona on 12, 13 and 14 September 1957 at the Virreina Palace. As the debate
regarding its future ensued, on 25 October 1957 the collection was presented to
the public with a major exhibition at the Virreina Palace, opened by Franco’s
wife, Carmen Polo.

The catalogue of the Coleccion Vinias de tejidos antiguos (the Vifias collection
of antique fabrics), published by the Provincial Council following the purchase,
contained an inventory of all the items. The introduction to the catalogue
stressed the role of the textile industry in Catalonia over the centuries and
noted the importance of the collection as an educational resource for schools.
The purchase coincided exactly with the 50th anniversary of the Barcelona
Museum Board, which strongly approved of the new acquisition and made
plans to preserve it in the museums of the city. Once again, the cooperation
between different government institutions had made possible the purchase of
a textile collection, as had happened years before with the collections of Josep
Pascé and Plandiura. The Board celebrated the fact that its 50th anniversary
coincided with the Vifas purchase.

After the exhibition at the Virreina, and while the discussions regarding the
collection’s new home continued, an agreement between the City Council and
the Provincial Council allowed the collection to be installed in the premises
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Fragment of the reliquary pouch of
Santa Liberada, Siglienza. Lampas,
silk and gold, Cyprus. Twelfth
century. CDMT 6470.

Filing card and photograph
by Ricard Vifas and his team.
CDMT archive.
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19 This is how Pilar Tomas
describes it in a typed
document which traces

the history of the textile
collections of Barcelona, now
preserved in the archives of
the Design Museum.

20 La Vanguardia, 28 June
1958: (...) Sr Clapés, to request
a short period of time to
allow the city of Terrassa to
present an offer to house the
Provincial Textile Museum.
The president replied that

the Provincial Council was
delighted to see the interest
of Terrassa. Josep Clapés

i Targarona was Mayor

of Terrassa between 1955
and1964.

21 Torrella Niubd, Francesc.
El col-leccionisme téxtil a
Catalunya. Inaugural speech
at the Catalan Royal Academy
of Fine Arts of Sant Jordi.
Barcelona, 1987.
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of the old Hospital de la Santa Creu in ¢/ Hospital, 56, on the floor above the
offices of the small museum of antique fabrics®, which was closed to the public.
The collection remained under the custody of the Art Museums of Barcelona.

A few weeks later, at the plenary meeting of the Provincial Council of 27
November 1957, the creation of a provincial textile museum was approved, and
the Biosca Textile Museum in Terrassa was considered to be an ideal candidate.
Probably thanks to the Mayor of Terrassa, Josep Clapés Targarona®, and the
obvious interest of the director of the Biosca Textile Museum Francesc Torrella
Niubd, this museum was chosen to house the Ricard Vinas collection of antique
fabrics. As Francesc Torrella noted, the competition between himself as the
director of the Terrassa Textile Museum and Joan Ainaud Lasarte as director
of the museums of Barcelona put what had until then been a close friendship
under considerable strain®’. As a new building had to be built the pieces were
not transferred until 1968. The building was inaugurated the following year.

In addition to the textiles, Vinas gathered together a considerable volume
of ceramics, paintings and bookplates, and other small collections. But more
important than these were his collection of books, most of them bound by

22 Torrella Niubd, F.
El col-leccionisme textil
a Catalunya.
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23 Aguerri Martinez,
Ascension. La coleccién Lope
de Vega en Madrid. Homenaje
a una amistad: Emilio
Brugalla y Ricard Vifias.
Municipal History Library

of Madrid. Encuadernacion
de Arte. Boletin de la
Asociacion para el Fomento
de la Encuadernacién. N° 18,
Madrid 2001.

24 Typed summary of the
years 1953-1954. Archive

of the Design Museum of
Barcelona.

25 Typed document, Archive
of the Design Museum of
Barcelona.

26 Soler, Joan. Saladrigas,
Silvia. Lart reial d’empaitar
barrets. Textile Museum

and Documentation Centre,
Terrassa, 2008

27 Balaguer, M. “Com
s‘efectua I'inventari d’objectes
dels museus”. Butlleti Museus
d’Art, n° 56, January 1936,
vol. VI, p. 13

28 Folch i Torres, J. “Conversa
sobre la vida privada dels
museus d’art de Barcelona I”.
Butlleti Museus d’Art, n° 64,
September 1936, vol. VI, p.
265
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Emili Brugalla®. In 1954, we know that he was already working on the books

of the Textiles Library*, and although we do not know how many copies it had,
we know that he was putting the book collection in order*. The CDMT received
almost 1200 publications specifically on textile themes, among them some legal
and documentary texts from the sixteenth to the twentieth century which are
considered among the most important collections of legislation in Spain. This
collection, which was digitized between 2005 and 2007, includes the collection
of documents from the fourteenth to the eighteenth centuries and bibliography
(primarily legislation regarding clothing and artisanal and industrial textile
practices)?.

The importance of methodology in cataloguing

This is how the Vifas collection of ancient fabrics became the property of
the Provincial Council in 1957 and was later housed at the Terrassa Textile
Museum, fully labelled with records, photographs and bibliography. In 1936,
Balaguer stressed the importance of establishing a method for inventorying and
cataloguing museum objects with labels, written descriptions and photographs:
one of the most important tasks in the organization of museums is the inventory
and cataloguing of the stocks”’ and warned against the use of adhesive labels in
the numbering system?.

Despite the clear indications of Balaguer and Folch, many museums like
the Terrassa Textile Museum did not systematically catalogue or label their
pieces. Perhaps they were overwhelmed by the accumulation of thousands of
purchases. This situation complicates the identification of collections today.
For example, the collection that Josep Biosca bought from Ignasi Abadal -
containing more than five thousand pieces, and which became the cornerstone
of the Biosca Textile Museum - reached the museum bearing adhesive labels
which over the years had become detached. Thanks to the efforts of Ricard
Vifias and his co-workers over a ten-year period, his collection is far ahead of
the others that have come to us in terms of cataloguing and documentation. e

To find out more about the Vinas fabrics collection,
visit http://imatex.cdmt.es, “Vinas Geis, Ricard”
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Card puncher by trade:
Antoni Bargallo i Pi
and Francesc Pineda i Fortuny

by MONTSERRAT BARGALLO I SANCHEZ

Since the birth of history as a discipline in the eighteenth century, iconographic
and written materials have tended to be seen as the only historical sources. But
today, research also considers oral testimonies, which are part of our intangible
heritage. Materials of this kind might seem to be beyond the remit of the
museum, but donors often have a great deal to say about their bequests, and
many exhibitions are brought to life by the accounts of expert witnesses.

As in all areas of industry, technology in the textile sector has evolved
relentlessly, rendering many trades obsolete. The memory of these trades is
fading. Among the many examples are the “card punchers”, whose testimony is
recorded in the CDMT’s new sound archive. Below is a sample of extracts from
our first interview with Antoni Bargallé and Francesc Pineda, draughtsmen and
card punchers of Jacquard fabrics.

Biographical notes

Antoni Bargall6 i Pi was an only child and was born in Molins de Rei in
October 1935. His father was a farmer and driver, and his mother had a
dressmaking workshop at home and worked for several years for Santaeulalia,
a leading fashion company in Barcelona. Molins de Rei had a mixed economy:
much of the labour force combined growing crops and working in the region’s
textile factories.

Antoni was no exception. In 1949, aged 14, he was taken on by the
Samaranch textile firm and also worked in the fields growing fruit. But he
found time to study at the Industrial School in Barcelona and to learn textile
theory in the classes given by Josep Travaglia, considered one of the experts in
the discipline at the time.

Francesc Pineda’s beginnings were not very different; he was born in ¢/
Torrent de les Flors in Gracia, Barcelona, in November 1934. His father was
a baker and confectioner and his mother was a warper at a tie factory in ¢/
Banyoles. There were four brothers; Jordi, the eldest, also worked in textiles,
for Pafios Margarit in Olesa, and the third, Alex, made career as a clothes
manufacturer. Francesc studied to become a textile industry specialist at the
Industrial School of Barcelona.
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The trade of drawing and punching

Francesc entered the trade a little earlier than Antoni, and tells the story of how
he started:

Francesc: 1 was 17 years old. It was 1952, in March. Which textile course did
I study? I joined Can Ferraté thanks to a neighbour of my uncle (who had
a pastry shop in ¢/ Bonavista). Manel Sicilia, the neighbour, was a veteran
draughtsman and card puncher.

Antoni: The job had a number of names: card punching for patterned fabrics;
card punching for Jacquard, Vincenzi and Verdol systems; card punching for
Jacquard looms, and so on.

Card punching as a trade began with the invention of the Jacquard machine.
But the use of perforated cards for particular functions began before this,
and like most inventions that later become important it is difficult to
establish who truly started it. The fact is that not everyone can punch cards -
it has to be someone with a lot of technical training [...]

Around 1957 I went to work for the Almeda Cardpunching workshop for
Vincenzi system machines. Why only the Vincenzi system? Very simple —

at that time there were very few Jacquard machines, and Verdol machines
hadn’t yet arrived on the scene.
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Jacquard loom in the machines room at the CDMT
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This gives us an idea of the situation of the machines and buildings in
the textile industry. The buildings dated from the late nineteenth and early
twentieth centuries. Many machines were outdated and production systems
were based on “fixed prices” ...

The Jacquard machines had limitations [...] when the punched cards were
sewn together, they were very heavy and difficult to handle. The system was
very awkward and the Jacquard machine could have between 104 and 794
needles. Both the Jacquard and the Vincenzi cards were sewn ... The Vincenzi
system used thinner and smaller cards and the smallest machine had 440
needles. The biggest had 1320. The Verdol system was the one that was most
used because it offered technical advantages regarding capacity and volume,
but it was impossible to make it work well in the weaving rooms of the time ...
the paper was less than ideal and the machines were very sensitive; they had
from 112 to 2688 needles and we didn’t have to sew the cards.

The firms

Francesc: The workshop, as we called it, was in ¢/ Rec Comtal in Barcelona,

the street that goes on from St Pere més baix towards the Arc de Triomf.
Teixits Malvehy and Samaranch had their offices nearby. They were the main
customers, after the defeat at the hands of our dear neighbours from the
peninsula. Mas Lluch was another firm that did card punching.

Nearer Can Ferraté there was an older company, which also punched cards,
can Tarasco. It had another trade name, which I can’t quite recall, I think it
was Ferrer ...

At Can Ferraté there were more than a dozen of us when I joined as an
apprentice. Other apprentices who started after me were Joaquim Acero,
Joan Serda, Jaume Safont and later Merce Sicilia.

Among the older employees, the supervisor was Cisco Dordal, a teacher
at the Industrial School, who taught me a fair amount about the trade. The
trade had an artistic part but the knowledge of the structure of fabrics is
essential too. This is what we call the theory of fabrics.

Mr Dordal taught me specialities like leno weave, velvet, swivel weave and
other less well-known techniques.

Antoni: When I became a card puncher, Mas Lluch was the only firm with

all three systems. Its workshop was on the corner of Consell de Cent and

Sardenya. The others: Ferrer Balaux, also known as Tarascd, in the Plaga de
St Pere, had Jacquard and Vincenzi. Droguet, in the St Pere neighbourhood,
only had Jacquard. Serramilans in Sabadell also had Jacquard and Vincenzi.
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At that time a large number of small punching machines appeared which
we called “pianos”. The firm that made the Riiti looms made a lot of them
and marketed them at a good price.

A Catalan company named Crysa, in ¢/ Alegre de Dalt, owned by a
gentleman called Ramon Sala Melero, made copies, which soon mad their
way into the small factories and workshops. Previously in the factories we
had templates which we used to repeat the torn cards and sometimes we
even dared to punch patterns from small sizes.

The Almeda workshop supplied a group of companies belonging to one
family. The most important was Senmenat Textile SA, with offices on the
corner of ¢/ Girona and Gran Via. All these factories used Vincenzi, so the
Almeda workshop only had a punching machine for this system.

At that time it was very difficult to build one of these machines. They
all came from Belgium, France, Germany and Italy. It was very difficult to
import them, so we chose a machine from a workshop in Roubaix which had
been destroyed in a bombing raid in World War II. Serravinyals gave it a new
frame and the workshop began the punching.

Josep Almeda asked for help from Rafel Campdepadrds, a director at
Mr. Samaranch’s firm, who had overseen the foundation of the Samaranch’s
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1 Squared paper is divided
by thick lines usually into
square blocks, each of which
is subdivided into horizontal
and vertical spaces. Each
horizontal space corresponds
to certain number of picks of

weft and ends of wrap thread.

It depends on the density.
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factory in Argentina. For whatever reason, Campdepadrds had returned
and was working as a consultant. He was a very practical person and a great
connoisseur of special fabrics: tapestries, velvets, leno weaves, rugs, and

so on. He was a real expert and my master of card punching. His son also
became a successful draughtsman.

From the sketch to the card

Francesc: Almost all of our work used very primitive procedures which differed

little from the original Jacquard technique. The artistic part corresponded to
the esquissaires, the sketchers. The word comes from the French, like other
terms we used like posta en carta and llanterng ...

The esquissaires had to adjust to the technical characteristics of the
type of fabric being made in order to distribute the various possible effects
appropriately. They also had to keep to the size limits, which were dictated
by the frame and by the density of the fabric, especially of the warp fabric,
which depended on the loom. Naturally, the loom could not be changed
until the firm had recouped its investment.

In the first part of the point paper creation the card had to be attached,
to ensure the pattern to be made would fit on a grid sheet. The proportion
of the grid was dictated by the density of the warp and the weft. This ratio
could vary when, due to the weave to be applied, or in order to save work,
each square' in the point card was made to represent more than one thread
or stitch.

When we had obtained the grid sheets, the grid was covered with a thin
layer of glue so that mistakes made by the brush could be corrected. This was
done with a slightly damp piece of tracing paper which acted as a sponge and
eliminated the error.

The pattern was made first with charcoal pencil and then with an ordinary
pencil. When the pattern was drawn it was outlined in the corresponding
colours. The colours were made there with a grindstone, mixing the dyestuff
with gum arabic and ground until they were a fine powder. The brushes had
also been previously been made at the same factory.

The outline was made in accordance with certain rules, especially if the
pattern had geometric curves. In this case the numbers of the outline had to
follow a geometric progression.

If it was necessary to copy parts of a pattern that were repeated or were
also found in other places, a copier could be used. The copier was a glass table
with a light beneath it that made it possibly to copy the part of the pattern
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Grids for point papers
(10x 10 and 10 x 5). A

Sketch on the card and
subsequent outlining of the
pattern. »

GALCERAN, Vicente (1960).
Tecnologia del tejido. (Volume 1).
Terrassa (pages 200, 202).
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needed. As well as this (highly advanced!) procedure we had other curious
ways of producing the same part of the pattern in another part of the card.

Before the punching machines had mechanisms for introducing weaves,
cards had to marked with all the ligaments represented in the grid. Although
the holes were still sometimes punched by hand, it was the punching
machines that transformed the patterns into punched cards, one for each
weft thread, making holes where the threads had to be lifted through in
order make the shed?, known in Catalan as a pren.

Once the punching machines were able to insert weaves, the point cards
no longer had to be marked, or only partially, if the weaves so required. Even
today there are parts of certain patterns that need to be marked. It doesn’t
seem that this can be mechanized, so there’s no other choice.

Antoni: The card puncher was the link between the draughtsman and the

56

weaver. The card puncher had to master the loom that the pattern was to be
woven on, and also the process of creating the point paper. When I say the
loom I mean the machine and everything else involved: accessories, types
of warps, wefts, insertion and selection mechanisms, etc. The puncher is

the last filter before a pattern is woven. A good puncher could avoid steps of
reading and card punching. Remember that each weft thread is a card and
each punched card was worth money, as much as 20 pesetas at that time.
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3 Inan ordinary machine

a separate card is required

for each pick of weft, and

the cards which form the
complete repeat of a design
are laced together with twine
at the sides and in the middle.
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In a card punching workshop the most important staff, after the
supervisor and the owner, were the readers. At that time the majority were
women. Good readers took three or four years to learn the craft. In large
workshops, they would sometimes specialize in reading different types of
point cards, that is to say different types of fabrics. A reader who mastered
several different types was highly valued, and the punchers fought over
them. The punchers established a gentleman’s agreement that kept the job
market for these professionals under tight control.

The next most important employees were the ones who did the
mechanical work, which required considerable dexterity. These were the
people in charge of the punching machines and the ones who sewed the
punched cards, until the introduction of the sewing machine. Even when
the sewing machine appeared, many supervisors continued to prefer sewing
by hand, because the controlled tension of the twine avoided damage and
defects’.

Most press operators were men, while the women did the stitching.
Because the union rules of the Franco regime had placed the card punchers
under the category of Graphic Arts, the punchers were associated with a
press, and were therefore classed as press operators. The rest of the staff were
considered as auxiliaries, and it was not clear where the readers should be
classified. Eventually they were classed as typesetters.
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> “SEMPLE” READER MACHINE

1
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¥ Li ﬁ hook post
] string post
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reading guide
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crosses
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I hooks for tightening
the semple

\ 47

N/ iron pin
Diagram of the operation of the ” " string knot
semple reader machine, Vincenzi L

system. Made by Antoni Bargall6.

When the puncher received a point card from the draughtsman, first he
studied it. He had a file of templates for each client. The template was the
arrangement of the needles in the jacquard machine and the loom frame.
Each loom had its own template, as there were factories which did not have
two looms that were the same. Looms could be right- or left-hand and
machines could be placed on the loom in Lyonnaise or English style: in
Lyonnaise style, the machine is placed perpendicular to the reed dent, and
in English style, the machine was placed in the same direction as the reed
dent. There was another issue as well: the needles and the distribution of
the harness cords strings. The needles could be in French or Spanish style
(the latter in fact being Catalan style). Unfamiliarity with any these different
features could severely damage the pattern and the weaves.
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The puncher now arranged the point card for reading. If it was very big,
it was cut up into pieces. If the weaves were not in the course of all needles
partial readings had to be made to match the course of the weave. He
assessed whether readings could be saves by superimposing heavy and light
weaves. His knowledge of the weaves also allowed him to change the order
of steps to save readings. All this was recorded on a form that facilitated
possible corrections.

The puncher prepared the for each pattern. He placed
the semple behind the machine and attached it to the punching frame. He
connected to the frame of the chopper. He checked the ties with the squares
of the point card and the readings it had. He numbered the punched cards
according to the weft threads of the complete design and according to
whether each square in the card represented several wefts in the loom. The
numbers indicated the order of the weft threads. Then he placed behind the
semple the men who were to pull the strings selected for each weft thread. If
the reading was direct, the strings pulled corresponded to the weave: in the
case of the marked cards most corresponded to damasks [...]

After the punched cards were . Seamstresses had the
ability to sew with the same tension. They sewed with a large needle. They
could sew in a different way, depending on the price.

Finally, in thel960s, the first electronic puncher appeared, made by Verdol
and called the Dactyl-leseusse, shortened to dactis. These machines began to
change the punching process; readers were no longer needed. The machines
could read and punch very complicated patterns in a single operation. The
punching was made on Verdol continuous paper and, if necessary, could be
transformed into the cards used by the other systems.

Suddenly, then, mechanization put an end to four trades - the readers, the
string pullers, the punchers and the women who sewed the cards — which are
practically forgotten todayl...]
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© Warner Bros / Hawk Films.

Fashion in film:
Anglomania in Barry Lyndon.
A style of transition

by KARIN WACHTENDOREFE
Art Historian. Specialist in historical dress
http://historiadelamodaylostejidos.blogspot.com

Based on the novel by Thackeray, the film Barry Lyndon is probably one of
the masterpieces of the history of cinema. Set in the late eighteenth century
and expertly directed by Stanley Kubrick in 1975, the film has an impeccable
aesthetic quality - not just thanks to its magnificent costumes, but to its
lighting and photography and its excellent soundtrack as well. Kubrick was a
perfectionist who left nothing to chance, and during the entire year devoted
to the preparation of the film, he visited museums and devoured hundreds of
books on English art of the eighteenth century, seeking aesthetic references to
compose the scenes of the film.

In his zeal for thoroughness and detail, Kubrick entrusted the costume
design to Oscar-winner Milena Canonero, who sought inspiration in the
portraits of the period by Thomas Gainsborough, Sir Joshua Reynolds,
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Angelika Kauffman, and William Hogarth. Canonero’s work could not be a
personal interpretation: it had to accurately reflect the fashion of that period,
in terms of the fabrics, forms, colours, and patterns. Kubrick was looking for
a realistic effect in models from all social classes; peasants, nobles, soldiers,
clergy, and children.

The film recounts the adventures and misadventures of the Irishman
Raymond Barry, with Ryan O’Neil in the starring role. Barry is a somewhat
wayward character who, after various escapades, enlists first in the British
army and then in the Prussian army, and travels through Europe fighting in the
Seven Years’ War. At the end of it, he moves to England, where he marries an
English countess with a huge fortune.

This is the point that interests us most: the fashions and style of the main
female character, Lady Lyndon. Lady Lyndon is played by Marisa Berenson, an
actress whose serene beauty made her ideal for the role. Elegant and refined,
always dressed with exquisite taste, Lady Lyndon follows the English fashions of
the 1770s and 1780s, when King George III was on the throne.

At that time, the English upper classes (unlike their French counterparts,
who adored being near the court) preferred the freedom of their country
houses, surrounded by nature. This lifestyle required a type of simple, flexible
clothing rather than the awkward and pompous rococo fashions hitherto
predominant in the capitals of Europe. With their more functional approach to
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Lady Lyndon wearing
a Marlborough hat.
© Warner Bros / Hawk Films.
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dress, the English aristocrats copied certain items of clothing worn by the lower
orders. In doing so, they established a style with a distinct national character,
which challenged the French supremacy in fashion.

Female attire in the English style in the mid-1770s was not particularly
elaborate, although this is not to say that it bore no adornment at all. Extremely
tight-fitting, it consisted of a whalebone bodice with lace fringing and compéres
at the front. The swirl of the skirt was achieved by pleats, eliminating the
uncomfortable French style paniers, and replacing them with a simple filling
that marked the back, called cul de Paris. This fashion and its many variants
gave women greater freedom of movement. Moreover, the adoption of elements
of menswear contributed a characteristic note, such as the female version of the
redingote, or the colourful high-crowned hats called the Marlborough, which
were decked out with plumes of ostrich feathers and satin ribbons to match the
dress.
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1 This fashion was the
forerunner of the style of the
dandies of the nineteenth
century.

2 Around 1790, male wigs
and suits d la frangaise
became reserved for formal
occasions requiring more
ostentatious dress.

3 Rose Bertin, couturiére to
Marie Antoinette, designed
garments for her which were
inspired by English styles, like
the redingote and simple white
muslin dresses closed by a
ribbon.

4 Gradually, the small
traditional workshops were
converted into factories
thanks to inventions that
improved the process of
spinning cotton. One example
is Samuel Crompton, who

in 1779 patented a machine
able to produce a very finely
spun thread, ideal for making
muslins.

Detail of a silk dress with Spitalfields print, worn by Lady Lyndon. © Warner Bros / Hawk Films.
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By 1780 the huge wigs of previous decades had been replaced by a more
natural styling, lightly powdered with curly hair framing the face on both sides.
The idyllic pastoral inspiration called bergeries was reflected in the enormous
straw hats, aprons embroidered in white muslin and ruffled necklines. The
great fichus were trimmed with lace from France and Flanders, called point
d’Angleterre in order to ensure acceptance in the English market.

