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Flowers in Lace Designs

by MARIANNE STANG, Forum Alte Spitze

Flowers have always been a very popular design motif in the applied arts:
wallpaper, ceramics, glass, ironwork, fabrics, prints, embroidery and, of course,
lace have all teemed with flowers, at times in isolation and at other times in
splendid gardens. Artists and craftsmen have found a source of inspiration for
their work in these treasures of nature, with the symbolic power and beauty of
flowers accounting, in part, for the prevalence of floral motifs.

Throughout the history of lace, the designs reflect an evolution. The earliest
representations of flowers appear in Flemish and Italian lace in the seventeenth
century. In the eighteenth century, the stylised depiction of flowers draws
inspiration from Rococo, while the Romantic style of the nineteenth century
brings a naturalism to their representation. Art Nouveau in the late nineteenth
and early twentieth centuries introduces a more symbolist version influenced
by Japanese art. This paper, which is based on a lecture given in Sebourg,
France, in June 2017, offers an overview of the chief representations of flowers in
European lacework.

The Rose

The rose, which has been called the “queen of flowers” since Ancient Greece,

is one of the most well-known on the planet. Roughly 100 species of rose exist,
with most coming from Asia. The earliest representations in lacework date from
1640, when the rose appears in Flemish lace and in Italian needle lace produced
in Venice and given the name rose point (point de rose) because the rose
features in various designs. In the eighteenth century, roses appear in all types
of lace, particularly those made in France and Belgium, such as Valenciennes
lace and Mechlin lace.

By the nineteenth century, Romantic lacework abounds with roses. The
English lacework of Honiton develops a representation of the rose that becomes
its hallmark. Belgium needle lacework popularises a representation of the rose
that has a three-dimensional effect and goes by the name of Brussels point de
rose. Chantilly lace, which becomes highly popular in women’s apparel in the
Romantic period, also features many roses, which may appear in isolation but
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Belgian point de gaze shawl,
second half of the nineteenth
century

Arenys de Mar Museum,

reg. no. 11579.

Photography © Txeni Gil.
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Flower with three-dimensional
effect on a short cloak of
Belgian point de gaze lace

and Duchesse lace, second half
of the nineteenth century
Arenys de Mar Museum,

reg. no. 11588.

Photography © Txeni Gil.
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Mantilla of two-toned blonde
lace, second half of the
nineteenth century

Arenys de Mar Museum,

reg. no. 1760.
Photography © Txeni Gil.
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especially crop up in great bunches of flowers on shawls and ruffles that have
a stunning effect against pastel-coloured clothing. In addition, the rose is a
very common element in the design of blonde lace in the nineteenth and early
twentieth centuries, on black and white silk alike, in a vast number of Spanish
mantillas that frequently feature roses in large bunches.

The Peony

In lace designs, the peony is sometimes mistaken for the rose. The peony was
already known to the Greeks and Romans and gets its name from Paeon, the
physician of the gods in Greek mythology.

The peony is a flower without thorns. It is linked to the Virgin Mary and in
some countries takes the name of “Mary’s flower”. In 1473, Martin Schongauer
produced his painting The Madonna of the Rose Garden, in which the Virgin
Mary is depicted in a garden. To one side appear three peonies symbolising
wealth, salvation and the promise of love and a womanly life filled with love in
the symbolic language of Christianity.

Unlike the rose, examples of the peony in lacework are few in number. In
Spain, it was a highly applied motif on silk-embroidered Manila shawls.

The Carnation

Carnations were known as early as 500 B.C. in Ancient Greece, where they were
used in ceremonial coronets. They were introduced to Europe on a massive
scale thanks to the Crusades in the twelfth century and soon spread across

the entire north of the continent. The scientific name of the flower is Dianthus
caryophyllus, which is derived from the Greek words for divine (“dios”) and
flower (“anthos”), corresponding to the term “flower of god”. As a symbol of
divine and earthly love, the carnation is represented alongside the rose in many
paintings. In Flanders, the red carnation was a symbol of betrothal and appears
with this meaning in a number of paintings.
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The importance of the carnation as an ornamental plant in Europe also
translates into its use in textile handicrafts since medieval times. The carnation
appears in textiles of the fifteenth and sixteenth centuries and in silk garments
of the seventeenth century. It is a common appliqué in Italian and French silk
brocades, often standing upright in a vase, with symmetrically arranged motifs.
The carnation motif frequently appears in relation to pomegranate and pine
motifs in European textile art.

The depiction of the carnation in lacework can already be found in the
sixteenth century alongside other flowers in the early work of the Genoese and
Flemish. In the late eighteenth and early nineteenth centuries, representations of
carnations appear in Mechlin lace, Binche lace and various kinds of needle lace.

In 1917, Maria Castells (1876-1931), who worked as a lace designer for Casa
Castells of Arenys de Mar, developed an Art Nouveau style of carnation that
was used in a variety of home furnishings.
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Chantilly shawl, second half
of the nineteenth century
Carmen Toértola Valencia Collection.

Arenys de Mar Museum, reg. no. 1761.

Photography © David Castafeda.

Pottenkant lace from the
Antwerp area
Marianne Stang Collection.
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The Lily

The lily (lilium) is one of the oldest flowers, known since the Minoan period on
Crete. Roughly 120 species grow in China, North America and Europe. Lilies
were highly prized in a variety of cultures because of their striking appearance.
In European and Mediterranean cultures, the lily is associated with the
Madonna, a symbol of purity and beauty, and it takes the name of Madonna
lily. It appears in numerous paintings where it represents the theme of the
Annunciation. In Christian tradition, it is also a symbol of fertility. As a result,
brides used to carry bouquets of lilies in wedding ceremonies.

In Pottenkant lace, which emerged in Flanders in the seventeenth century, a
particular representation was developed to symbolise the Annunciation of the
Virgin Mary: a vase or pot would hold three lilies, one standing for the birth of
Jesus and the other two standing for Mary’s virginity and purity.

The representation of the lily has great decorative potential, which can be
developed with a stylised and asymmetrical line that combines perfectly with
more rounded flowers. The lily also appears in much lace appliqué work and
Chantilly lace from the second half of the nineteenth century.
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Belgian point de gaze fan,
second half of the nineteenth
century

Arenys de Mar Museum,

reg. no. 39.

Photography © Irene Masriera.
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The Iris

The Latin name iris means “good tidings” and refers to the flower’s vivid

hues, which recall the colours of the rainbow. There are between 200 and 300
botanical species, all of which are found in the Northern Hemisphere. Various
types of iris already appear in Roman mosaics. In the Baroque period, the

iris was a very popular subject in the Netherlands and in the works of several
German painters. It also featured in a variety of textiles and porcelain. In
heraldry, the fleur-de-lis (Iris pseudacorus) was adopted by Louis VII, King of
France, in his Crusade against the Saracens.

The iris appears in some Belgian and Italian needle lace and in Chantilly
lace on black silk, principally on pieces from the second half of the nineteenth
century in a Romantic style that combines the iris perfectly with other types of
flowers. During the Art Nouveau period, the representation of the iris was also
very popular among textile designers.
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Seraphina lace from Honiton,
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second half of the nineteenth century

Carmen Tértola Valencia Collection
Arenys de Mar Museum, reg. no. 531
Photography © David Castafeda.

Hungarian lace dating

from 1685

Hungarian Museum

of Applied Arts

Photography © Marianne Stang.

The Tulip

The tulip belongs to the Liliaceae (lily) family, whose various species are all
found in the Northern Hemisphere. In her 1999 book The Tulip: The Story
of the Flower That Has Made Men Mad, Anna Pavord writes that “no other
flower has ever carried so much cultural baggage; it charts political upheavals,
illuminates social behaviour, mirrors economic booms and busts, plots the
ebb and flow of religious persecution”. Today there are over 5,500 different
tulips. It is one of the oldest and most popular ornamental plants from Central
Asia and it came to Europe in the sixteenth century by way of the Ottoman
Empire. At that time, Ogier Ghiselin de Busbecq served as ambassador to the
Ottoman Empire and spent various periods in Constantinople at the court of
Suleiman the Magnificent, who gave him tulip bulbs that he shipped back to
the Netherlands. Very quickly, all the wealthy families of Leiden wanted to have
what became known as the “Sultan’s favourite flower”.

The tulip rapidly turned into an object of prestige. As the tulip trade took
off, prices hit absurd heights. Some people sold their belongings to purchase
a single tulip bulb, even though it was uncertain whether the
flower would actually bloom. The most expensive species was
the Semper Augustus, which had a value on par with a house
on the Amsterdam canals. Families that could not afford this
luxury decorated their walls with tulip paintings. In the spring
of 1637, the speculative bubble suddenly burst and prices
plummeted overnight. Few had resisted “tulip mania” and most
traders and speculators were reduced to poverty.

The tulip could be adapted perfectly to lacework appliqué,
because there was no need to stylise the flower. The tulip
was a very popular theme in the Ottoman Empire and it
was introduced into European countries occupied by the
Turks, such as Hungary. There are very old examples of the
representation of this motif in lacework. For example, the
Hungarian Museum of Applied Arts has a piece of lace from
1685 that features the tulip. The tulip can also be found together
with other flowers in Belgian and British lace.
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Empire-style lace appliqué
veil for hat, first quarter

of the nineteenth century
Arenys de Mar Museum,
reg. no. 11576

Photography © Txeni Gil.
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The Thistle

The thistle (silybum) is a thorny plant whose name has Indo-European origins
and means “pointed” or “prickly”. The milk thistle (which is called cardo
mariano) is associated with the Virgin Mary and is grown as an ornamental
and medicinal plant. It can be found in many countries in Europe, North
America and South America. In heraldry, it is a common figure that appears,
like the rose and the lily, in important coats of arms. For instance, the thistle
is the national flower of Scotland and appears on the Scottish royal arms. It
symbolises strength, longevity and steadfastness.

Representations of the thistle appear in a variety of English lacework and in
some pieces of Belgian needle lace. Various Art Nouveau artists developed an
interesting version of the flower in draperies and printed textiles.

The Edelweiss

The edelweiss (Leontopodium alpinum), which is probably one of the most well-
known Alpine flowers, is actually a pseudo-flower. Its star-shaped appearance is
created by high, densely white, felt-like leaves. The plant grows in small groups
that are no taller than 10 cm in height, have fleshy, thick bracts covered in a fine
fuzz, and are white with greenish or yellowish tones. The flower hides under the
appearance of a single flower, when it is actually organised in groups of small
individual flowers surrounding the centre of the star and forming a unity.

War lace was a type of lace produced in Belgium in the First World War. Its
English name came about with a view to the US market. When Belgium was
occupied by the German army, the country became the subject of a blockade.
Lacemakers ran short of thread for their work and many struggled to carry on.
Queen Elisabeth of Belgium took charge of promoting lacemaking, and the
Commission for Relief in Belgium (CRB), led by future US president Herbert
Hoover, collaborated by supplying thread and selling lace in participating
countries. War lace bore the symbols of the Allied Forces: the bear for Russia, the
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rooster for France, the unicorn for England and the lion for Belgium. Edelweiss,
however, became a patriotic symbol of Belgium, the flower of the Belgian queen,
who was herself from Bavaria, and it was included in some war lace.

Throughout history, flowers have been one of the most popular
representations in the applied arts and a source of inspiration for most
designers. In isolated motifs or in large gardens, flowers make an appearance in
most European lacework. o
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1 The Textile Printing
Museum (MEPM) of Premia
de Mar has a collection of 483
fabric swatches of Farrerd
prints, from 1960 to 1980, that
reflect the trends proposed

by the Moda del Sol group

for each season. In addition,
the MEPM has a collection

of samples and two printed
dresses. The MEPM document
archive contains the Moda del
Sol colour charts from 1972 to
1983.

2 MEPM. Dossier de prensa
de Jordi Joan Farrerd (Press
file on Jordi Joan Farrero).
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Moda del Sol
and Farrero prints

by AssumMPTA DANGLA
Photographs © ESTHER DE PRADES, MUSEU DE LUESTAMPACIO DE PREMIA DE MAR
and MUSEU DEL DISSENY DE BARCELONA

Moda del Sol was the first initiative to make Spanish prét-a-porter known
internationally. It provided a coordinated, fully up-to-date image of fashion,
that guided the retail trade’s purchases for the season. A group of industrialists
joined together in 1963 to work as a team offering the same trends in colours,
styles and fabrics. The project, led by designer Josep M. Fillol, brought together
various companies with the common aim of internationalization. One notable
textile industrialist who participated in the initiative was Jordi Joan Farrero,
owner and director of Farrerd, who, alongside his design director, Joaquima
Masalles, revolutionized the print industry in Spain. In this article, we provide
an overview of how Moda del Sol was founded and how it developed over its
first twenty years, and of Farrerd’s trajectory during the period in which it
formed part of the group.!

Born in Girona, Jordi Joan Farreré was orphaned at an early age and started
work in a shop. Later, he moved to Barcelona and was employed by a silk
factory. He set up on his own in the post-war period, on the Ronda de Sant
Pere in Barcelona, where he worked as an editor. His studio created drawings
and interpreted or adapted original designs that had been purchased from
abroad. Once each drawing had been approved, it was sent to be engraved in
other workshops, where it was copied onto a photolith that was then used to
engrave the screens. Screen printing was the primary system in the production
of Farrerd’s prints.? The most accurate engravers of the time, based in Barcelona
and the nearby town of Premia de Mar, were contracted to make the templates.
They included prestigious names such as Estrada, a draftsman and teacher of
engravers in Catalonia, as well as Puighermanal, Rotomarc and Virmit. The
engraver produced a print on paper using the stencil to check the quality of
the print. The photoliths were often drawn freehand, and it was vital to ensure
that there were no imperfections and that the print would be successful. In
addition, it was essential to check that no streaks could be seen, caused by the
edges of the screen. When the stencils were ready, Farrer6 entrusted most of
the production to other factories. He then sold the resulting fabric to clothing
manufacturers and clothing stores, or he exported it. Farrer6 prints were

MODA DEL SOL AND FARRERO PRINTS
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Printed Mozart gauze by Estampados Farrerd, from an original design by Joaquima Masalles (circa 1970), MEPM.

Printed cotton fabric
with Kao drawing (c. 1970),
MEPM.

Printed cotton cretonne
(c. 1970), MEPM.
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3 Interviews carried out available in all kinds of compositions: all-over print with motifs covering the

Eﬁffoiﬁﬁﬂiﬁiﬁ zr?elf entire background, non-repeating positioned images of exotic landscapes and

Joaquima Masalles. ¢ figurative scenes, or one of the company’s characteristic prints, the degradé.

Jordi J. Farrer6 had a passion for art and fine taste in prints, which led him

to hire Joaquima Masalles Argilaga, a reliable person who brought innovation,
precision and success to the business. Joaquima realised the importance of
moving away from classic prints, particularly small floral designs. She joined
the team to create innovative large compositions, known as degradés, which
were exported to many different locations, from California to New Zealand
and, of course, Europe.? Prints in post-war Spain were not especially striking,
but Joaquima Masalles had sufficient knowledge of printing and dressmaking

Cotton and printed polyester fabric,
Montesol item with Tropic drawing
(c. 1974), MEPM.
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to adapt her designs to new trends in clothing. During the years of shortages
after the war, Farreré broke the mould with large-format drawings, designed
primarily for dresses that reflected the New Look of Christian Dior: corolla
skirts with copious amounts of fabric of the highest quality, including the
Karnak cotton that the company bought from J. Muioz Ramonet. Masalles
made sketches of the pieces according to the type of print: for dresses with large
floral motifs near the hem that became smaller and more dispersed out on the
fabric closer to the waist; or for outfits that featured a strong motif on the blouse
but smaller motifs on the matching skirt. Farrerd also innovated with colours,
using striking, vibrant colours that caught the eyes of his customers.

As the design director at Farrerd, Joaquima Masalles occupied a key position
in the company. In interviews, she comes across as tireless, meticulous and a
perfectionist, with a great passion for her work. She travelled frequently to learn
first-hand about foreign trends and to meet draftsmen from other countries,
visiting the foremost print design studios in Europe, including Farcas in Como
and Rome and Vernet in Lyon. During these visits she found out about the latest
innovations and purchased drawings that she then worked on in the Barcelona
studio, along with a team of five draftswomen and Jordi Curds, who spent some
time at the company. Some customers demanded exclusive drawings that were
made to order: showy designs for the businessman Rares from Australia, gaudy
pieces for clients in California, and more classic designs for England and for
Switzerland, where Farrer6 exported regularly as a route to the great fashion
houses of Paris. Masalles personally attended to the orders of the most exclusive
clients, among them Zorrilla, who supplied the fashion designers of Madrid.
Once the design was approved, she supervised the engraving of the flat screens
and the printing itself, which was carried out at Catalan factories, including
Fibracolor.
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Kismet printed item with Nepal
drawing for export (c. 1978),
MEPM.
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Jordi Joan Farrerd was involved in founding the Moda del Sol group. He
played a significant role as president of the entity and organizer of various
events. With him, the group presented its first collection in 1963 - the same
year as the group’s foundation - in the function rooms of the Spanish Embassy
in Paris. The initiative was successful, and in 1964 the group of industrialists
who had participated in the first collection opened a registered office on Carrer
de Roger de Lluria in Barcelona. The group showed its second major collection
at the Gran Teatre del Liceu, on the occasion of the II Lonja Textil de Espafia
(Second Textile Market of Spain). Joaquima Masalles can still recalls the
excitement and anxiety of the build-up to the show at the Liceu, which featured
Teresa Gimpera, a leading model, and some of the other most highly regarded
models of the time.

The Moda del Sol project was led by the designer J. M. Fillol, who remained
at its head until 1993. He was born in the Balearic Islands and trained in Paris,
where he was introduced to the world of fashion and established working
relationships with couturiers. According to Gema Ranero, who has studied the
history of the group, Fillol combined elegance, convenience and comfort, and
was also capable of distributing his designs widely. He was a pioneer of Spanish
prét-a-porter, which focused on the trends emerging from Paris and Milan.
Moda del Sol became a benchmark for Spanish fashion through a variety of
channels that brought the group considerable stability: fashion shows, colour
ranges for each new season, trend books, a magazine, media presence, and
so on. This careful dissemination of trends, which served as a platform to the
international markets for many Spanish companies, both consolidated the
group and respected the essence of each firm. Fillol knew how to increase the
impact of the collections, which reached the most prestigious catwalks across
the globe, including New York, Paris, London, Cologne and Diisseldorf.