The rustic craze that characterized those years served as a stylistic bridge
between the rococo and neoclassical fashion, which was beginning to impose
itself by 1790.

As for the men, English aristocrats dispensed with the French-style
garments they had worn before. They replaced the velvets, brocaded silks and
embroidered suits of the French with other more simple garments, made with
more discreet colours, manifesting a desire for comfort and simplicity that was
almost puritanical. They simplified their shirts by eliminating lace ruffles and
wore ties made of white muslin. They replaced stockings and shoes with metal
buckles with sturdy riding boots that were much better suited to outdoor sports
such as horse riding and fox hunting'. They rejected wigs® and showed off their
own hair, knotted by a ponytail. The favourite headwear was the tricorn hat.

Such was the enthusiasm aroused by this aesthetic movement that
Anglomania spread throughout Europe, even reaching the court of Marie
Antoinette®, and also made its way to the American colonies. In the last quarter
of the eighteenth century England was seen as the land of freedom, with a
growing reputation for quality and innovation* in the textile industry, and in the
production and trade of cotton’. Cotton began to compete with silk, underlining
again the interest in returning to simplicity and abandoning luxurious rococo
styles.
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A tender family scene in which the protagonist wears a white dress a /’anglaise, which reflects the transition style between Rococo and Neoclassicism.
© Warner Bros / Hawk Films.

5 To compete with the Nevertheless, silks remained an important part of the wardrobe of elegant
imports of printed calicoes ladies. Although in the eighteenth century France was at the head of European
from the East Indies. . . . . .

silk production with major centres in Tours and Lyon, England was also noted
for its Spitalfields patterned silks with their delicate natural motifs. In addition,

6 The British government
paid Thomas Lombe 18,000

pounds for the patent of his the English silk industry benefited from the introduction of Thomas Lombe’s
invention: Lombe set up his silk throwing machine®.
own textile factory using Although the English women’s fashions of those years were not without

hydraulic energy in Derby. adornment, the fact is that the search for functionality and the profound

desire to look towards nature gave rise to a new transitional style, with simple
dresses of bucolic and pastoral inspiration. This phenomenon reflected an
unprecedented interest among the upper classes in the world of the common
people, while at the same time paving the way for revolutionary changes in the
systems of production, trade, and consumption. Indeed, the consumer society
would emerge some years later with the Industrial Revolution, which would
ultimately pave the way for the future democratization of fashion.

The aesthetic, formal and conceptual components of the English dress styles
of the late eighteenth century are faithfully represented in the costumes in the
film Barry Lyndon. This is thanks to the magnificent research carried out by
Milena Canonero and her team, under the direction of Stanley Kubrick. e
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1 DE ROTHSCHILD,
Pauline, “Balenciaga”, in El
Mundo de Balenciaga. Palacio
de Bibliotecas y Museos.
Madrid 1974

Cristobal Balenciaga
Museoa

by IGOR URIA ZUBIZARRETA
Director of Collections

‘One day, he stopped her and asked if he could make an outfit for her. The boy
was about thirteen; his hair was dark, his eyes still darker, and he had that smile
that would stay with him for the rest of his life.

“Why do you want to make me an outfit?” she asked him.

“Because I think I can,” he answered’".

With wonderful skill and tenacity, Cristobal Balenciaga created his exquisite
haute couture pieces at his various workshops right up until his retirement
in 1968. Always considered masterpieces, today his works are on display in
museums and coveted by collectors.

The Cristobal Balenciaga Museum was opened in June 2011 in Getaria, the
couturier’s hometown, in the presence of Her Majesty Queen Sofia (the Patron
of Honour) and Hubert de Givenchy, Honorary President and Chairman
of the Board of the Balenciaga Foundation, whose passion, dedication and
perseverance helped to make the museum a reality. The museum began as a
local project, devised to exhibit the work of the master of haute couture, but
support was also obtained from the Spanish ministry of education and culture,
the departments of culture of the Basque government and the provincial
government of Gipuzkoa.

Balenciaga’s meeting with the Marchioness of Casa Torres is acknowledged
by all students of the architect of fashion as a truly decisive encounter. Now,
the museum has been built as an annex to the Aldamar Palace, the summer
residence of the Casa Torres family. The smooth, dark facade of the new
building and its location behind the palace reflect the artist’s modesty and
discretion - as if the Marchioness, his mentor, were protecting his works from
the elements and celebrating their aristocratic bearing.

The building was designed by architect Julian Argilagos, and the final formal
definition of the Cristobal Balenciaga Museum was conceived and executed
by the architects AV62. The three large areas that house the exhibition halls
express one of the ideas that underpinned Balenciaga’s creativity: the difference
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between the inner volume and the outer volume and the space between the two.
The tonneau line of 1947 (contrasting with the silhouette of Christian Dior), the
semi-fitted suit of 1951 and the baby-doll dress of 1957 become milestones in
Western fashion and reflect the integrity of the artist’s vision, as they all start
from one and the same idea.

The architectural spaces of the building’s interior, as a representation of the
body and the importance of the shoulders and neck, house the six galleries on
two different floors. The outer glass wall presents a different structure from the
interior, allowing the air to circulate between them and allowing the visitor to
see the ensemble as a whole.

The temporary exhibitions are located on the second floor, directing us
towards the permanent exhibition on the first floor. Two chronologically
arranged displays trace the career of the Getaria couturier from his beginnings
in San Sebastian to his triumphant reign in Paris. Through a series of
“absent” dummies, stage lighting to create atmosphere, and the absence of
plinths to allow a closer and more genuine interplay between the public and
the exhibits, visitors are invited to appreciate the delicacy and beauty of the
creations. Between the 1940s and the 1960s one of Balenciaga’s major concerns
and lines of research was the silhouette, and this dedication resulted in his
innovative creations which earned him a loyal clientele and the recognition
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Blue pleated lace (Mellon). Photo: Manuel Outumuro. See details.
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and endorsement of the editors of fashion media such as Carmel Snow, Bettina
Ballard and Diana Vreeland. The study of the silhouette, along with his
innovations in the patterns and fabrics, complete the exhibition. In the third
and last room, the aim is to explain why Balenciaga is considered as the great
architect of fashion, with an analysis of each of the exhibits and presenting
them from all angles.

Since its creation as the Association for the Promotion of the Cristobal
Balenciaga Foundation, the Costume and Documentation collection has grown
over the years thanks to donations which have allowed us to study, preserve
and exhibit Balenciaga’s works. The collection has been enriched by loans from
private sources and from national and international institutions. Hubert de
Givenchy’s commitment to the project dedicated to his spiritual father and
teacher have been decisive. In acknowledgement of his debt to Balenciaga, in
2000 Hubert de Givenchy donated a large collection of dresses, in 2002 papers
and documents, and in 2003 furniture from his Paris salons. He also asked
former customers of his master (many of whom later became customers of his
own) to contribute to the collection. His friend Sonsoles Diez de Rivera Icaza
donated an entire collection belonging to her and her mother, the Marchioness
de Llanzol, in 1998. In 1992 the Basque government acquired the collection of

CRISTOBAL BALENCIAGA MUSEOA
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Ramon Esparza, a close associate of Cristobal Balenciaga, to be displayed in the
museum. This collection is particularly valuable because it contain prototypes of
models from the last collections, like the ones displayed at the first exhibitions
at The Costume Institute in New York in 1973 and the National Library of
Spain in 1974. With the opening of the Museum in June 2011, the collection,
which currently includes more than 2200 items, received donations from the
Lépez-Ibor Alifio family, the Donato sisters and Mrs. Rachel Lambert Mellon,
one of Balenciaga’s best customers between 1957 and his retirement in 1968,
among others. The papers and documents are divided into two archives of great
importance: the Marquis and Marchioness of Casa Torres archive, which bears
witness to the importance of the family and their passion for art and fashion,
and the Balenciaga archive. The Balenciaga archive is currently expanding
thanks to research and donations; for example, Pedro Esteban, a couturier

who worked for several years at the EISA workshops in Barcelona, donated an
important collection of 1950s magazines from Spain and abroad in 2014.

The building also houses the museum’s technical and administrative offices.
Here, under the supervision of Miren Vives Almandoz, the technical team
preserves and promotes the work of the “architect for shape, musician for
harmony, and philosopher for temperance” through exhibitions, research,
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Wedding dress in multi-coloured floral print silk gauze. 1933. CBM 2005.28 ad. Photo: Manuel Outumuro.
See details.
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and educational activities. The presentation of the mysterious universe of a
designer who shunned interviews and the media invites visitors to understand
the nature of an artist who, with great simplicity and with a mastery of fabrics,
created minimalist dresses of great volume, maintaining proportion and
harmony at all times.

Like his compatriot Juan Sebastian Elcano, the first sailor to conquer the
wild waters of the oceans, Cristobal Balenciaga won the hearts of his numerous
clients all over the world thanks to the elegance and simplicity of his haute
couture creations. Deeply respected by his peers, his timeless style continues to
delight all those who appreciate art and beauty. @
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Tot plegat, a travelling
exhibition of Catalonia’s

textile heritage

by NEUs RiBas SAN EMETERI0, director of the Museum of Arenys de Mar
EuLALiA MORRAL RoMEU, Managing Director of the Textile Museum
and Documentation Centre

The Circuit: objectives and areas of co-operation

On 9 December, the La Pedrera Foundation held a development day to
discuss the work of cooperation networks of museums and heritage. Among
the networks represented was the Circuit of Textile and Fashion Museums
in Catalonia. In his introductory speech, Francesc Xavier Menéndez of the
Barcelona Museums Board described the circuit as a voluntary thematic
network comprising the following museums: the CDMT, the Premia del Mar
Print Museum, and the Arenys de Mar Museum. This definition reflects clearly
the objective the three museums have set themselves from the beginning:
the desire to work together to promote textile heritage, based on a common
approach to heritage management. The three museums bring together an
impressive collection of fabrics, prints and lace work of great historical and
artistic value.

The origins of the Circuit date back to 2005, when, along with the Textile and
Clothing Museum of Barcelona, these three centres decided to coordinate their
activities more closely. In January 2011 the Circuit officially came into being
with the signing of an agreement between Arenys, Premia and Terrassa. Since
2007, we have worked together on joint projects and the Circuit has served to
standardize criteria and management policies on textile heritage. To date, the
following co-operation projects have been successfully completed:

1. A guide for a coordinated policy on acquisitions

2. The production of a common brand image and publicity material in
various languages

3. The creation of the Circuit’s website http://www.circuitmuseustextils.cat/

4. The organization of a travelling exhibition “A life in batik. From the
Sultan’s palace to the villages of Java”

5. The incorporation of the Premia del Mar Print Museum and the Arenys de
Mar Museum into the editorial board of the journal Datateéxtil.

TOT PLEGAT, ATRAVELLING EXHIBITION OF CATALONIA'S HERITAGE
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Wool sample. José Bertran, S.A.
Barcelona, 1925/1990.
CDMT 22.826-016 (077-4696).
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The Project: The Documentation and Dissemination of Catalonia’s
Textile Industrial Heritage

In 2008, thanks to a grant from the Catalan government, the CDMT and
Arenys de Mar Museum decided to initiate a long-term project to document,
study and disseminate textile heritage through the sample-books preserved

in the two museums. The aim was to make these books available to experts,
scholars, textile professionals, designers and the general public. This goal was
accomplished with the creation of the web platform, where we have continued
to provide detailed, high quality images of the samples preserved by textile
companies in our country.

Bringing this heritage to a wider public through the creation of a joint
website has allowed us to standardize our criteria for documentation and to
provide a more comprehensive history of the textile industry in Catalonia. The
website furthers our aim of preserving this heritage, studying its characteristics
and assessing its role in the European context.

At the time of its launch, the site displayed a total of 605 pieces of sample
books from 30 companies. It now offers users information on 1,063 pieces from
35 Catalan companies and some from Europe, and has incorporated part of the
collection of the Premia de Mar Print Museum.

The work, however, is still ongoing, and we now want to pursue our policy of
disseminating this textile heritage in the form of an exhibition and a subsequent
publication which celebrates the textile history of Catalonia through its
materials. These sample-books and other technical documents have often been
ignored but their historical value is immense. By drawing attention to their
importance, we aim to raise the profile of a sector that has played such a crucial
role in the economic history of our country.

TOT PLEGAT, ATRAVELLING EXHIBITION OF CATALONIAS HERITAGE
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Cotton sample. Algodonera
Canals, Sant Adria del Besos,
1901/1959. CDMT 11.228-04
(002-332).
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Textiles - still the industrial engine of Catalonia

Relatively recently, in some regions of Catalonia almost everyone had links
with the textile industry, either professionally or through their families. Many
businesses were located inside the city, and in the streets one could hear the
noise of the looms and smell the characteristic odours. There was no need

to look at the label on the clothes (if in fact there was one) - a simple glance
allowed us to appreciate the quality of any piece of fabric.

This presence began to fade with the successive crises of the 1970s and 1980s
(which led to plans with terms like “Restructuring” and “Reconversion” in
their titles). The local authorities insisted that factories should move to the
outskirts of the cities, and at the same time technological changes have made
the machines both more efficient and much quieter. This lack of visibility has
generated a collective feeling that the textile industry in our country has been
lost, and that everything is imported from elsewhere in the world. But this is far
from being true.

Some say that “crisis” and “textiles” have always gone together, and there is
some justification for this: the permanence of the sector over the years has been
due precisely to its ability to adapt and transform itself continually in order to
find new productive strategies, new ideas and new markets. Inevitably in this
adaptation those who cannot keep up are left behind, but it has always provided
firms with an incentive to take on new challenges.

Thanks to this experience, the firms which began more than a century
ago as drapers are now world leaders in technical textiles. And thanks to
investments in machinery and design, the textile-fashion sector employs

TOT PLEGAT, ATRAVELLING EXHIBITION OF CATALONIA'S HERITAGE
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See more
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Lace sample. Fabrica de Blondas y Encajes de Joaquin y Mariano Castells, Arenys de Mar 1911/1941. MAM 2989.

1 CITYC: Spanish textile-
clothing sector 2013
(www.cityc.es).

2 Detrell, Ariadna: “The
competitiveness of SMEs
through clusters”, paper given
at the Terrassa international
textile conference, 2/10/2014.
3 Walter, Lutz:
“Conclusions”, at the
Terrassa international textile
conference, 2/10/2014.

80

129,000 people in Spain (not counting distribution), representing 6% of total
industrial employment, 3% of GDP and 7% of exports.! There are a total of 8,471
companies, mostly small and medium-sized, which in 2013 had a turnover of
more than 9.3 bn euros, exporting mainly to European countries (70%).

In Catalonia® there are 2,500 textile firms (1.49% of the EU total), employing
nearly 40,000 people (2.40% of the EU total), with a turnover of 4.13 bn euros
(2.48% of the EU total); they account for 38% of total Spanish exports in the
sector. The clothing market represents 50% of the production, followed by
textiles for the home (30%) and for technical use (20%).

The last of these subsectors has evolved notably in recent decades, and
Catalonia now has a hundred firms which had a turnover of 800 million euros
in 2013. These are manufacturers of high value-added textile products for the
automotive industry, sports, agriculture, personal protection, medical and
health care, and construction. These uses probably go unnoticed bymany people
but which mean that fabrics are almost omnipresent in our lives, much more so
than in previous eras.

All this has been made possible by the knowledge accumulated over the last
century, either in the form of intangible assets and documentation, or services
and educational entities which have managed to evolve in line with the times.
Today, universities and technological centres carry out cutting edge research
in the development of new raw materials, finishes, functions and applications,
process improvement and environmental sustainability.?
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Sample of yarns for knitting.

Hilabor, S.A, Terrassa, 1946/1992.

CDMT 14.240-148 (20).
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Tot plegat

Members of the Circuit were aware of the need to bring this legacy to a wider
audience and to demonstrate its true worth. And to show to everyone that an
important part of the heritage generated by the textile industry over the years
are the designs on paper, technical notes, sample-books ... which are sometimes
thrown away out of ignorance.

Tot plegat offers a portrait of the Catalan textile heritage of the last century.
A portrait assembled based on the tangible items in the possession of the three
members of the museum circuit, and which provide an accurate picture of our
industrial history.

Tot plegat is in four interrelated parts, which allow several complementary
readings:

m A history of textile work with a selection of iconic objects of handmade and
industrial production; their sources of inspiration, design, manufacture and
sale.

= A history of textile design, marked by the key dates in the collective
memory (the Universal Exhibition of 1888, modernism, the Second
Republic, the post-war period, May 68, the new millennium, the present,
and trends for the coming years).

m The history of certain companies which serve as reference points, with
documents from a dozen firms in all subsectors — some of which remain
pioneers in their field today.

m The landscapes created by textiles in our territory.

TOT PLEGAT, ATRAVELLING EXHIBITION OF CATALONIA'S HERITAGE
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Mostra de cotd. Felio Comadran The show ends with a reference to the subsectors which are the most dynamic
y Cia. Sabadell, 1904/1954. . 5 . .
CDMT 11.72-12 (03). today and present the most room for growth: children’s and bridal fashion, and

technical textiles.

The script and texts of Tot plegat were produced by James Douet, and
the museum project is by Santi Artigas. Both have worked together with
the signatories of this article. The exhibition will be presented at the Mares
Museum in Arenys de Mar from spring until late 2015, then at the CDMT in
Terrassa and the Premia del Mar Print Museum, and will then be available for
display at member centres of the Local Museums Network of the province of
Barcelona. The show represents an ideal opportunity to explain to the general
public how the textile industry has developed and the role it has played in our
culture, our landscape, our heritage, and our economy. We feel sure that Tot
plegat will help to generate a greater sensitivity towards textile heritage. ®
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MAROC, COULEURS DESERT. Tissages contemporains des Ait Khebbach/
MOROCCO, DESERT COLOURS. Contemporary weaving of the Ait Khebbach

Arnaud Mauriéres, Eric Ossart, Marie-Bénédicte Kermogant

Photographs by Serge Anton

Ed. Mediafix, Clermont Ferrand, 2014. ISBN: 978-2-9538445-3-5

m Eulalia Morral

Once you open the cover of this book, there is no
turning back.

For the beauty of its images, for the story it tells,
but above all, for the warmth it conveys. When
you reach the end, Fatima Oukharbouch, Touda
Boumrour or any of the women featured in this
story will seem as close as if they were part of your
own family.

It is difficult to write a review of a work that
primarily evokes feelings. The images define with
incredible accuracy what words cannot convey,
and the accompanying texts respect them noting
down names, geographical references, technical
details, small anecdotes ... the balance is perfect.

The Ait Khebbach are a Berber tribe formed in
the sixteenth century in the southeast of the High
Atlas. They lived in the desert plain between what

is now Algeria and Morocco; when the border lines

were drawn in 1956, they were grouped together
in a much smaller territory in the southeast of
Morocco, and adopted a sedentary lifestyle which
they have followed ever since. They live off their
cattle and the low level of agriculture that their
water supply allows; the construction of a road

between Rissani and Merzouga in 2000 has opened

up some contact with tourism.

This is the background to the unexpected
encounter between the authors and the art of Ait
Khebbach women. These women no longer need to
weave cloth to make their tents, and they began to
use their looms to weave carpets — the floors of the
houses are harder than the sand they had under
the tents — and they discovered that by unravelling
old sweaters they could incorporate coloured
threads.
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One by one, the book presents fourteen
weavers from three generations. The pioneers are
the most daring in terms of the use of colour;
their daughters and daughters-in-law are more
technically refined; and the granddaughters
combine these two capacities. Weavers from five
villages (Lahfira, Tafraout, Ightnighir, Tazoulait
and Merzouga) express themselves in a language
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that is personal and decorative but is tremendously
consistent at the same time. Described by the
authors as Ait Khebbach style, it was initially
inspired by old Algerian carpets and bead
necklaces worn at weddings but then developed

in countless designs with checks and lozenges. A
recent addition is the sign of the alphabet, a proud
symbol of a distinct Berber identity.

From a chance meeting in Merzouga in April
2011, when Arnaud Mauriéres and Eric Ossart
discovered the first woven carpets, a campaign
of in situ researchers from the Musée Bargoin in

85 LIBRARY NOVELTIES AND NEWS

Clermont-Ferrand, specialists in non-European
textiles, and with the complicity of the weavers
themselves and their families. This has made it
possible to build up a collection of representative
works which the Musée Bargoin acquired. The
collection is currently on display in a travelling
exhibition which was housed at the CDMT until
March 2015. But above all, it has brought to light
the capacity of a group of women living with
almost nothing, in an unforgiving environment,
who create true works of art from reused materials.
A fitting tribute. m
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(Im)perfezione
Museo del Ricamo e del Tessile

Valtopina 2014. Il merletto: tradizione e creativita

m Neus Ribas

The city of Valtopina is home to the Ricamo textile
museum, devoted to embroidery and textiles. Each
year it hosts a meeting of textile crafts including
all varieties of textile techniques, with the support
of the city council.

The meeting held in September 2014 included
the exhibition entitled (Im)perfezione, a dialogue
between ancient and contemporary creations.

The exhibition presents the most important types
of lace loaned by traditional antique dealers and
private collectors, along with pieces produced by
contemporary lace makers that combine with the
traditional ones to reinvent old forms and uses.
The precision and creativity of the works break the
moulds of the past to explain how this “perfect”
ancient art is felt and interpreted today.

The exhibition catalogue (Im)perfezione
contains graphic information on all the exhibits.
In this dialogue between the ancient and
contemporary pieces, the book starts with an
interesting introductory article on the lace used
in male and female attire from the fourteenth to
the seventeenth centuries, when lace was a basic
element of the wardrobe. Scholars believe that
lace has its origins in the needlework performed
in Venice in the late fifteenth century. Venetian
merchants made lace a luxury item. Coveted by
many, it became a matter of state when Colbert,
minister of the French king Louis XIV, persuaded
some Venetian lace makers to train French
workers in the technique; soon afterwards, in
1665, the Royal Manufactures were founded in
Paris.

The second half of the catalogue presents the
creative and innovative work of lace makers
who break down the rigidity of the traditional
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techniques and the “perfection” of the pieces
of the nineteenth and early twentieth centuries
that appear in the first part of the catalogue.
Practitioners from various European countries
— Italy, the UK, Slovenia, Slovakia, and Spain -
create their lace work on the basis of their own

experiences, reinterpreting traditional techniques
or just experimenting with colour and other
textures. These pieces are complemented by

texts written by mathematicians, sociologists,
musicians, and architects ... who may not seem to
be directly connected to the craft, but who bring
a new vision of a tradition with such profound
roots in Europe. All in all, the catalogue provides
a fascinating formula for the study of the value of
traditional lace and the changes it is undergoing
today. m
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Folie Textile. Mode et décoration
sous le Second Empire

Catalogue of the exhibition at the C’héteau de Compiége
and the Musée de I'lmpression sur Etoffes de Mulhouse.

ISBN 978-2-7118-6087-6

m Assumpta Dangla

Textile art developed at an unprecedented pace
during the Second Empire (1852-1870), a period
marked by constant technical innovations. The
innovations introduced in the arts and industry
sparked a true folie textile. The aim of this
exhibition was to display the richness of these
fabrics and their technological advances, and also
to serve as inspiration for our contemporaries.