MODA DEL SOL AND FARRERO PRINTS
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4 Design Museum of
Barcelona. Report by the
National Institute of Fashion
in Clothing, 1983.
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From 1965 onwards, Moda del Sol organized two fashion shows a year, for
the spring-summer and autumn-winter collections. The interest attracted by the
first four collections was such that the following shows were held in Barcelona
(in the Hotel Ritz, in the gardens of the Salé del Tinell during the Annual
Assembly of European Clothing Manufacturers, and at the Spanish National
Dressmaking Fair) and Madrid, which was subsequently established as the
official home of the shows. In 1967, Moda del Sol achieved particular success
and took part in the International Fair of prét-a-porter for women in Paris.
The Spanish and international press published in-depth articles on the group,
and for the first time Moda del Sol appeared in Vogue. The seventh and eight
collections were also presented in both Madrid and Barcelona. In 1968, the
group was present at the international fair Prét-a-Porter Paris, where it put on a
show for the international press in the function rooms of the Spanish Embassy.
In 1970, the group travelled to New York to present its new collection during
the Spanish Week organized by Gimbel-Saks, the prestigious US department
store. The event was noted in the national and international press, and the
French edition of Vogue dedicated thirty pages to the group. This had an
immediate effect on sales, which reached new heights and continued to grow
over the following years.*

Moda del Sol published promotional colour charts, in poster format, with
new colours, fabrics and styles. This gave the group’s collections their own
unique character and was designed to project a uniform image whilst leaving
room for each designer to choose between the various proposals. The Instituto
Nacional de la Moda en el Vestir (National Institute of Fashion in Clothing)
compiled in-depth reports on the decisions in which Moda del Sol was
involved each season. Meetings were held, in the strictest confidentiality, to

MODA DEL SOL AND FARRERO PRINTS
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5 MEPM. Colour chart
spring-summer 1972.
6 MDB. Information on
fabrics for the 1972-1973
autumn/winter collection,
according to guidelines
of the Instituto Nacional
Coordinador de la Moda
Espaiiola (National
Coordinating Institute
of Spanish Fashion) and
agreements adopted by the
Comité Internacional de las
Industrias del Vestir Femenino
(International Committee of
Women'’s Clothing Industries).
File in the National Institute
of Fashion in Clothing.
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establish motifs for knitwear, prints, women’s, men’s and children’s clothing,
colours, accessories and lingerie. The colour chart for the summer season of
1972 featured very bright prints and distinctive drawings with large, empty
backgrounds, accompanied by narrative in the following style: “the change is
decisive and represents a return to happiness, which will make spring-summer
1972 a season bursting with the joy of life”.* For the following season, the group
worked with abstract, geometric prints in the Persian style. Among the new
lines there was always one particularly daring proposal. For autumn-winter
1972-1973, the concept of abstraction was proposed to create an “Analytical,
fantastical view of objects and things. A sensation of new dimensions, touching
the frontiers of surrealism [...] An impression of movement, instability and
weightlessness™.¢

The silk and print companies that formed part of Moda del Sol were from the
city and province of Barcelona, with a few exceptions. The foremost companies
in the sector belonged to the group, among them Vilumara, Viladomiu, and
Farrer¢ prints. The clothing manufacturers of Moda del Sol were spread
out around Spain. The members of the group presented the autumn-winter

MODA DEL SOL AND FARRERO PRINTS
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7 MEPM. Kelson and Moda
del Sol, 1976.

1974-1975 collection in the function rooms of the Paris Hotel Hilton, during a
meeting of The Fashion Group, an entity that brought together creators from
different countries. In 1975, Moda del Sol received special recognition: the
Galena Award from television. The group won several editions of the RTVE
award, on this occasion for the best footwear collection. The group was not solely
focused on clothing, it also brought together companies specialized in footwear,
accessories and even hairdressing. The company Kelson, for example, promoted
the outfit “Poncho made from rustic fabric, baggy trousers, cowboy boots, gloves
and hat of thick tractor, so that the girl can cover the hard paths in the big city”.”
The task of coordinating each of the catwalk models was exhaustive. Everything
was considered, from hair to shoes, makeup, complements and accessories, and
the results were broadcast on television. Fillol saw the opportunity that this new
format provided to reach a wider audience, and although the full potential of
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8 The Design Museum of
Barcelona has a notebook
of the journalist Magda Solé
(R. 1989-56), in which she
wrote her impressions of the
fashion show of 1982 to later
publish them in magazines
with a wide audience.
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the televisual medium could not be harnessed, the shows were reported in news
bulletins. Another tool for dissemination was the group’s magazine, promoted by
Fillol with the publication of the first issue in 1976.

Moda del Sol set trends for all tastes, showing a clear commitment to diversity
and bringing novelty to the fore. Several lines were combined in the same
season. For example, in the spring-summer 1978 collection, the preference was
for clear, clean designs. The proposal included prints with motifs imitating Ikat
or warp printing; prints with large flowers; prints with very flat fruits and a very
basic design; and prints inspired by the world of Broadway. The general effect
was the use of simple drawings in pencil, charcoal or marker, outlined on fine,
transparent fabrics; irregular forms which looked as if they had been cut out of
paper and applied over a smooth, fine background, with discreet touches of neon
in prints reminiscent of Broadway. In the 1970s, Kashmir drawings also became
popular and were used to create clothing with a hippy aesthetic.

Joaquima Masalles spoke of her absolute dedication to obtaining the best effect
in her designs. She spent long hours immersed in her work, creating designs
with pencil, gouache, watercolours or Luma, a transparent paint. She paid
careful attention to colours, searching until she found the right combinations.
Masalles herself wrote the formulae for programming the colours. She oversaw
five designers who interpreted her instructions: “Raise the hue of the pink, lower
that of the green...”. Masalles remembers the passion and dedication of the team:
“One is like that and enjoys it”, she told us. She remembers the friendly relations
with others she had dealings with in the company and in the group, and with
engravers, printers and professionals from other countries. She also remembers
meetings with other manufacturers and businesspeople in the Ronda de Sant
Pere area of Barcelona, a place where many textile companies were located and
where a convivial atmosphere existed between fellow professionals. Women who
drew prints played a significant role in the industry at the time: Rosa Serrano,
an independent professional, was one of the most renowned draftswomen in the
country, as was Rosalia, who worked at the factory of La Espafia Industrial in
Barcelona. According to Masalles, it was an era in which being female never put
her at a professional disadvantage; her skills were respected and she considers that
success was merely a “question of setting your mind to it”.

By 1979, fashion shows had become spectacles in their own right.? The group
moved its sales centre to the Certamen Imagen Moda, held for the first time
that year in the Palacio Nacional de Congresos y Exposiciones. In 1981, Moda
del Sol stepped up its publicity efforts again, presenting its first trend book to
the specialist media, published in color with fashion illustrations, photographs
of models, and fabric samples, all based on the concept of the latest trends.
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9 MDB. Moda del Sol.
Notebook of trends spring-
summer 1982.

10 MEPM. Moda del Sol.
Trend book spring-summer
1983.
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The publication of trend books expanded on the information previously
transmitted through promotional colour charts, providing more detail and
more samples, some of which were prints.

For the 1982 spring-summer season there were various proposals: small
flowers characteristic of fabrics for patchwork, flat flowers in the Nordic style,
informal American-style prints for young fashion, and Oriental drawings of
Chinese-Japanese inspiration, with graphic designs and drawings typical of the
East that were sometimes used as large non-repeating motifs taking up an entire
item of clothing.” In the 1982-1983 autumn-winter season, various clothing
manufacturers participated, some of them long-standing members of the
group: Africa, d’Orsay, Drape Coti, Famira, Francine, Gene Enrich, Himalaya,
Indra, Kelson, Pipers, Pret Dam, Sanloret and Vegaski. For this season, textile
firms proposed baroque fashions, British sports style, pioneer and small plant
motifs. Prints were less prominent than in cold seasons, the motifs generally
smaller and more discreet, and the colours usually muted. In 1983, Moda del
Sol presented four lines for the warmer seasons: holidays, sports, romantic and
sophisticated.’ By spring-summer 1983, clothes manufacturers had become
more widely distributed across Spain and some textile companies left the Moda
del Sol group. After twenty years, the fabric printers and textile manufacturers
that remained in the group were Baher, Comercial Anénima Vila, Creaciones
Malbor, Farrerd, Francisco Pavén, Gelansa, Industrias Casacuberta, Lion Textil,
Manufacturas Iborra, Manufacturas Soler, Mas Molas, Rosson Moda, Sedunion,
Soleil, Sweetnit, Textil Caspe and Textil Dobert, all based in Barcelona or its
province, and Textil Lizard from Béjar, close to Salamanca.

Moda del Sol would continue on its path, but without Farrer6 prints. Josep
M. Fillol remained at the head of the group until 1993. He was succeeded by
Nacho Ruiz, who held the position until 1998, and later by Miguel Marinero,
until the group was dissolved in the early years of the twenty-first century.
Joaquima Masalles began to work with the businessman J.M. Soler in 1983
and retired in 1998, after three decades of absolute dedication to fashion. René
Metras, father of a well-known art gallery owner and introducer of new trends
in prints, said to her on more than one occasion: “You're the person who knows
most about prints. You brought about the revolution”. Farrerd prints was at the
forefront of fashion for years, breaking moulds and crossing frontiers. ®
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1 This article is the fruit of
extended research deriving
from a previous study for
the catalogue MALLART,
Lucila (ed.), Josep Puig i
Cadafalch: visié, identitats,
cosmopolitisme, Museu de
Mataré, Matard, 2018. It also
forms part of the research
project Entre ciutats: paisatges
culturals, escenes i identitats
(1888-1929), funded by the
Ministry of Economy and
Competitiveness (HAR2016-
78745-P).

2 This is the central theme
of the author’s doctoral
thesis. See PIFARRE
YANEZ, Daniel, Els
esgrafiats del Modernisme a
Barcelona. Obres i repertoris
ornamentals, Universitat de
Barcelona, 2015, doctoral
thesis available online.

23

The Influences of Gothic
and Renaissance Textiles

on Sgraffito in Catalan
Modernisme’

by DANIEL PIFARRE YANEZ
PhD in History of Art, University of Barcelona - GRACMON

Some of the most renowned names in Catalan culture and artistic creation have
emerged from the Modernista period, with Catalan architecture becoming one
of the most recognisable and most admired forms of the discipline at home

and abroad. The role of the architect in Catalonia in 1900 is crucial to the story.
The architect exerted creative control over the entire decorative programmes

of his buildings, either designing them himself or delegating the work to
specialists in different disciplines. Out of the wide range of decorative arts
available to professionals for the embellishment of facades and interiors, the
technique of sgraffito became one of the most commonly utilised to cover the
surfaces of walls, with the world of nature providing the most typical source

for ornamental compositions. The aim of this paper is to show clearly that the
artists and craftsmen of the Modernista period, when they created sgraffito, very
frequently found an extremely rich field of decorative solutions in early textiles,
primarily those of the Late Middle Ages and Renaissance, because they were an
ideal source of inspiration. This is because the two artistic disciplines, sgraffito
and textiles, share a number of specific formal and sensory characteristics that
foster good dialogue between them.

The sgraffito of Modernisme? is applied in a variety of different ways: as a
frieze, as a ceiling rose or mimicking tapestry. Sgraffito appears on fagades and
in interior spaces in common or domestic use. As mentioned above, the designs
feature plants of all sorts. In the last decade of the nineteenth century, we can
find sgraffito primarily representing flowers and other motifs from Gothic
textiles, particularly from the fifteenth and early sixteenth centuries. From 1900
onwards, with the introduction of the Modernista style, sgraffito depictions of
flowers and plants tended to become more sophisticated and refined. One of the
clearest influences appears to be textiles from the seventeenth and eighteenth
centuries. It should be recalled that architects and craftsmen who make sgraffito
are aware of the aesthetic and sensorial qualities that the technique conveys
when it is applied to the facing of a wall in the style of tapestry. With this
decorative approach, sgraffito no longer centres on a single specific figurative
or architectural element, but covers the entirety of the wall surface, setting up
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3 One of the first authors

to link textiles and
Modernista sgraffito was
Josep Casamartina. Referring
to the Modernista sgraffito
work on fagades and interiors
he says: “They are a sort of
giant covering, and they

bear a very close relation to
worked velvets, damasks and
brocatelles for upholstery”.
CASAMARTINA I
PARASSOLS, Josep, L'interior
del 1900. Adolf Mas fotograf,
Centre de Documentacio i
Museu Teéxtil and Institut
Amatller d’Art Hispanic,
Barcelona, 2002, p. 59. On
sgraffito designed in the style
of a wall hanging, see also
PIFARRE, 2015, pp. 112-118.
4 CARBONELLIBASTE,
Silvia, and CASAMARTINA
I PARASSOLS, Josep,
“Creadors de somnis”,

in Les fabriques i els

somnis: modernisme téxtil

a Catalunya, Centre de
Documentacié i Museu Textil,
Terrassa, 2002, p. 59.

5 Ibidem, p. 59.

6 BARELLA MIRO, Albert
and BARELLA CIVT, Fatima,
Iniciacion a la historia del
arte en el tejido, Costura-3,
Barcelona, 1984, pp. 49-53.
On the subject of Venetian
textiles, the authors note

that they are the most varied
example of the art over these
centuries in Italy, and indeed
across Mediterranean Europe
in general, thanks to its strong
links with Turkey and the
Orient.

7 The late-nineteenth
century Catalan collections
containing medieval textiles
are those of Francesc Miquel i
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an aesthetic interplay of reliefs and colours. In this case, it is always based on
the repetition of the same ornamental motif, which is known as a rapport, and
it reflects a clear desire to achieve a continuous overlay in the style of a textile
hanging on a wall’.

The relationship between medieval textiles and Modernista sgraffito can
be seen in the works of particular architects, extremely important figures in
Modernista architecture who not only designed some of the major works of
the movement, but also demonstrated a strong link to the medieval past and
the elements of medieval art. Josep Vilaseca, Lluis Domeénech i Montaner,
Antoni M? Gallissa and especially Josep Puig i Cadafalch are four of the most
prominent figures who employed sgraffito with medievalising connotations,
specifically drawing on the Gothic period in their architectural projects,
primarily those of the eighteen-nineties and the early years of the twentieth
century. All four men showed a keen interest in early textiles*, from which
they took many of the ornamental motifs that they would later use not only in
decorative solutions involving sgraffito, but also in low reliefs, wrought-iron
grilles, ceramic tiles, hydraulic tiles and mosaics®.

If we analyse examples of sgraffito on display in these architects’ buildings,
it becomes apparent that they share features in common. For example, most
bear a resemblance to tapestry and draw inspiration from textiles characteristic
of courtly Mediterranean Europe in the fifteenth and sixteenth centuries,
particularly Venice. Such textiles were basically made of silk and velvet,
luxuriously crafted, featuring the embellishments of wall hangings based on
the repetition of ornamental motifs such as the leaves, flowers and fruits of
pineapples, pomegranates, artichokes and thistles, or branching stems, or
small floral elements. Typically, the motifs cover the entire surface of the textile
and are arranged in transversal bands or framed in diamond and scalloped
shapes®. During the period of Modernisme in Catalonia, direct contact to such
textiles was possible thanks to public and private collections that contained a
number of examples, while others could be found in the illustrated catalogues
of foreign museums’. As a result, it is easy to deduce which architects and other

Badia, Josep Pasc6 and Emili
Cabot i Rovira. ALSINA,
Laia, Francesc Miquel i Badia
(Barcelona, 1840-1899): critic,
tractadista i col-leccionista
d’Art, UAB, 2015, doctoral
thesis available online. The
principal European museums

whose catalogues also
included textile collections in
this period were the Victoria
& Albert Museum, in London,
the Musée des Tissus et des
Arts Décoratifs, in Lyon, and
the Musée du Louvre, in Paris.
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Detail of sgraffito at Casa Carlos de Llanza i de Carballo

Italian silk velvet (c. 1425-1450), © V&A:859-1894.

(1897-1898, refurbished), in Barcelona. © Daniel Pifarré.

8 MONNAS, Lisa,
Renaissance Velvets, London,
V&A Publications, 2012,

pp. 74-75.

9 Silk Gold Crimson. Secrets
and Technology at the Visconti
and Sforza Courts, Silvana
Editoriale Spa, Mila, 2009,

pp. 70-71.

10 As with many Modernista
architects, Gallissa reused his
sgraffito designs in subsequent
projects. The floral sgraffito,
for example, was can be seen
on the exterior of the Fabrica
de la Compania General de
Alumbrado por Acetileno
(19047), in Cassa de la Selva.

25

professionals at work on their buildings took inspiration from the ornamental
motifs that adorned the textiles and provided such a wide range of models. In
addition, the garments depicted in Catalan Gothic paintings produced from
1450 onwards had a direct influence on the adoption of decorative solutions.

If we focus on specific examples of sgraffito that reflect the influence of
late medieval textiles, one of the most illustrative cases is that of Gallissa and
the facade of Casa Carlos de Llanza i de Carballo (1897-1898, refurbished) in
Barcelona. Of the various applied arts that Gallissa put to use, a sgraffito in
the form of a large tapestry makes the greatest contribution in terms of colour
and plasticity. The serially repeated ornamental motif features a large flower
with a broad, rounded corolla and a sinuous stem tilted at an angle. While the
inside of the motif is not very descriptive, possibly because it is an artichoke
flower, the lobed and scalloped shape of its profile coincides with how it is
represented in Gothic and Renaissance textiles. More specifically, based on the
configuration of the sgraffito, Gallissa borrowed directly from worked velvets
produced in Venice in the second half of the fifteenth century and the early
sixteenth century, which featured decorations of vivid, multi-coloured rosettes.
The sgraffito can be linked on the one hand to a red and green silk velvet
embroidered in gold that is now housed in London (V&A:859-1894)® and on the
other to a glossy red velvet embroidered in gold and currently preserved in Lyon
(MT31231)°. In both cases, the floral motifs have a lobed profile and appear with
stems and foliage at an angle."

In addition, Gallissa oversaw the refurbishment of Can Camps (1898-1899), a
Gallissa family home in Barcelona. The entrance hall features various sgraffito
compositions, including a large St. Anthony of Padua designed by Josep Maria
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Sgraffito rosette in the entrance
hall of Can Camps (1898-1898,
refurbished), in Barcelona.

© Daniel Pifarré.