The catalogue features contributions from
museum directors and curators, textile historians,
and restorers from three institutions that
preserve collections of great value: the Musée de
I'Impression sur Etoffes of Mulhouse, the Musée
national du Palais de Compiégne and the Musée
des Tissus and Musée des Arts Décoratifs de
Lyon. The exhibits come from the collections of
Mulhouse and Compiege, although the more
fragile pieces in the Mulhouse collection are only
on display in their place of origin.

The text of the catalogue is divided into four
main parts. It starts with an “ABC” of textiles,
with pieces from Dubois-Brinkmann, Maximilien
Durand, and Anne-Rose Bringel on issues as
varied as the iconography of fabrics, new synthetic
dyes, and industrial developments of the mid
to late nineteenth century. These contributions
give an overview of a period marked by constant
change.

The section “Du textile a I'objet” explores
the use of fabrics for both clothing and interior
decoration. The third part, “Le textile a la cour
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impériale”, offers an in-depth study of some of
the outstanding pieces on display, their luxurious
materials and technical perfection.

The catalogue concludes with a selection of
exhibits, a total of 150 works collected in the
volume: clothing, accessories, and fabrics for
interior decoration and upholstered furniture.
Another section shows the iconography of the
works, and finally a selection of items related to
the manufacture of fabrics.

At the end there is a technical glossary and a
comprehensive bibliography, the result of the co-
operation between the two museums and of a long
tradition in the study of the history of textiles. m
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SELVA DIAZ'S WORKSHOP, LONDRES, CATAMARCA. WARP FOR IKAT PONCHOS: CLOSE-UP OF WARP BINDS
Taller de Selva Diaz, Londres, Catamarca. Urdimbre para ponchos de lista atada (ikat). Detalle de ataduras de la urdimbre
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CLOSE-UP OF BLANKETS AND SADDLECLOTHS WOVEN BY DON SALGADO, SALGADITO
Detalle de peleros, sobrepelo, tejidos por don Salgado, Salgadito
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ST ZOILUS FABRICS, CARRION DE LOS CONDES (DETAIL) Photo / Foto:
Teixits de sant Zoilo, Carrion de los Condes (detall) © Centro de Conservacion y Restauracion de Bienes Culturales de Castilla-Ledn
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COSTUMES FROM THE FILM. EXHIBITION ORGANIZED BY LOS ANGELES COUNTY MUSEUM
Vestuario de la pelicula. Exposicion organizada por Los Angeles County Museum

Datatéxtil 32 FASHION IN FILM: ANGLOMANIA IN BARRY LYNDON. A STYLE OF TRANSITION
MODA EN EL CINE: LA ANGLOMANIA EN BARRY LYNDON. UN ESTILO DE TRANSICION










WOOD SAMPLE. SALA & BADRINAS, S.A. TERRASSA, 1886/1979. CDMT 14.270-018 (208-0009) Photo / Foto:
Mostra de llana. Sala & Badrinas, S.A. Terrassa, 1886/1979. CDMT 14.270-018 (208-0009) ©CDMT Quico Ortega
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FRAGMENT OF PRINTED TAFFETA COTTON, CATALONIA, EIGHTEENTH CENTURY. CDMT 5773. PREVIOUS OWNER: GASPAR HOMAR (DETAIL) Photo / Foto:
Fragment de tafeta estampat, cotd. Catalunya. Segle xvill. CDMT 5773. Procedéncia, Gaspar Homar (detall) ©CDMT Quico Ortega
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BLUE PLASED LACE (MELLON) Photo / Foto:
Mellon-azul encaje plisado

© Manuel Outumuro

Datatextil 32 CRISTOBAL BALENCIAGA MUSEOA
CRISTOBAL BALENCIAGA MUSEOA






WEDDING DRESS IN MULTI-COLOURED FLORAL PRINT SILK GAUZE. 1933. CBM 2005.28 AD. Photo / Foto:
Vestido de boda en gasa de seda estampada con motivos florales policromos. 1933. CBM 2005.28 ad.

© Manuel Outumuro
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SAMPLE OF MACHINE-MADE LACE. VOLART ENCAJES Y TEJIDOS S.A., BARCELONA/L'HOSPITALET DE LLOBREGAT, Photo / Foto:
1857/ACTUALITAT. MAM 11.801 © Museu dArenys de Mar
Mostra de punta mecanica. Volart Encajes y Tejidos S.A., Barcelona/L'Hospitalet de Llobregat, 1857/actualitat. MAM 11.801

Volart Encajes yTegdos SA
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SAMPLE PRINTS. LA ESPANA INDUSTRIAL, S.A., BARCELONA, 1847/1981. MEPM 9806 Photo / Foto:
Mostres d'estampats. La Espafna Industrial, S.A., Barcelona, 1847/1981. MEPM 9806 © MEPM
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SAMPLE PRINTS. LYON BARCELONA S.A., PREMIA DE MAR, 1931/1979. MEPM 11306-004 Photo / Foto:
Mostres d'estampats. Lyon Barcelona S.A., Premia de Mar, 1931/1979. MEPM 11306-004 © MEPM
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FRAGMENT OF THE RELIQUARY POUCH OF SANTA LIBERADA, SIGUENZA. LAMPAS, SILK AND GOLD, CYPRUS. Photo / Foto:
TWELFTH CENTURY. CDMT 6470. DETAIL ©CDMT Quico Ortega

Fragment de teixit del reliquiari de Santa Liberada, Siglienza. Lampas, seda i or de Xipre. Segle xil. CDMT 6470. Detall
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1 DE ROTCHSCHILD,
Pauline “ Balenciaga”, en El
Mundo de Balenciaga. Palacio
de Bibliotecas y Museos.
Madrid 1974.

Fachada principal del Cristobal
Balenciaga Museoa.

Cristobal Balenciaga Museoa

Por Icor URIA ZUBIZARRETA
Director de Colecciones

“Un dia la detuvo y le pregunto si podia hacerle un traje para ella. El
muchacho tenia alrededor de trece afios, su cabello era moreno, sus ojos
mas oscuros todavia y tenia aquella sonrisa que conservaria durante toda
su vida.

—;Por qué quieres hacerlo? —le pregunt¢ ella.

—Porque creo que soy capaz —contesto é1.”!

La capacidad y la perseverancia de Cristobal Balenciaga, son fundamentales
para la creacion de las exquisitas piezas de Alta costura que salieron de sus
diferentes talleres hasta el cierre en 1968, y que siempre han sido consideradas
obras maestras a exponer en Museos y a coleccionar tanto por las propias
clientas, como por Instituciones Culturales.

Cristobal Balenciaga Museoa se inaugura en junio de 2011, en Getaria, su
villa natal, en presencia de S. M. la Reina Dofia Sofia, como Patrona de honor,
Hubert de Givenchy, en calidad de Presidente de honor y el Patronato de la
Fundacién Balenciaga, los cuales con gran pasion, dedicacion y perseverancia
han contribuido a hacerlo realidad. Desde aquellos inicios en los que como
proyecto municipal va tomando forma y visualizandose mediante exposiciones
sobre el Maestro de Alta costura, se consiguen apoyos de las diferentes
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Mellon-azul encaje plisado.
Foto: Manuel Outumuro.
Ver detalles.

Instituciones, Ministerio de Educacion y Cultura, el Gobierno Vasco a través
del Departamento de Cultura, la Diputacioén Foral de Gipuzkoa a través del
Departamento de Cultura y Euskera, y el Ayuntamiento de Getaria.

El encuentro “historiado” de la Marquesa de Casa Torres y Balenciaga, se
ha considerado por todos los estudiosos del Arquitecto de la Moda de gran
relevancia e influencia, por lo que el Palacio Aldamar, residencia de verano de
los marqueses, se plasma como el eje para la construccion del nuevo edificio
adyacente, representando arquitectonicamente dicho acercamiento. La fachada
lisa y oscura del nuevo edificio y su ubicacion tras el palacio permiten reflejar
la humildad y discrecion del artista, mientras la marquesa como mentora, le
protege de las inclemencias atmosféricas y resalta su aristocratico porte.

La concepcioén volumétrica y estructural del edificio es obra del arquitecto
Julian Argilagos, siendo la definicion formal final del Cristobal Balenciaga
Museoa ideada y ejecutada por el equipo AV62 arquitectos. Conceptualmente
se visualiza, mediante los tres grandes volumenes que albergan las salas de
exposiciones, una de las ideas imprescindibles y constantes en el creador, la
diferencia entre el volumen interior, el volumen exterior y el espacio entre
ambos dos. El linea Tonneau de 1947, en contraposicion a la silueta presentada
por Christian Dior, el traje semientallado de 1951 y el vestido baby-doll de 1957
se convierten en auténticos hitos de la moda occidental en los que se aprecia la
coherencia en el artista, partiendo en todos ellos de una misma idea.

CRISTOBAL BALENCIAGA MUSEOA
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Interior de la sala
de exposiciones.

Los volimenes arquitectonicos del interior del edificio, como representacion
del cuerpo y de la importancia de los hombros y el cuello, albergan las seis
salas expositivas en dos diferentes plantas, mientras que el volumen exterior
acristalado modela una estructura diferente de la interior, permitiendo que el
aire circule entre ambos y se visualice facilmente por el visitante.

Las exposiciones temporales se ubican en la segunda planta encamindandonos
hacia la exposicién permanente, en la primera planta. A través de dos salas
dispuestas cronolégicamente se explora la trayectoria del modisto de Getaria,
desde sus inicios en San Sebastian hasta su reinado en Paris. Mediante
maniquies “ausentes”, una iluminacion escenografica para crear ambiente
y la eliminacién de plintos, para entablar una conversaciéon mas préxima y
real entre el publico y las obras expuestas, se invita a apreciar la exquisitez y
la belleza de las creaciones, enfatizando las principales caracteristicas de su
obra. Una de las preocupaciones y lineas de investigacion de Balenciaga fue la
silueta, comenzando en los afios 40 y prolongandose hasta los afios 60, siendo el
resultado de ello propuestas innovadoras por las que consiguié una clientela fiel
y el reconocimiento y aval de las redactoras de medios de comunicacion, tales
como Carmel Snow, Bettina Ballard y Diana Vreeland. Este estudio, junto con
sus innovaciones en el patronaje y en los tejidos, completan la exhibicién. En la
tercera y ultima sala, se aspira a que cada uno de los visitantes comprenda por
qué se le considera el arquitecto de la moda, realizando un analisis constructivo
de cada una de las piezas expuestas y pudiendo apreciarlas desde todos los
angulos.
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Interior de la sala
de exposiciones.

A lo largo de los afios, desde sus comienzos como Asociaciéon Promotora
de la Fundacién Cristébal Balenciaga, hasta la actualidad, la coleccién de
Indumentaria y de Documentacién se va en engrosando gracias a las donaciones,
todas ellas importantes al permitirnos estudiar, conservar, exponer y divulgar la
obra y vida del modisto de Getaria, y a los préstamos de colecciones particulares
y de Instituciones nacionales e internacionales. La dedicacién y aportacion de
Mr. Hubert de Givenchy al proyecto dedicado a su padre espiritual y maestro,
es de gran valor tanto testimonialmente como patrimonialmente. Considera
que todo lo que ¢l aprendi6 gracias a su amigo de Getaria, ha de retornar como
muestra de agradecimiento, con la donacion de una gran coleccion de vestidos
en 2000, documentacion variada en 2002, mobiliario de los salones de Paris en
2003 e intercediendo ante las antiguas clientas del Maestro, “y posteriormente
suyas”. Junto a él, su amiga Sonsoles Diez de Rivera y de Icaza, con gran pasion,
depositd en 1998 toda la coleccion perteneciente a ella y a su madre, la marquesa
de Llanzol. En 1992 el Gobierno Vasco adquiere la colecciéon de Ramoén Esparza,
antiguo y estrecho colaborador de Cristobal Balenciaga, para ser depositada en
el museo dedicado al modisto guipuzcoano. Dicha coleccion tiene el valor de
contener prototipos de algunos modelos de las tltimas colecciones, como de ser
expuesta en las primeras exposiciones, en The Costume Institute de New York
en 1973 y en la Biblioteca Nacional de Espana en 1974. Con la Inauguracion
del Museo, en junio de 2011, se incorporaron a la coleccidn, que actualmente
engloba mas de 2.200 items, las donaciones de la Familia Lopez-Ibor Alifo, de
las Hermanas Donato y de Mrs. Rachel Lambert Mellon, una de sus mejores

CRISTOBAL BALENCIAGA MUSEOA
a





Datateéxtil 32

Vestido de boda en gasa de
seda estampada con motivos
florales policromos. 1933.
CBM 2005.28 ad.

Foto: Manuel Outumuro.

Ver detalles.

clientas desde 1957 hasta el cierre de 1968, entre otras. El archivo documental
se divide en dos fondos de gran importancia: el perteneciente a los Marqueses
de Casa Torres, donde se atestigua la importancia de la familia y su pasion
por el arte y la moda, y el fondo documental referente a Balenciaga, que se va
ampliando gracias a las investigaciones y a las donaciones, como la realizada
en 2014 por Pedro Esteban, modisto que trabajo en los talleres EISA ubicados
en Barcelona durante varios afos, con una coleccién importante de revistas
nacionales e internacionales desde los afios 50.

Al final del edificio, se encuentran las instalaciones técnicas y administrativas
del Cristobal Balenciaga Museoa, donde bajo la direccion general de Miren
Vives Almandoz, el equipo técnico conserva, estudia y divulga la obra del
“Arquitecto para la forma, musico para la armonia y filosofo para la medida”,
mediante acciones expositivas, didacticas, investigadoras y educativas. Ese
universo desconocido y misterioso, al tratarse de un disefiador que rehuia de las
entrevistas y los medios de comunicacion, se acerca al visitante con objeto de
invitarle a entender el caracter de este artista vasco, que con gran simplicidad
y con unos cortes magistrales en el tejido confeccionaba unos vestidos
minimalistas de gran volumen, manteniendo la proporciéon y la armonfa.

Si su coterraneo Juan Sebastian Elcano, el primero en dar la vuelta al mundo,
conquisto las bravas aguas de los océanos, Cristobal Balenciaga mediante
la exquisitez y la simplicidad de su creaciones fideliz6 a un gran numero de
clientas de la Alta Costura, a lo largo y ancho de todo el mundo y fue respetado
por sus colegas en su momento. De manera imperecedera sigue enamorando a
los que aprecian el arte y la belleza. @
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*Disefiadora Textil

(UBA). Es Profesora de la
Universidad de Palermo en
el Departamento de Disefio
de Modas de la Facultad de
Disefio y Comunicacion.

Es capacitadora en disefio
del Ministerio de Turismo
de la Nacion, del Consejo
Federal de Inversiones y
otras instituciones publicas,
para artesanos y micro-
emprendedores de las
provincias argentinas. Este
articulo forma parte de la
publicacién Académica
“Cuadernos del Centro de
Estudios de la Facultad de
Disefio y Comunicacion”
Ne 47 “Tejiendo identidades
latinoamericanas’ (2014).
Ha realizado exposiciones y
obtenido diversos premios
y menciones, y ha escrito
articulos en publicaciones
académicas y en revistas
especializadas como Textile
Forum y Datatéxtil.

por XIMENA GONZALEZ ELICABE*
Fotografias:

Resumen: Las tradiciones textiles en la Provincia de Catamarca,
constituyen parte de una identidad cultural conformada a partir de
elementos muy pujantes provenientes de distinto origen. Estos se
traslucen tanto en estilos y técnicas de piezas de exquisita estética y
calidad. Evidencian ademas, la historia de las industrias y manufacturas
textiles que aportaron al desarrollo de esta actividad, considerada por sus
habitantes como parte de su idiosincracia que ~lamentablemente- con los
anos tiende a desaparecer.

Palabras clave: Arte textil-folklore-tejedoras-artesania tradicional-
patrimonio-cultura-transculturacion-estética-técnica-identidad

Tradicion ancestral

Catamarca, el sonido de los golpes de pala atraviesa los patios, manos
incansables deslizan la trama para formar el tejido bajo la parra, la galeria o

el enramado. Los pedales del telar criollo acompanan el ritmo con la subida y
bajada de los lizos. La tejedora posee el saber de dos tradiciones, la americanay
la europea.

El telar aldeano europeo de dos o cuatro cuadros que trajeron los jesuitas o
los primeros colonos espaifioles se adaptd a los patios de tierra, fabricado con
postes de maderas de la zona, y en lugar de peines la herencia andina aporté
las palas de madera dura y lisa que ajustan las pasadas haciendo un tejido bien
compacto y parejo. Esas palas son el legado de abuelas y madres de estirpe
tejedora a sus hijas, que las atesoran y utilizan para continuar con algo que mas
alla de una tradicién, es un estilo de vida.

Catamarca es una provincia poseedora de un patrimonio cultural muy vasto,
rico en expresiones materiales e inmateriales, pero muchas veces poco conocido
o desvalorizado. Desde el punto de vista arqueoldgico su territorio albergé a las
culturas prehispanicas mas representativas de nuestro pais, particularmente a
aquellas que formaron parte del llamado “periodo de integracion regional del
Noroeste argentino”. (Pérez Gollan 1991)

Este periodo se caracterizd por una organizacion politica de jefaturas con
modelo de intercambio; por el modo de vida agropastoril y caravanero; por el uso
de los recursos productivos en establecimientos permanentes; por la utilizacién
de elementos, materiales y simbdlicos, integrados en el area de influencia.

(Pérez Gollan y Heredia 1991; Dillehay y Nuiiez, 1988). Estos “centros de poder

ARTE TEXTILY TRADICION EN LA PROVINCIA DE CATAMARCA, NOROESTE ARGENTINO
1





Datateéxtil 32

Don Francisco Alvarez, con poncho

de lana de oveja tejido por él.

administraban el manejo de la informacién o conocimiento y la circulacién de
bienes suntuarios y utilitarios”. (Tartusi y Nufiez Regueiro, 1993).

Para interpretar el desarrollo de estas sociedades, Alberto Rex Gonzalez
aplic6 un modelo diacrénico de periodizacidn, que en sus fases temprana,
media y tardia, abarc6 una expansién temporal de aproximadamente 1.500
afos hasta la invasion Inca y posteriormente la de los espafoles.

Sin embargo, pocas son las piezas textiles arqueoldgicas que llegaron hasta
nuestros dias, en comparacion con la gran cantidad de ceramicas, metales y
piedras que representan hallazgos de gran valor estético y dominio técnico de
los diversos periodos histdricos. Por cuestiones climaticas, dada la fragilidad
de las fibras, por ser materiales organicos de facil descomposicion, solo se
conservan algunos fragmentos encontrados en zonas muy secas. También
se preservan algunas piezas que, de acuerdo a lo que sefiala la investigadora
Ruth Corcuera (2006), no se hallan en la Provincia de Catamarca, a excepcion
de unos tejidos de la cultura Aguada que fueron encontrados en Lorohuasi
en las cercanias de la localidad de Fiambala. Las otras piezas, todas ellas
pertenecientes a la Aguada (siglos xv1 y xvi1 d.C.), se encontraron en
Angualasto, actual Provincia de San Juan, y en San Pedro de Atacama, al norte
de Chile. Se trata de tejidos con fibras de camélidos, realizados en técnicas de
faz de trama y de faz de urdimbre.

En el primer caso, el elemento mas denso es la trama y los colores que se
insertan en la mismas son los que delimitan el motivo que se aprecia en el
tejido; en el segundo caso el elemento mas denso es la urdimbre, por lo que el
disefo aparece de acuerdo a su disposicion de color en la estructura del tejido.
Con esta técnica se encuentran complejas formas de generar dibujos, como
por ejemplo la de urdimbres dicontinuas, que cambian de color en su longitud
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Telar EI Chango Real de Demetrio
y Susana Gémez, en Belén.

determinando bloques de color que conforman planos en el disefio. Otra técnica
muy difundida fue la de “tefiidos por reserva” en ocasiones, sobre la prenda ya
tejida, se ataban con hilo las zonas que se resguardarian del tinte y otras veces
este procedimiento se efectuaba amarrando las urdimbres extendidas en los
enjulios del telar (es lo que en otras partes del mundo se conoce como ikat).
Otras son telas con doble urdimbre y dibujos en ambos lados, piezas de cesteria
combinadas con urdimbres envolventes wrapping. Esta ultima combinacién de
técnicas textiles y cesteria, combinando fibras vegetales y animales, se aplicd
sobre piezas que la poblacidon local llama “tipas” o cernidores de grano, y que
hasta comienzos del siglo xx continuaron confeccionandose y utilizandose.

En el pequeiio Museo del Hombre de Fiambala se encuentran las prendas que
formaron parte del ajuar de dos momias de Lororhuasi, y en el conjunto se
aprecian tambien las tipas con motivos coloridos de la Aguada. Se destaca un
unku, camisa o poncho, con motivos geométricos, realizado en faz de trama.

Una constante que asegura la calidad de la factura de los tejidos
catamarquefos, en el pasado y hasta nuestros dias es la maestria con que
manualmente las hilanderas realizan los hilos de diferentes materias primas
nobles como la lana, el algodén, la llama, la vicufia e incluso la seda silvestre.
Los hilados se realizan a la usanza prehispanica con huso y tortero, o con rueca,
esta ultima traida por los europeos.

Con el correr del tiempo, el aporte de otras tradiciones como la europea o la
arabe han afianzado, fusionado o incluso relegado otras técnicas textiles, pero
también han dado origen a estilos definidos, netamente criollos.

En adelante, se efectuara un recorrido por la produccién actual.

Ponchos, mantas, pullos, peleros, tapices, rebozos, corbatines y otras prendas
de vestir se elaboran con la sencillez y el lujo de las mas nobles fibras en sus
colores naturales o se ornamentan con motivos geométricos de origen calchaqui
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Ramon Baigorria, Belén. Tejido
tefido con tintes naturales.

como el jaguar o la serpiente, mientras que brotan motivos criollos con flores
y pajaros que denotan la influencia de oriente y testimonian las antiguas rutas
comerciales de la antiguedad.

Este patrimonio tan valioso, expresion material de la cultura de un pueblo,
resultado de la fusién de culturas que se ha transmitido de una generacién a otra
en forma oral, hoy en dia corre el riesgo de desaparecer.

En todos los oficios, pero en especial en el tejido, los maestros artesanos son
en su mayoria personas muy mayores, y en pocos casos sus hijos han querido
continuar con el legado artesanal de sus padres. Debido a la poca retribucién
monetaria actual y a la escasa perspectiva de futuro para desarrollarse con
los oficios, los jovenes prefieren emigrar a las grandes ciudades con el fin de
conseguir cualquier tipo de trabajo que les asegure un sueldo mensual.

Testimonio

El Departamento de Belén, al norte de la provincia, es una de las zonas

mas prolificas de la artesania catamarquena, y sus habitantes afirman que

es la mismisima “cuna” del poncho. Lo cierto es que esta prenda de origen
precolombino, anterior a los Incas, ha tenido en Belén un gran desarrollo, tanto
en cantidad, como en calidad y variedad.