11 MONNAS, 2012, pp. 80-81. Jujol and two large artichoke rosettes. The flower is depicted in great detail,
2223/01/2018) with a superior flourish, and is surrounded by a lobed corolla. In this case, the
' textile connection must be sought in embroidered motifs in which plant details

are prominent and the central part of the flower is the ornamental focus. Poring
through the many examples of textiles with these characteristics, we can cite
the blue-velvet chasuble of Canon Franz Bock (third quarter of the fifteenth
century, V&A:8704-1863)"" and a piece of red and gold velvet preserved in
Barcelona (MTIB-28331)"2

Velvet with gold thread (c.1475-1525), © MTIB-28331.
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13 MONNAS, 2012, pp. 76-77.
14 Ibidem, pp. 27-29.

In the case of Vilaseca, highlights include the sgraffito in the entrance halls of
Casa Pia Batll6 (1892-1896) and of one of the two Casa Cabot (1901-1904), both
in Barcelona’s Eixample neighbourhood. In each case, the interior walls feature
large, vertical, sinuous stems with sprouting leaves and flowers of fantastical
conception. All of the elements take direct inspiration from textiles with motifs
of very similar characteristics, such as an Italian velvet brocaded in burgundy
and gold, housed in London (V&A:774&a-1900)"* and a design for a brocaded
velvet made by Pisanello (c. 1395-1455) and housed in Paris (Musée du Louvre,
Département des Arts Graphiques-2537)™.

Turning to sgraffito in the work of Domenech i Montaner, we find two
examples that originally come from decorative solutions for textiles and
closely resemble one another: the sgraffito in the entrance hall of Casa
Navas (1901-1907) in Reus and the stucco fireplace surround in the drawing
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15 The interior sgraffito work
of the Casa Macari Golferichs
(1900-1901), by Joan Rubid

i Bellver, also used a similar
design, depicting a Phoenix
motif within the scalloped
form.

16 Silk Gold Crimson..., 2009,
pp- 80-81.

17 MONNAS, 2012, p. 71.

18 Puig had used this motif
previously for the tomb of the
Dam i Montells family (1897),
in Montjuic, and to adorn the
tunics of the female figures
on the fagades of Casa Coll i
Regas (1897), in Mataro, and
Casa Amatller (1898-1900), in
Barcelona.
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Stucco on fireplace surround in the drawing room on the
main floor of Casa Lled Morera (1902-1906), in Barcelona.
©Daniel Pifarré.

Green silk velvet of Italian provenance, possibly
from Venice (second quarter of the fifteenth century).
OV&AT.117-1911.

room on the main floor of Casa Lleé Morera (1902-1906) in Barcelona. Both
compositions are laid out in the style of tapestries with diamond and scalloped
shapes that each contain bunches of flowers, although the sgraffito in Reus

is more complex because it includes corollas and other plant elements'. The
models for these examples may have been taken from any number of European
late medieval textiles, such as a red silk tablecloth preserved in Venice (Centro
Studi Tessuto e Costume, Palazzo Mocenigo, n.210)'® and a fragment of Italian
green silk velvet, possibly Venetian, housed in London (V&A:T.117-1911)".

The most obvious examples of the relation between the technique of sgraffito
and textiles, however, appear in the work of Puig i Cadafalch. While there are
many cases, space here limits us to two. The first is the sgraffito facade of Casa
Marti i Puig (1898, refurbished), on the Carrer de la Boqueria in Barcelona.

To update the original eighteenth-century house and bring it in line with the
Modernista style, Puig created a tapestry-like sgraffito with a principal motif:
a shape partway between the scalloped diamond that we have seen before and
a heraldic shield. The motif is fleshed out with a thistle flower and foliage in
the interior and a crown in the upper part'®. The general idea of the design can
be found in a variety of versions in many Italian silk textiles of the sixteenth
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pp. 126-127.

20 Ibidem, pp. 130-131.
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secolo x1x, Ente Provinciale
del Turismo di Genova,
Genova, 1941, p. 77.

(24/01/2018).
23 MONNAS, 2012,
pp. 146-147.

century: in a double stole of crimson velvet (V&A:587-1892)", in an amber
velvet brocaded in silver thread (V&A:715-1907)*, and in a cope known as
“crown damask” (Cathedral of San Lorenzo, Genoa)?'. All of these textiles have
a principal motif based on a central form in scalloped profile with a crown and
plant decoration inside. The second example in Puig’s work appears in Casa
Josep Gari (1899-1900) in Argentona. Among the various sgraffito designs,
many of which are inspired by late medieval textiles, the one in the style of a
tapestry in the entrance hall repeats a large rosette from which pomegranates
and thistles bloom. The connection to Italian velvets featuring lobed floral
subject matter is plain to see. Of the many textiles that may have inspired Puig,
we can cite a Genoese piece preserved in Barcelona (MTIB-22637)** and a
crimson velvet of Ottoman provenance (V&A:T.359-1977)%.

By way of epilogue, it should be noted that the dialogue between Gothic
and Renaissance textiles and the buildings of the great masters of Modernista
architecture stands as a thought-provoking precedent for other architects of the
same period, who are sometimes called “minor architects”. Sgraffito designs
in their works appear to derive from the designs carried out by the master
architects under discussion rather than from drawing their own inspiration
directly from the textiles. The cases are quite heterogeneous. Examples include
Domenech Boada and Casa Joaquim Cairé (1900), Murici Augé and Casa Josep
Filella (1901-1903), and Frederic Soler i Catarineu and Casa Joan Vila (1902), all
located in Barcelona’s Eixample neighbourhood. ©

THE INFLUENCES OF GOTHIC AND RENAISSANCE TEXTILES ON SGRAFFITO IN CATALAN MODERNISME



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

OPEN SOURCE LANGUAGE VERSION > CATALA

Datateéxtil 38

BIBLIOGRAPHY

ALSINA, Laia, Francesc Miquel i Badia Catdlogo de la seccion de Tejidos Bordados y
(Barcelona, 1840-1899): critic, tractadista Encajes, Ayuntamiento Constitucional de
Barcelona, Museos Artisticos Municipales,

i col-leccionista d’Art, UAB, 2015, doctoral
Barcelona, 1906.
MONNAS, Lisa, Renaissance Velvets, London,

thesis available online.
BARELLA MIRO, Albert, & BARELLA CIVI,
Fatima, Iniciacion a la historia del arte en el V&A Publications, 2012.
tejido, Costura-3, Barcelona, 1984. Mostra de le Antiche Stoffe Genovesi dal secolo xv
CARBONELL I BASTE, Silvia, & al secolo x1x, Ente Provinciale del Turismo di
CASAMARTINA I PARASSOLS, Josep, Genova, Genova, 1941.
“Creadors de somnis’, in Les fabriques i els Silk Gold Crimson. Secrets and Technology at the
somnis: modernisme téxtil a Catalunya, Centre Visconti and Sforza Courts, Silvana Editoriale
de Documentaci6 i Museu Textil, Terrassa, Spa, Milan, 2009.

2002.
CASAMARTINA I PARASSOLS, Josep,
Linterior del 1900. Adolf Mas fotograf, Centre

de Documentacio i Museu Textil i Institut
Amatller dArt Hispanic, Barcelona, 2002.

THE INFLUENCES OF GOTHIC AND RENAISSANCE TEXTILES ON SGRAFFITO IN CATALAN MODERNISME

30


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

1 DERRY, T.K. and
WILLIAMS, L, Historia de la
tecnologia. Desde 1750 hasta
el 1900. Vol. 1L, Ed. S.XXI,
Madrid, 1980.

31

The sewing machine and
the social history of women:

parallel lives

by SiLvia PUERTAS Novau, graduate in Geography and History

The sewing machine entered into the history of technology in the last third of
the eighteenth century, with a prototype created by the Englishman Thomas
Saint in 1790. The design was refined in 1826 by the German-born inventor
Charles Fredrick Wiesenthal. Three years later, in 1829, the French tailor
Barthélemy Thimmonier invented a more efficient model and formed an
association with the engineer Auguste Ferrand. In 1830, the corresponding
patent was registered under the name Thimonnier&Ferrand'.

On the other side of the Atlantic inventions were also appearing, with
varying degrees of success. Elias Howe introduced significant innovations in
stitching. Disappointed at the lack of success, however, he moved to the British
Isles. In 1851, the American Isaac Merrit Singer, improved and patented a new
sewing machine based on Howe’s model, which he had manufactured and
distributed to the US and European markets. This machine could be paid for in
instalments, which boosted sales and brought considerable commercial success,
establishing a formula that would be imitated by other manufacturers.

By the end of the nineteenth century, the sewing machine was a common
sight in the homes and workplaces of industrial societies, including Catalonia.
In 1862, Miquel Escuder Castella, a native of Terrassa established in Barcelona,
manufactured and sold the first Spanish sewing machine with the model name
“Aurora”, based on the Wheeler & Wilson model, and distributed other brands.

At this time, textile machinery was used in factories and no longer found
in domestic settings. By contrast, sewing machines occupied both old and
new workplaces: the small workshops of dressmakers, tailors and others in the
sewing trade, clothes factories, and homes.

The sewing machine in homes

Sewing machines were invented with two aims: to meet the needs of industrial
production and to satisfy domestic requirements. Models now found in
museum collections illustrate the fact that these machines were designed with
aesthetics in mind. Decorative details in the wood, coloured flowers on the
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2. Aurora sewing Machine,
Miquel Escuder, Barcelona,
1862.

Museu de la Ciéncia i de la
Técnica de Catalunya

metal framework, and the designs as a whole testify to this dual function as
both practical and beautiful objects.

Initially, the domestic sewing machine was conceived as a luxury object, but
it gradually began to find its way into more modest settings, among the sewing
tools of young women who were preparing their trousseaux and housewives
who bought them to sew their linens and clothes and, if necessary, to work for
themselves or others.

Sewing machines made (and continue to make) it easier to learn needlework,
embroidery and dressmaking. This was essential training for young girls who
were expected to become competent housewives, as tradition demanded.

By the nineteenth century there were any number of handbooks of good
manners and good housekeeping, aimed at a female readership. Publications
of this type stressed that knowledge and skills for dressmaking were essential
and inescapable, irrespective of social class. Hands occupied by needlework
were considered a sign of virtue, and they also provided a means of dressing
appropriately for those women without the financial capacity to contract the
services of tailors and dressmakers or to buy ready-to-wear clothes. Sewing
skills also provided an opportunity to carry out paid work.

Needlework became prominent in primary school programmes for girls
in the second half of the twenty-first century. The first legislation to establish
compulsory schooling of boys and girls in Spain, known as the Moyano Act
(July 1857), established different syllabuses for each sex. Esther Cortada and
Montserrat Sebastia® cite the handbook of girls’ education written in 1898 by
Pilar Pascual, a schoolteacher from Barcelona, who recommended that “of
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Maquina de cosir model Princes of Walles,
Newton Wilson Co., Birmingham, 1870.
Museu de la tecnica de I'Emporda.
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the 36 teaching hours per week in girls” public schools, 8 should be devoted to
religion, 14 to needlework, and only 14 to other subjects”. The situation changed
little throughout the first third of the following century, until educational
reform was brought about, with figures such as Rosa Sensat, who introduced
mathematics and science into girls” education.

The end of the Spanish Civil War and the ideological context of the Franco
dictatorship saw a return to the learning of traditional handcrafts and the
establishment of a discourse enshrining domesticity and the return of women
to the home.
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- Semana de la Madre Cristiana.

Los juegos de pequefios, cuando mayores
se vuelven reclidodes, por sus omores.

Learning of needlework continued outside the school in the family
environment and in dressmakers’ workshops in the neighbourhood or town,
where girls made their own trousseaux®. They sewed by hand and learned to
use sewing machines at home and at the dressmaker’s. If the opportunity arose,
the family added a sewing machine to the dowry. At the same time, sewing
machine distributors began to take a part in the education of young women,
offering free machine sewing classes in their commercial premises, which were
generally at street level. Thus, these companies implemented a two-pronged
strategy to promote sales.

The sewing machine and the work of the seamstress

The introduction of the sewing machine into the production of consumer goods
was not entirely seamless. Just as the mechanisation of nets and textiles was met
by the opposition of craftsmen and workers, various documents from the time
highlighted the hazards of this new device. Job losses due to machines replacing
manual labour were forecast, as was the closure of businesses that could not
compete with mass production at low cost.

The first mechanical dressmaking workshop is attributed to Thimonier, who
equipped it with 80 machines of his brand. However, the place was plundered
by tailors who opposed mechanisation of the trade, as they felt their products
and jobs were under threat.

In Catalonia, Dolors Monserda de Macia wrote the following in her 1907
article “La calamitat de lo barato™:

If we focus on just one branch of women’s production, we should say that
when the first sewing machines arrived in Barcelona, we believed in good faith
that the new inventions would be a beneficial item in the field of women’s work;
but after long years of practice we must confess that the sewing machine has
been a real calamity (...) Thirty years ago, working on linen in her own home,
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CHIQUITA

a woman sewing by hand earned on average four or five reales a day. Now, the
cost of living has tripled in Barcelona, and a woman working the same number
of hours would obtain the same wage, but would have to have invested at least
25 to 30 duros in purchasing a machine. Undoubtedly, those who consider

just this information, will find it bad enough that, to earn the same amount

of money, women have had to add the trials that raising or rather struggling

to raise this money represents for a poor person. But worse than this, the
invention is so wonderful that, as you sew, it produces consumption so that,
sooner or later, it will bring an end to the arduous life of the undernourished
women who use such machines continuously.”

The sewing machine bore witness to the harsh conditions endured by
seamstresses, who were poorly remunerated, subject to the whims of bosses and
mistresses, the seasonal nature of the consumption of their products, and self-
exploitation®. Craftspeople and needleworkers struggled between peak periods
when their sleep and health suffered due to the long working days or slack
periods when demand dropped and they had no work or income.

Garment production took place in workshops and factories, using a female
workforce, and some of the processes were transferred to the home. Working
from home was presented as an ideal solution as it provided cheap labour, with
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women who were unlikely to protest and ready to deal with a highly variable
production volume. The sewing machine spread alongside the growth of this
kind of industry, and with it the social repercussions of a job that was entirely
unregulated, as stated in the report by the Social Reform Institute in 1918¢. The
option of working from home was considered the most suitable for the industry
and for women. It enabled the industry to reduce costs and adapt production to
demand, while it allowed women to combine work with caring for the family
and domestic tasks. At the same time, it kept women shut in the home, away
from the dangers and temptations of the street’.

The discourse of domesticity permeated opinion in Catholic reformism and
the workers’ movement. An increase in men’s salaries was demanded, on the
grounds that men had to sustain their families so that women could return to
the home, which they had been forced to abandon in order to supplement the
low pay of their husbands. At the Socialist Workers’ Conference of Marseille in
1879, discussion was generated about how harmful it was for women to work
in factories and workshops. One example that was given was the injurious
effects of sewing machines on the health and morality of seamstresses, due
to the continuous movement of their legs on the pedals, which caused sexual
excitement of such magnitude that they even had to take cold baths to be able
to contain it. In his study on the health of women at work in Europe?®, Laurent
Vogel referred to contributions by the historian Michelle Perrot, who cited
a medical report from 1868 that was the basis for the union representative’s
comments at the Conference.
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The sewing machine has continued to be prominent, both in Spain and
further afield. Occasionally, it is the subject of headlines, due to the collapse of
precariously built factories and workshops. Such news articles illustrate, once
again, the difficult living and working conditions of women employed in this
sector. This situation has been common since the emergence of the sewing
machine in the history of technology.

Literature has also left a record of the prominent role of the sewing machine
in the life of women. Benito Perez Galdés and Carme Monturiol® are two of
the authors who have addressed this topic in their works. To conclude, we cite
a novel by Rosa Regas La cancién de Dorotea (2001). The purchase of a sewing
machine in instalments enables the author to unleash a series of passions
that sweep along the main characters, and demonstrate, with subtlety, the
importance of this device in daily life at a time that is not so distant from our
own recent history. e
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1 See CIRLOT, Juan
Eduardo, Diccionario

de simbolos, Ed. Siruela,
Barcelona, 2016.

2 HOUSTON, Jean, La diosa
y el héroe, Editorial Planeta,
Buenos Aires, 1993, p. 18.

3 HESIOD, Theogony. Chief
source for exploring the
cosmogony and theogony of
Greek culture.

4 HESIOD, Theogony, 217
and 901f. Hesiod describes
them as the daughters of
Night and Darkness and also
as the daughters of Zeus and
Themis. It is common to find
more than one version.

5 Idem.

6 Their original names are
Moipat, Parcae and Nornir,
respectively.

7 Homer speaks of the
Moirai, or Fates, as destiny,
while Hesiod speaks of three
figures.

8 The sisters of the Moirai are
the Horae, who also number
three. Other figures like the
Graces and the Gorgons are
further examples of the many
female triads.

9 Itisalso catalogued as “Las
Parcas”.
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Unravelling Mythology:
Mythological Figures

Who Spin

by Mire1a RosicH

In many myths and fairy stories, spinning appears as a symbol of creation: it is
to fashion the very thread of life. In these tales, spinning, singing and dancing’
are magical actions that create and sustain life. Mythologies and religions are
packed with symbols of this sort that must be disentangled exactly as if we were
unravelling a thread. As Jean Houston says, “A myth is something that never
was but that is always happening™. The poetic and symbolic language that is
used in all traditions when trying to address subjects of great importance is
the only one that takes us to the boundary between the human and the divine,
the visible and the hidden. Spinning and unravelling are highly symbolic in
their own right. This paper sets out to look closely at the mythological figures
who spin and to give examples of how they have been represented at different
periods in the history of art.

The Moirai: Spinners of Destiny

In Ancient Greece, the symbology of thread is part of the very mystery of life.
In their account of the creation of the universe®, everything emerges from
chaos. From out of the chaos came the original creatures, which gave human
form to abstract concepts that frightened human beings as they stood helpless
before the immensity of nature. The Moirai, or Fates, were the first spinners.
They were the immediate daughters of Night (Nyx) and Darkness (Erebus)*
and they personified the destiny of each person. No law or god, however strong
he or she might be, could change destiny because the natural balance of the
universe cannot be upset. As a result, even Zeus feared the Moirai®. The three
Greek Moirai have a Roman counterpart in the Parcae and a Norse counterpart
in the Norns®. These three’ female deities - triads are very typical® - are tasked
with regulating the life of mortals as symbolised by a thread. Clotho would
spin the thread with a spinning wheel; Lachesis would spool and measure the
length of the thread; and the third and most fearful sister, Atropos, would
raise her golden shears to snip the end of the thread. Atropos® is the title of
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Atropos, or The Fates, Francisco de Goya, 1819-23. Museo del Prado.