Belén también ha sido lugar de asentamientos prehispanicos, donde florecieron
las culturas Condorhuasi, Aguada, Belén y finalmente la Inca. Sus vestigios
prevalecen por doquier, pero quizas la impronta Inca en la arquitectura del
“Shincal” en las cercanias de Londres, Departamento de Belén, sea la mas
imponente. Aunque dentro del espacio arquitecténico estratégico del Shincal, los
arquedlogos han dado en llamar a un area “la casa de los textiles”, no se ve alli (ni
siquiera en el museo del sitio) ningtn fragmento de tejido. Los textiles, siempre
silenciosos, no fueron en un primer momento objeto del deslumbramiento de
los arquedlogos, quizas por prejuicio no fueron tomados muy en cuenta y esa sea
otra de las causas por las que nos ha llegado tan poco de ellos.
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Definitivamente, los textiles han tenido en el mundo andino una gran
valoracién, que los primeros espafoles que llegaron con la conquista ignoraron.
El poder de difusién que poseyeron los textiles fue muy vasto, ya que no sélo
eran utilizados como una forma para pagar tributos, sino que, por su facilidad
de transporte, se usaron a modo de estandartes, viviendas mdviles o como
prendas representativas capaces de propagar un mensaje. Los Incas tuvieron
esto muy en claro y estipularon codigos vestimentarios estrictos, con respecto a
la utilizacién de los colores y a la distribucién de los motivos en el disefio de las
prendas tejidas. Si bien los conquistadores estaban mas interesados por el oro y
otros metales preciosos que por los textiles, al establecerse los primeros colonos
y ante la ausencia de géneros para confeccionar sus ropas comenzaron a valorar
lo que llamaban “lanas de la tierra”, como asi también la destreza de las nativas
para hilar y tejer. Las rutas comerciales que se establecian por via maritima
desde el Pacifico o desde el Atlantico, traian a América mercancias tales como
sedas de oriente, y otros géneros de lino y de algodén desde Europa, pero éstos
no llegaban a abastecer por completo a la poblacién local y eran muy costosos.

Al instalarse los primeros obrajes, los monjes se ocuparon de proveerse de
mano de obra aborigen para la fabricacion de tejidos. Estos, eran realizados
en telares europeos por piezas que luego se cortaban para confeccionar y no
en los indigenas donde las medidas del telar, de cintura, horizontal o vertical,
delimitan el tipo de prenda (ya que de acuerdo a la concepcion andina, el tejido
no debe cortarse)

Desde el siglo xv1, en épocas de la mita y la encomienda, el comercio de
textiles, en especial de algodon, hilado y tejido por las mujeres indigenas, era un
negocio prospero.

En Catamarca el algoddn llegé a utilizarse como moneda, declarado por el
Cabildo de esa provincia en 1684 como mejor moneda incluso que el metalico,
segun relata Corcuera:

“Hacia 1778, la industria del tejido estaba plenamente asentada.

En el campo del algoddn, a la natural habilidad de las mujeres,
antiguas hilanderas, se sumé el impulso que dieron los jesuitas en
su hacienda de Alpatauca. Mientras que en el algodén, como en

los camelidos y en la lana de oveja, las industrias familiares habian
creado una tradicion que llega hastahoy. Era tal la popularidad, que
se seflala que hasta los clérigos se vestian de estos bayetones negros
y los seglares los usaban blancos o de colores. Por otra parte, la vida
ecuestre y la facilidad para transportar textiles, hizo que ponchos,
pellones y encimeras fuesen una de las principales industrias rurales
de la época.”(Corcuera, 2006, p 60.).

Las tradiciones textiles en Catamarca se entreveran con la vida misma, la de la
gente y su tierra; contabanme que por la zona de Barranca Larga, Departamento
de Belén, hace cuarenta afos atras, la confeccion de un pullo, para un
individuo, requeria de un proceso muy ligado a la magia, en el que las madres
guiaban a sus hijas. En primer lugar el hilado era preparado de un modo
particular, el tipo de torsion y la forma de hilarlo, bien delgado y sin ser vistos
constituia el punto de partida. Esto debia hacerse en un momento preciso, en
conjuncién con el mapa sagrado de las estrellas. La cantidad de hilos tampoco
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Ponchos tejidos por Demetrio

y Susana Gémez. Fibra de pura
vicufa y de llama con disefio ojo
de perdiz.

era azarosa, asi como los colores de las listas llevaban inmerso un universo
cifrado. El tiempo no importaba, y por eso cada pieza era tinica, como lo era la
persona a la que estaba dedicada.

“Desde los albores de la cultura, por su afan de proteger, de prever
y de cuidar, el tejido forma parte del mundo afectivo y de la
femineidad” (Corcuera, 2006, p.11)

En conversaciones con la autora afirmé que en la Argentina no existe una
tradicion de mercado como en otros paises de América. El tejido se hacia
para alguien querido, un familiar, un amigo cercano, se pensaba en un rostro
mientras se tejia, y en ocasiones eran intercambiados por necesidad por otras
mercaderias.

No obstante, durante muchos afos la produccion de tejidos artesanales ayudo
a que hombres y mujeres pudieran sostener a sus familias, a enviar a sus hijos
a la escuela, a sentirse orgullosos de vivir dignamente de su trabajo, que por
lo general se hacia por encargo. La transmision de su saber se hacia en el seno
de la familia, y muchas veces varios de sus miembros se distribuian roles en la
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Taller de Selva Diaz, Londres,
Catamarca. Urdimbre para ponchos
de lista atada (ikat).

preparacion de la materia prima, el hilado y el tejido. Los telares grandes para
hacer pullos (prendas de cama compactas y pesadas) podian abarcar varios
metros, un patio entero, y se tejia de a dos para poder manejar las pesadas palas
en el ancho del tejido.

Como deciamos anteriormente, es en la ciudad de Belén y en muchas de
las pequefias poblaciones en el interior del Departamento, donde los tejidos,
actualmente realizados en telares criollos de dos o cuatro lizos, alcanzan un
alto grado de calidad y un estilo inconfundible. Cada tejedor o tejedora se
destaca por alguna particularidad, por el material que emplea, ya sean los
colores naturales de las fibras de camélidos o lana, por la paleta cromatica
obtenida con tintes naturales, por las técnicas en los ligamentos, como ojo de
perdiz, peinecillo, listas, pero los patrones comunes son la finura del hilado
manual en huso o rueca, la prolijidad y excelente terminacién en tejidos de
alta densidad de hilos. Los ponchos belichos (gentilicio de Belén) son obras
maestras, que encierran lo mas selecto de la tradicion criolla, con sus elementos
precolombinos y europeos, muestran con orgullo la identidad del pueblo
catamarqueno.

Londres, en la Provincia de Catamarca es una de las ciudades mas antiguas
del pais. Esta, fue la segunda ciudad fundada por los espafioles en el actual
territorio argentino. Su nombre fue puesto en 1558 en homenaje a la ciudad
natal de la reina Maria Tudor, esposa del rey Felipe II de Espana. De alli
provienen ponchos de lista atada, con guardas geométricas de distinta
complejidad. La guarda o lista atada se obtiene con el método de tenido
por reserva en la urdimbre, es decir se amarran los hilos del color de base,
generalmente crudo o marrén claro, en grupos formando un disefio simétrico
dentro de una banda, cuando la urdimbre estd dispuesta en el plegador o enjulio
y ya esta determinada la densidad que ha de tener el tejido. Luego se retira el
plegador urdido y se expone a los hilos al tinte en una olla al fuego para que
se fijen el colorante y el mordiente. Una vez terminado el tefiido, se vuelven
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Taller de Selva Diaz, Londres,
Catamarca. Urdimbre para ponchos
de lista atada (ikat).

Selva tinendo. »
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Aldacira Flores de Andrada,

de Tinogasta, con su sobrina.

a colocar los enjulios en el telar y cuando estd seco se procede a desamarrar

los nudos, que pueden ser cientos, para dejar a la vista el motivo obtenido

por reserva. Al ser mayor la densidad de hilos en la urdimbre, esto hace que
prevalezca en la cara del tejido la figura atada en la guarda, ya que la trama que
es de un sélo color liso, queda oculta por el otro elemento.

En Antofagasta de la Sierra prevalecen, ademas del telar, los tejidos de punto
a dos y cinco agujas. De aspecto mas rustico, suelen ser usados para combatir
los frios inviernos y las temperaturas extremas de la Puna por sus habitantes.
Los tejidos suelen cardarse para darles un aspecto similar al de una piel de
animal y para que proporcionen mas calor. Para realizar el cardado, se utilizan
cardos silvestres secos que se insertan en una cafia o vara, y que atados entre
si, levantan la fibra del pelo de llama, estirandolo y logrando una superficie
afelpada, suave y brillante. Los tejidos de punto no son originarios de épocas
prehispanicas (si bien se han encontrado en algunos enterratorios en la zona
andina tejidos de mallas elaborados con técnicas de origen amazonico) los
tejidos a dos y cinco agujas fueron introducidos por los espanoles. Se cree que
los mismos llegaron a Espafa a través de los arabes y luego se difundieron al
resto de Europa.

En Tinogasta, al noroeste de la provincia de Catamarca, vive Dofia Aldacira,
reconocida maestra tejedora de 90 anos. Los trabajos de esta creadora,
perfeccionista y trabajadora incesante, representan el equilibrio perfecto entre la
tradicion prehispanica y la espafiola.

Sus enormes mantas tejidas y bordadas con la exquisita delicadeza
floral de un “mantén de Manila”, pero con lanas de oveja o camélidos, son
confeccionadas de memoria, sin dibujos previos, cuyo disefio botanico y
simétrico solo preexiste en la mente de la tejedora. Los laterales de las piezas
terminan con grandes “rapacejos” o “rejas”, anudados con flecos en macramé,
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Colcha tejida por dona Aldacira
Flores de Andrada, de Tinogasta.

& a &L

técnica de origen arabe, muy comun en el sur de Espafia donde fue adquirida
de los moros. De acuerdo al relato de Aldacira los motivos de las “rejas” se van
formando de acuerdo a lo que el material le sugiere y al humor del momento, ya
que, en sus propias palabras, es un trabajo de penitencia.

En Fiambala, cerca de Tinogasta, todavia encontramos tejidos de faz de
trama con motivos geométricos muy similares a los del ajuar de las momias de
Lorohuasi, pero con otra paleta de color. En lugar de los tierras armoénicos de
antafio, los colores vibrantes irrumpen como expresando la alegria de las manos
unicas que ain dominan esa técnica ancestral.

Santa Maria, en los Valles Calchaquies, es tierra de tejedores, donde
bravos guerreros que resistieron la invasion Inca hasta 1480, dejaron un
legado iconogréfico que puede verse hasta hoy en los tapices que realizan
sus habitantes, hombres y mujeres dedicados al tejido. Actualmente, es una
poblacion mestiza pero con gran influencia indigena. La herencia calchaqui
dejé simbolos como la serpiente, el jaguar, el suri, el condor y la infinidad de
motivos geometrizados que derivan de ellos, tomando la parte por el todo,
como una manera hermética de mantener su presencia. Si bien muchos de ellos
han llegado hasta la actualidad a través de representaciones sobre otros soportes
como la ceramica o la piedra, los habiles tejedores santamarianos han sabido
hacerlos perdurar en sus tejidos. La técnica de tapiz logra su mayor desarrollo
en las culturas precolombinas de Tiahuanaco (200 a 1000 d.C.) y Huari (700 a
1200 d.C).
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En la técnica de tapiz la urdimbre es el elemento pasivo y queda
oculta por la trama. La trama juega el papel activo y es visible en
ambas caras del tejido. Los hilos de urdimbre estan colocados mas
espaciados que los de trama y son mas gruesos, esto permite que

la trama, mucho mas fina y delgada, pueda deslizarse con mayor
facilidad entre los hilos de urdimbre. La densidad de los hilos de
trama es mucho mayor que la de los hilos de urdimbre... el tapiz es
idéntico en ambas caras. La particularidad de la tapiceria consiste en
que la trama no cruza de manera ininterrumpida todo el ancho del
tejido, sino que varios hilos de trama, de distintos colores, abarcan
diversos sectores de la urdimbre...”. (Gisbert, 1988, p.39-40)

Cerca de San Fernando del Valle de Catamarca, la capital provincial, tras cruzar
la famosa cuesta del Portezuelo que inmortalizo la zamba, se eleva la sierra

de Ancasti. De alli proviene la seda de coyoyo, de capullo o seda silvestre. La
seda del monte o “purucha”, como también la llaman, se obtiene de la crisdlida
de una mariposa de la familia saturniidae, género rothschildia, que anida

en arbustos del monte espinoso como el ancoche, el afato o la tinajera. Ruth
Corcuera fue quien inicié la investigacion sobre este preciado material, al que
recordaba por referencias en su niflez dado que su familia paterna era de origen
catamarquefo. La informacién con la que se contaba hasta principios de la
década de los 90 sobre esta seda era escasa o casi inexistente, la investigadora
comenzo a indagar al respecto a partir de la aparicién de un poncho de seda
que formaria parte de su investigacion para el libro “Ponchos de las tierras del
Plata”. La oruga que produce estos capullos se alimenta de las hojas de estos
arboles del monte y llega a medir hasta 8 cm. cuando comienza a producir el
hilo que formara el capullo en forma de gota de unos 5 cm. De acuerdo al tipo
de planta de la que se alimenta varia el color de la seda, sabemos por los datos
recopilados por la filéloga Elsa Gémez, citada por Corcuera en su investigacion,
que la seda es de color marrdn clarito si se alimenta en la “tinajera” marrén mas
verdosos en el “ancoche”, marrén mas amarillo en el “afato”, marroén colorado
en el “piquillin™; marrén en el “churqui”, marrén oscuro en el “clavilo”, gris
claro en el alamo y blanquecino en el “lechillo”. Desde tiempos precolombinos
la seda del monte se hila con delicadeza con pequefios husos de hueso o madera.
El oficio de hilar esta seda lo aprenden las nifas desde muy pequenias, pero ya
casi no quedan artesanas que se dediquen a hilar y tejer la seda de coyoyo. El
trabajo es arduo ya que deben recolectarse los capullos manualmente en verano.
Por lo general los nifios son los que se ocupan de ir a buscarlos, con sus manos
pequeiias y suaves, se guardan en bolsas hasta tener una cantidad suficiente

y luego se hierven con lejia o ceniza. En este procedimiento no siempre es
necesario que esté la pupa adentro. Los capullos se ablandan por la accion del
agua caliente que ataca a la sericina que los mantiene en forma compacta, hasta
que se despega formando un copo; se enjuagan y se ponen a secar. Las hebras
del filamento se enroscan en la muifieca de la hilandera que con la ayuda del
huso y el tortero va ddandoles torsion entre sus dedos, dependiendo del grosor
que se quiera obtener es la cantidad de hebras que se emplean. Las artesanas
entrevistadas por Corcuera afirman que el hilo grueso es usado para hacer
colchas, ponchos o sobrepelos, en ocasiones mezclados con hilos del algodén
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Colcha tejida por dona Aldacira
Flores de Andrada, de Tinogasta.

en la urdimbre, pero si el hilo es fino se usa para hacer chalinas, bufandas

o mantas, de aspecto similar a las de vicufia; también se realizan prendas
pequeflas como mantitas y ropa para bebés al crochet. Al ser un material tan
delgado es necesaria una gran cantidad de capullos para tejer una prenda.
Cuentan las artesanas que para hacer un poncho se necesitan aproximadamente
quinientos capullos. Los ponchos suelen tejerse en técnica de faz de urdimbre,
con hilos retorcidos de dos cabos y por lo general se utiliza la seda en su color
natural, similar al de la vicufia, o en sus variantes tonales, pero rara vez se
emplean hilos coloreados.

En el Museo de Lujan, Provincia de Buenos Aires se exhiben varios ponchos
de seda autdctona, que pertenecieron a distintas personalidades de la historia
argentina. También le fue regalado al Papa Juan Pablo II un poncho de seda
silvestre tejida por artesanas catamarquefias. Hoy en dia, son apenas dos o
tres artesanas que siguen con la tradicion de hilar la seda de Ancasti. Se ha
intentado estimular a las jévenes para el aprendizaje de estas técnicas, pero si
bien el trabajo es bien recompensado, es una labor compleja que requiere mucha
paciencia y dedicacién, pero por sobre todo amor por lo que hacen.
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Patrimonio

El arte textil de Catamarca ha sido siempre de un gran refinamiento, silencioso
y discreto como sus autores, que con sabiduria, con criterio estético y en
armonia con la naturaleza que los rodea, logran transmitir su sentido de
pertenencia a la tierra. Preservando el suefio de sus ancestros, indios, espafoles,
arabes, conformaron la identidad criolla, capaz de resistir la sequia y el polvo,
las guerras y los saqueos, tejiendo y bordando los cifrados secretos de la
cosmovision diaguita calchaqui o los paraisos perdidos del viejo mundo.

El Noroeste argentino fue en tiempos anteriores a la colonia un puente
cultural y de intercambio comercial entre la Puna y el Chaco, entre el Pacifico
y la Amazonia, como lo demuestran los hallazgos arqueoldgicos y los caminos
incas que aun perviven. Catamarca siguid siendo un puente entre culturas, las
coloridas flores en bordado chino de los mantones de Manila se tradujeron a
las lanas de la tierra en las colchas tinogastefias, terminadas con rejas moriscas
a la usanza andaluza, o la seda del monte y la vicufia que formaron rebozos y
mantillas para las damas devotas de la Virgen del Valle asi lo atestiguan.

Este patrimonio, guardian de conocimiento y tradicién, corre el riesgo
de desvanecerse. La transculturacion producida por los medios masivos de
comunicacion, las pocas oportunidades de comerciar de manera justa sus
trabajos para artesanos que viven en ambitos rurales, sumado a la dificultad
de acceder de los caminos en el interior de la provincia, hace que las nuevas
generaciones no continuen con la labor emprendida por sus ancestros, salvo
en contadas excepciones. Quienes valoren este camino y continuen andandolo
seran privilegiados poseedores de un saber unico, y los encargados de
transmitirlo al ambito popular, ya que desde el mundo académico se lo puede
estudiar y documentar, pero es el mismo pueblo quien puede ocuparse de

mantenerlo vivo y de hacerlo suyo.
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1 De I'Instituto

de Patrimonio Cultural

de Espana (IPCE).

2 Casulla de sant Vital,

2,60 mt de voraviu a voraviu;
capa de sant Mexme, 2,57 mt;
casulla de sant Bernat de
Clairvaux, 2,53 mt; casulla
de sant Ermengol, 1,77 mt
de la Seu d’Urgell, entre
d’altres.

Dona teixint en un teler de fosa
(© JMUI).

Teixits i telers a I'lran actual.
Més enlla de les catifes perses

per STLVIA SALADRIGAS CHENG i KavA KIKUCHI MUNAKATA

A voltes el mén és molt petit i sembla que el desti s"hagi escrit a les estrelles
abans que ningu ni tan sols ’hagi pogut imaginar.

Lestiu del 2013 vaig coneixer per casualitat a Kaya Kikuchi Munakata. Ella,
japonesa que per raons de treball ara viu a Teheran, venia a visitar el CODMT
per donar a conéixer els teixits que els artesans iranians avui en dia encara fan.
Kaya duia mostres de les peces i em va anar explicant el nom dels diferents
teixits: Karbafi, Daraibafi, Shaarbafi... Em mostrava fotografies dels teixidors
que els havien fet, dels llocs on viuen i dels seus precaris tallers. La Kaya i jo
vam congeniar al moment. No podia ser d’altre manera. Ella enamorada dels
teixits, jo enamorada dels telers, les dues enamorades de l'ofici de teixir.

A aquell encontre es va afegir un altre fet. Jo em trobava aleshores preparant,
en conjunt amb Pilar Borrego', un estudi sobre dues peces medievals de seda,
en treball llavorat i elaborat disseny, trobades a Carrion de los Condes. Una de
les caracteristiques més inusuals d’aquests teixits, en especial d’un d’ells, és les
seves dimensions. La pe¢a més gran, la de color blau, mesura en una tnica tela,
és a dir, sense costures, 140 cm de llarg per 271 cm d’ample.

Peces que avui en dia sorprenen per les seves mides? es conserven a diferents
museus i centres del mén, perd no hi ha una explicaci6 clara del com i amb quin
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Teixits de sant Zoilo, Carrién de los Condes
(©Centro de Conservacién y Restauracion
de Bienes Culturales de Castilla-Leén”).
Vegeu detall.
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tipus de teler es van fer. Com a teixidora, imaginar de quina manera aquestes
peces excepcionals es van teixir, desperta en mi un gran interes i és un dels
meus temes de recerca des de fa temps.

A mida que aprofundia en la bibliografia publicada, sorgia la possibilitat de
que un tipus de teler documentat a Iran a la decada dels anys 1960, podria ser
la resposta per aquesta qiiestio. Aixi que conéixer-la va ser com una palanca per
decidir-me a viatjar fins a Iran a buscar “el possible teler”.

Ara, en collaboracié amb Kaya Kikuchi Munakata, qui explica el seu projecte
de suport als teixidors iranians, escric aquest article, en el que no tractaré
aspectes tecnics massa concrets —-més adients per a un altre tipus de publicacié-,
sind, com una mostra d’agraiment i respecte a tots els teixidors i teixidores que
em vaig trobar alla, artesans que encara avui en dia treballen amb tecniques
tradicionals, i que em van acollir sempre amb un somriure i una tassa de bon
chai (te) ala ma.

Més enlla de les catifes

Iran sempre ha estat reconegut a nivell internacional com el major pais
productor de catifes de qualitat del mon. Les “catifes perses” han sigut i sén
un dels articles més rellevants per a la seva economia i, com a peces humils o
de luxe, adornen parets i sols de tendes nomades, vivendes urbanes i rurals,
mesquites i palaus... i es troben presents des del racé més remot de I'Iran fins
els més prestigiosos museus internacionals.

A banda pero, hi ha altres teixits artesanals que també es produeixen
actualment a Iran i que de fet, son tan antics com les tradicionals, prestigioses

Teixidors de I'Ancient Arts Center, a
Kashan (© Silvia Saladrigas Cheng).
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Detall de teixit daraibafi
(©JIMJI).

Detall d'un teixit karbafi
(© Quico Ortega).
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Teixit shaarbafi (©JMJI).

i ben conegudes catifes. De fet, la tradici6 textil iraniana és molt més rica que
la que aquestes representen i encara que més simples en els seus materials, de
produccié més reduida i d’un s més practic i quotidia, aquests altres teixits
també existeixen.

“Kaarbafi”, “Daraibafi”, “Shaarbafi”... s6n alguns d’ells. El “Kaarbafi” és un
teixit de coto, de lligament tafeta, normalment de pocs colors. El teixeixen des
de fa més de mil anys les dones iranianes que repeteixen els seus dissenys de
generacid en generacid. “Kaar” significa treball i “bafi” teixir, és a dir que la
paraula “kaarbafi” sorgeix del fet de que teixir sempre ha format part de les
feines principals de les dones a la llar. De forma tradicional aquests teixit s’ha
destinat a cobrellits, estovalles, tovallons, tapets de taula, etc.

“Darai” significa tenyir amb reserves (ikat). Vol dir que els fils d'ordit és
lliguen abans del procés de tintura per aconseguir varietat de color per a cada
fil. Aquesta tecnica és practicada i coneguda a molts altres paisos i a Iran és un
tipus de teixit que només fan els homes a la ciutat de Yadz, a la vora del desert,
des de fa aproximadament 400 anys.