The Fates, Alfred-Pierre Joseph Agache, 1885. Palais des Beaux-Arts de Lille.
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10 Originally, it hung in the
house known as the “Quinta
del Sordo” (Villa of the Deaf)
purchased by Goya on the
outskirts of Madrid. For more
information, see SANCHEZ
CANTON, Francisco Javier,
Goya y sus pinturas negras
en la Quinta del Sordo,
Barcelona, Vergara, 1963.

11 Goya painted his series

of “Black Paintings” in the
Quinta del Sordo. Idem.

12 Alfred-Pierre Joseph
Agache (1843-1915) was a
French academic painter. See
MARTIN, Jules, Nos peintres
et sculpteurs, graveurs,
dessinateurs, Flammarion,
1897, p. 11.

13 The symbol of the wheel
of fortune is frequently used
in antiquity and the Middle
Ages. See CHEVALIER, J.
and GHEERBRANDT, A.,
Diccionario de los simbolos,
Barcelona, Herder, 2003.

14 Between 3000 and 1200
B.C., the culture known

as Minoan emerged on
Crete. The culture was

called Minoan because its
discoverers connected it to the

ruins of King Minos’ Palace of

Knossos and the well-known
legend of the Minotaur.
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a Goya painting, now hanging in the Prado Museum'?, in which the Moirai
appear represented with the painter’s hallmark style, familiar from his “Black
Paintings™'. In a work by Alfred Agache'* entitled Les Parques (or The Fates), the
onlooker can see the three different tasks and the spinning wheel, which is also
analogous with the wheel of fortune®. Is it chance, coincidence or the divine will
that lies behind everything? Whichever it may be, it always turns, like a wheel.

Ariadne: The Thread of the Labyrinth

Crete is a large island that was home to the enigmatic Minoan culture', which
is related to King Minos."”* Ariadne gave a thread to the hero Theseus that saved
his life because it helped him to find his way back through the intricate tunnels
of the Minotaur’s cave after he had slain the beast. Ariadne and her thread are
crucial because they enable Theseus to accomplish his feat and break the curse
by tying one end of the thread to the labyrinth door and unwinding it as he
goes forward. Curiously, few artists have depicted Ariadne herself carrying the
thread. She is shown doing so, however, in a painting by the Italian Niccolo
Bambini, where we witness her giving the spool of thread to the hero in the
foreground’®. Most painters and sculptors, by contrast, have frozen her at the
moment when she awakens on the island of Naxos and realises that Theseus has
abandoned her". Yet the importance of Ariadne’s thread should not be forgotten,
nor should what it symbolises about the inner labyrinths of all human beings.

16 Niccoldo Bambini
(1651-1736) was a Venetian
artist of the early Baroque
period.

17 Ariadne escapes with
Theseus, but he leaves her
behind on the island of

15 See GRIMAL, Pierre,
Diccionario de Mitologia Griega
y Romana, Paidos, 1981. For
classical sources on Ariadne:
see Apollodorus, Plutarch,
Pausanias or Ovid, to name but
a few.

Naxos. Most artists depict

her abandonment: Tiepolo,
Angelica Kauffman, Frederick
Watts, John William
Waterhouse and others.
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18 In fact, she is the daughter
of Zeus and Metis, the
goddess who personifies
intelligence. Zeus had
devoured Metis while she was
pregnant. GRIMAL, Op. cit.
19 The chryselephantine
sculpture, which was made
to represent Athena in the
Parthenon, stood more than
12 metres high. It was the
work of Phidias (fifth century
B.C.), who is regarded as the
greatest sculptor of Ancient
Greece.

20 Athena “symbolises
wisdom, civilisation, the
political community of

the city, the spiritual and
manual activities that must be
carried out with intelligence:
philosophy, poetry, music,
and she is also the patron of
handicrafts, such as the art
of weaving”. MOORMANN,
Eric M, De Actedén a Zeus:
temas de mitologia cldsica
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Athena: Patron of Weavers

One of the most important gods in the Olympic pantheon is Athena, who
sprang directly from the head of Zeus'. She gives her name to the city of
Athens, over which she presides as protector. Venerated in the Parthenon with
a gigantic sculpture made by Phidias'?, she is a complex goddess linked to a
host of myths and characters. Of interest here is her role as the patron of arts
and crafts®, specifically of weavers and spinners. Athena is a master not only
of literal weaving, using threads, but also of symbolic weaving, as a weaver of
thoughts. She instils cunning in Odysseus and Penelope, among others*.

The Panathenaic Games, which were held in her honour, were one of the most
important festivals in the Greek world. The most solemn and splendid part of the
ceremonies was the procession to the Acropolis. A special robe (a peplos)*? was
brought to the goddess as an offering. Months before the ceremony, virgin girls
known as arréphoroi** were selected to take part in the weaving of the garment®*.
Making textiles stood as the quintessential example of women’s work and great
care was taken in the training of girls and in the sanctification of the art.

en literatura, musica, artes
pldsticas y teatro, Madrid,

HOUSTON, Op. cit. p. 222.
22 This is a common garment

sacrificio y mito entre los
griegos, Barcelona, Acantilado,

Akal, 1997. worn by women throughout 2011
21 Athena appears at various Ancient Greece. 24 To finish the work, many
points in The Odyssey to 23 This is addressed in great other women would later join

give them instructions. This
is analysed symbolically in

detail in BURKERT, Walter, in. Op. cit. Burkert.

El origen salvaje: ritos de
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The Spinners, Diego Veldzquez, 1656. Museo del Prado.

25 The myth is set out in
Ovid’s Metamorphoses, V1, 5,
among other sources.

26 The scene of the fable

of Arachne appears in the
painting’s background.
Athena is the figure wearing
the metal helmet, her chief
attribute.

27 This painting has been
addressed by many authors.
See: ANGULO, Diego, La
mitologia en el arte espariol:
del Renacimiento a Veldzquez,
Madrid, Real Academia de
Historia, 2010, pp. 215ff.

28 King of Orchomenus.
Eponymous with the
Minyans, a name borne by
the inhabitants of a region of
Boeotia at the time of Homer.
Op. Cit. GRIMAL.

29 Dionysus was also called
Bacchus (Bxyog in Greek,
Bacchus in Latin).

30 The Bacchants, also known
as Bacchae or Maenads or
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Arachne: The Invisible Thread

As a great weaver, Athena is linked to the myth of Arachne®, a mortal who
dared to challenge Athena to a contest and boasted that she was a better weaver.
The insolence of a woman is usually punished by the gods with violence. Even
though Arachne’s ability was proved in the contest, Athena took offence and
struck the girl with a shuttle. Distraught, Arachne tried to hang herself. The
goddess, however, stopped her and turned her into a spider. Now she will always
spin a beautiful, but invisible thread. A famous work by Veldzquez known as
Las Hilanderas®® (The Spinners) depicts the scene in the background, where the
viewer can distinguish Pallas Athena by her helmet®.

The Minyades: Challenging Dionysus

Clearly, the gods were not to be angered, because their wrath would fall
inexorably on human beings. Precisely because they remained at home
embroidering, the three daughters of Minyas?®, known as the Minyades, were
punished by Dionysus (or Bacchus)?®, who would not stand for their failure
to attend the festivals of his worship in the role of Maenads or Bacchants®.

world of art, the Bacchants
have been highly represented,
often covered in animal skins,
wearing a crown of ivy like
the god, and brandishing a

thyrsus. In classical literature,
a key example appears in
Euripides’ play The Bacchae,
an Attic tragedy of the fifth
century B.C.

Thyiades, were part of the
large and frenzied following of
Dionysus. The name Bacchant
comes from Bacchus (see
previous footnote). In the
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31 For more information on
the Maenads and their rituals:
PAUL VEYNE, Francois and
LISSARRAGUE, Frangoise,
Los misterios del Gineceo,
Madrid, Akal, 2003 and
BURKERT, Walter, Cultos
mistericos antiguos, Madrid,
Trotta, cop. 2005.

32 There are different versions
of the sisters’ punishment. See
GRIMAL Op. cit.

33 The myth of Philomela

is set out in PAUSANIAS, I,
41, 8f., APPOLODORUS,
Bibliotecha, 111, 14, 8. OVID,
Metamorphoses V1, 426.

34 Procne, Philomela’s

sister, was able to sacrifice
her own son Itys to punish
her husband Tereus. She
cooked her son and fed him
to her unwitting husband.
When he learnt what had
happened, he snatched up an
axe and pursued Procne and
Philomela, who were rescued
only when the gods turned
them into birds. Sources cited
in the previous footnote.

35 Edward Coley Burne-
Jones (1833-1898) was an
English painter and member
of the Pre-Raphaelite
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The festivals sacred to Dionysus were one of the few public appearances in
rituals that were allowed to high-born women?'. The punishment meted out

by the god of wine for scorning him was to make vines and ivy grow from the
chairs of the Minyades to give them milk and wine. Once they had imbibed, the
young women fell deep into a mystical madness that led them to tear apart one
of their own sons as if he were a stag.

Philomela: Embroidering Misfortune

A young child was also the scapegoat of a tale of adultery related to sewing.

In this case, the protagonist is Philomela, an Athenian princess®’, who was
raped by her sister’s husband. To conceal his attack, the brother-in-law cut out
Philomela’s tongue and shut her away in a cabin in the woods. Rendered unable
to speak, she nevertheless wove a tapestry to tell her tale. When it reached her
sister Procne, Procne took revenge by cooking her own son by the rapist and
serving him as a meal to the man®*. In a wood-engraving, Edward Burne-
Jones* depicts Philomela shut away and standing by her loom.

Homer’s Weavers

Penelope is the most celebrated of the female figures who weave. To prepare

a shroud for her father-in-law Laertes, her husband Odysseus’ father, she
weaves by day and unravels her work by night. With this activity, which was
unimpeachable because it represented women’s work par excellence, Penelope

Brotherhood, which was a British
school of art in the late nineteenth
century that reinterpreted many
ancient myths and medieval legends.
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36 In the book by MOSSE,
Claude, La mujer en la Grecia
cldsica, Madrid, Nerea, 1990,
there are many reflections

of this sort on the female
characters in Homer.

37 Circe was a magician or
enchantress who lived on

the island of Aeaea. She had
magical powers and could turn
men into animals. HOMER,
Odyssey, X.

38 Calypso was a nymph and
queen of the island of Ogygia.
She held Odysseus captive
there for seven years, offering
him immortality. Ibid., X.

39 Arete was the wife of
Alcinous and mother of
Nausicaa. They reigned over
the island of the Phaeacians,
Ibid., V1.

40 Helen, who was the wife

of Menelaus, King of Sparta,
was kidnapped by the Trojan
prince Paris. Her kidnapping
set in motion the Trojan War,
which is recounted in The Iliad.
When the war ended, Helen
was returned to the House of
Menelaus. In The Odyssey, she
is found back in Sparta.

41 Telemachus, son of
Odysseus, had gone to the
court of Menelaus for news of
his father, Ibid., IV.
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deceived her suitors for years®*® and was able to buy
time for Odyssey to return home. The cunning of the
hero has its equivalent in the cunning of the wife.
Her iconography in works of art was established
very early and the loom is the element that
allows us to identify her at once. John William
Waterhouse represents her at work on her
weaving and besieged by her suitors. The
archetype of the perfect wife and mother is fully
joined to the fine art of weaving.

But the discreet and prudent Penelope,
faithful wife of Odysseus, is not the only woman
to appear at the loom in Homer’s verses, although
the plastic arts have not left as much evidence of
the others. In The Odyssey, characters as enigmatic
as the enchantress Circe*” and the nymph Calypso®®
engage in weaving as well. Arete*, Queen of the
Phaeacians, also spends her days weaving rich fabrics.
Helen®, when she is taken back to the House of
Menelaus, appears with a wicker basket of wool fleece
and a spindle during the visit made by Telemachus*".

In The Iliad, Helen is weaving a large purple cloth

Ulysses, Mercury and Circe,
Giovanni Stradano, 1572.
Palazzo Vecchio. See detail.

depicting the Achaeans and Trojans*?. Andromache is counselled by her
husband Hector to return to her spindle and orders the slaves to join in the
work as well®’. Spinning and weaving are an intrinsic part of what is regarded

as the female realm.

42 HOMER, The Iliad, 111, 125fT.
43 1bid., V1, 4901
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441n the artistic iconography,
Queen Omphale is
represented with a lion’s skin
and club, typical attributes

of Hercules, as if she has
usurped his powers while the
hero, by contrast, appears
wearing women’s clothes and
weaving linen. One of the
sources is DIODORUS OF
SICILY, IV, 31.

45 The painting Hercules at
the Court of Omphale (1537)
(“Hercules am Hofe der
Omphale”) has one version

in the Thyssen-Bornemisza
Museum in Madrid and
another in the Herzog Anton
Ulrich Museum in Brunswick,
Germany.

46 Marc Gabriel Charles
Gleyre (1806-1874) was a
painter of Swiss birth living in
France.

47 GRIMAL, Op. cit.
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Heroes Disguised as Women

Precisely because of the inextricable association between women and the loom,
men have picked up thread or spinning wheel when they need to disguise
themselves among women. This is the case of Heracles (also known as Hercules)
during his stay at the court of Queen Omphale**, where the great hero of twelve
labours spends three years dressed in women’s clothes and is represented
weaving linen at the monarch’s feet. The scene is also reflected in works by the
artists Lucas Cranach* and Charles Gleyre*®.

One might further ask whether Achilles engaged in weaving when his
mother concealed him at the court of Lycomedes in Sciros* so that he would
go unnoticed and not be carried off to the Trojan War. It is likely that he did. In
this case, however, art has left no trace.

Hercules and Omphale,
Charles Gleyre, 1862.
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48 See FERNANDEZ, Olaya,
El Hilo de la Vida: Diosas
tejedoras en la mitologia
griega. Paper from the
National University of
Distance Education (UNED)
in Spain.

49 Carl Gustav Jung, Joseph
Campbell, Marie-Louise von
Franz, Christine Downing,
Anne Baring, Jules Cashford,
Marion Woodman and Jean
Houston, to name but a few.
There are many others.

50 In Jungian psychology,
this is the anima in the case
of men and the animus in the
case of women.
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Conclusions

Spinning wool into yarn, weaving, managing servants and receiving visitors
were all on the list of basic household tasks for women in Ancient Greece. The
tasks reflected the social role of women. Generally, their lives unfolded within
the home, which was known as the oikos and included not only the house itself,
but also the entire estate, which would vary in size according to social status.
As a result, many female characters used textile work for expression, coping,
protection, worship and more. It was their territory and a host of studies have
examined the subject from a feminist perspective*®.

A more psychological approach to mythology, which is supported by many
authors*, sees the act of weaving as a symbol for making the great tapestry of
life. In this sense, the weave of fibres, both the warp and the woof, is fashioned
out of life’s great double dance: the male and the female (e.g., Penelope/
Odysseus, Andromache/Hector and Hector/Omphale), the human and the
divine (Athena/Arachne), the rational and the irrational (Minyades/Dionysus),
and so on and so forth.

In addition, female figures appearing as silent weavers have been interpreted
as corresponding to a person’s anima®’. While the hero’s ego may be focused on
frenetic action at the moment, he must return and merge again with his inner
anima at some point. Both elements are fundamental to the story. Viewed under
this prism, Penelope is Odysseus’ anima and Ariadne is Theseus’ anima (while
Beatrice is Dante’s and Dulcinea is Don Quixote’s).

In short, unravelling mythology is a task that has no end. We can always
return to it from a multitude of disciplines.
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1 DENGRA, Andreu.
Tomas Aymat. Lartista. La
manufactura, Museu de Sant
Cugat - Casa Aymat, Sant
Cugat del Valles, 2007. This
is the most comprehensive
publication on the trajectory
of Tomas Aymat’s tapestry
and rug factory.

2 Leaflet, invitation and
catalogue of the exhibition
from 12 to 23 February 1921,
at Galeries Laietanes.
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Tomas Aymat's tapestry
factory at the International

Furniture and Decoration
Exhibition of 1923

by JosEp CAPSIR 1 MA{Z
Curator of Decorative Arts at the Design Museum of Barcelona

Tomas Aymat’s tapestry factory in Sant Cugat del Valles

Tomas Aymat Martinez (Tarragona, 1892-Barcelona, 1944) took up his creative
interests at a very young age. In 1912, he contributed to the Fine Art Exhibition
of the Art Circle of Tarragona, at which he exhibited several watercolours. That
same year, he travelled to Paris where he contacted the Gobelins Manufactory.
There, he learned the craft of tapestry-making, knowledge that he subsequently
expanded in Madrid, at the Santa Barbara Royal Tapestry Factory. In 1918, he
began work as a teacher of tapestry and rug weaving at the Arts and Crafts School
of the Industrial University of Barcelona, where he coincided with Francesc
d’Assis Gali, who gave drawing classes.

In 1920, by now a seasoned professional, Tomas Aymat set up his tapestry and
rug factory in Sant Cugat del Valles, a town close to larger cities with a tradition of
textile manufacturing, such as Sabadell, Terrassa, and Barcelona. Francesc d’Assis
Gali accompanied Aymat on this great business adventure, taking on the role of
the factory’s artistic director, as the entrepreneur became technical director.!

We know that months after setting up in Sant Cugat del Valles, Aymat and
Gali held the first public exhibition of their works. The chosen location was the
Galeries Laietanes in Barcelona. Although the published catalogue was very
basic, from it we can a determine that at this exhibition, which was open to the
public from 12-23 February 1921, the following samples of the factory’s output
were displayed: a high-warp tapestry made with a drawing by Tomas Aymat, and
a hand-knotted rug, commissioned for a Dutch Renaissance-style dining room,
and created from a drawing by Francesc d’Assis Gali.

In an article published in the press, Joaquim Folch i Torres, an art critic and
museologist, wrote enthusiastically about the factory and particularly about the
exhibited rug. The information is eloquently expressed:

Recently, Galeries Laietanes has exhibited an extremely beautiful rug,
hand-made by the new Catalan tapestry and rug factory that two
artists of the new generation, Francesc Gali and Tomas Aymat, have
established in Sant Cugat del Vallés.
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3 FOLCHITORRES,

Joaquim. “Una manufactura
catalana de tapissos i catifes
ama’, in Pagina Artistica de

La Veu, number 528, 19-2-1921,

p- 5.

4 Anuari del Foment de les
Arts Decoratives 1923, (1924).
Unnumbered pages. Here we
can find the coloured design by
Santiago Marco, as well as two
images of the interior of the tea
room. The lacquered panel by
Lluis Bracons, of which there

is an image in the publication,
has formed part of the heritage
collections of the Design
Museum of Barcelona since
2017.
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The exhibited item, made by the emerging Catalan factory, was
commissioned by an American magnate, who chose our works
after examining the production of various European factories, some
founded many years ago, if not with a centuries-old tradition.

Clearly, we can see that the choice was appropriate when we
contemplate the splendid work of Gali and Aymat, where the
question of colour is resolved marvellously and (given the lack of
tradition) in a way that is superior to the eastern manufacturers.
This has enhanced the interest of the figurative composition that
constitutes the subject of this work, without overlooking the nature
of a flat object that a rug must necessarily have, a problem that is
certainly extremely difficult. This has been achieved while giving
the subject and the craft all its prestige, all its noble presence, and
shunning the affected styling of certain manufacturers who draw
ornamental elements on a fabric, rather than making rugs.

The success of the new factory is a gem for us, as we have
constantly followed the training of our leading tapestry maker,
Tomas Aymat. Our magnates, who place their orders outside of
Catalonia, have the duty to help him to flourish.”

The “tea room” as a standard of modernity

In a short time, Tomas Aymat’s factory in Sant Cugat del Valles gained
substantial momentum. The decorator Santiago Marco considered the quality of
Aymat’s creations when he presented his innovative design for a circular room,
known as a “tea room” or boudoir, in the Modern Furniture and Decoration
Section of the International Furniture and Decoration Exhibition. The space,
which occupied an entire stand, contained two works produced by Aymat’s
factory: the tapestry Diana cagadora (Diana the Hunter), and a rug that
depicted hunting scenes to match the tapestry. The exhibition installed in the
Palau d’Art Modern and the Palau d’Art Industrial, known subsequently as the
Alfons XIII and Victoria Eugenia palaces, designed by the architect Josep Puig i
Cadafalch, opened in Barcelona on id. data 13th September 1923.

The stand was accessed through a curtain between two black marble
columns. On the right, following the guidelines for the decorative design
published in the press of the period, was a sofa embedded between two black
marble pilasters, at the head of which was exhibited a lacquered panel with
geometric elements entitled Sant Genis dels Agudells, by Lluis Bracons.*
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Design for the “tea room”

or boudoir, by Santiago Marco

for the International Furniture

and Decoration Exhibition of 1923.
Image: Anuari del Foment de les
Arts Decoratives.

The panel Sant Genis dels
Agudells, by Llufs Bracons,
decorated the section

of wall dominated by a sofa.
108.3x83.3cm. MDB 1.431.
Museu del Disseny de Barcelona.
Photograph © Estudio Rafael
Vargas.
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5 VENTOSA, Silvia.

“Tapis Diana cagadora”, in
Extraordinary! Collections
of Decorative and Author-
Centred Art, Ajuntament

de Barcelona, 2014, p.
382-387. This is the most
detailed, comprehensive and
monographic article on the
Diana the Hunter tapestry.
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Then, a glazed door preceded the Diana the Hunter tapestry, flanked by

two black marble pilasters. On the circular rug were four spectacular floor
lamps on pedestals, designed by Santiago Marco and decorated with lacquer
and applications of eggshell by Lluis Bracons. There were also three original
arm chairs and a low table. The ceiling, in the form of a dome, spectacularly
displayed its striking gold colour, which contrasted with the black background
of the rug, and the four marble pilasters and two columns, crowned by their
respective capitals.

Diana the Hunter was made with wool threads and a Turk’s head knot,
using the same technique as the rugs; if necessary, it could also be used for
this function.” However, it was described as a tapestry, given its situation and
strictly ornamental use. In the upper left part, the quadrangular tapestry
bears the inscription T. AYMAT, and on the right Sant Cugat. The scene of
Diana, a young red-haired woman holding a bow and arrow, symbols of her
status as goddess of hunting, and surrounded by plants and animals of clearly
Mediterranean inspiration, is framed by a border comprised of alternating
squares and rhomboids. It is a work with great visual and colouristic strength,
a clear example of the Noucentisme art of the period, which is also connected to
the emergence of Art Deco. We believe that the author of the tapestry drawing
must have been Aymat himself, in collaboration with Gali. Notably, Gali created
the image that would be used for the English version of the poster advertising
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the International Furniture and Decoration Exhibition, which depicted a half-
nude figure of a young red-haired lady. At the bottom of the scene is a pavement
or rug that alternated rhomboid and square elements, in a very similar way to
the tapestry’s border.

We can see some similarities between the rug exhibited in the Galeries
Laietanes and that which formed part of Santiago Marco’s decorative design.
In addition to containing strictly ornamental motifs, the Galeries Laietanes
rug also contained figurative and three-dimensional elements, like the hunting
scenes rug. Such elements are not always easy to incorporate into a rug given its
nature as a flat object, as Joaquim Folch i Torres had observed.

The circular rug, created with thick strands of wool and Turk’s head knot,
shows hunting scenes that complement the narrative of the Diana the Hunter
tapestry. The drawing for the rug must have involved Santiago Marco in
some capacity, perhaps in collaboration with Tomas Aymat or even Francesc
d’Assis Gali. The design has circular, concentric iconographic registers, on a

TOMAS AYMAT'S TAPESTRY FACTORY AT THE INTERNATIONAL FURNITURE AND DECORATION EXHIBITION OF 1923



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

Datatextil 38

The original rug with hunting
scenes synthesised the aesthetic
of Noucentisme, with the
incipient and ephemeral Art Deco.
503 x 477.5 cm. MDB 892. Museu
del Disseny de Barcelona.
Photograph © Ignasi Prat.

See detail.
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black background that is characteristic of Art Deco. The background is most
noticeable in the centre of the rug, where the sky and clouds are represented
geometrically, despite being figurative elements. Nature, clearly inspired by

the Mediterranean, is present in the next register, where there are numerous
animals such as birds, rabbits and wild boar as well as four hunters standing

as if preparing to shoot, surrounded by agave plants. We can also identify

the carline thistle (carlina acaulis), which is a highly characteristic species in
Catalonia. In the past, this thistle was planted at the entrance to country houses
to ward off evil spirits. At the edge of the rug is a magnificent border decorated
with schematic, geometric representations of plants that nod to Art Deco. In the
same way as Diana the Hunter, and in harmony with the tapestry, the rug has a
wide colour range.
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6 The work by Santiago
Marco won the first Grand
Prize for Modern Art. In
addition, Tomas Aymat, as
owner and director of the rug
and tapestry factory that bore
his name, won a Grand Prize.
The lacquerer of the four floor
lamps with pedestals and

the decorative panel won the
same award.
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The Queen’s boudoir at the Palau de Pedralbes

After the closing of the International Furniture and Decoration Exhibition
on id. data 2n December 1923, Santiago Marco apparently found the way
to give continuity to his original work, which had received many awards.®
The decorator was working at the time on several designs for the Palau de
Pedralbes, the new Barcelona residence of the Spanish monarchy, represented
by King Alfonso XIII and his wife Victoria Eugenie of Battenberg. Due to this
circumstance, Santiago Marco had the opportunity to install his creation in
spaces for the Queen’s personal use, adjacent to her bedroom and bathroom.
Although the same objects were present, the arrangement differed from that of
the original designed exhibited at the International Furniture and Decoration
Exhibition, which had just ended. The most notable change was the new
position of the Diana the Hunter tapestry, now placed between the two black
columns. The space that was originally designed by the decorator as a tea room,
hall, or boudoir, ended up as the latter in the Palau de Pedralbes. However, it
did not have a dressing table; a piece of furniture that was essential in a room
designed for this purpose. In fact, the Queen already had a large, comfortable
room situated beside the boudoir, dominated by a dressing table and in which
there were also a walk-in wardrobe and a three-piece mirror.

The Palau de Pedralbes was first occupied when Alfonso XIII and Victoria
Eugene visited the Catalan lands in Spring 1924. The Palace, like many
residential buildings, underwent various alterations with the passing of time
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When the International Furniture and Decoration Exhibition of 1923 had closed, Santiago Marco’s design was incorporated into the Palau de Pedralbes,
as the Queen'’s boudoir. Photograph © Arxiu Mas.
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7 LYCEVM, 31 (1924),

p- unnumbered.

8 This tapestry, presented

in the tea room area of the
International Furniture and
Decoration Exhibition of
1923 and transferred in 1924
to the Queen’s boudoir in the
Palau de Pedralbes, as well

as the rug and the four floor
lamps with pedestals, which
were held by the Barcelona
Museum of Decorative Arts,
form part of the heritage
collections of the Design
Museum of Barcelona. There
is a very similar version of
the tapestry, which may have
been created in 1924, which
has the inscription AYMAT
Sant Cugat in the upper right
part and is conserved in the
Museum of Sant Cugat - Casa
Aymat.

9 CASANOVA, Rossend.
“Las lamparas de pie de
Santiago Marco en la
Exposicion Internacional del
Mueble de 19237, p. 53-63;
CAPSIR, Josep. “La alfombra
de Tomas Aymat y el boudoir
de la Reina en el Palau de
Pedralbes en 19247, p. 65-74 in
Art Déco. Historia, materials
i técniques, Associacio per a
I’Estudi del Moble - Museu del
Disseny de Barcelona, 2018.
These articles document the
works presented on the stand
designed by Santiago Marco
at the International Furniture
and Decoration Exhibition of
1923.
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and as its users saw fit. Unfortunately, in the summer of 1926 the Queen’s
boudoir, an oasis of modernity among the vast number of spaces decorated
according to historicist criteria, was radically transformed into a small sitting
room in the style of Louis X VI, with Louis XV furniture.

We do not consider that Victoria Eugene, a woman of her time who
followed fashions, would have been indifferent to the boudoir; she is likely to
have admired Santiago Marco’s decorative design. Rather we are inclined to
think that the rigid protocol to which she was subjected would have advised
the transformation of the “boudoir of the Queen, highly imaginative and in a
modern style, which is reminiscent of lavish Persian architecture and decoration”,
as defined in the press of the period, into a more classical space that projected a
formal, regal image, becoming of the sovereign.”

In the summer of 1926, the only element of the former decoration that was
kept in the same space was the Diana the Hunter tapestry, which no longer
presided over the room but was moved to the floor where it would be used as
a rug.® The rest of the items of furniture were dispersed and placed in other
rooms in the palace. Documents indicate that the floor lamps were used to
decorate the former daily dining room, which had been made into a sitting
room.

Unfortunately, Santiago Marco’s proposal to give continuance to this
magnificent creation that had aroused so much admiration at the International
Furniture and Decoration Exhibition was not successful. In this case, Art Deco,
which was often sandwiched between Noucentisme and the avant-garde, was
surprisingly overthrown by historicism.’
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Photograph of William Morris
taken by Emery Walker, c¢. 1887.
© Museo Nacional de Artes
Decorativas, Madrid.
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William Morris and
the Arts & Crafts movement

in Great Britain

Fundacion Juan March /
Museu Nacional d’Art de Catalunya

by MARIANGELS FONDEVILA
Modern Art Curator, Museu Nacional d’Art de Catalunya

The exhibition William Morris and the Arts & Crafts movement in Great
Britain features nearly three-hundred pieces from 50 different sources at the
Museu Nacional d’Art de Catalunya. This museum is home to a multi-faceted
collection that touches on a mosaic of specialisations and moments in history,
from Medieval times (which William Morris extolled) through the splendour
of modern decorative arts, which despite their idiosyncrasies express
reflections of the former. Some creations like furniture, jewellery, stained-glass
windows, gates, doors, rugs, lamps and ceramics that were made for everyday
life are now on display for all to see, as Morris believed: art is for everyone

to enjoy.
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William Morris. Embroidery

by Jane and Jenny Morris.
Drapery “Honeysuckle”, 1876.
Printed linen with silk embroidery.
© William Morris Gallery, London.
© Borough of Waltham Forest,
London.
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The exhibition presents keys to understanding this fascinating artist, a
multi-talented rebel, whose legacy is still current today. Likewise, it also covers
his influence on a whole generation of British and European artists who
celebrated the art of life, even blurring the lines of what is considered art. A
figure and a movement that have been the focus of numerous exhibitions in
England, America, and Europe, but in our country (except for an exhibition
at the Museu d’Art Modern de la Ciutadella in 1984) had not been seen in the
depth it deserved. However, this exhibition wanted to go further than just
presenting a grouping of decorative arts that Morris redeemed from their status
as ‘lesser arts’. So, a mural by British artist Jeremy Deller, representing William
Morris throwing the magnate Roman Abramdvich’s luxury yacht into the
lagoon in Venice (a testimony to the beauty of Medieval building and the work
of the artisans that created them), acted as the frontispiece. And it reminded
visitors that Morris’s ideas on social inequality, protecting heritage and the
environment are still current today.

The first section of the exhibition focused on his aesthetic references: John
Ruskin, Pugin, the Pre-Raphaelites, neo-Gothic revival and, also, eloquent
images of the Victorian age. An industrialised England, with tall chimneys
vomiting smoke, with a mechanised system that subjected children, men and
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Morris, William, for Morris & Co.  women to contemptible conditions and a wave of poor taste without precedent.
Drapery, “Strawberry Thief”, 1883.

Indigo-discharged and block- And, as Morris shared Ruskin’s disgust for modern Western civilisation and
printed cotton. © The Whitworth.  began a movement to humanise the work conditions that mechanisation had

The University of Manchester.

degraded, he created the firm that put into practice their ideals of beauty

and justice, as the guilds had in the Middle Ages. The precedent was the

Red House, a neo-Gothic home that Morris commissioned architect Philip
Webb to build for his wedding to a young Victorian beauty and muse to the
Pre-Raphaelites, Jane Burden. A palace of art procured with help from his
friends, Pre-Raphaelite painters, who in this case contributed some of the most
representative works.

After that, came stained-glass windows, ceramics, furniture, wallpaper,
prints, tapestries, rugs, and published papers from his firm. They excelled at
splendid tapestries with Arthurian legends, inspired by Medieval tapestries;
furniture with a certain extravagant flair and other simpler pieces, like the
Sussex chairs in varnished wood with a rush seat; their painted and printed
wallpaper, some of which were on loan from the Museo Nacional de Artes
Decorativas in Madrid whose former director acquired them on a trip to
London at the turn of the century. Works, on the other hand, that Morris
was able to create thanks to the financial stability afforded him by his father’s
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William Morris, for Morris & Co.

“The Orchard” (or “The Seasons”),

1890. Tapestry woven in wool,
silk and mohair on a cotton warp.
© Victoria and Albert Museum,
London.

Walter Crane. Membership

card for the Hammersmith
Branch of the Socialist League
issued to William Morris. Printed
on paper, 1885. © William Morris
Society, London.
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fortune, amassed from copper mining, meaning exactly the sort of moral
slavery he dreamt of eradicating. It is well known that William Morris’s idea

of reliving the simplicity and beauty of artisan objects useful to everyone

was inviable as a result of the high prices of the objects his firm made, which
became popular among the upper classes, an extreme that led them to
reconsider their attitude to artistic creation and embrace the socialist cause. In
1884, he founded the Socialist League based on the belief that socialism was the
only hope, as a society based on exploitation and profit would never be able to
create good art.

Morris inspired the Arts and Crafts movement in Great Britain, which
brought together architects, designers and artisans who shared a deep concern
over the negative impact of industrialisation on traditional trades, joined
by many female artists, including his daughter, May Morris, director of

William Morris. Design for membership card of
the Social Democratic Federation. Printed on paper,
1883. © William Morris Society, London.
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the embroidery department at her father’s firm. It was an urban movement
sustained by a network of schools, guilds and exhibitions that revitalised the
pre-industrial trades, such as wallpaper, enamel, leather wallpaper, fabrics
and furniture, which are now on display in the final section of the exhibition.
Finally, the exhibition finished up with a summary of Morris’s influence in
Europe.

In Catalonia, it must be said that Morris’s influence arrived two decades
late to Barcelona, and extreme dealt with in depth by design historian Anna
Calvera. His Pre-Raphaelite precursors were known here years after the
constitution of this collective of Victorian artists. Their influence, tinged with
French symbolism and especially that of Puvis de Chavannes, arrived during
the 1890s with the decorative paintings of Tamburini, Gual, Brull and some
fabrics by Santiago Rusifiol. Painters of a later generation, including Néstor
Martin Fernandez de la Torre, Julio Romero de Torres and Miquel Viladrich,
profoundly admired the Pre-Raphaelites and spent long stretches in England
to study their legacy. However, it is well-known that Paris was the cultural
hub for Catalan artists at the end of the century, so England was not a popular
destination. It has been said that the bohemian artists of Catalan Modernisme
who met at Els Quatre Gats were avid readers of the French satirical magazines
that could be purchased at the news stands on the Rambla. These magazines,
according to Ricard Opisso, brightened up the end-of-the-century artistic life
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amidst the academic torture and routine of the La Llotja art school: “they were
trophies we carried in our pockets.” Ramon Casas followed Whistler, one of the
public enemies of John Ruskin, who he even took to court. But one day things
changed, when an English magazine arrived that fascinated a whole generation
of designers and decorators: The Studio. Alexandre de Riquer, ambassador of
British artistic culture, brought it back with him after a stay in England in 1894.
This awoke a devotion to English culture that also made its way to the province
of Girona, with architect and designer Rafel Mas6. However, what brought
British art in direct contact with Barcelona was the International Expo of 1907,
as highlighted by historian Eliseu Trenc. The aforementioned poet/artist/artisan
Alexandre de Riquer was the curator of the English section at the Expo and
handled loans and acquisitions to the Museu Municipal, including the creations
of Edward Burne-Jones, A. Rackham, A. Woodward, Brangwyn, Leén Solon
and Arts and Crafts designer and enameller Alexander Fisher. Enamelling that
inspired Maria Andreu, who trained in London, to create his giant enamelled
pieces like the triptych Lorb, which is now at the Matar6 Museum.