A Kashan, provincia d’Esfahan, es teixeix el “Shaarbafi”. “Shaar” significa
cabell molt fi, i el teixit que rep aquest nom es fa amb seda o coté molt fi per
aconseguir una textura suau i lleugera. Teixida per homes, pot ser d’un o molts
colors i sovint amb ratlles. A I’igual que I'anterior, potser un teixit en lligament
tafeta o, també, sarja.

Altres teixits son molt més elaborats, amb dissenys de tipus figuratiu com
els velluts llavorats, el “Termeh” i el “Zaribafi”, aquest treballa sempre amb una
trama de fil d’or (zari) fent complicades composicions. I no podem oblidar les
teles estampades amb motlles de fusta tallats a ma.
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3 Segons el vocabulari del
Centre International d’Etudes
des Textiles Ancients.

El teixit es treballa per la part del
revers (© Silvia Saladrigas Cheng).

Telers i teixidors

El que meravella de tots aquests teixits és la manera com encara avui en dia es
fan. Treballats en telers manuals de pedals, alguns d’ells ens remeten a models
medievals recollits en miniatures antigues i documents de I’¢poca. Es el cas
del teler denominat de “fosa”, a on el teixidor seu a la vora d’un forat excavat al
terra, a sobre del qual hi ha l'estructura de la que pengen els llicos i, d’aquests,
els pedals que cauen dins de la fossa. El teixit “Kaarbafi”, sempre fet per dones,
acostuma a treballar-se en aquest tipus de teler.

El “Daraibafi” i el “Shaarbafi” son fets també en simples telers de fusta, amb
4 lligos i pedals, normalment moguts per un sistema de politges. En tots aquests
telers, destaca el fet de que no tenen plegador d’ordit, sin6 que aquest es troba
recollit per grups, fent varies “boles” o amb el fil enrotllat en grans fusos, que
pengen d’una estructura posterior. Aquesta és una manera interessant de poder
tenir molts metres de fil d’ordit muntants, mantenir una bona tensio i alhora
facilitar una obertura de calada idonia.

Pels teixits més elaborats cal el treball de dues persones. Un ajudant del
teixidor, situat a sobre una bastida per damunt de 'estructura del teler, alca
manualment els fils de l'ordit mitjangcant un complex sistema de cordes i llagos.
En aquest conjunt es troba, per dir-ho d’alguna manera, “memoritzat” el
disseny de la tela, i I'ajudant el va repetint de manera ciclica. El teixidor, per la
seva part, acciona per una banda els pedals per fer el teixit de fons i a la vegada
treballa passant les diferents canilles o llangadores, de fusta de noguera, amb
les trames de diferents colors que corresponen al dibuix. Per ajudar-se a obrir
millor la calada, s’ajuda de dues grans peces de fusta, en forma de cunyes, que
insereix entre els fils que alcen d’ordit.

Totes les trames van de vora a vora de la tela i el teixit té dos ordits: un que
manté la cohesid de la tela i un altre que lliga les trames de decoracid en sarja.
Com a teixit, la seva estructura correspon a la del samit? i és el mateix sistema
amb el que van ser fets els teixits llavorats medievals de seda. Aquest teler,
que avui en dia denominem teler de llacos o de tir, encara es troba en s a tot
I'Orient Mitja i a la India i 'ample de les teles que en ell s’elaboren acostumen a
ser al voltant dels 80 cm.
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Fils d'ordit muntats en el teler
(© Silvia Saladrigas Cheng).

4 Segons el vocabulari del Pero, i el teler per a les peces de gran ample? Al final el vaig trobar i va
Centre International d'Btudes  poqyltar ser un tipus de teler totalment diferent al que fins el moment jo havia
des Textiles Ancients. . L. L
vist. Amalgama entre un teler d’alt lli¢ i un de baix llig, la seva estructura de
fusta pot arribar a medir més de 3 metres d’ample. Rep el nom de teler zilu
perque amb ell es teixeixen un tipus de catifa d’oracié que té aquest nom, i que
és tradicionalment de cotd, en colors blanc i blau.

Aquest teler no té pinta, i en ell es treballa amb dos ordits i dues trames, que
fan el que avui denominem com taqueté*. Dos “llicos”, amb un sistema similar
al dels teixits xinesos, separen els fils d’ordit i fan 'estructura de la tela, i tota
una série de cordes transversals situades a la part superior i que van de banda a

Ajudant de teixidor en el teler de tir  banda del teler, serveixen per obrir la calada per fer la decoracio, habitualment
(© Silvia Saladrigas Cheng). de tipus geométric.

1
i

Estructura del teler de tir.
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Teler per a zilu
(© Silvia Saladrigas Cheng).

Detall del teler per a zilu
(©Silvia Saladrigas Cheng).

En aquest teler, les cordes les manipula directament el teixidor qui sajuda
d’uns grans ganxos de fusta que mantenen oberts els fils al pas de les trames
i, a diferencia del teler de tir o de llagos, no hi ha cap sistema de memoritzaci6
del disseny. Fa uns anys, podia haver-hi un ajudant de teixidor que col-laborava
en obrir els fils i passar la trama. Pero cada cop sén menys les persones que es
dediquen a teixir. La feina implica un aprenentatge llarg, és dura i pocs sén els
joves interessats en realitzar-la.
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Detall d'una catifa zilu
(©Silvia Saladrigas Cheng).

Aquest teler zilu podria ser el teler relacionat amb la peca de Carrién de
los Condes? Es possible. Podem imaginar la mateixa estructura, mantenint el
seu gran ample i un altre tipus de muntatge similar al del teler horitzontal de
llagos, potser amb un o dos ajudants per obrir la calada al pas de la trama de
decoracié... o posats a imaginar, també podem pensar en un teler horitzontal
similar a 'actual, pero canviant les mides i amb més d’un ajudant collaborant
en la realitzacid del teixit. De moment sén només hipotesis; cal mirar, veure i
experimentar molt més abans de poder fer cap afirmaci6 concloent.

El que si és real és que els teixidors que coneixen aquestes practiques cada cop
sén menys i d’edat més avangada. Per aixo0 és important donar a conéixer la seva
feina i promoure projectes com els que Kaya Kikuchi Munakata impulsa.

Teixidor en un teler per a zilu
(© Silvia Saladrigas Cheng).
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Logo amb el que el JMJI
comercialitza els teixits artesanals.

Donar suport als teixidors: Kaya Kikuchi i el projecte
amb el JMJI

El meu nom és Kaya Kikuchi Munakata i la meva primera trobada amb textils
tradicionals iranians teixits a ma va ser a través d’una exposici6 al Baagh Muze
de Teheran (el Museu del Jardi) organitzada per I'Institut Internacional de
Jam-e Miras-i Jahan (JM]I), al maig de 2013. Lexposici6 incloia diferents téxtils
iranians fets a ma, a més de les catifes perses, sorprenent als visitants amb la
seva bellesa versatil, la seva simplicitat i practicitat, i la calidesa amb que els
artesans els havien teixit.

El JMJI és una organitzaci6 privada amb seu a Teheran i les seves activitats
principals inclouen l'organitzacié de tallers sobre el patrimoni i la cultura
iranians per a nens i la preservaci6 de les arts tradicionals textils del pais.

En aquest ultim ambit, per exemple, donen suport a teixidores de kaarbafi
en un petit poble anomenat Meybod als afores de Yazd, mitjancant el
subministrament de fils de coté i la reparacié de telers manuals desgastats.

El 2011, el JMJI va llangar la seva propia marca textil anomenada Sidaar. En
persa si vol dir “trenta” i daar “teler manual”, i el nom reflecteix el fet que eren
originalment trenta els tipus de téxtils fets a ma a I'Iran, a banda de les catifes
perses; lamentablement, alguns d’aquests teixits han desaparegut avui en dia.

Des de I'inici de Sidaar, el JM]I ha estat treballant activament per preservar
els teixits artesanals tradicionals -no només el kaarbafi, sin6 també el daraibafi,
el shaarbafi, el brocat de seda irania zaribafi i les teles de llana d’ovella i pél
de camell, per citar uns quants exemples. Igualment, van establir un projecte
de producci6 sostenible amb els teixidors per crear productes téxtils amb un
disseny contemporani que pugui atreure a una clientela amplia, sita basicament
a Teheran. També donen part dels beneficis als teixidors de forma que puguin
continuar teixint per a Sidaar i, aconseguir d’aquesta manera, uns ingressos
estables.

Amb el temps, em vaig preguntar per queé aquests textils mai s"havien
comercialitzat fora de I'Iran, ja que pensava que mereixien tant reconeixement
internacional com les famoses catifes perses. Després de reflexionar, vaig
arribar a la conclusié que I'Iran havia estat aillat, tant politicament com
economica, de les comunitats internacionals, i que aquest aillament havia tingut
un greu efecte sobre les activitats comercials i culturals del pais. En primer
lloc, des que I’Occident va imposar sancions economiques i limitacions en les
relacions politiques i diplomatiques contra I'Iran el 2006, el flux de productes
i de visitants i I'intercanvi cultural amb I'Iran s’han estancat. En segon lloc,
és extremadament dificil per als iranians aconseguir un visat per viatjar a

Sidaar o

Persian Handmade Textile u:""ﬁ-i Q.‘BL.._M;Q ‘U")L’
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Fira solidaria a Toquio
(© Kaya Kikuchi Munakata).

l'estranger. A més, la informaci6 disponible en els mitjans de comunicacié
també esta limitada, i aixo fa que sigui molt dificil intercanviar informacié amb
l'exterior.

Malgrat tots aquests problemes, segueixo creient fermament que aquests
textils tradicionals han de ser reconeguts fora de I'Iran per un public més ampli.
Conjuntament amb el JMJI vam pensar en les possibles formes en qué jo podria
contribuir a que aquestes arts textils fossin reconegudes. Vam acordar que jo
m’encarregaria de donar-los a conéixer fora de I’Iran a través d’exposicions
i vendes solidaries. Com que jo era estrangera resident a Teheran, totes les
restriccions exposades no m’afectaven gaire. La rad per la qual vam triar que
es fes de manera solidaria era que concordava amb el projecte de produccié
sostenible promogut pel JMJI per donar suport als teixidors i per preservar les
seves arts textils.

L'exposicio solidaria de Toquio

La meva primera exposicid solidaria de téxtils artesanals iranians la vam
celebrar a Toquio un cap de setmana de l’estiu de 2014. La vam fer en una
galeria situada en una de les zones altes de la ciutat anomenada Jiyugaoka, on
els visitants i residents tenen fama de cuidar molt el seu estil de vida i de buscar
productes artesanals originals i creatius. Xals i mocadors dels estils “kaarbafi”,
“daraibafi” i “shaarbafi”, cobretaules i draps de cuina, es van mostrar i posar

a la venda. Amb el JMJT havia acordat que tots els beneficis es destinarien

als artesans iranians. Els visitants eren adults, estudiants i joves que tenien
curiositat per veure per primera vegada textils iranians que no fossin catifes
perses, i que tenien ganes de coneixer noves coses sobre els teixits i els artesans

a través de 'exposicid, els fullets, fotos i videos que explicaven la seva historiaia
través de les meves explicacions.
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Fira solidaria en el Taller Textil
Teranyina, Barcelona
(©Kaya Kikuchi Munakata).

L'exposicio solidaria de Barcelona

Silvia Saladrigas Cheng, del CDMT, que és especialista en documentacid

téxtil i té vincles personals amb els artesans textils a 'Iran, em va oferir
l'oportunitat de celebrar una altra exposici6 solidaria a Barcelona. Amb la seva
passio per promocionar els seus amics teixidors, vam muntar conjuntament
una exposicio al Taller Textil Teranyina, prop de les Rambles, al centre de la
ciutat, al desembre de 2014. La propietaria del taller, Teresa Rosa Aguayo, una
artista téxtil en actiu, va fer seva la nostra causa i molt amablement va acollir
I'exposicid i el punt de venda en el seu estudi. La gamma de textils va ser similar
a la de l'exposicidé de Toquio, i a més va oferir informacié audiovisual referent
als textils i als teixidors. A diferencia de l'altre exposicio, i tot i que la majoria
dels visitants veia teixits iranians per primera vegada, el public el formaven
teixidors, restauradors i persones interessades en generals en els teixits. D’acord
amb la Silvia i la Teresa, també aquesta vegada tots els guanys es donarien als
teixidors a traves del JMJI.

L'esfor¢ per crear desenvolupament sostenible

Des de I'exposicio de Toquio, el JMJI i jo hem buscat formes per donar suport a
l'artesania textil iraniana d’'una manera efectiva en la qual els guanys s’aprofitin
al maxim. Ates que el nostre objectiu principal és donar suport a I'artesania per
al seu desenvolupament sostenible, hem de tenir present que els beneficis s’han
de destinar a un projecte que no sigui només temporal, siné permanent, amb
projeccié de futur. Després de pensar-nos-ho molt, vam decidir centrar-nos en
la formaci6 de teixidors/es potencials que podrien fer-se carrec de I’artesania
textil en un futur proxim.
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Fira solidaria en el Taller Textil
Teranyina, Barcelona
(© Kaya Kikuchi Munakata).

Fils d’ordit tenyits per a teixir
daraibafi en els nous telers de
Hameed Falahi (© Kaya Kikuchi
Munakata).
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El JMJI em va presentar a Hameed Falahi, un jove teixidor de daraibafi de
gairebé trenta anys, membre de I'inica familia artesana de daraibafi de Yazd.
Hameed ha organitzat l'obertura d’un centre de formacio de teixit on formara
joves teixidors/es per mantenir la tradicié del daraibafi de la seva familia i
també per crear oportunitats d’ocupacio a la seva comunitat. Tant el JMJI com
ijo creiem que aquest projecte personal és sostenible, i alhora social, i hem
decidit participar-hi amb la compra de tres telers manuals per al seu centre de
formacié amb els guanys de I'exposicié de Toquio. Al gener de 2015 vam visitar
Yazd per veure de prop la projeccié del seu centre i els nostres telers.

Encara que reconeixem que el projecte de Hameed ha pres embranzida amb
la nostra donaci6, hem d’admetre que queden moltes qiiestions que s’han de
definir a mesura que el projecte avanga. Per exemple, quin tipus de persones
hauria de formar ’'Hameed? Com es pot motivar els alumnes perqué puguin
convertir-se en futurs teixidors? Un cop acabat el curs, on teixiran, i per a qui?
Tinc la responsabilitat de proporcionar suport continu a 'Hameed, juntament
amb el JMJI, i de trobar la millor manera d’assignar els guanys de Barcelona
perque es puguin aprofitar al maxim per aixi fomentar I’exit del seu projecte.

Per concloure aquest informe sobre el meu projecte de suport sostenible
l’artesania téxtil iraniana en collaboracié amb el JMJI, el Hameed Falahi, la
Silvia Saladrigas Cheng i la Teresa Rosa Aguayo, el primer que m'agradaria
destacar és que el projecte ha de fomentar la forma més efica¢ d’assegurar que es
respectin i es mantinguin els valors tradicionals, el coneixement i les habilitats
dels artesans. A més, hem de donar prioritat a la formacié per tal d’augmentar
el nombre de teixidors/es. D’altra banda, crec que també es necessiten noves
visions per afegir valor comercial als seus productes tradicionals per tal
d’atraure ingressos i poder seguir endavant. En qualsevol cas, estic decidida
a obtenir el maxim reconeixement possible a través d’exposicions i vendes
solidaries que ens ajudin a recaptar diners, principalment fora de I'Iran i
dedicar els beneficis per aconseguir una continuitat digna i sostenible per
'artesania textil iraniana. @
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Moda en el cine: la anglomania en
Barry Lyndon. Un estilo de transicion

por KARIN WACHTENDORFF
Historiadora del Arte. Especialista en Indumentaria Historica
http://historiadelamodaylostejidos.blogspot.com

Basada en la novela de William Makepeace Thakeray, la pelicula Barry Lyndon
es probablemente, una de las grandes obras maestras de la historia del cine
de todos los tiempos. Dirigida magistralmente por Stanley Kubrick en 1975,
y ambientada en la segunda mitad del siglo xv111, esta dotada de una calidad
estética impecable. No sélo por su magnifico vestuario, también por la
estudiada iluminacion, fotografia y banda sonora. Kubrick era un perfeccionista
que no dejaba nada al azar, y durante el afio entero que dedicé a la preparacion
de la pelicula, visité museos y devord cientos de libros de arte inglés del
siglo xv111, buscando referencias estéticas para componer los planos de la
pelicula.

En su afan por la meticulosidad y los detalles, Kubrick tuvo el gran acierto
de encomendar el vestuario a la oscarizada disefiadora Milena Canonero,
quien realizé una ardua labor, buscando inspiracion a través de la retratistica
de pintores de la época, como Thomas Gainsborough, Sir Joshua Reynolds,
Angelika Kauffman o William Hogarth entre otros. Su trabajo no podia ser una
interpretacion personal, debia reflejar fielmente la moda de aquel periodo; tanto
en tejidos, formas y colores, como en el patronaje empleado. Kubrick buscaba
un efecto realista que abarcaba modelos pertenecientes a todos los estamentos
sociales; campesinos, nobles, militares, clérigos e indumentaria infantil.

La pelicula nos narra las aventuras y desventuras del irlandés Raimond Barry,
papel protagonizado por Ryan O’Neil, personaje un tanto discolo que tras
diversas peripecias, termina enrolandose en el ejército britanico y luego en el
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Lady Lyndon.
© Warner Bros / Hawk Films.

prusiano, con el que viaja por Europa luchando en la “Guerra de los Siete Afios”.
Al finalizar ésta, se traslada a vivir a Inglaterra, donde contrae matrimonio con
una condesa inglesa de gran fortuna.

Es en este punto en el que nos vamos a centrar, analizando la moda y el estilo
que circunscribian al personaje femenino protagonista: Lady Lyndon. Papel que
encarna Marisa Berenson, mujer cuya serena belleza encaja perfectamente con
su papel. Elegante y refinada, vestida siempre con exquisito gusto, siguiendo
la moda inglesa de los afios 70-80 del siglo xv111, periodo bajo el reinado de
Jorge III.

Angelika Kauffman,
Lady Elizabeth Foster,
1785. The Regency
library.
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Lady Lyndon con sombrero a
la Malborough.
© Warner Bros / Hawk Films.

En aquellos afos, las clases altas inglesas —a diferencia de las francesas que
adoraban estar cerca de la corte- preferian la libertad que les proporcionaba la
vida en sus mansiones en el campo, en plena naturaleza. Algo que requeria un
tipo de indumentaria mas sencilla y flexible que la incémoda y pomposa moda
rococd, hasta entonces predominante en las capitales europeas. Esta necesidad
de funcionalidad en el vestuario, provocé que los ingleses tomasen elementos
de la indumentaria de las clases populares, configurando al mismo tiempo un
tipo de vestimenta de marcado caracter nacional, que no admite la supremacia
francesa en la moda.

El traje femenino a la inglesa, adoptado hacia 1776 se adornaba poco,
aunque no estaba exento de preciosismo. Muy ajustado, constaba de un
corpino emballenado rematado en punta y compeéres frontales. El vuelo de
la falda se conseguia mediante frunces, eliminando los incémodos paniers
del estilo francés, y reemplazandolos por un sencillo relleno que marcaba la
parte posterior, denominado cul de Paris. Esta moda y sus multiples variantes,
proporcionaron a las mujeres una mayor libertad de movimientos. Por otra
parte, la adopcion de elementos de la indumentaria masculina le aportaban
una nota caracteristica, como la version femenina del redingote, o los vistosos
sombreros de copa alta denominados a la Malborough, que se ornamentaban
con penachos de plumas de avestruz, y cintas de raso a juego con el vestido.
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Thomas Gainsborough, Las
tres princesas, 1784. The Royal
Collection, Londres. Detalle

Hacia 1780 se sustituyen las enormes pelucas de las décadas anteriores,
por un estilismo mas natural, con el cabello rizado ligeramente empolvado,
enmarcando el rostro hacia ambos lados. La idilica inspiracion pastoril,
denominada bergeries se reflejaba en los enormes sombreros de paja, en los
delantales de muselina blanca bordada y los escotes adornados con volantes.
Sin olvidar los grandes fichus ribeteados con encajes procedente de Francia
y Flandes, denominados Point d’Angleterre para ser aceptados en el mercado
inglés.
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Detalle de un vestido de seda
con estampado de Spitafields
que luce Lady Lyndon.

© Warner Bros / Hawk Films.

1 Esta moda seria el germen
del estilo de los Dandys del
siglo xIX.

2 Hasta 1790, las pelucas
masculinas y el terno

a la francesa quedaron
relegados para ocasiones
formales donde se requeria
indumentaria de lujo.

Hermosa escena donde la
protagonista lleva un vestido
blanco a /a inglesa, que refleja
el estilo de transicion entre el
rococd y el neoclasicismo.

© Warner Bros / Hawk Films.

La mania por lo rustico que caracterizé aquellos afos, sirvié de puente
estilistico entre el rococé y la moda neoclasica, que comenzaria a imponerse
hacia 1790.

En cuanto a la indumentaria masculina, los aristdcratas ingleses
prescindieron de las prendas de estilo francés que habian empleado hasta
entonces. Sustituyeron los terciopelos, las sedas brocadas y los bordados de los
ternos a la francesa por otros mas sencillos, elaborados con pafios de colores
apagados, manifestando un deseo de comodidad y sobriedad casi puritana.
Simplificaron las camisas eliminando de ellas los volantes y los encajes, y
emplearon corbatas de muselina blanca. Reemplazaron las medias y los zapatos
con hebillas de metal, por recias botas de montar mucho mas adecuadas para
realizar deportes al aire libre, montar a caballo y practicar la caza del zorro'".
Ademas, desecharon las pelucas® para mostrar sus propios cabellos anudados
mediante una coleta. El sombrero preferido era el tricornio.
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3 Rose Bertin, couturiére

de la reina Maria Antonieta
disend para ella trajes de
inspiracién inglesa, como el
redingote y sencillos vestidos
de muselina blanca cenidos
por un lazo.

4 Poco a poco, los pequeiios
talleres tradicionales se
fueron convirtiendo en
fabricas gracias a inventos que
mejoraron progresivamente
el proceso de la hilatura del
algodon. Tenemos el ejemplo
de Samuel Crompton, quien
patentd en 1779 de una
maquina capaz de elaborar
un tipo de hilado muy fino,
ideal para la elaboracién de
muselinas.

5 Para competir con las
importaciones de las Indianas
de algodon, procedentes de
las Indias Orientales.

6 El gobierno inglés pagd
18000 libras a Thomas Lombe
por los derechos de patente
de su invento, y éste fundé

su propia fabrica textil de
energia hidrdulica en Derby.

Tal fue el entusiasmo que despertd este movimiento estético, que la
anglomania se extendi6 por toda Europa, llegando tiempo después a la corte
de la reina Maria Antonieta’, e incluso a las colonias de América. En el ultimo
cuarto del siglo xvi11, Inglaterra era vista como la tierra de las libertades, con
una creciente reputacion de calidad e innovacién* en el ambito textil, puesta al
servicio de la produccién y comercio de tejidos de algodén’. Fibra que comenzé
a competir con la seda, subrayando nuevamente el interés existente en volver a
la simplicidad y abandonar la lujosa ostentaciéon rococé.