The spirit of Morris and the Arts and Crafts movement also reached the
workshops of ceramicists, glaziers and cabinetmakers in Catalonia. Although
without the same zeal, our decorative arts, too, advocated for a nostalgic
renaissance of the trades, as can be seen in the carvings, marquetry, stained-
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glass windows, grisailles, enamels, metalwork, tapestries, jewellery and

interior design, poetic tributes to the beauty of every-day items or new golden
cages to protect against the flogging of society. But it is also true that Catalan
Modernisme found a way to reconcile the ideals of beauty with new technology
and mass production in order to optimise and make the results profitable.

The new civil and religious architecture built on the immense plot of land

that is Barcelona and the growing cities nearby offered a unique opportunity

Godfrey Blount, made at the
Haslemere Peasant Industries.
Damask, 1896. Linen with linen
appliqué and satin stitch edging in
linen thread. © Victoria and Albert
Museum, London.
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Frank Lloyd Wright.
Kindersymphony (window),

1912. Clear, opaque and coloured
flashed glass. © Victoria and
Albert Museum, London.
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for trades and techniques to come together. A moment of splendour that did
not go unnoticed by English author of Brideshead Revisited, Evelyn Waugh.
The writer came to Barcelona and was fascinated by Gaudi’s ceramic cladding
on Casa Batllo, among others. Also worth mentioning is the successful formula
of architect Rafael Guastavino (nothing to do with the socialisation of art
Morris proposed, which was totally unsustainable), who lived in New York from
1881 and popularised the flat brick vault, an old local building technique, in
America. As well as the work of Evel-li Doria, who used duroxilia (an affordable,
industrial replica of mosaic tiling); the decorative uses given to cheap tiles,
plaster and papier-maché tiles patented by Ermenegild Miralles, who decorated
interiors like the smoking room at Gaudi’s Casa Vicens and the now-defunct
Bar Torino. To go no further, the workshops of ‘ensemblier’ Francesc Vidal, a
contemporary of the Arts and Crafts movement and meeting point for the most
eminent figures of Modernisme, brought swarms of operators using cutting-
edge technology. The workshops were well equipped with power saws and an
English steam engine (Alexandre), which made it possible to create low-cost
veneers for cladding or siding, manufacture moulding and, as a result, mass
produce items. These workshops were inseparable from the din of noise, in the
heart of Barcelona’s Eixample district, while at the Merton Abbey Mills, the
former silk and textile factory along the river where Morris had his workshops,
calm silence reigned.

With the turn of the century, English art became popular in interior design.
Minton ceramics, sold by furniture designer Francesc Vidal in his shop, filled
sideboards and hutches in Barcelona. And, above all, England had a huge
impact on the textile world, as was further made apparent during the recent
restoration of Puig i Cadafalch’s Casa Amatller, which uncovered Harry
Napper’s designs for Liberty velvet in the music room. o
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Exhibition

A new exhibition on fashion and Catholicism.
Heavenly Bodies: Fashion and the Catholic Imagination

New York Metropolitan Museum of Art

m Silvia Ventosa

The Costume Institute at The Metropolitan
Museum of Art in New York hosted an impressive
exhibition entitled Heavenly Bodies: Fashion and
the Catholic Imagination, based on the idea that
fashion and religion are intertwined and that they
inspire and engage each other, in the words of
Curator in Charge Andrew Bolton. This researcher
explains that the starting point for the exhibition
was an article published in Newsweek on 20
November 2005 entitled The Pope wears Prada,
referencing the designer red loafers worn by
Benedict XVI. And the conceptual framework for
the exhibition comes from the book by Catholic
sociologist Andrew M. Greeley, The Catholic
Imagination, which looks at a uniquely Catholic
awareness or sensibility, which has its own visual
representation and narrative.

Although it could have been controversial to
create an installation of clothing and other pieces
associated with 20" and 21* century fashion in
the Medieval, Byzantine and Renaissance halls
of the museum, as well as the possible criticism
of the Catholic religion and its influence on dress
style, the script and set-up were both extremely
respectful of Catholicism. The curator says most of
the designers represented in the exhibition come
from a Catholic background. Only the somewhat
hidden projection of the ecclesiastical fashion
shows from Federico Fellini’s 1972 film Roma
in one corner of the room sheds a slightly more
ironic light on the topic.

The exhibition is divided into three sections.

In the basement, where the Costume Institute
halls are, is a selection of forty holy vestments
from the Vatican, most of which had never before
left Rome. The work of fashion designers from
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the 20" and 21* centuries is on display in the
Medieval, Byzantine and Renaissance halls of the
Fifth Avenue Metropolitan Museum, as well as

in the far-oft Cloisters, where the pieces co-exist
with gardens, cloisters and Medieval chapels
from France and Spain. Apart from the pieces
from the Vatican, more than 150 contemporary
dresses engage in a dialogue with the pieces in the
permanent collection. In some cases, the dresses
are displayed on the same level as the other items
in the room, but in others they are on tall posts,
hanging over visitors’ heads.
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A fastidious two-volume
hardbound catalogue in a
slipcase accompanies this
exhibition. The first volume
features the pieces from
the Vatican, most from the
19th and 20th centuries.

It has an introduction

by the president of the
Metropolitan Museum of
Art explaining that this is
the first time the Vatican
and the Costume Institute
have ever collaborated.
This is followed by a text
by Marzia Cataldi Gallo on
the history, types, colours
and shapes of the liturgical
items. This volume also
features large photos of the pieces that travelled to
New York for the exhibition, with a long description
of each one. The second volume has two parts:
Fashioning Worship and Fashioning Devotion. The
first features the items on display in the Medieval
and Byzantine sections of the Metropolitan
Museum of Art and compares them to dresses
from different eras of the 20th and 21st centuries,
establishing a dialogue that aims to compare the
images, shapes, colours, etc. The second part focuses
on the habits of Catholic congregations, tying them
to the pieces and interior of the churches at the
museum’s The Cloisters building. The outstanding
work of photographer Katerina Jebb must be noted.
She has de-constructed the image of each dress in
separate photographs that she later juxtaposes to
represent the dress and its mannequin again. All

of the photos were done this way, which meant the
pieces has to be in New York six months before the
inauguration. For this exhibition, the Museu del
Disseny de Barcelona loaned the Met three dresses
by Cristobal Balenciaga, which are compared to

the clothing of virgins and saints, with their shiny
stoles, that can be seen in the paintings in the
Renaissance room.
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The exhibition is
ambitious and surprising
without being provocative,
as the tranquil rooms of
Medieval and Byzantine
art make room for huge,
tall mannequins with
extraordinary dresses
that display a different
language from that seen in
the permanent collection,
given their proximity
to our time and their
connection to the human
body. And, curiously,
when you look at the tags,
you can see that there
are many pieces selected
that were designed after
2015-2016 and you have to wonder whether they
were designed expressly for the exhibition. And
this question leads to another when you walk down
Fifth Avenue and look at the windows of the top
fashion brands featuring garments with Catholic
iconography and clear nods to the exhibition at
the Met. Not to mention the famous Metgala: the
inauguration of the exhibition, when celebrities
from all walks of life parade around in dresses from
the same designers, this year with clear allusions to
Catholic iconography.

This exhibition will be at the Met from this May
to 8 October. It is in two locations, the main Fifth
Avenue museum and The Cloisters. m
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Exhibition

Posem fil a I'agulla. La industria del genere de punt a Arenys de Mar
Threading the needle, industrial knitting in Arenys de Mar

Arenys de Mar Museum
From 28 January to 23 December 2018

m Neus Ribas

The exhibition and catalogue Posem
fil a l'agulla, el génere de punt a
Arenys de Mar (Threading the needle,
industrial knitting in Arenys de Mar),
produced by Museu d’Arenys de Mar,
are a labour of love to save the history
of a sector that was essential in
Arenys de Mar and the whole county
of Maresme. But, above all, they are

a tribute to the businesspeople and
workers associated with industrial
knitting, who were the true stars in
this story.

The articles in this catalogue were
written by experts or researchers
who focus on the topic, as well as
people with professional ties to the
sector, to show the deep roots it has
in our town. Montserrat Llonch,
who has published several papers
on industrial knitting in Maresme,
is one of the authors, providing a
general overview of the history of this
industry. Jordi Julia, curator of the
exhibition and descendent of one of
the most important knitting factories in Arenys
de Mar, now defunct, covers the history of this
industry in Arenys de Mar from the early years
through the crisis in the 1980s.

The other articles sought a more local,
experimental vision from two generations. The
first comes from Joaquim Cassa, a worker and
businessman in the knitting industry for more
than 50 years, and the second, from Mireia
Bibolas, daughter of an engineer at the company
Jumberca who still works in the knitting industry,
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which has given her a look at all the changes this
sector has seen lately.

The exhibition and its catalogue aim to raise
awareness of the history of the textile industry
in Arenys de Mar in the 20" century and its
influence on social life, culture and sports. An
industry that has practically disappeared today;,
but still survives in one of the oldest companies:
Céndor, which is celebrating its 120" anniversary
this year. m

http://museu.arenysdemar.cat
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Exhibition
Pedro Rodriguez. The art of dressing.

Carme Ensesa de Bencomo Private collection

Calella Old Town Hall
From 19 Mai to 2 September 2018

m Carmen Torm

Over the course of his career, designer Pedro
Rodriguez met and dressed the most elegant
women of the time. The close relationship
between the designer and his clients led to
lifelong friendships. One such case was with Ms
Carme Ensesa de Bencomo, a client and friend

of the designer. Over the years, this relationship
materialised in the exclusive outfits and
accessories created for the social events attended
by this lady of Catalan high society. The exhibition
displays just some of the creations in the extensive
private wardrobe of Carme Ensesa de Bencomo
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and will be at the Calella Old Town Hall through
Sunday 2 September, organised by the Museu de
Calella.

Pedro Rodriguez was born in Valencia in 1895.
After his father’s death, the family moved to
Barcelona. In the first few years of the designer’s
training, he learned the basics of the trade from
Barcelona’s most important tailors. In 1919, he
and his wife Anita opened the first high-fashion
house in Spain, following the strict guidelines set
out by the Chambre syndicale de la haute couture
parisienne (Haute couture trade union of Paris).


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

Datatéxtil 38

This is when the designer’s professional career
really took off.

When the Spanish Civil War broke out on 18
July 1936, it put a stop to fashion production in
Barcelona briefly, although he continued to work
with an extensive list of foreign clients, mainly
in the Americas and Europe. The firm’s success
allowed them to open two more fashion houses,
one in Madrid in 1939 and the other in San
Sebastian in April 1937.

From the beginning, a cosmopolitan vision
of fashion was always part of Pedro Rodriguez’s
creations. His curious nature and passion for his
trade brought him international renown, for the
most part in Europe, the United States and Mexico,
and Asia, mainly in China, the Philippines, Japan
and Thailand. It wasn’t until the 1950s, however,
that Pedro Rodriguez made his first incursions
into the US market. The success of his proposals
opened the door to collaborations on many films
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in the 1960s. This introduced him to US celebrities,
adding actresses like Ava Gadner, Bette Davis

and Rita Hayworth to his already extensive list of
prestigious American clientele.

The peak of his career, in terms of both
productivity and creativity, was the 1950s and
1960s. In this period, he was recognised as one of
the top designers in the world of haute couture,
winning awards, medals and many distinctions
and recognitions that highlighted the value of his
innumerable contributions to the world of fashion.

Despite the changing trends brought about
by prét-a—porter, Pedro Rodriguez continued
presenting elaborate creations in luxurious fabrics
of the best quality without sacrificing the creativity
or exclusiveness of haute couture until he closed his
doors in 1979. m

Exhibition credits
Carme Torm i Elies. Direction and coordination.
Victoria Garcia i Vila. Documentation and texts.
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Proceedings Book of the | Colloquium of Researchers

in Textile and Fashion.

Centre for Documentation and Textile Museum

Terrassa, 17 and 18 November 2017

ISBN 978-84-697-7760-2 | 232 pages

The Textile and fashion research group, as part of
the Design History Foundation, and the Centre for
Documentation and Textile Museum in Terrassa,
organised the I Colloquium of Researchers in
Textile and Fashion in November 2017. The event
saw a great turnout, with some 50 speakers from
universities and teaching centres, museums,
archives and study groups or independent
researchers. The research group was created in
2016 to join forces and share experience and
knowledge. Soon afterwards, they began working
on the I Colloquium. Leslie Miller gave the keynote
speech, Interwoven stories: 30 years of textile
research, sharing her long career in academia and
museums. It was a first-hand testimony that can
guide researchers in future studies, which has been
included in this publication.

The aim of the Colloquium was to share
recent research on fabrics and fashion in Spain,
promoting synergies among all participants. The
growing interest in these two fields of study was
reflected in the great response to the call. Given
its transversal nature, these topics are covered by
various disciplines, from history, art history and
design history to anthropology and sociology,
among others. In this regard, other institutions
that also collaborated on the colloquium included
Museu del Disseny de Barcelona, Museu d’Arenys
de Mar, Fundaci6 Institut Industrial i Comercial
de Terrassa and the University of Terrassa, with
participation from the National Museum of
Science and Technology of Catalonia. The two-
day event dealt with topics like collecting, textile
art, preservation, musicology, popular clothing,
religious clothing, theatre costumes and haute
couture, among others. The chronological range
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I Coloquio
de Investigadores
en Textil y Moda

17 y 18 de noviembre de 2017

Libro de Actas

encompassed everything from antiquity to
present day. The works presented were previously
unpublished or had a new focus, as well as the
latest noteworthy projects in preserving and
disseminating textiles. This was proof of the
growing interest in the topic in the field of history,
which also demonstrated the effort being made
to bring this knowledge to a wider public. Given
the great success of this event, the Textile and
fashion research group is now working on the II
Colloquium, which will take place in 2019. m


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

Datatextil 38

Library novelties and news

OPEN SOURCE LANGUAGE VERSION > CATALA

Design History Foundation Textile
and fashion research group

m Dr Isabel Campi, President of the FHD

The Design History Foundation (FHD, from its
initials in Spanish), was established in Barcelona
in late 2006 and has been active since 2008.

It is a non-profit organisation that is focused

on research, or generating new knowledge on

the history of design; dissemination, meaning
spreading this new knowledge on design; and
promotion of design history, supporting this
activity so it reaches the same level of importance
as other branches of history. Although the
Foundation isn’t a museum or an archive, it also
works to preserve design’s documentary heritage,
which is often endangered.’

Along with these scientific goals, the
Foundation also aims to raise awareness and
encourage cohesion among design historians,
who are often separated and spread out among
different academic institutions and museums.
In this regard, it is following in the footsteps
of institutions like the British Design History
Society (DHS), which was founded in 1977 with
similar aims and today is a world-renowned
institution with members around the globe.

The Foundation is governed by a board of
trustees, appointed periodically, made up of
experts in design history from Catalonia, Spain
and the world. This ensures the body has ties
with foreign institutions that can contribute in
terms of contacts and projects, as well as the
vitality of their members.

The Foundation’s activities focus mainly
on scientific events (congresses, colloquia and
symposia), research publications (their own or on

* Since 2015, the foundation has been the provisional home of
the professional archive of designer Jordi Vilanova, which was in
imminent danger of being destroyed.
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commission) and training (conferences, courses
and workshops).

In 2016, the FHD hosted a symposium called
Modernos a pesar de todo (Modern in spite of
it all) at the Museu del Disseny de Barcelona.

The title was broad enough to encompass most
research on the history of design conducted

in Spain. The call was quite successful and the
speakers were broken down into the following
workgroups: Architecture and spaces (4), Archives
and heritage (3), Graphic design (4), Teaching (3),
Historiography (2), Furniture and objects (4) and
Fashion (6). The last one was the biggest, with
conferences by Nuria Aragones, Ester Baron,
Laura Casal, Francesca Pifiol, Silvia Roses and
Silvia Ventosa. It was also the most dynamic
group, with the most initiative, as the participants
immediately began promoting the idea to create

a textile and fashion research group (Grup
d’Estudis de Textil i Moda - GETM). Through
periodic meetings, the GETM began to take
shape, specifying its aims and finally requesting
to join the Foundation. This gave them the tools
to hold activities and mobilise resources.

This collective was created with the desire to
bring rigour and depth to the study of textiles and
fashion, to safeguard its historical heritage and to
be seen as a benchmark in the field of research.
Its founding goals are identical to those of the
Foundation, but with an even more specific focus,
and they are:

“The Textile and fashion research group, as
part of the Design History Foundation, aims
to be a place of sharing conceived to promote
research and dissemination of knowledge
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in the fields of textiles and fashion through
joint projects. Likewise, it aims to safeguard
textile heritage, as well as raising awareness
of private and public collections and
archives. It also provides guidance to other
researchers or institutions interested in these
topics.

The study of the world of textiles and
clothing is done from a multidisciplinary
perspective, looking at history, art,
technology, sociology, design and museology.
GETM also plans to participate in national
and international meetings and congresses
on textiles and fashion, as well as organising
trips to learn about these topics around the
world.”

The group’s work areas are both general (fabrics,
clothing and fashion as universal phenomena) and
specific, contributed by each member of the group:
industrial fabric swatches; dyes and colourings;
raw materials; fabric design; knitwear; lace
making; prints; popular clothing and costumes;
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new fabrics; textile collections; creators, producers
and designers; the fashion system; socio-economic
history and clothes aesthetics; fashion media and
circulation; fashion images; international trade,
relations and flows; technology transfer.

The methodology and tools the GETM
proposes to work with are exchanging knowledge
through physical or virtual meetings; studying
items in public museums or private collections,
studying documents; creating glossaries and
terminology, etc. The activities its members aim
to carry out include periodic scientific events;
monographic displays and exhibitions; digital
and print publications; travel and any others that
come out of the members’ initiative.

The group is promoted by Dr Silvia Ventosa,
curator of the textile and fashion collections at
Museu del Disseny de Barcelona, member of the
Design History Foundation board of trustees
and group leader; Dr Silvia Carbonell, managing
director of the Terrassa Textile Museum and
Documentation Centre; Dr Assumpta Dangla,
museologist and PhD in architecture and design
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from the UIC; Neus Ribas, director of the Museu
de la Punta d’Arenys de Mar; and myself, with
my teaching experience, as I have always believed
that the history of fashion and textiles is a very
valuable and dynamic part of design history.

In April 2017, the group proposed to the
Foundation to host its first national scientific
event. The I Colloquium of Textile and Fashion
Researchers was organised in record time
in close financial and logistics collaboration
with the FHD, Terrassa Textile Museum and
Documentation Centre, Museu del Disseny
de Barcelona and Museu de la Punta d’Arenys
de Mar.