Sin embargo, no podemos olvidarnos de los tejidos de seda, pues seguian
formando parte del vestuario de lujo de las damas elegantes. Aunque en el
siglo xv111 Francia estaba a la cabeza de la produccion europea con sus centros
en Tours y Lyon, Inglaterra también destacé por ser el centro de elaboracion
de las sedas estampadas de Spitafields, famosas por sus delicados motivos
naturalistas. Ademas, la industria sedera inglesa se beneficié de la introduccién
en el pais de la torcedora® de seda, invencién de Thomas Lombe.

Aunque la moda femenina inglesa de esos aflos no estuviese exenta de
cierta afectacion y preciosismo, lo cierto es que la busqueda de funcionalidad,
y el profundo deseo de mirar hacia la naturaleza, provoco el nacimiento de
un nuevo estilo de transicion, del que los sencillos vestidos de inspiracion
bucdlica y pastoril no eran mas que su manifestacion externa. Este fenémeno
represent6 una mirada -inédita hasta entonces— por parte de las clases altas
hacia el mundo popular, configurando al mismo tiempo la antesala de los
revolucionarios cambios en el sistema de produccion, del comercio y la sociedad
de consumo que llegarian afios mas tarde, de la mano de la Revolucién
Industrial, promotora en definitiva, de la futura democratizaciéon de la moda.

Los componentes estéticos, formales y conceptuales presentes en la
indumentaria inglesa de la segunda mitad del siglo xv111, estan presentes
en el vestuario que se nos muestra a lo largo de la pelicula Barry Lyndon. La
magnifica y encomiable labor de investigacion y recreacion que realizaron
Milena Canonero y su equipo, bajo las directrices de Stanley Kubrick lo hicieron

posible. @
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Museos donde se puede contemplar pintura inglesa del siglo xvii

National Gallery of Art (Washington), www.nga.gov

National Galleries of Scotland, www.nationalgalleries.org

Museo del Hermitage (San Petersburgo), www.hermitagemuseum.org
Neue Pinakothek (Munich), www.pinakothek.de

Museos cuyas colecciones incluyen indumentaria inglesa del siglo xvii

V&A Museum (Londres), www.vam.ac.uk
MET Museum (Nueva York), www.metmuseum.org
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m Eulalia Morral

Novedades editoriales y noticias

MAROC, COULEURS DESERT.

Tissages contemporains des Ait Khebbach/
MAROCCO, DESERT COLOURS.

Contemporary weaving of the Ait Khebbach.
Arnaud Mauriéres, Eric Ossart, Marie-Bénédicte Kermogant

Fotografies de Serge Anton

Ed. Mediafix, Clermont Ferrand, 2014
ISBN: 978-2-9538445-3-5

Una vez abierta la cubierta de este libro ya no se puede volver
atras.

Por la belleza de sus imagenes, por la historia que nos
cuenta pero, ante todo, por el calor humano que transmite.
Cuando llegamos al final, Fatima Oukharbouch, Touda
Boumrour o cualquiera de las mujeres que protagonizan este
relato nos pareceran tan préoximas como si formaran parte
de nuestra propia familia.

Es dificil escribir una resefia de una obra que, ante todo,
despierta sensaciones. Las imagenes definen con una
precision increible lo que las palabras no pueden llegar a
transmitir, y el texto las respeta y las acompaia anotando
nombres, referencias geograficas, detalles técnicos, pequenas
anécdotas... el equilibrio es perfecto.

Los Ait Khebbach son una tribu bereber que se formé
en el s. xv1 al sudeste del Alto Atlas y vivia en la planicie
desértica entre lo que hoy es Argelia y Marruecos; al trazarse
las lineas fronterizas de Marruecos, en 1956, quedaron
reagrupados en un territorio mucho menor, al sudeste de
este pais, e iniciaron un largo periodo de sedentarizacion
que aun perdura. Viven de los ganados y de la escasa
agricultura que les puede permitir el agua de los pozos; la
construccién de una pista entre Rissani y Merzouga en el
afio 2000 les ha abierto un cierto contacto con el turismo.

En este marco es donde se produjo el encuentro inesperado de los autores con
el arte de las mujeres Ait Khebbach. Unas mujeres que no necesitando ya tejer
telas para las tiendas, empezaron a usar sus telares para tejer alfombras —el suelo
de las viviendas es mas duro que la arena que tenian bajo las tiendas- y que
descubrieron que destejiendo viejos jerséis podian incorporar hilos de colores.

Ellibro nos presenta, una por una, a catorce tejedoras de tres generaciones;
las pioneras —las mas osadas en el arte del color- sus hijas y nueras -mas
depuradas técnicamente- y las nietas, que juntan ambas capacidades. Tejedoras
vinculadas a cinco nucleos de poblacidn (Lahfira, Tafraout, Ighfnighir,
Tazoulait i Merzouga) que se expresan con un lenguaje decorativo personal
pero a la vez tremendamente coherente: el que los autores califican como “estilo
Ait Khebbach?, inspirado inicialmente en las antiguas alfombras de de Argelia
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Novedades editoriales y noticias

y los collares de cuentas de las bodas pero desarrollado después en un sinfin de
derivados y combinados de dameros y losanges, a los que se une recientemente
el signo del alfabeto que distingue con orgullo la identidad bereber.

A partir del encuentro casual que tuvo lugar en Merzouga en abril de 2011,
cuando Arnaud Maurieres y Eric Ossart descubrieron las primeras alfombras
tejidas, se organizo rapida y eficazmente una campainia de investigacion y
documentacioén in situ junto con técnicos del Musée Bargoin de Clermont
Ferrand -especializado en textiles extra europeos- y con la complicidad de
las propias tejedoras y sus familias. Ello ha permitido construir una coleccién
de piezas representativas que fue adquirida por el Musée Bargoin y es objeto
actualmente de una exposicion itinerante que se ha presentado en el CDMT
hasta marzo de 2015. Pero, sobre todo, ha permitido sacar a la luz la capacidad
de unas mujeres que viven con casi nada, en un medio tremendamente dificil,
creando verdaderas obras de arte a partir de materiales reaprovechados. Un
homenaje merecido. m
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m Neus Ribas

Novetats editorials i noticies

(Im)perfezione
Museo del Ricamo e del Tessile

Valtopina 2014. Il merletto: tradizione e creativita

A la ciutat de Valtopina es troba un museu
del Ricamo e del Tessile, dedicat al brodat i al
textil, que organitza cada any, amb el suport
de ’Ajuntament de Valtopina, una trobada
d’artesania téxtil que inclou tota varietat de
tecniques.

Dins l'edicio celebrada el setembre de 2014
es va dur a terme I'exposici6 (Im)perfezione, un
dialeg entre la punta antiga, i la contemporania i
creativa. Lexposicid presentava els tipus més
importants de punta tradicional cedits per
antiquaris i colleccionistes privats, al costat de
les peces producte de la creacié de puntaires
contemporanies que sén capaces de jugar amb
els elements tradicionals reinventant formes i usos. La precisio del treball es
combina amb la creativitat que trenca el motlle del passat per explicar la forma
moderna de sentir i interpretar aquest art antic “perfecte”.

D’aquesta exposici6 surt el cataleg (Im)perfezione, amb informacié grafica
de totes les peces exposades. En aquest dialeg entre les peces més antigues i les
contemporanies, el llibre presenta un interessant article introductori sobre la
punta en la indumentaria femenina i masculina dels segles x1v al xv11, quan la
punta artesana era un element basic del vestuari. No hem d’oblidar que tots els
estudiosos consideren que la punta té el seu origen en els treballs a 'agulla que
es realitzen a Venecia a finals del segle xv. Els mercaders venecians convertiran
la punta en un article de luxe. Aquest producte cobejat per molts esdevingué
una qiiestié d’Estat quan Colbert, ministre del rei francés Lluis XIV, va
convencer algunes puntaires venecianes per ensenyar la técnica a treballadores
franceses i es fundaren les Manufactures Reials I'any 1665.

La segona meitat del cataleg és la presentacié dels treballs creatius i
innovadors de puntaires que trenquen amb la rigidesa de les técniques
tradicionals, la “perfecci6” de les peces dels segles x1x i principis del xx, que
apareixen en la primera part del cataleg. Artesanes de diversos paisos europeus:
Italia, Regne Unit, Eslovenia, Eslovaquia, Espanya... realitzen treballs de
punta a partir d’experiéncies propies, reinterpreten les tecniques tradicionals
o simplement experimenten amb el color i altres textures. Complementen
aquestes peces, textos comentats per persones de diferents disciplines:
matematics, sociolegs, musics, arquitectes... en un principi allunyades d’aquesta
disciplina, perd que aporten una nova visi6 d’aquesta artesania tan arrelada a
tot Europa. En definitiva, un cataleg amb una interessant férmula per a I'estudi
del valor de la punta tradicional i els canvis que experimenta en l'actualitat. m
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m Assumpta Dangla

Novetats editorials i noticies

Folie Textile. Mode et décoration
sous le Second Empire

Cataleg de I'exposici6 al Chateau de Compiége i Musée de I'lmpression sur Etoffes de Mulhouse.
ISBN 978-2-7118-6087-6

Lart textil va coneixer un gran desenvolupament durant el
Segon Imperi (1852-1870), una época sense massa precedents
marcada per constants innovacions técniques. Les novetats
introduides en les arts i la indudstria van conduir a una
veritable folie textile. Lexposicié ha volgut revelar la riquesa
d’aquestes teles i els seus avencos tecnologics, amb el
proposit també que serveixin com a font d’inspiracié per als
nostres contemporanis.

El cataleg compta amb les aportacions de directors de
museus, historiadors del téxtil, conservadors i restauradors
de tres museus que conserven col-leccions de gran valor: el
Musée de I'Impression sur Etoffes de Mulhouse, el Musée
national du Palais de Compiegne i el Musée des Tissus i
Musée des Arts Décoratifs de Lyon. Les obres provenen
de les colleccions de Mulhouse i Compiege, encara que al
MISE no es van exposar les més fragils i només s'exposaren
a seu lloc d’origen.

El text del cataleg sestructura en quatre grans blocs.
Comenga amb «UABC» del textil, amb les contribucions
de Dubois-Brinkmann, Maximilen Durand, Anne-

Rose Bringel, que tracten aspectes tan variats com la
iconografia dels teixits, els nous colorants de sintesi i el
desenvolupament industrial a I’época. Totes aquestes aportacions donen una
panoramica d’'un moment marcat per continus canvis.

En 'apartat «Du textile a I'objet» es tracta els usos dels teixits, tant per a la
indumentaria com a la decoracid dels interiors domestics. I la tecera part, «Le
textile a la cour impériale» entra en l'estudi a fons d’algunes peces exposades,
peces destacades pels materials luxosos, 'ostentacio i la perfeccid técnica.

El cataleg tanca amb una seleccié de les obres exposades, un total de 150
obres reunides tot el volum. En primer lloc es mostren imatges d’indumentaria
i complements, i teixits per a la decoracié d’interiors juntament amb mobiliari
entapissat. Un altre apartat del cataleg distingeix la iconografia de les obres,

i finalment trobem una seleccié de peces relacionades amb la fabricacié dels
teixits.

El cataleg tanca amb un glossari técnic i una bibliografia exhaustiva, fruit
d’una bona collaboracié entre els dos centres museistics i una llarga tradicié en
l'estudi de la historia del textil. m
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1 Les fonts sonores s6n
testimonis del passat

que ens arriben a través
d’enregistraments en

suports d’audio o video o bé
transcrits. Les fonts orals sén
fonts sonores especifiques que
es generen expressament per
a recollir un testimoni Gnic

i inedit a través d’entrevistes
i apartir d’un projecte
d’investigacié predeterminat.

per MONTSERRAT BARGALLO I SANCHEZ

Des del naixement de la historia com a disciplina, al segle xv111, tendim

a classificar les fonts historiques en materials, iconografiques i escrites.
Actualment, pero, per a la investigacié també tenim en compte les fonts sonores
i orals', que formen part del patrimoni intangible. Una tipologia que sembla
que s’escapi de la competencia dels museus, pero res més lluny de la realitat ja
que sovint les donacions d’objectes vénen acompanyades per explicacions del
donant i moltes exposicions estan documentades amb testimonis d’experts.

En el ram téxtil —com en tots els sectors industrials- la tecnologia no ha parat
d’evolucionar, i aixo fa que s'estigui perdent la memoria de molts oficis que ara
han esdevingut obsolets. Aquest és el cas dels “picadors”, amb els quals hem
encetat I'arxiu oral del CDMT gracies a la collaboracié d’Antoni Bargall6 i de
Francesc Pineda.

A continuaci6 us oferim un tast de la informacié recollida durant una
primera entrevista a aquestes dues persones, dibuixants i picadors de teixits a la
Jacquard.

Trets biografics

Antoni Bargalld i Pi, és fill unic i va néixer a Molins de Rei 'octubre de 1935.
Son pare era pages i xofer i la mare tenia un taller de modista a casa i durant
uns quants anys va treballar cosint a la prestigiosa casa de moda Santaeulalia,
a Barcelona. A Molins de Rei, I'economia era mixta. Bona part de la poblacié
repartia la jornada laboral entre els camps de fruiters i alguna de les fabriques
textils de la comarca.

L’Antoni no va ser una excepcio; 'any 1949, als 14 anys, va comengar a
treballar a 'empresa Samaranch i trobava temps per fer jornal als camps de
fruita, anar a I’Escola Industrial a Barcelona i fer classes extra de teoria de
teixits a casa de Josep Travaglia, considerat un dels millors teorics textils del
moment.

Els inicis de Francesc Pineda no semblen diferir gaire; va néixer al carrer
Torrent de les Flors, al barri de Gracia de Barcelona, el novembre de 1934. Son
pare era flequer i pastisser i sa mare era ordidora en una fabrica de corbateria
situada al carrer Banyoles. Eren quatre germans, el més gran, en Jordi, també
treballava al téxtil, a Pafios Margarit d’Olesa i el tercer, I’Alex, va fer carrera com
a confeccionista. En Francesc també va estudiar el peritatge textil industrial a
I’Escola Industrial de Barcelona.

D'OFICI PICADOR. ANTONI BARGALLO | PI | FRANCESC PINEDA | FORTUNY
1
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L'ofici de dibuixant i de picador

En Francesc es va iniciar en 'ofici una mica abans que ’Antoni i ens ho
explica aixi:

Francesc: Tenia 17 anys? Era I'any 1952, el mes de marg? Quin curs feia de
peritatge textil? Vaig entrar a Can Ferraté, per mitja d’un vei dels meus
oncles pastissers al carrer Bonavista, en Manel Sicilia, que era un vetera
dibuixant, posador en carta.

Antoni: Aquest ofici podia tenir diverses denominacions: picat de cartons per a
teixits llavorats; picat de cartons per a sistemes Jacquard, Vincenzi i Verdol;
picat de cartons per a telers de Jacquard i teixits llavorats, etc.

El picat de cartons és un ofici que neix com a conseqiiéncia de I'invent de
la maquina Jacquard. Pero6 I'ts de cartons perforats en funcions selectives
neix abans que la maquina i com la majoria d’invents que han tingut molta
transcendencia és dificil establir una paternitat. El cert és que perforar un
cartd que sigui operatiu no ho pot fer qualsevol, ha de ser una persona amb
molta formacio técnica [...]

Vers I'any 1957 vaig entrar a treballar a 'empresa J. Almeda SA taller de
picaje de cartones para mdquinas de sistema Vincenzi. Per qué només sistema
Vincenzi? Molt senzill, en aquells moments quedaven en el parc industrial
poques maquines Jacquard i el Verdol encara no havia entrat.

Aix0 ens dona una visi6 de la situacié de maquines i edificis en la industria

Tl Jscaquard de a sela de textil. Edificis de finals de'l XIX i principis del XX, Encara moltes maquines
maquines del CDMT. mogudes amb embarrats i sistemes de produccid basats en el “preu fet”...

Picatge automatic de 1344 agulles, sistema Verdol.
BLANXART, Daniel (1959). Tisaje mecanico.
Ed. Daniel Blanxart. Barcelona (p.300).

D'OFICI PICADOR. ANTONI BARGALLO | PI | FRANCESC PINEDA | FORTUNY
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2 Conjunt de cartons
perforats cosits un al costat de
Paltre.

La maquineta Jacquard tenia limitacions... la cartonada® [...] era molt
pesada i de dificil manipulacié. El sistema Jacquard era molt matusser i la
maquina podia tenir una capacitat d’agulles que anava de les 104 al maxim
de 794. Tant els cartons del Jacquard com els del Vincenzi anaven cosits... El
sistema Vincenzi emprava cartons més prims i més petits i la maquina més
petita ja tenia 440 agulles. La més gran 1320 agulles... Era el sistema més
emprat perque el sistema Verdol tenia avantatges técnics de capacitat i volum
pero era impossible fer-lo funcionar bé a les sales de teixir d’aquella época...
el paper no estava perfeccionat i les maquines eren molt sensibles, tenien des
de 112 agulles fins a 2688 i no calia cosir cartons!

Les empreses

Francesc: El taller, aixi en déiem, era al carrer Rec Comtal, continuacio del

carrer de Sant Pere més baix, anant cap a ’Arc de Triomf. Ben a prop hi
havia les oficines de Teixits Malvehy i de Samaranch. Que van ser els seus
principals clients i valedors, després de I'ensulsiada militar dels nostres
estimats veins de peninsula... A part d’aquests hi havia l'empresa de picatge
de cartons Mas Lluch.

Més a prop de Can Ferraté hi havia una altra empresa, més antiga, de
picatge de cartons, can Tarascd, que obeia a un altre nom comercial, que no
el recordo del tot, crec que era Ferrer...

A can Ferraté érem més d’una dotzena, quan vaig entrar jo com a aprenent
també ho van fer, en dates properes, en Joaquim Acero, en Joan Serda, en
Jaume Safont i posteriorment la Merce Sicilia.

Entre els més grans constava com a encarregat el senyor Cisco Dordal,
que era professor de ’Escola Industrial, ell em va ajudar forga a descobrir la
tecnica de l'ofici, que tot i tenir una bona part artistica, era i és, fonamental el
coneixement de 'estructura dels teixits, allo que en diem la teoria de teixits.

Amb el senyor Dordal vaig aprendre les especialitats com la gasa de volta,
el vellut, els espolinats i d’altres téecniques més minoritaries.

Antoni: En el moment d’entrar jo en el mén dels picadors només hi havia un

picador que tenia els tres sistemes de picatge: Mas Lluch SA, tenia el taller

a la cantonada del carrer Sardenya amb Consell de Cent. Els demés: Ferrer
Balaux, també conegut com a Tarasco, de la Plaga de Sant Pere, tenia Jacquard
i Vincenzi. Droguet, situat en un carrer del barri de Sant Pere, només tenia
Jacquard. Serramilans de Sabadell, també tenia Jaquard i Vincenzi.

En aquells temps van aparéixer una quantitat important de petits picadors
amb maquines que en déiem de piano. La casa constructora dels telers
Riiti en va fabricar moltes i les va posar al mercat a un bon preu, aixo i la
necessitat de picatge... van fer la resta!

Una empresa catalana de nom Crysa, situada al carrer Alegre de Dalt,
propietat d’un senyor que es deia Ramon Sala Melero, va fer una copia i va
omplir les fabriques i els petits tallers. Anteriorment a les fabriques teniem
unes plantilles amb les quals refeiem els cartons estripats i fins i tot algunes
vegades ens atreviem a picar dibuixos de cursos petits.

Com que el taller J. Almeda SA tenia l'objectiu de servir les necessitat de
picat d’'un grup d’empreses pertanyents a una familia, de les quals la més
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Magquina de picar Crysa de la sala
de maquines del CDMT.

important era Senmenat textil SA, amb despatx al carrer Girona, cantonada
Gran Via, i aquestes fabriques totes tenien sistema Vincenzi, només posaren
una maquina de picar d’aquest sistema.

En aquell temps era molt dificil la construccié d’una d’aquestes maquines,
totes venien de Belgica, Franca, Alemanya... Italia. Els problemes per
importar eren grans, per tant, es va optar per una maquina d’un taller
de Roubaix que havia quedat aixafat en un bombardeig de la II Guerra
Mundial. En Serravinyals hi va posar una muntura nova i el taller va
comengar a picar.

En Josep Almeda va demanar 'ajuda d’un director que el senyor Pepe
Samaranch tenia a la reserva, havia muntat la fabrica que I'empresa
Samaranch havia posat a ’Argentina i... pels motius que siguin, I’havia fet
tornar i el tenia com assessor. En Rafel Campdepadrds, era una persona molt
practica i gran coneixedora de teixits especials: tapisseries, velluts, gasa de
volta, catifes, etc. Era un tecnic completissim i aquest va ser el seu mestre
en el picat de cartons. El seu fill també es va dedicar a dibuixar amb molt
d’encert.

De I'esbos al carté

Francesc: Gairebé tota la nostra tasca tenia uns procediments molt primitius

que poc es diferenciaven dels de l'origen de la técnica Jacquard. La part
artistica corresponia als esquissaires. Esquisse és el nom en frances del
dibuix previ, de I'esbds o disseny. Tot i que disseny seria més exactament
la conjuncié de la part artistica i de la part tecnica, la posada en carta, dita
indegudament posta en carta, també per influéncia del francés com ho sén
altres conceptes que usem com el llanternd i d’altres...
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Lesquissaire s’havia d’ajustar a les caracteristiques tecniques de la mena
de teixit que es tractés, per distribuir adequadament els diversos efectes
possibles, i a les mides, que eren condicionades per la muntura i per la
densitat del teixit, principalment la de Pordit, que era fixa des que el teler
s’havia muntat i que logicament no es podia estar canviant fins que no
s’hagués amortitzat.

La posada en carta tenia com a labor prévia la d’enganxar la carta, fora
que el dibuix a fer fos d'una mesura que no passés d’un full de quadricula.

A

Reticules per a posada en carta H 8 e e o B
de 10x10ide 10 x 5. »

Pas d'esquissa o esbos a carta
i posterior contornejat del dibuix.

GALCERAN, Vicente (1960). b
Tecnologia del tejido. (Tomo ). %ﬁ\ \\

Terrassa (pp.200, 202). »

%

&
S
&
&=

Fig. 569
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Posada en carta empiconada, amb
els lligaments representats en les
zones de dibuix que han d'ocupar.

W

Estudi Mas Lluch SA. 1956-1972. e AR A e £l " xS

CDMT 14250. & i s o s
La proporci6 de la quadricula venia donada per la densitat de 'ordit i la de
la trama. Aquesta proporci6 pot variar quan, per raons dels lligaments a
aplicar, o per estalvi de feina, fem que cada quadre de la carta representi més
d’un fil o una passada.

Una feina prévia un cop haviem adquirit els fulls de quadricula era cobrir
la quadricula amb una fina capa de cola de peix amb la finalitat de permetre
esmenar equivocacions a l'usar el pinzell, cosa que es feia amb un boci de
paper de seda una mica humitejat que feia d’esponja i permetia eliminar el
nyap.

El dibuix es tragava primer amb llapis carbé i després es repassava amb
llapis normal. Un cop dibuixat procediem a contornejar el dibuix amb els
colors corresponents. Els colors els feiem alla mateix amb una mola on
col-locavem el colorant barrejat amb goma arabiga i 'anavem molent amb
una ma de vidre per a deixar-lo ben afinat. Anteriorment també s’havien fet
els pinzells al mateix taller.

El contorn s’anava fent d’acord amb unes certes normes, principalment si
el dibuix tenia corbes de caire geometric sabent que en aquest cas el progrés
dels nombres del contorn han de seguir una progressié geometrica.

Si s’havien de copiar parts d’un dibuix que repetien o bé estaven situats a
daltres llocs podiem recérrer a una copiadora, que era una simple taula amb
un vidre que s’illuminava per sota i permetia copiar la part de dibuix que
situavem darrera, tot i aquest procediment... tan avangat! encara utilitzavem
procediments ben curiosos com el de cantar el contorn, que permetia anar
fent la mateixa part del dibuix en una altra part de la carta.

Abans que les maquines de picar tinguessin mecanismes per introduir
lligaments, les cartes s’havien de confeccionar empiconades o sigui amb tots
els lligaments representats a la quadricula. Les maquines de picar, tot i que
també hi havia qui picava a ma, eren les eines que transformaven el dibuix
a cartons, un per cada passada, fent forats alla on els fils havien de pujar per
formar la calada; allo que en diem un pren.
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Posada en carta per picar

en masses. Els colors del

dibuix indiquen les arees que
han d'ocupar els lligaments
representats a la dreta. Estudios
Calabuig per a Sederias Jorge
Fébregas. Mitjan s. XX. CDMT
13467

Un cop les maquines de picar van poder col-locar lligaments, les cartes
deixaren d’empiconar-se del tot, o parcialment, si els lligaments ho
requerien. Encara ara hi ha parts de certs dibuixos que cal empiconar. Com
que aix0 de moment no és versemblant que es pugui mecanitzar, no hi ha
altre remei.

Antoni: El picador de cartons és la baula que uneix el dibuixant i el teixidor. E1

picador havia de dominar el teler concret al que anava destinat un dibuix
i, també, la posada en carta del teixit. Quan dic teler concret vull dir la
maquina i tot alld que porta: accessoris, tipus d’ordits, trames, mecanismes
d’inserci6 i seleccid, etc. El picador és el darrer filtre que té una disposici6
abans de ser teixida. Un bon picador podia estalviar llegides i passades
picades. Cal recordar que cada passada és un carto i cada carto picat tenia un
preu, en aquell temps podia arribar fins a les 20 pessetes.
En un taller de picat el personal més important, després de I'encarregat
o propietari eren els llegidors o llegidores. En aquell moment la majoria
eren dones. Una bona llegidora trigava tres o quatre anys a aprendre l'ofici.
A aquestes llegidores a vegades, en tallers grans, se les especialitzava en
la lectura de diferents tipus de cartes, que és com dir tipus de teixits. Una
llegidora que fos una “tot terreny” era molt apreciada i els picadors se les
disputaven. Els picadors havien establert un pacte entre cavallers que feia el
mercat de treball d’aquestes professionals molt controlat. (imatge 10)
Seguien en importancia les persones que feien feines mecaniques per
les quals era necessaria una habilitat manual. Aquest personal eren els
magquinistes de les maquines de picar i els que cosien cartons, fins 'aparicié
de les maquines de cosir. Quan van apareixer aquestes maquines molts
contramestres seguien demanant el cosit a ma, perque la tensié controlada
del cordonet o gavatxi evitava desperfectes i tares en les maquinetes.
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Croquis d'un llegidor de semples.
Elaborat per Antoni Bargallé.

5 LLEGIDOR DE “SEMPLES”

Gabia Molles

; -% Post de ganxos

Post de cordes

-1
—r =]

Carta

Guia de lectura

Creus
Rastell 330 clars
en 165 cm

3

Cordes 1320
llegides

N
/

! Dentat per tensar

7 el semple
Corro6 tensor P

\ o
@/ Vareta de ferro

” Nuada de cordes

—

La majoria de premsistes eren homes, mentre que el cosit el feien les dones.
Com que la reglamentaci6 sindical del regim franquista havia collocat els
picadors de cartons en el grup laboral de Artes Gridficas, el picador estava
associat a una premsa, per tant, era un premsista. La resta de personal estava
considerat com auxiliar i les llegidores no sabien on classificar-les. Van
acabar amb la qualificacié de caixistes.

El picador, quan rebia una carta del dibuixant primer 'estudiava.
Disposava d’un arxiu de plantilles de cada client. La plantilla era la
disposicié de passat de la maquineta i la muntura del teler. Cada teler tenia
la seva, ja que hi havia fabriques que no hi havia dos telers iguals. Els telers
podien ser de ma dreta o de ma esquerra i les maquines podien estar posades
sobre el teler a la lionesa o a 'anglesa. A la lionesa, la maquina es col-locava

D'OFICI PICADOR. ANTONI BARGALLO | PI | FRANCESC PINEDA | FORTUNY





Datatéxtil 32

perpendicular a la pua. A ’'anglesa, la maquina es collocava en el mateix
sentit de la pua. Existia una altra qiiestio: I'agullat i la distribucié d’arcades.
Lagullat de les maquines podia ser a la francesa o a 'espanyola. Realment
I'espanyola era la catalana. El desconeixement de tot aixo podia causar
estralls en el dibuix i els seus lligaments.

El picador, un cop estudiada la carta la disposava per la lectura. Si era
molt gran la partia en trossos. Si els lligaments no estaven a curs del total
d’agulles, havia de disposar lectures parcials per tal de fer coincidir en el
picat el curs del lligament. Estudiava si s’estalviava lectures sobreposant
lligaments pesants i lleugers. També el seu coneixement dels lligaments li
facilitava modificar l'ordre dels escalonats per estalviar-se lectures. Tot aixd
quedava anotat en una fitxa que facilitava possibles rectificacions.

El maquinista preparava la per a cada
dibuix. Collocava el semple darrere de la maquina. El connectava a la
muntura de la maquina de picar. Controlava els llagos amb les casetes de
la carta i les lectures que tenia. Preparava els cartons numerant-los segons
les passades del curs i si cada passada de la carta representava varies
passades en el teler. La numeraci6 indicava l'ordre de les trames. Després
collocava a darrera del semple els homes destinats a estirar les cordes
seleccionades a cada passada. En el cas que la lectura fos directa, les cordes
estirades corresponien al lligament, com en el cas de les cartes empiconades
corresponents la majoria a domassos o adomassats [.. ]

Un cop fets els cartons, . Les cosidores tenien I’habilitat de cosir
sempre amb la mateixa tensié. Cosien amb una agulla saquera escapgada i
arrodonida. Podien cosir de forma llisa o creuada. Era qiiesti6 de preu.

Finalment, vers els anys 60, van apareixer les primeres maquines de picar
electroniques construides per la casa Verdol i denominades Dactyl-leseusse,
popularment conegudes com a dactis. Aquestes maquines van comengar a
canviar el procés de picat: suprimien les llegidores. Permetien llegir i picar
en una sola operacié dibuixos molt complicats. El picat s’efectuava sobre
paper sens fi tipus Verdol i, si convenia, es transformava en cartons dels
altres sistemes.

Aixi, de cop, rapidament, les llegidores, els tiradors de cordes, els maqui-
nistes i les cosidores de cartons, quatre oficis condemnats a 'oblit [...]
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Tot plegat, una mostra itinerant
del patrimoni textil de Catalunya

per NEUs RiBas SAN EMETERIO, directora del Museu d’Arenys de Mar
EuLALia MoRRAL ROMEU, directora-gerent del Centre de Documentacié
i Museu Textil

El Circuit, objectius i ambits de col-laboracio

El passat 9 de desembre la Fundacié la Pedrera va organitzar una Jornada
dedicada a les xarxes de cooperaci6 de museus i patrimoni. Entre les xarxes
representades hi havia el Circuit de Museus Textils i de Moda de Catalunya
definida, segons la ponéncia presentada per Francesc Xavier Menéndez, com
una xarxa de caracter voluntari i tematic que agrupa els segiients museus:
CDMT, Museu de I’Estampaci6 de Premia de Mar i Museu d’Arenys de Mar.
Aquesta definici6 s'adapta forga bé als objectius plantejats des dels inicis pels
tres museus: la voluntat de treballar plegats a partir de la gestié d’un patrimoni
comu en els tres equipaments, el patrimoni textil entés com a producte final.
Els tres museus reuneixen un important fons de teixits, estampats i treballs de
puntes amb un gran valor historic i artistic.
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Mostra de llana. José Bertran, S.A.
Barcelona, 1925/1990.
CDMT 22.826-016 (077-4696).

Els origens del Circuit se situen I'any 2005, amb la voluntat de coordinacié
entre els centres esmentats més amunt i el que llavors era el Museu Textil i de la
Indumentaria de Barcelona. Al gener de 2011 es va formalitzar amb la signatura
del Conveni entre els centres d’Arenys, Premia i Terrassa. Des de I'any 2007,
s’han desenvolupat projectes comuns i el Circuit ha servit per unificar criteris i
politiques de gesti6 del patrimoni textil. De forma resumida podem destacar els
segiients projectes de col-laboracié:

1. Una guia per a una politica d’adquisicions coordinada

2. Lelaboracié d’'una imatge comuna i uns fullets de difusié en idiomes

3. La creacié d’una pagina web del Circuit, www.circuitmuseustextils.cat

4. La produccio i itinerancia de l'exposicié Una vida de batik. Del palau del
sulta als pobles de Java

5. La incorporaci6 del Museu de ’Estampacié de Premia de Mar i del Museu
d’Arenys de Mar al consell de redaccié de la revista Datatéxtil

El projecte Documentacio i Difusio del Fons Industrial Textil
de Catalunya

Lany 2008, amb un ajut de la Generalitat de Catalunya, el CDMT i el
Museu d’Arenys de Mar decideixen iniciar un projecte de llarg recorregut
per documentar, estudiar i difondre el patrimoni textil a través dels llibres
mostraris que es conserven en els dos museus, amb la intencié de posar aquests
arxius en mans d’experts, estudiosos, professionals del mon téxtil, dissenyadors
i el public en general. Aquest objectiu es va acomplir amb la creacié de la
plataforma web, on hem continuat abocant informacié detallada i bones
imatges dels mostraris que conservem d’empreses téxtils representatives del
nostre pais.

Donar a coneixer aquest fons i fer-ho en xarxa i de forma col-laborativa ha
permes unificar criteris de documentaci6 i oferir una imatge més global de
la historia de la industria textil de Catalunya per poder coneixer i preservar
aquest patrimoni, estudiar-ne les caracteristiques i determinar el seu paper en el
context europeu.

TOT PLEGAT, UNA MOSTRA ITINERANT DEL PATRIMONI TEXTIL DE CATALUNYA
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Mostra de cot6. Algodonera
Canals, Sant Adria del Besos,
1901/1959. CDMT 11.228-04
(002-332).

Aquesta web que va presentar en un inici un total de 605 fitxes de mostraris
procedents de 30 empreses ara ja posa a disposicié dels usuaris 1.063 fitxes
de 35 empreses catalanes i alguna d’europea i ha incorporat part dels fons del
Museu de ’Estampacié de Premia de Mar.

La feina, pero, encara no s’ha aturat, i vol anar més enlla en la nostra politica
de difusio dels fons patrimonials téxtils que conservem: I’estudi i la presentacid
d’aquests fons a través d’una exposicid i una posterior publicacié que serveixin
per donar a coneixer els trets fonamentals de la historia del téxtil a Catalunya a
través d’uns materials —els mostraris, i també altres documents de caire técnic-
en molts casos ignorats pero de gran valor historic. Alhora, volem reivindicar
un sector que ha estat i és crucial en la historia economica del nostre pais.

El textil (encara) motor industrial de Catalunya

Fa relativament pocs anys que en algunes comarques de Catalunya gairebé
tothom tenia vincles amb la industria teéxtil, ja fossin professionals o familiars.
Moltes empreses s’ubicaven dins de l'entramat urba, i passant pels carrers es
podia sentir el soroll dels telers i aquella olor caracteristica d’oli i de borres. No
calia mirar letiqueta de la roba —que tampoc en portava- sind que amb una
simple ullada érem capagos d’apreciar la qualitat del teixit de qualsevol peca.

Aquesta presencia es va liquidar amb les successives crisis dels anys setanta
i vuitanta (que van portar als anomenats plans de “Reestructuracié” i de
“Reconversio”), amb les exigencies municipals de traslladar a les periferies
els establiments industrials i amb els canvis tecnologics que han fet que les
maquines, a banda de més eficients, siguin molt menys sorolloses.

A partir d’aquesta realitat s’ha generat un sentiment col-lectiu que la industria
téxtil al nostre pais s’ha perdut, i que tot s’importa de l’altra part del mén. I no
és veritat.
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Mostres d’estampats. Lyon Barcelona S.A.,
Premia de Mar, 1931/1979. MEPM 11246-121 »
i 11239-086. v Vegeu més.

1 CITYC: Spanish textile- Hi ha qui diu que la crisi i el téxtil han anat sempre junts, i és bastant cert:
clothing sector 2013 la permanencia del sector al llarg dels anys es deu, precisament, a la necessitat
(www.cityc.es). . ,
d’adaptar-se i transformar-se continuament per trobar noves maneres de
produir, noves idees i nous mercats. Aquesta adaptacié significa inevitablement
un filtre, que deixa enrere els que no poden seguir el ritme, pero també és un
esperd constant per assumir nous reptes.
Gracies a aquesta trajectoria, empreses que van comengar fa més d’'un
segle fent draperia, avui son referéncia mundial en teixits tecnics. I gracies a
les inversions en disseny i en maquinaria, el sector téxtil-moda déna feina a
129.000 persones a Espanya (sense comptar la distribucid), que representen un
6% del total de 'ocupacid industrial, un 3% del PIB i un 7% de les exportacions';
estem parlant d’un total de 8.471 empreses, majoritariament mitjanes i
petites, que al 2013 van facturar més de 9.300 milions d’euros i que exporten
principalment a paisos europeus (un 70%).

Puntes al coixi. Fabrica de Blondas
y Encajes Joaquin y Mariano
Castells, Arenys de Mar 1911/1941.
MAM 2989.
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2 Detrell, Ariadna:

“Sme’s competitiveness
trough clusters”, ponéncia
a Terrassa international
textileconference, 2/10/2014.
3 Walter, Lutz:
“Conclusions”, a

Terrassa international
textileconference, 2/10/2014.

Mostres d'estampats. La Espana
Industrial, S.A., Barcelona,
1847/1981. MEPM 9810.

A Catalunya® es comptabilitzen 2.500 empreses (un 1,49% de la UE), que
ocupen gairebé 40.000 persones (un 2,40% de la UE), amb una facturaci6 total
de 4.127 milions (el 2,48% de la UE); el seu pes representa un 38% del total de
les exportacions espanyoles. El mercat per a la indumentaria representa un 50%
del producte, seguit dels téxtils per a la llar (30%) i els textils per a Us tecnic (un
20%).

Posant el focus sobre aquest darrer subsector —un dels que més ha evolucionat
en les darreres décades-, a Catalunya el formen un centenar d’empreses que al
2013 van facturar 800 milions d’euros. Son fabricants de productes téxtils de
gran valor afegit destinats a la industria de l'automocio, I'esport, 'agricultura,
la protecci6 personal, ’'ambit medic i sanitari, la construccié... usos que
segurament passen desapercebuts per a molta gent pero que fan que el teixit
sigui un element gairebé omnipresent en la nostra vida, molt més que en les
epoques precedents.

Si tot aixo és possible és gracies al coneixement acumulat durant el darrer
segle, ja sigui en forma d’intangibles, de documents fisics i d’entitats de
serveis i de formacié que també han evolucionat en funcié del context i
que avui sOn universitats i centres tecnologics que fan recerca puntera, ja
sigui en desenvolupament de noves primeres materies, nous acabats, noves
funcionalitats i aplicacions, millora de processos o millora de la sostenibilitat,
en consonancia amb el que reclama 'entorn actual.?
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Tot plegat

Calia, per tant, fer “pedagogia”, i explicar-ho. Per millorar 'autoestima
del sector i del pais. I per fer present a tothom que una part important del
patrimoni que la industria téxtil ha anat generant al llarg dels anys sén els
dissenys en paper, les notes tecniques, els mostraris... que de vegades han
acabat al contenidor per simple desconeixement.

Tot plegat pretén ser un retrat de la Catalunya teéxtil del darrer segle. Un retrat
confegit partint dels elements fisics que conservem en els tres museus integrants
del Circuit i que permeten perfilar una imatge bastant precisa de la nostra
historia industrial.

Un retrat dibuixat sobre la base de quatre parts que s’interrelacionen i
permeten lectures complementaries:

m una historia del treball textil a partir d’una tria dels objectes emblematics
de la produccié manual i industrial, les fonts d’inspiracid, el disseny, la
fabricacié i la venda.

m la cronica del disseny textil, marcada per les dates més significatives de la
nostra memoria col-lectiva (I'Exposicié Universal de 1888, el modernisme,
la Segona Republica, la postguerra, el Maig del 68, el canvi de mil-lenni, el
present i les tendéncies dels anys que vénen).

m algunes empreses de referéncia, amb documents d’una dotzena de firmes de
tots els subsectors, algunes de les quals continuen avui essent pioneres en el
seu ambit.

m els paisatges que el téxtil ha generat en el nostre territori.

La mostra es clou amb una referéncia als subsectors que avui sén els més
dinamics i tenen marge de creixement: la moda infantil i nupcial i els téxtils
tecnics.

Mostres de fil per a génere
de punt. Hilabor, S.A, Terrassa,
1946/1992. CDMT 14.240-148 (20).

e o

TOT PLEGAT, UNA MOSTRA ITINERANT DEL PATRIMONI TEXTIL DE CATALUNYA
6





Datatéxtil 32

Mostra de cotdé. Felio Comadran
y Cia. Sabadell, 1904/1954.
CDMT 11.72-12 (03).
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El guid i els textos de Tot plegat han estat desenvolupats per James Douet,
i el projecte museografic és de Santi Artigas. Tots dos han treballat en equip
juntament amb les signants d’aquest text. Lexposici es presentara al Museu
Mares de la Punta d’Arenys de Mar des de la primavera fins a finals de 2015, i
posteriorment sexposara al Centre de Documentaci6 i Museu Textil (Terrassa),
al Museu de I'’Estampacié Textil de Premia de Mar, i quedara disponible per
itinerar pels centres integrants de la Xarxa de Museus Locals de la provincia de
Barcelona. Des d’aquesta plataforma entenem que podra ser un bon mitja per
fer present al public no especialitzat com la industria téxtil ha estat i és present
en la nostra cultura, el nostre paisatge, el nostre patrimoni i la nostra economia.
Si coneixer és la base per valorar i estimar, esperem que Tot plegat contribueixi
també a generar una millor sensibilitat de tots envers aquest tema. @
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1 Llibre d’or de la col-leccié
de teixits antics Vifias (inédit),
introduccio de Ricard Viias,
Barcelona, diada de sant Josep
Oriol de 1949.

2 Tenien 'empresa textil
cotonera Fébricas Vifas, S.A
a Balsareny, a la Colonia santa
Cecilia.

3 Teixits, llibres, ceramica,
vidre.

4 Llibre d’or: Linclinacié al
col-leccionisme deu haver estat
innata en mi, ja des d’infant
tenia aquesta déria (...), p.1.

Fragment de tafeta estampat, coté.
Catalunya, Segle xviil. CDMT 5773.
Procedéncia, Gaspar Homar.

Veure detall.

La col-leccio de teixits
Ricard Vinas Geis del CDMT:

la catalogacio sistematica d'una col-leccio

Per SiLvia CARBONELL BASTE

Tota col-leccio té el seu intereés, pero no crec que cap iguali, tant sota el
punt de vista historic com artistic, la dels teixits, ja que, com cap més altre
element col-leccionable, esta tan en contacte amb ’home qui acompanya des
de la seva naixenga fins a la seva mort.

Ricard Vinas, 1949'

Ricard Vinas i Geis (Rubi 1893-Barcelona 1982), fill d’'un industrial téxtil,
estudia a I’Escola Superior de Comer¢ de Barcelona i completa els seus estudis

a Anglaterra amb la intenci6 de ser el continuador de la fabrica cotonera
familiar’. Pero, aviat s’interessa més per la cultura i el mecenatge que pels
negocis familiars, fins el punt de reunir no només una col-leccié, siné varies®, de
les que, sens dubte, la de teixits va acabar essent la més important i ’inica que
s’ha conservat completa.

Vinas, ja des de jove va ser un col-leccionista d’una gran sensibilitat, impulsiu,
de vocaci¢ innata segons explicava ell mateix, que cercava peces de valor artistic
i gaudia observant les seves adquisicions®. Pero per damunt de tot, i a diferencia
de les colleccions textils privades conegudes fins aleshores, cal destacar la tasca
sistematica de catalogaci6é que va dur a terme Ricard Vifas.

LA COL-LECCIO DE TEIXITS RICARD VINAS GEIS DEL CDMT
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5 Llibre d'or.

6 Material inédit conservat a
I’arxiu del CDMT de Terrassa
ial’arxiu Museu del Disseny
de Barcelona.

7 En mans dels seus
familiars.

8 Pilar Tomas acaba essent
la responsable de la col-leccié
textil dels Museus d’Art de
Barcelona.

Fragment de drap d'aresta,
de seda i lamina metal-lica.
Procedent del monestir

de Graeces. Segles XII-XIIl.
CDMT 5980. Adquirit a
Victor Torres.

Tal i com ens diu Vifas®, quan es dona compte de la gran quantitat de teixits
que acumulava va decidir organitzar-ne la seva catalogaci6 i conservacio.
Gracies, segurament, a la necessitat de tenir les col-leccions ordenades i amb
la voluntat de controlar les despeses invertides, ens han arribat una serie
de llibretes amb anotacions manuals i documents mecanografiats que ens
indiquen molt bé quin tipus de personatge era Ricard Vifias, alhora que podem
coneixer amb forga fidelitat la procedencia dels teixits, el preu que en va pagar,
els noms de les restauradores que van treballar per ell, quins sous cobraven, i
altres detalls de com s’anava ampliant la colleccié, com l'organitzava en sales
i armaris de casa seva i amb l'ajuda de qui i com va ordenar i catalogar els
teixits®.

Si hi afegim el Llibre d’or de la col-leccié de teixits Vinas’, on detalla
com comenga la seva col-leccié i en el que Josep Gudiol i Ricard (Vic,
1904-Barcelona, 1985), professor universitari i director de I'Institut Amatller
d’Art Hispanic, ens explica la metodologia d’organitzacid, catalogaci6 i
emmagatzematge dels teixits en armaris, ens trobem davant de la primera
collecci6 textil privada catalana que arriba en els museus catalogada,
numerada, documentada i fotografiada.