The conference took place at the Terrassa
Textile Museum and Documentation Centre
on 17-18 November 2017, with more than 100
participants from all over Spain and 41 speakers.
To kick off the event, Dr Lesley Miller, curator
of the textile collection at the Victoria & Albert
Museum in London, was invited to give the
keynote speech, entitled Interwoven stories:

30 years of textile research. After the colloquium,
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a beautiful catalogue was published, which

can be downloaded from the websites of the
Foundation and the Terrassa Textile Museum
and Documentation Centre or purchased in print
from the secretary of the Foundation.

The unexpected success of this colloquium was
proof that a platform is needed to raise awareness
of research being done throughout the country.
So everyone was up for hosting another one. Now,
we're all working on the 2019 colloquium, which
will be called “Noms a 'ombra” (Figures in the
shadows).

The GETM has a commitment to history
and an encouraging future, and we hope to put
together enough human resources and drive to
keep it going. Because there’s no lack of desire
and motivation. To become a member, just join
as a friend of the Design History Foundation and
you’ll be put on a specific list. m

http://www.historiadeldisseny.org/amics
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DETAIL OF THE RUG WHERE THERE ARE NUMEROUS HUNTING SCENES IN A SETTING OF MEDITERRANEAN NATURE; TWO AESTHETIC ELEMENTS Photo / Foto:
WITH CLEAR ORIGINS IN NOUCENTISME. MDB 892. MUSEU DEL DISSENY DE BARCELONA © Ignasi Prat
Detall de la catifa on abunden les escenes de cacga, en un entorn de natura mediterrania, dos elements estétics de clara ascendéncia noucentista. MDB 892. Museu del Disseny de Barcelona
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BELGIAN POINT DE GAZE FAN, SECOND HALF OF THE NINETEENTH CENTURY. ARENYS DE MAR MUSEUM, REG. NO. 39 (DETAIL) Photo / Foto:
Abanico de gasa belga, segunda mitad del siglo xix. Museu d’Arenys de Mar, num. reg. 39 (detalle) © Irene Masriera
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EMPIRE-STYLE LACE APPLIQUE VEIL FOR HAT, FIRST QUARTER OF THE NINETEENTH CENTURY. ARENYS DE MAR MUSEUM, REG. NO. 11576 (DETAIL) Photo / Foto:
Velo para sombrero encaje de aplicacién de Estilo Imperio, primer cuarto del siglo xix. Museu d'Arenys de Mar, nim. reg. 11576 (detalle) © Txeni Gil
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Photo / Foto:

FLOWER WITH THREE-DIMENSIONAL EFFECT ON A SHORT CLOAK OF BELGIAN POINT DE GAZE LACE AND DUCHESSE LACE,
© Txeni Gil

SECOND HALF OF THE NINETEENTH CENTURY. ARENYS DE MAR MUSEUM, REG. NO. 11588 (DETAIL)
Flor con efecto tridimensional en esclavina de gasa belga y encaje de Duquesa, segunda mitad del siglo xix.
Museu d'Arenys de Mar, num. reg. 11588 (detalle)

R e

L4\ \IeY,
(_.‘.\ LAY A

Datatéxtil 38 FLOWERS IN LACE DESIGNS
LAS FLORES EN LOS DISENOS DE LOS ENCAJES






CHANTILLY SHAWL, SECOND HALF OF THE NINETEENTH CENTURY. CARMEN TORTOLA VALENCIA COLLECTION. Photo / Foto:
ARENYS DE MAR MUSEUM, REG. NO. 1761 (DETAIL) © David Castafieda
Chal de chantilly, segunda mitad del siglo xix. Coleccion Carmen Toértola Valencia. Museu d'Arenys de mar, num. reg. 1761 (detalle)
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ULYSSES, MERCURY AND CIRCE, GIOVANNI STRADANO, 1572. PALAZZO VECCHIO (DETAIL) ~ Source/ Font:
Circe i els companys d'Ulisses, Giovanni Stradano, 1572. Palazzo Vechio (detall) Wikipedia Commons
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PATCHULI PRINTED ITEM WITH INDIA DRAWING FOR EXPORT (C. 1978), MEPM Photo / Foto:
Articulo Patchuli estampado con el dibujo /ndia para exportacion (c. 1978), MEPM © Esther de Prades, MEPM
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1 DENGRA, Andreu.
Tomas Aymat. Lartista. La
manufactura, Museu de

Sant Cugat-Casa Aymat,
Sant Cugat del Valles, 2007.
Aquesta és la publicacio

més completa relativa a la
trajectoria de la manufactura
de tapissos i catifes de Tomas
Aymat.

2 Diptic, invitaci6 i cataleg
de l'exposicio del 12 al 23

de febrer de 1921, a Galeries
Laietanes.

per Josep CAPSIR I MAlz,
Conservador d’Arts Decoratives del Museu del Disseny de Barcelona

La manufactura de Tomas Aymat a Sant Cugat del Vallés

Tomas Aymat Martinez (Tarragona, 1892-Barcelona, 1944), de ben jove ja

va comengar a tenir inquietuds creatives. El 1912 va participar a I'Exposicié

de Belles Arts del Cercle Artistic de Tarragona, on va exhibir diverses
aquarel-les. Aquell any també¢ va viatjar a Paris, on va entrar en contacte amb

la Manufactura Real dels Gobelins, on va aprendre la técnica de la tapisseria,
coneixement que posteriorment va ampliar a Madrid, a la Real Fabrica de
Tapices de Santa Barbara. El 1918 va iniciar la seva tasca com a professor de
teixit de tapissos i catifes a I'Escola de Bells Oficis de la Universitat Industrial de
Barcelona, on va coincidir amb Francesc d’Assis Gali, que impartia classes de
dibuix.

E1 1920, i amb una solida trajectoria professional, Tomas Aymat va instal-lar
la seva manufactura de tapissos i catifes a Sant Cugat del Valles, poblaci6
propera a ciutats industrials amb tradicié textil com ara Sabadell, Terrassa i
Barcelona. Francesc d’Assis Gali el va acompanyar en aquesta gran aventura
empresarial exercint el carrec de director artistic de la factoria, alhora que
I'empresari en va assumir la direcci6 técnica.!

Tenim noticies que mesos després d’estar instal-lats a Sant Cugat del Valles,
Aymat i Gali van fer la primera exposici6 publica de les seves obres. El lloc
escollit va ser Les Galeries Laietanes de Barcelona i, gracies al cataleg publicat,
tot i que molt senzill, sabem que en aquesta exposicid oberta al public del
12 al 23 de febrer de 1921 es van exhibir com a obres emblematiques de la
manufactura un tapis d’alt lli¢, fet amb cartré de Tomas Aymat, i una catifa
nuada a ma, destinada a un menjador d’estil renaixentista holandes, elaborada a
partir d’'un cartrd de Francesc d’Assis Gali.?

Es prou elogiient la informacié entusiastica que aporta el critic d’art i
museoleg Joaquim Folch i Torres en un article aparegut a la premsa de I’época,
entorn de la manufactura, pero especialment sobre la catifa exposada:

“A les Galeries Laietanes ha estat exhibida, aquests dies, una catifa

bellissima feta a ma per la novella manufactura catalana de tapissos

i catifes que els dos dels artistes de la nova generacio, en Francesc

Gali i en Tomas Aymat, han establert a Sant Cugat del Valles.
Lobra exposada és un encarrec que ha fet a la novella

manufactura catalana un potentat america, el qual elegi els

treballs nostres, després d'examinar la produccié de les diverses
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3 FOLCHITORRES,
Joaquim. “Una manufactura
catalana de tapissos i catifes a
ma’, a Pagina Artistica de La
Veu, namero 528, 19-2-1921,

p.- 5.

manufactures europees, algunes d'elles de fundacié antiga, quan no
de tradicio secular.

Certament l'encert de 'eleccié sendevina en contemplar
lespléndida obra d’en Gali i de 'Aymat on és resolta, d’una
manera meravellosa i (donada la manca de tradicio) superior a
les manufactures orientals, la qiiestié del color. Aixi mateix s’ha
aconseguit donar interés a la composicio figurada que constitueix
el tema d'aquest tapis, sense llevar-li el caracter de cosa plana que
ha de tenir una catifa, problema aquest, certament dalta dificultat,
i que s’ha aconseguit donant a la mateéria i a l'ofici tots els seus
prestigis, tota la seva noble preséncia, defugint els estilismes de certes
manufactures amanerades que, més que fer catifes, dibuixen en un
teixit elements ornamentals.

Es una joia per a nosaltres, que constantment hem assistit
a la formacio del nostre primer tapisser, en Tomas Aymat, I’éxit
de la incipient manufactura, a la qual tenen el deure d'ajudar i fer
prosperar els nostres potentats que porten a fer llurs encarrecs fora
de Catalunya.”?

El sal6 de te, com a estendard de modernitat

La manufactura de Tomas Aymat va prendre aviat a Sant Cugat del Valles una
forta i solida embranzida. El decorador Santiago Marco, a I’hora de presentar el
seu projecte innovador, de planta circular, conegut com a sald de te, o boudoir,
a la Seccid del moble i decoraci6 d’interiors moderns en el marc de I’Exposicid
Internacional del Moble i Decoracié d’Interiors, va tenir molt en compte

Projecte de sal6 de te o boudoir, obra
de Santiago Marco per a I'Exposicié
Internacional del Moble i Decoracié
d’Interiors del 1923. Fotografia © Anuari
del Foment de les Arts Decoratives.
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4 Anuari del Foment de les

Arts Decoratives 1923, (1924).

Pagines sense numerar. Hi
trobem el projecte acolorit
de Santiago Marco, aixi com
dues imatges de 'interior del
sald de te. Pel que fa al plafo
lacat de Lluis Bracons, del
qual la publicacié mostra una
imatge, des del 2017 forma
part dels fons patrimonials
del Museu del Disseny de
Barcelona.

5 VENTOSA, Silvia.

“Tapis Diana cagadora”, a
Extraordinaries! Col-leccions
d’arts decoratives i arts
d’autor, Ajuntament de
Barcelona, 2014, p. 382-

387. Aquest és 'article més
extens i complet de caracter
monografic relatiu al tapis de
Diana cagadora.

El plafé decoratiu Sant Genis dels Agudells, de
Lluis Bracons, decorava el pany de paret presidit
per un sofa. 108,3 x 83,3 cm. MDB 1.431.
Museu del Disseny de Barcelona.

Fotografia © Estudio Rafael Vargas.

I’alt nivell de les seves creacions. Aquest espai que ocupava tot un estand,
presentava dues obres de la manufactura vallesana, el tapis Diana cagadora, aixi
com una catifa que, en consonancia amb aquest, exhibia escenes de caga. La
mostra instal-lada al Palau d’Art Modern i el Palau d’Art Industrial, coneguts
posteriorment amb el nom d’Alfons XIII i Victoria Eugenia, obra de l'arquitecte
Josep Puig i Cadafalch, es va inaugurar a Barcelona el 13 de setembre de 1923.

Un cortinatge entre dues columnes de marbre negre donava accés a 'estand.
A ma dreta, i seguint la pauta del projecte decoratiu, que coneixem a través
de la premsa de I’¢época, on va ser publicat, es trobava un sofa encastat, situat
entre dues pilastres de marbre negre, a la capgalera del qual s’exhibia el plafo
lacat de trets geometritzants Sant Genis dels Agudells, obra de Lluis Bracons.*

A continuacio, es trobava una porta envidriada que precedia el tapis Diana
cagadora, flanquejat per dues pilastres de marbre negre. Sobre la catifa, de
forma circular, lluien quatre espectaculars llums de peu, sobre una peanya,
disseny de Santiago Marco, decorats amb la técnica de la laca i aplicacions de
closca d’'ou, per Lluis Bracons. Aixi com tres originals cadires de bragos i una
taula baixa. El sostre, de forma cupular, exhibia espectacularment el seu daurat
impactant, que contrastava amb el negre del fons de la catifa, aixi com de les
quatre pilastres i dues columnes de marbre citades anteriorment, coronades pels
respectius capitells.

El tapis Diana cagadora es va fer amb fils de llana i nus turc seguint la
mateixa técnica de les catifes i, donat el cas, podia exercir aquesta funcié.” Va
rebre el nom de tapis, atesa la ubicaci6 i I'ts estrictament ornamental. A la
part superior esquerre, el tapis de forma quadrangular exhibeix la inscripcié T.
AYMAT, iala dreta Sant Cugat. Lescena de Diana, una jove de rossa cabellera,
sostenint amb les mans un arc i una fletxa, atributs propis de la seva condicié
de deessa de la caga, rodejada d’animals i plantes d’evident accent mediterrani,
es troba emmarcada per una sanefa que alterna elements romboides i quadrats.
Es tracta d’una obra de gran forca visual i colorista, clar exponent de I’art
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Al sal6 de te, el tapis Diana cacadora, entre dues pilastres de marbre, Dues columnes de marbre negre flanquejaven I'entrada a I'estand
aixi com la catifa de la casa Aymat van tenir un gran protagonisme. que reproduia el projecte decoratiu de Santiago Marco.
Fotografia © Anuari del Foment de les Arts Decoratives. Fotografia © Anuari del Foment de les Arts Decoratives.

noucentista propi del moment, que entronca, alhora, amb l'esclat de ’Art Déco.
Lautor del cartré pensem que deuria ser el mateix Aymat, en collaboracié

amb Gali. Val a dir que aquest darrer va ser el creador de la que seria la

versié anglesa del cartell anunciador de I’Exposici6 Internacional del Moble

i Decoraci6 d’Interiors, que exhibia la figura mig nua d’una jove de cabells
rossos. Al terra de I'escena es troba representat un paviment o catifa que alterna
elements romboides i quadrats, de forma molt semblant a la sanefa del tapis.

Veiem alguna similitud entre la catifa exposada a les Galeries Laietanes
ila que formava part del projecte decoratiu de Santiago Marco. La primera
d’aquestes, a part de contenir motius estrictament ornamentals, també exhibia
elements d’aspecte figuratiu i tridimensional, com la catifa amb escenes de caga,
no sempre facils d’incorporar en una catifa, ates el seu caracter d’objecte pla,
com molt bé assenyalava Joaquim Folch i Torres.

La catifa de forma circular, elaborada amb fils de llana gruixuda i nus turc,
exhibeix escenes de caga que complementen el relat del tapis Diana cagadora.
Quant a l'autoria del cartré de la catifa, hi deuria intervenir Santiago Marco,
potser en col-laboracié amb el mateix Tomas Aymat o bé amb Francesc d’Assis
Gali. En aquesta s’hi desenvolupen registres iconografics circulars concentrics
sota un fons negre molt caracteristic en ’Art Déco, que deixa la seva major
empremta al punt central de la catifa, on es troba la representacié del cel i
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El tapis de Diana cacadora

és un clar exponent del
perfeccionisme i la creativitat
de la manufactura de Tomas
Aymat. 263,5 x 236,5 cm.
MADB 16.816. Museu

del Disseny de Barcelona.
Fotografia © La Fotografica.
Vegeu detall.

dels navols que, tot i ser elements figuratius, reben un tractament geometric.
La natura, amb una clara ascendéncia mediterrania, és present en el segiient
registre, on abunden animals com ara ocells, conills i porcs senglars, aixi com
quatre cagadors en actitud de disparar envoltats d’agaves. També identifiquem
el card cardener (carlina acaulis), una espécie molt caracteristica a Catalunya.
A les masies, antigament, sacostumava a col-locar a la porta d’entrada com a
element protector contra els mals esperits. A 'extrem de la catifa figura una
magnifica sanefa decorada amb elements vegetals de caracter esquematic

i geometritzant que ens apropen a I’Art Déco. Igual que el tapis de Diana
cagadora, i en consonancia amb aquest, la catifa exhibeix una gamma cromatica
multicolor.
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L'original catifa amb escenes de caca
sintetitza I'estetica del noucentisme,
amb I'incipient i efimer Art Déco.

503 x 477,5 cm. MDB 892. Museu
del Disseny de Barcelona.
Fotografia © Ignasi Prat.

Vegeu detall.

El boudoir de la Reina al Palau de Pedralbes

6 Lobra de Santiago Marco Clausurada I’Exposici6 Internacional del Moble i Decoraci6 d’Interiors, el 2
‘{)jé:ﬁi;:ﬁ&ﬁierf’;an de desembre de 1923, Santiago Marco aparentment va trobar la manera de
més Tomas Aymat, com a donar continuitat a la seva original obra, la qual havia estat guardonada amb
propietari i director de la multiples premis.® El decorador es trobava treballant en aquells moments en
manufactura de catifes i diversos projectes al Palau de Pedralbes, la nova residéncia barcelonina de la
izp;z?nzg;ﬁsl:i grs::ll ;;)er:;i monarquia espanyola, representada per Alfons XIII i la seva esposa Victoria
I el lacador dels quatre llums Eugenia de Battenberg. Aquesta circumstancia va propiciar que Santiago

de peu amb peanya i el plafo Marco pogués col-locar la seva creaci6 als espais destinats a ts personal de
decoratiu va obtenir el mateix 5 Reina, just al costat del dormitori i del bany. Tot i tractar-se dels mateixos

guardd. . . s . iy . .. .
objectes, la seva disposicié va canviar amb relacié al projecte original reflectit
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Un dels quatre llums de peu,
projecte de Santiago Marco,
lacats per Lluis Bracons, que
descansaven sobre |a catifa de
Tomas Aymat. 190 x 46 @ cm.
MDB 25. Museu del Disseny
de Barcelona. Fotografia

© Estudio Rafael Vargas.

7 LYCEVM, 31 (1924), p. s/n.

en I’Exposicid Internacional del Moble i Decoraci6 d’Interiors, que acabava de
finalitzar. El canvi més significatiu el trobem en la nova presentaci6 del tapis de
Diana cagadora, col-locat ara entre les dues columnes negres. Lespai dissenyat
en origen pel decorador com a salo de te, hall o bé boudoir, va acabar prenent
aquesta darrera denominaci6 al Palau de Pedralbes. A pesar que no disposava
de cap tocador, moble imprescindible en una estanga concebuda per a aquest

fi. I malgrat que la Reina ja gaudia d’'una cambra amplia i confortable situada
al costat del boudoir, presidida per un tocador, i en queé hi havia també¢, entre
altres, un armari vestidor i un mirall de tres cossos.