A les primeres pagines del Llibre d’or, enquadernat en teixit I'any 1950 per
Brugalla, Vifias detallava com havia anat adquirint les peces téxtils fins que un
dia, es va adonar de la importancia del material aplegat. Havia comengat amb
alguns exemplars, sense la idea inicial de crear una gran colleccié de teixits,
pero en veure com havia crescut, com se li acumulaven les peces, va decidir
iniciar-ne la catalogacio sistematica. A principis de I'any 1947, parlant-ne amb
el seu amic Gudiol, aquest es va oferir a ajudar-lo a ordenar-la i a catalogar-la
juntament amb Pilar Tomas Farell?, que treballava amb ell a 'Institut Amatller.
Entre tots tres van idear un sistema de presentacié en bastidors de fusta molt
innovador en aquell moment, partint de la premissa que els teixits no es poden
exhibir emmarcats com en una pinacoteca, que anul-len el sentit pedagogic i
que cal mantenir-los allunyats de la llum i de la pols, i evitar-ne manipulacions

LA COL-LECCIO DE TEIXITS RICARD VINAS GEIS DEL CDMT
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Fragment de teixit de seda, fil

d'or i fil metal-lic, del folre del tatt
d'Enric I, monestir de Las Huelgas.
Segles XiI-XIll. CDMT 6148. Adquirit
a Victor Torres.

inadequades. Les uniques peces que van quedar-ne fora van ser les catifes, que
les posa a terra dels armaris, i altres de mides especials les deixa a part, com un
frontal de Toledo, dues capes, una casulla i tres teixits d’ample especial.

En un document mecanografiat conservat ara I'arxiu del Museu del Disseny
de Barcelona, trobem que a l’abril del 1948 la col-leccié comprenia 1080 mostres,
catalogades només fins la 382. Veiem alhora que havia comengat a organitzar les
colleccions de duplicats, que posteriorment vendria a altres entitats o fins i tot
a particulars. A 31 de desembre de 1954, el total de teixits era de 2.515 (coptes,
peruans, arabics, bizantins, andalusins, africans i oceanics, europeus —velluts,
brocats, brocatells, sedes, domassos, teixits mixtes, estampats, orientals, varia,
reproduccions).

En aquesta colleccid, adquirida majoritariament entre 1947 i 1957, va reunir
peces de tots els paisos, des d’época copta fins el segle x1x, centrant-la sobretot
en hispanics, andalusins, europeus i orientals. El total de peces que va reunir no
el sabem exactament ja que, almenys, va fer dues col-leccions. La principal és la
que va vendre a la Diputacié de Barcelona I'any 1957 i que avui forma part del
fons del CDMT. Es tractava d’un total de 2661 teixits, que ell mateix, assessorat
per Josep Gudiol i Joan Ainaud de Lasarte (Barcelona, 1919-1995, director dels
Museus d’Art de Barcelona), va classificar en tretze grups:

. Vall de Serves (edat de bronze),
. coptes

. teixits egipto-arabigs

. hispano-arabs i mudejars

. marroquins

. orient islamic i extrem orient

. indoneésia

. peruans

. brocats-velluts, brocatells-sedes llavorades
. domassos,diversos, estampats

. catifes

12. brodats i labors a ma

. reproduccions
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Fragment de teixit de seda i fil
metal-lic. Procedent de Burgo
de Osma. Segle Xlll. CDMT
5972. Adquirit a Victor Torres.

9 No éslalletra de Vifias ni
la de Gudiol, que coneixem
pel Llibre d’or.

10 Només 18 referéncies de
compradors entre nim 1 i el
1944.

11 Llibre d'or.

12 Al Museu del Disseny de
Barcelona es conserven tres
llibretes manuscrites i alguns
documents mecanografiats de
les tasques de “restauraci¢”
que es van fer i les despeses
que aix0 va comportar (de
1948 a 1957): hores de treball,
material, preu de les peces,
mes a mes. A part de les
persones mencionades, també
hi consten pagaments a Ma
Rosa Bertran, Montserrat
Tous, Maria Tomas, Magda
Vifas i “aprenents”.

A la vegada, va reunir una colleccié de fragments extrem-orientals
enquadernada en dotze volums en forma de paravent, que contenen dues centes
cinquanta mostres majoritariament de la Xina i del Japo, i una collecci6 de
galons i passamaneria de quatre centes peces.

Poques vegades es coneix el punt d’adquisici6 de les peces per part dels
colleccionistes i per tant se sol perdre molta informaci6 pel cami, pero en el cas
de Ricard Vinas, gracies a la llibreta manuscrita —conservada al CDMT- on va
fer un petit inventari com si fos un llibre de registre, sabem a qui va adquirir
molts dels teixits. Creiem que aquest inventari el devia escriure Pilar Tomas’.
Enumerats des de I'1 al 2661 hi van anotar la tipologia de peca adquirida i
la data. Fins el nimero de registre 1945 no es van anotar sistematicament a
qui feien les adquisicions', pero a partir d’aquest niimero si que en tenim la
informaci6. Entre els venedors destaquen: Fortunato Hamu (Tanger), Margal
Olivar (Barcelona), Arnaldo Rosenstingl (Barcelona), Mme Niclause (Paris),
Victor Torres (Valladolid), Gaspar Homar (Barcelona), Jacques Kassapian
(Paris), Augusto Malvehy (Barcelona), Hotel Drouot (Paris), Roure (Vic), Juan
Rodriguez-Mora ( Cordova), Salvador Aran (Barcelona), antiquari Forcada
(Barcelona), entre d’altres.

Sabem que Vinas tenia una xarxa de contactes importants i que va comprar
teixits en diverses poblacions de Catalunya, sempre anant a la recerca de la pega
més valuosa com a bon colleccionista que era, i que en va intercanviar amb els
seus contemporanis. Entre els acompanyants d’aventures, hi havia, a més de la
seva dona —Josefina Riera Iglesias, que va reunir una col-leccié de puntes-, un
antiquari de Vic que el va acompanyar per la comarca en busca de peces, del
qual en desconeixem el nom (podria ser Roure?). Ell mateix comentava que va
cercar teixits pel Maresme, pero sobretot obtingué bons resultats a Barcelona,
Tarragona o Reus'.

La relaci6 de Vifas tant amb el mén cultural com industrial, a nivell nacional
i internacional, queda mostrada, un cop més, al Llibre d’or on hi ha recollides
cent seixanta quatre signatures, algunes amb dedicatoria, de personatges
que havien admirat la seva col-lecci6: Carreras Candi, Santiago Alcolea, Joan
Ainaud, Llorens Artigas, M. Dali de Bas, Roig Raventés, Dorothy Sheperd, el
matrimoni Abegg, Coll Bardolet, Homar o Malvehy.

Les restauracions

Des del febrer de 1947 fins a la venda de la colleccio el 1957, Pilar Tomas
(contractada amb un sou fixe), juntament amb Montserrat Boldu Tomas
i Dolors i Ma Rosa Noguera Urgellés'?, es van dedicar a descosir, tallar,

LA COL-LECCIO DETEIXITS RICARD VINAS GEIS DEL CDMT
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13 Llibretes i documents
mecanografiats, a I'arxiu
del Museu del Disseny de
Barcelona.

Fragment de teixit copte. Tecnica
de tapis, llana i lli. Segles VII-Vill.
CDMT 5991. Procedéncia,

A. Indandya.

afegir, sargir i planxar els teixits, deixant-los a una mida estandarditzada

de 110x60 cm., unificant aixi les mides de les teles en amplada i llargada, de
manera que intentaven mantenir I'ample i repetir el raport. Un cop tallat

a la mida desitjada, les cosien a uns suports de coté muntats en bastidors

de fusta que després collocarien en armaris. En algunes ocasions van fer
recomposicions d’un mateix teixit o similar, ja que no disposaven d’un fragment
prou gran. Malgrat que en alguna peca es devia perdre informacid a causa de

la retallada, ens trobem per primera vegada, tal com i ja hem apuntat, davant
d’una col-leccié ben organitzada, inventariada, catalogada i emmagatzemada.
Les etiquetes metal-liques amb el numero de registre que es van cosir a cada una
de les peces, encara que tot i que poden perjudicar la pega si hi ha oxidacid, ens
han permes identificar cada una de les peces registrades, cosa que no passa en
la majoria de les colleccions. A més, cal afegir que es van fer les corresponents
fitxes en cartrd, que es conserven en diverses carpetes al CDMT, agrupades per
nimero de registre d’'una banda i, per tipologia de peces per l'altra. Aquestes,
inclouen el nom de la pe¢a, la matéria, la tecnica, la fotografia o la bibliografia i
paral-lels, si n’hi havia.

Sobre el treball de les restauradores en queda constancia a les memories
anuals i en altres documents de comptes®. A tall d’exemple, a finals de 1954
escrivia: S’han restaurat i intercalat, al col-locar-los als armaris, una serie de
teixits que havien quedat endarrerits (...) perd no s’han fet encara totes les fitxes
corresponents. S’han afegit tots els trossos que en completen d’altres, provinents
del lot Hamii de Tanger. S’han restaurat els 46 fragments orientals procedents de
la Subasta de ’'Hotel Drouot de Paris.

LA COL-LECCIO DE TEIXITS RICARD VINAS GEIS DEL CDMT
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14 Alllibre de registre:
teixits de lli londinencs per a
tapisseria i decoracié de 1954,
diverses teles de principis del
segle xx i diversos albums
amb mostres diverses del
segle xx (del nim. reg.
101.118 al 101.140).

15 Sempronio. “Tejidos en
vitrina”, Las cosas como

son, Diario de Barcelona, 15
setembre 1957.

Fragment de teixit brodat, seda. Xina, periode Qing, segles XVIII-XIX.
CDMT 5857. Procedéncia, Gaspar Homar.

Malgrat que actualment la politica de restauracié ja no és la mateixa de fa
cinquanta anys i es podrien discutir alguns aspectes, com el d’afegir fragments
de diverses col-leccions si no esta clar que provenen de la mateixa pega, també
podem afirmar que va ser gracies a aquesta actuacié que les peces s’han
conservat en forca bon estat tot i els trasllats soferts.

Dels fragments sobrants, sabem que en va fer al menys una segona col-leccié
—fins fa poc en mans d’un particular, estava a la venda- pero segurament
d’altres fragments més petits els va donar, intercanviar o revendre.

Per ultim, assenyalem que el 1968 va donar diverses peces al Museu Textil de
Barcelona, ara al Museu del Disseny", totes del segle xx.

Gracies a tot aquest treball sistematic —evidentment la fotografia hi juga un
paper important a I'hora d’identificar la peca— que es va fer previ a 'adquisicié
per part de la Diputaci6 de Barcelona, coneixem les peces de la col-leccié Viias
que es va vendre a la Diputaci6 i posteriorment passarien al Museo Provincial
Textil, a Terrassa.

La venda de la col-leccio

Cap a finals dels anys 1950, Ricard Vifias va tenir diversos entrebancs
economics que el van fer decidir vendre’s la col-lecci6 textil. Lonze de desembre
de 1956 el Boletin Oficial de la Provincia de Barcelona anunciava l'oferta de
venda de la col-leccié de teixits Vinas per un valor de deu milions de pessetes.
Es va assignar una comissio6 de técnics a fi i efecte d’emetre’n un dictamen

i es va declarar I’interés provincial per 'adquisicié d’aquesta col-lecci6 de
caracter historicoartistic, que incloia 2661 teixits, 250 mostres orientals, 450
passamaneria. Era la més important, numericament parlant, recollida fins el
moment. Calia evitar-ne la dispersio, com havia passat amb la colleccié de
Francesc Miquel i Badia, venuda a 'america Pierport Morgan, i que tantes
critiques va portar a inicis del segle xx.

Finalment, el 28 de juny de 1957 el ple de la Diputaci6 de Barcelona, sota la
presidéncia del marques de Castell-Florite, en va aprovar ’adquisicio, per un
valor final de 10.240.000 pessetes. El mateix dia, i per primera vegada es va
debatre la proposta de traslladar la col-leccié al Museu Biosca, de Terrassa.

La premsa contemporania, aliena en un principi de la intenci6 del trasllat,
se’n va fer molt resso, ja que des de la compra de la col-leccié de teixits de Josep
Pascd, ingressada als museus de Barcelona I’any 1913, no se n’havia adquirit cap
altra de tan important.

Sempronio® alabava al col-leccionista no només pels teixits que havia
aconseguit aplegar sin6 també per la catalogacié i, evidentment, per la biblioteca

LA COL-LECCIO DE TEIXITS RICARD VINAS GEIS DEL CDMT
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16 Folch i Torres, J. “La
coleccion de tejidos antiguos
Ricardo Vinyas Geis,
adquirida por la Diputacién
de Barcelona. Destino, 2
novembre 1957, p.33.

17 “La coleccién Vinyas”,
Pulso de la ciudad, Revista,
num. 292, 16 a 20 novembre
1957.

18 Des de finals del segle x1x
els museus de Barcelona,
amb la Junta de Museus al
capdavant havia adquirit
diverses colleccions de
teixits: Pompeu Gener,
Golferichs, Homar, Pasco,

Plandiura i altres, pero encara

no tenia un local destinat i fix
per a exposar-les.

Fragment de teixit estil bizarre.
Domas de seda, brocat fil metal-lic.
[talia? Primer quart segle XVIil.
CDMT 6234. Procedéncia

A. Malvehy.

de tematica téxtil que 'acompanyava. Opinava que seria ideal que aquesta
collecci6 formés part de la resta de teixits que sexposaven aleshores al primer
pis de I'antic edifici de 'Hospital de la Santa Creu de Barcelona. Era conscient,
pero, que a Terrassa, des del 1946 hi havia un museu textil

El 2 de novembre de 1957, Folch i Torres escrivia: Acaba de ser adquirida
por la Diputacion de Barcelona, con destino a los museos de la ciudad, la mas
reciente de las colecciones de tejidos antiguos formada hasta hoy en Cataluia, y
acaso la mas importante que se ha logrado'.

Poc dies després de les declaracions de Folch, el setmanari Revista remarcava
el risc de que la colleccié es derivés cap a Terrassa: ;Qué ocurrird con esta
coleccién? No se nos escapa que el Museo de tejidos Biosca, de Tarrasa, tiene
los ojos puestos en esta rica coleccidn que completaria sus magnificos fondos:
sin embargo, como barceloneses, que calibramos la importancia decisiva de
la ciudad condal, como centro de estudios, nos mostramos contrarios a toda
decisién provincial que segregase de nuestros tesoros las raras colecciones y la
espléndida biblioteca, asi como su completo catdlogo, reunidos por la paciencia
y el sacrificio de D. Ricardo Vinyas Geis".

Barcelona reunia una de les col-leccions més importants d’Europa i veia, com
amb I'ingrés de la col-lecci6 Vifas, sampliava la seva reputaci, malgrat encara
no tingués un museu dedicat especificament als teixits's.

Lentrega de la collecci6 Vifias a la Diputacié de Barcelona es va fer efectiva
els dies 12, 13, i 14 de setembre de 1957, al Palau de la Virreina de Barcelona. I
mentre tothom opinava i es debatia el seu futur, el 25 d’octubre de 1957 es va
fer publica la colleccié amb una gran exposicié al Palau de la Virreina, que va
inaugurar solemnement Carmen Polo.

LA COL-LECCIO DE TEIXITS RICARD VINAS GEIS DEL CDMT
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19 Es aixi com I'anomena
Pilar Tomas en un document
mecanografiat que detalla

la historia de les colleccions
téxtils barcelonines,
conservat a I’arxiu del Museu
del Disseny de Barcelona.

20 A La Vanguardia 28 de
juny de 1958: (...) el sefior
Clapés, para solicitar un
margen brece de tiempo

con el fin de que la ciudad

de Tarrasa pueda formular
un ofrecimiento para
instalar en ella el Museo
Textil Provincial. A este
ultimo diputado contesté el
presidente diciendo que la
Diputacién ve con sumo gusto
el interés de Tarrasa. Josep
Clapés i Targarona va ser
alcalde de Terrassa des de
1955 a 1964.

21 Torrella Niubo, Francesc.
El col-leccionisme téxtil a
Catalunya. Discurs d’ingrés
a la Reial Académia catalana
de Belles Arts de Sant Jordi.
Barcelona, 1987.

22 Torrella Niubd, F. El
col-leccionisme téxtil a
Catalunya.

Cataleg Coleccion Vinas de tejidos
antiguos. Diputacié de Barcelona,
1957

El cataleg Coleccion Viias de tejidos antiguos, publicat per la Diputaci6 de
Barcelona, arran de la compra i l'exposicid, deixava testimoni de I'adquisicié
amb 'inventari de totes les peces. En la introducci6 remarcava la importancia
que havia tingut al llarg dels anys la industria textil a Catalunya i veia com
un complemento indispensable per a les escoles, el tenir les mostres per a
interés pedagogic. La compra coincidia justament amb el 50¢ aniversari de
la Junta de Museus de Barcelona, que veia amb bons ulls la nova adquisici6 i
apuntava la seva conservacié en els museus barcelonins. Un cop més, gracies a
la participaci6 i enteniment entre administracions es comprava una col-lecci6
textil, tal com havia succeit anys enrera amb la col-lecci6 de Josep Pascé o la de
Plandiura. Aixi doncs, la Junta, celebra que el 50¢ aniversari coincidis amb la
compra Vifas.

Un cop acabada I'exposicié de la Virreina, i mentre es preparava la seva
nova seu, I'acord un cop més entre la Diputacio i I’Ajuntament de Barcelona, va
permetre que la col-leccié s’instal-lés a les dependéncies de I'antic Hospital de la
Santa Creu, al Carrer Hospital, 56, en el pis de sobre les oficines del petit Museu
de Teixits antics', tancat al public. Queda aixi, sota la custodia dels Museus
d’Art de Barcelona.

El ple de la Diputacié del 27 de novembre de 1957 va aprovar la creacié d’un
museu provincial téxtil i es va creure que el Museu Textil Biosca i la ciutat de
Terrassa reunien totes les condicions. Segurament va ser gracies a les gestions de
l'alcalde de Terrassa, Josep Clapés Targarona®, i a I'evident interes del director
del Museu Textil Biosca, Francesc Torrella Niubo, que aquest darrer museu
va ser l'escollit per albergar la colleccid de teixits antics de Ricard Vifas. Tal
com apunta Francesc Torrella*, la competicié entre ell —al carrec de director
del Museu Textil de Terrassa- i Joan Ainaud de Lasarte —com a director
dels museus barcelonins- va ser dura i va fer perillar la bona amistat sempre
mantinguda®. El trasllat dels teixits no es va fer fins I'any 1968, ja que va caldre
aixecar un edifici de nova planta, inaugurat un any després.

DIPUTAGION PROVINGIAL DE BARGELONA

=S

fii)
COLECCION VINAS

=S S

BARCELONA, 1957
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Datatéxtil 32

Fragment de teixit anomenat “de les aligues’ del reliquiari de Santa
Liberada, Siglienza, després de la restauracié. Lampas, seda i or de
Xipre. Segle XIl. CDMT 6470. Veure detall.

<

A
Fitxes de cartro i fotografies fetes per Ricard Vifas i el seu equip. Arxiu CDMT.

V¥ pregmente de vestitary selersd do
tnlvd, presederte do wa sarcifogs de la

“ Calvd (bsondicting) cbispo &
] m 134}, 3 tejlde paress o

A
Fragment de teixit de la banda ornamental de la indumentaria pontifical de Sant
Bernat Calbd, Vic, després de la restauracié. Tafeta i técnica de tapis, seda i or de

Xipre. Segle XIl. CDMT 3932.
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Datateéxtil 32

23 Aguerri Martinez,
Ascension. La coleccién Lope
de Vega en Madrid. Homenaje
a una amistad: Emilio
Brugalla y Ricard Vifias.
Biblioteca histérica municipal
de Madrid. Encuadernacion
de Arte. Boletin de la
Asociacion para el Fomento
de la Encuadernacion.
Numero 18, Madrid 2001.

24 Text mecanografiat del
resum dels anys 1953-1954.
Arxiu del Museu del Disseny
Barcelona.

25 Document mecanograﬁat,
arxiu Museu del Disseny de
Barcelona.

26 Soler, Joan. Saladrigas,
Silvia. Lart reial d’empaitar
barrets. Centre de
Documentacié i Museu
Textil, Terrassa, 2008.

>

Fragment de teixit del reliquiari de

Santa Liberada, Siglienza, després
de la restauracié. Lampas, seda i fil
metal-lic. Segle XIl. CDMT 6469.

Fitxa de cartro i fotografia fetes per
Ricard Vinas i el seu equip. Arxiu
CDMT. »

A banda, de les peces textils, Vifias va reunir un volum considerable de
ceramiques, pintura i ex-libris, i altres petites col-leccions, pero per sobre
d’aquestes, va destacar la seva biblioteca, enquadernada la majoria per
Emili Brugalla®. Dany 1954 sabem que ja estava treballant en els llibres de
la Biblioteca de Teixits*, encara que desconeixem quants exemplars tenia,
coneixem que hi estava posant ordre”. Al CDMT hi van arribar les publicacions
especificament textils, gairebé 1200, entre les que destaquen les del fons juridic
i documental, des del segle xv1 al xx considerat un dels fons més importants en
legislaci6 de l'estat espanyol. Aquesta colleccio, que es va treballar i digitalitzar
entre els anys 2005 i 2007, inclou la colleccié documental (des del segle x1v fins
el segle xv1m) i bibliografica (centrada basicament en legislacio al voltant dels
abusos en la indumentaria i al voltant de les practiques artesanals i industrials
téxtils)?®
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Datatéxtil 32

27 Balaguer, M. “Com
sefectua I’inventari d’objectes
dels museus”. Butlleti Museus
d’Art, nam. 56, gener 1936,
vol. VI, pag. 13.

28 Folch i Torres, J. “Conversa
sobre la vida privada dels
museus d’art de Barcelona I”.
Butlleti Museus d’Art, nam.
64, setembre 1936, vol. VI,
pag. 265.

La importancia de la metodologia en la catalogacio

Arribats al final, i un cop vist com va arribar la col-lecci6 Vinas de teixits
antics a la Diputaci6 de Barcelona 'any 1957 i posteriorment al Museu Textil
de Terrassa, perfectament etiquetada, amb tots els arxius, fitxes, fotografies i
bibliografia, cal recordar que Balaguer, ja a 'any 1936, recalcava la importancia
d’establir un meétode per a fer I'inventari i la catalogacio, les fitxes, etiquetatge,
la fotografia, etc. dels objectes dels museus: una de les tasques més completes

en tota organitzacio museistica és la inventariacid i catalogacio dels objectes
d’art” i especificava com s’havia de fer fins i tot I'etiquetatge de les peces

textils i d’'indumentaria i tenia clar que calia desterrar en absolut el sistema de
numeracio amb etiquetes engomades®.

Tot i les indicacions clares per part de Balaguer i Folch, molts museus, com
és el cas del textil de Terrassa, potser desbordats per I'acumulacié de compres
de milers de teixits, no van fer la catalogacié ni I'etiquetatge sistematic de les
peces, fet que ara complica enormement la identificacié de les col-leccions. A
tall d’exemple, la colleccié que Josep Biosca va comprar a Ignasi Abadal -mes
de cinc mil teixits— i que va ser la primera pedra del Museu Textil Biosca, va
ingressar, bona part d’ella, amb etiquetes adhesives que al llarg dels anys s’han
despres del teixit. Gracies, pero, a l'esfor¢ i a tota la feina feta per Ricard Vifias i
els seus collaboradors al llarg de deu anys, podem afirmar que la seva ha estat la
colleccié que ha arribat als nostres fons més ben catalogada i documentada.

Per a conéixer més sobre els teixits de la col-leccid Vifas:
veure http://imatex.cdmt.es, font d’ingrés “Vinas Geis, Ricard”
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