El Palau de Pedralbes va ser ocupat per primera vegada en la visita que
Alfons XIII i Victoria Eugenia van fer per terres catalanes la primavera del 1924.
Aquest, i com acostuma a passar sovint amb bona part de les construccions
residencials, va ser sotmes, amb el pas del temps i a conveniéncia dels seus
usuaris, a diferents modificacions. Malauradament, l'estiu del 1926 el boudoir
de la Reina, oasi de modernitat entre infinitat d’espais decorats sota criteris
historicistes, va ser transformat radicalment en una saleta d’estar d’estil
Lluis XVI, amb mobiliari Lluis XV.

No concebem la idea que el boudoir deixés indiferent Victoria Eugenia, una
dona del seu temps, que seguia els corrents de la moda i que segurament sentia
admiraci6 pel projecte decoratiu de Santiago Marco. Més aviat ens inclinem
a pensar que les rigides normes de protocol a les quals estava sotmesa, van
aconsellar la transformaci6 del “boudoir de la Reina, de gran fantasia y estilo
moderno, que recuerda la fastuosa arquitectura y decoracion persa”, com el
definia la premsa de I’época, en un espai més classic que projectés una imatge
menys desenfadada i alhora més regia de la sobirana.’
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Clausurada I'Exposicio
Internacional del Moble i Decoracio
d’Interiors del 1923, el projecte de
Santiago Marco es va integrar al
Palau de Pedralbes, com a boudoir
de la Reina. Foto: © Arxiu Mas.

8 Aquest tapis, present a
IExposicié Internacional del
Moble i Decoraci6 d’Interiors
del 1923, aI’espai conegut
com a sald de te, i traslladat
el 1924 al Palau de Pedralbes,
al boudoir de la Reina, com

la catifa i els quatre llums de
peu amb peanya, integrats al
seu dia al Museu de les Arts
Decoratives, formen part dels
fons patrimonials del Museu
del Disseny de Barcelona.
Existeix una versié molt
semblant del tapis elaborada,
possiblement, el 1924, que ala
part superior dreta exhibeix
la inscripci6 AYMAT Sant
Cugat, i que es conserva al
Museu de Sant Cugat-Casa
Aymat.

9 CASANOVA, Rossend.
“Las lamparas de pie de
Santiago Marco en la
Exposicion Internacional

del Mueble de 1923, pp.
53-63; CAPSIR, Josep. “La
alfombra de Tomas Aymat y
el boudoir de la Reina en el
Palau de Pedralbes en 19247,
pp. 65-74 a Art Déco. Historia,
materials i técniques,
Associaci6 per a ’Estudi del
Moble-Museu del Disseny

de Barcelona, 2018. Aquests
articles documenten les obres
exposades a I'estand projectat
per Santiago Marco a
I’Exposicié Internacional del
Moble i Decoracié d’Interiors
de 1923.

Lestiu de 1926 I'tinic element que es va conservar al mateix espai, de
’anterior decoracio, va ser el tapis de Diana cacadora, que de presidir 'estanca
va passar a ocupar el terra on seria utilitzat a partir d’ara com a catifa.® La resta
d’objectes mobles serien dispersats i col-locats en altres estances del palau, com
tenim documentat pel que fa al cas dels llums de peu, que van passar a decorar
'antic menjador de diari, reconvertit ara en sala d’estar.

Malauradament, el proposit de Santiago Marco de perpetuar en el temps
aquella magnifica creacié que tanta admiracié havia despertat en I’Exposici6
del Moble i Decoracié d’Interiors, no va arribar a bon port. Art Déco,
atrapat sovint entre el noucentisme i les avantguardes, quedava, en aquest cas,
sorprenentment defenestrat per I’historicisme.’ ®
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1 DERRY, T.K.

i WILLIAMS, 1. Historia de la
tecnologia. Desde 1750 hasta
el 1900. Vol. II, Ed. S. XXI,
Madrid, 1980.

Magquina de cosir model
New Family de Singer
Manufacturing Co.,
New York, 1870.
Museu de la Tecnica

de I'Emporda.

La maquina de cosir i la historia social
de les dones, dues vides paral-leles

per SiLvia PUERTAS Novau,
llicenciada en Geografia i Historia.

La maquina de cosir fa la seva entrada a la historia de la tecnologia en el
darrer ter¢ del segle xvi11, amb el prototip creat pel britanic Thomas Saint,
el 1790, que perfecciona posteriorment, el britanic d’origen alemany Charles
Friederick Wisenthal, I'any 1826. Tres anys més tard, el 1829, el sastre frances
Barthélemy Thimmonier inventa una altre model molt més eficient i s’associa
amb l'enginyer Auguste Ferrand. El 1830 registra la patent amb el nom de
Thimonnier&Ferrand'.

A Taltra banda de PAtlantic també se succeeixen les invencions, amb més
o menys fortuna. Elias Howe introdueix novetats significatives en la puntada.
Decebut pel poc exit assolit es trasllada a les illes britaniques. Lany 1851, el
nord-america Isaac Merrit Singer, partint del model de Howe, millora i patenta
una nova maquina de cosir, la fabrica de manera industrial i la distribueix al
mercat america i europeu. Facilita el pagament a terminis, fet que propicia la
seva adquisici6 i exit comercial, una formula que copiaran altres fabricants.
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Maquina de cosir model
Aurora de Miquel Escuder,
Barcelona,1862.

Museu de la Ciéncia i de la
Técnica de Catalunya.

A finals del segle x1x la maquina de cosir ja forma part dels escenaris de
treball i domestics de les societats industrials, entre aquests Catalunya. Miquel
Escuder Castella, terrassenc establert a Barcelona, el 1862 fabrica i ven la
primera maquina de cosir espanyola amb el nom “Aurora”, produida prenent
com a model la nord-americana Weeler-Wilson, al temps que distribueix altres
marques.

A diferéncia de la maquinaria téxtil, que deixa definitivament l’espai
domestic per ocupar les fabriques, les maquines de cosir ocupen els vells i els
nous espais de treball, els petits tallers de modisteria i sastreria i d’altres oficis
del mén de I'agulla, les fabriques de confeccié i també les llars.

La maquina de cosir a les llars

La maquina de cosir neix amb la doble finalitat de cobrir necessitats productives
i domestiques. Diferents models de maquines que podem trobar en els fons
museistics, reflecteixen el fet que bona foren dissenyades amb criteris estetics.
Els detalls ornamentals de la fusteria, les policromies florals en els suports
metallics, el disseny en el seu conjunt, mostren la seva doble funcié d’objectes
practics i bells.

En els seus inicis la maquina de cosir per a s domestic es va concebre com
a objecte de luxe, pero a poc a poc es va anar fent lloc en les economies més
humils, entre les eines de costura de les joves que preparaven l'aixovar per al
casament, de les mestresses de casa que I'adquirien per cosir la roba blanca i la
de vestir i, si calia, per treballar-hi per compte propi i o alie.
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2 CORTADA, Esteri
SEBASTIA, Montserrat, “La
dona i la institucionalitzacié
de ’educacio” a Meés enlla
del silenci, NASH, Mary
(coordinadora), Generalitat
de Catalunya, Barcelona,
1988, pp. 210-211.

3\

FARLALTA] I

A Maquina de cosir Bijou E. Brion Fréres, Paris, 1870.
Museu de la Técnica de I'Emporda.

< Maquina de cosir model Princes of Walles, Newton Wilson Co.,
Birmingham, 1870.
Museu de la tecnica de I'Emporda.

La maquina de cosir facilitava (i facilita) I'aprenentatge de les labors, del
brodat i la costura, una formacié imprescindible per a les noies que havien
d’esdevenir mestresses de casa ben preparades, segons marcava la tradicio.

El segle x1x veu proliferar els manuals de bones maneres i de bon govern
de la llar, adregats al public femeni. Aquesta mena de llibres reiteren com a
ineludibles i necessaris per a les dones els coneixements i habilitats relacionats
amb la costura, sense distincié de classe social. Tenir les mans ocupades amb
les labors es considerava una prova de virtuositat i una oportunitat de vestir
de manera adient, si no hi havia capacitat economica per fer-ho mitjangant els
serveis de sastres i modistes o be de comprar la roba feta, aixi com una porta
oberta al treball remunerat.

Laprenentatge de les labors va prendre un protagonisme definitiu en els
programes de I'ensenyament primari femeni a partir de la darrera meitat del
segle x1x. Amb la primera llei que estableix I'escolaritzaci6 obligatoria per a
nens i nenes a I’Estat espanyol, 'anomenada Llei de Moyano (juliol de 1857) ja
queden fixats els curriculums diferenciats per a I'un i l’altre sexe. Esther Cortada
i Montserrat Sebastia? citen el manual d’educacié femenina escrit el 1898 per
la mestra de barcelonina Pilar Pascual qui recomanava que “de les 36 hores
lectives setmanals assignades a les escoles publiques femenines, 8 es dediquessin
a la religio, 14 a les labors i nomes 14 a la resta d’assignatures”. La situaci6 es
mantingué de manera similar en el primer ter¢ del segle segiient, fins a I'arribada
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3 MARTINIROS, Rosa M=
“Blanc sobre blanc: treballs
de dones per a dones” a El fil
invisible. Dones que cusen,
Cataleg 2, Museu de Lleida:
diocesa i comarcal, Service
Point FMI, S.L., Lleida 2015,
pp. 15-21.

Mujeres de Accién Caldlica de Espaiia.
Semana de la Madre Cristiana.

Los juegos de pequefios, cuanda mayores

s vuolvon realidades, por sus amores. Postals

de la renovacié pedagogica, amb figures com la de Rosa Sensat, que introdueixen
els coneixements matematics i cientifics en la formaci6 de les nenes.

La fi de la Guerra Civil espanyola i el context ideologic de la dictadura
franquista van comportar una nova empenta per a l'aprenentatge de les labors i
aixi com l'oficialitzar el discurs de la domesticitat i del retorn de les dones a la llar.

Laprenentatge de les labors tenia continuitat fora de I’escola a ’ambit familiar
i en els tallers de les modistes del barri o del poble, on les nenes, ja adolescents,
confeccionaven el seu propi aixovar®. Es cus a ma i també s’aprén a fer anar la
maquina a casa i al taller de la modista. Si hi ha l'oportunitat, la familia I'afegeix
a la dot. Aixi mateix entren a l'escenari de la formaci6 les cases distribuidores
de maquines de cosir, oferint classes gratuites de costura a maquina en els
mateixos establiments comercials, generalment a peu de carrer, una doble
estrategica per incentivar-ne la compra.

CHIQUITA

“Manual de Modisteria practico y sencillo
para todas las edades” de Laura Noves,
amb il-lustracions d'Elena Ramos.
Ametller Ed. Barcelona 1955.

LA MAQUINA DE COSIR | LA HISTORIA SOCIAL DE LES DONES, DUES VIDES PARALLELES
a





Datateéxtil 38

4 MONSERDA DE MACIA,
Dolors “La calamitat de lo
barato” Revista La Tralla, any
V, 15-1-1907.

5 VENTOSA, Silvia,
Modelar el cos. Treball i vida
de les cotillaires de Barcelona,
Altafulla, Barcelona 2001.
266 p. CAPDEVILA, Fiona

i SOLANO, Rosa, Dones
visibles invisibles. Casa
Elizalde. Grafiques Alpes,
Barcelona, 2016.

6 INSTITUTO DE
REFORMAS SOCIALES,
Preparacién de un proyecto de
ley sobre el trabajo a domicilio
en Espafia, Sobrinos de la
Sucesion de M. Minuesa de
los Rios, Madrid, 1918.

La maquina de cosir i els oficis de I'agulla

La introducci6 de la maquina de cosir en els processos de produccié de bens
de consum destinats a la venda va resultar agredolca des dels seus inicis. De la
mateixa manera que la mecanitzaci6 del filat i del teixit va anar acompanyada
de l'oposici6 artesana i obrera, diferents textos el moment varen fer resso
dels perills d’aquest nou artefacte. Sanunciava la perdua de llocs de treball a
conseqiiencia de la substituci6 de la ma d’obra per les maquines i el tancament
dels negocis que no podrien competir amb la produccié massiva i a baix preu.
El primer taller mecanic de confeccié s’atribueix a Thimonier qui el va
equipar amb 80 maquines de la seva marca. Va patir el saqueig del seu
taller provocat pels sastres detractors de la mecanitzacié de l'ofici que veien
amenagats els seus productes i les seves ocupacions.
A Catalunya, Dolors Monserda de Macia, el 1907, en l'article “La calamitat de
lo barato”, escrivia el segiient*:

“Concretantnos d un sol ram de la produccio femenina, devem dir que,
quan vingueren a Barcelona les primeres maquines per cosit, creguérem
de bona fe que’l nou invent estava destinat d esser un element profitds
en el camp del treball femeni; pero després de llarg anys de practica
hem de confessar que la maquina de cosir ha estat una verdadera
calamitat (...) Trenta anys enrere, trevallant dins de sa cas en roba
blanca, una dona cusin d la ma, guanyava per terme mitg de quatre a
cinc rals diaris. Avuy que la vida a Barcelona ha triplicat el seu cost,
treballant igual hores pera obtindré el mateix jornal, li es precis haver
d’invertir, quan menys, de 25 a 30 duros en la compra de la maquina.
Sens dubte, els que’s fixin en aquest sol dato, els hi semblara que ja n’hi
ha prou ab que, per guanyar lo mateix, s’hajen hagut d afegir les penes
i dificultats que representa per a un pobre, haver de treure, o més ben
dit, empenyarse pera donar aquesta quantitat. Donchs aixo es lo de
menys; ja que I’invent es tan meravellés que al mateix temps que cus,
produeix la tisis, que més o menys tard, ha de finir ab l'afanyosa vida
de la qui, mal alimentada, l'utilisa continuament.”

La maquina de cosir va ser testimoni de les dures condicions de treball dels
oficis de l'agulla, desenvolupats per professionals mal retribuides, sotmeses a
'arbitrarietat dels patrons i mestresses, a 'estacionalitat del consum dels seus
articles i a 'autoexplotaci6®. Les artesanes i obreres de I'agulla es debatien entre
perdre la son i la salut amb llargues jornades de treball en les époques de “fuga”
i restar sense feina i sense ingressos amb la davallada de la demanda, en les
époques de “calma”.

La produccié d’articles de confeccio es va realitzar en tallers i fabriques,
amb ma d’obra femenina, i també traslladant part dels processos de treball a
domicili. Aquesta darrera forma de treball es va presentar com la soluci6 idonia
per a disposar de ma d’obra barata, poc reivindicativa i preparada per atendre
una produccié molt variable. La maquina de cosir s'expandeix a mesura que
s’estén aquesta mena d’industria i amb ella les repercussions socials d’un treball
que s'escapava a qualsevol regulacid, com va posar de manifest I'informe de
I'Instituto de Reformas Sociales de I'any 1918¢. Lopci6 del treball a domicili
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7 PUERTAS, Silvia Artesanes  també es mostrava com la més idonia per a la industria i per a les dones, al

i obreres, Grafiques Dalmau,

Lleida 1994.

8 VOGUEL, Laurent La

mateix temps: per a la industria pel fet que permetia reduir despeses i ajustar la
producci6 a la demanda. Per a les dones perque que possibilitava compaginar

salud de la mujer trabajadora €l treball amb I'atencié a la familia i a les tasques domestiques i, de passada,
en Europa. Desigualdadesno  perque les mantenia recloses a la llar, fora dels perills i temptacions del carrer”.

reconocidas. ISTAS, Madrid

2006, 271 p, p. 47.

El discurs de la domesticitat va impregnar l'opinié del reformisme catolic
i del moviment obrer. Es reclamava I'increment dels salaris masculins
argumentant que eren els homes els qui havien de sostenir a la familia. Calia
retornar a la llar les dones que s’havien vist obligades a abandonar-la per
completar els seus baixos salaris. En el Congrés Obrer de Marsella de 1879 es
generen debats envers els perjudicis del treball de les dones a les fabriques i
tallers. Es posa 'exemple dels efectes perniciosos de la maquina de cosir sobre
la salut i la moralitat les cosidores. S’afirmava que el moviment continuat de les
cames sobre els pedals despertava una excitacié sexual de tal magnitud que,
fins i tot, les obligava a fer-se banys d’aigua freda per contenir-la. Laurent Vogel,
en el seu estudi sobre la salut de les dones en el treball a Europa?, tot referint-
se a les aportacions de la historiadora Michelle Perrot, cita I'informe meédic de
1868 que va servir de base per a la intervencié del delegat sindical responsable
d’aquests comentaris.

El protagonisme de la maquina de cosir, a territoris propers i llunyans,

Revista Cronica, Any VII, n° 319, continua vigent. En ocasions proporcionant titulars de noticies amb motiu de

22 desembre de 1934.

Reportatge sobre la festa de Santa

LlGcia a Barcelona.
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9 ZABALA,IisM  d’activitat, un panorama que ja es va fer familiar des dels inicis de la seva
(coordinadora): Breve historia 154 rici6 en la historia de la tecnologia.

feminista de la literatura . o, j ) . .
espaiola (en lengua catalana, La literatura també n’ha deixat petjada del seu protagonisme en la vida de

gallega y vasca). Vol. VI, p. 81,  les dones. Benito Perez Galdds, Carme Monturiol®, son alguns dels autors i

Rubi (Barcelona), Anthropos,  autores que aixi ho han plasmat en els seus escrits. Per acabar citarem la novel-la

1993-2000, 460 p, p. 81. de Rosa Regas La cancion de Dorotea (2001). Ladquisicié d’'una maquina de
cosir a terminis permet a I'autora desencadenar tota una trama de passions que
arrosseguen els personatges centrals, al temps que mostra, de manera subtil, la
importancia d’aquest aparell també en la vida quotidiana d’un temps no molt
llunya de la nostra historia més recent. ®
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1 Aquest article és fruit
d’una recerca del mateix
autor ampliada i derivada
d’un estudi previ realitzat

pel cataleg MALLART,
Lucila (ed.), Josep Puig i
Cadafalch: visié, identitats,
cosmopolitisme, Museu

de Mataro, Matard, 2018.
Alhora, també s’inscriu

en el projecte de recerca
Entre ciutats: paisatges
culturals, escenes i identitats
(1888-1929), del Ministerio de
Economia y Competitividad
(HAR2016-78745-P).

2 Aquest tema centra la tesi
doctoral de l'autor d’aquest
article. Vegeu PIFARRE
YANEZ, Daniel, Els
esgrafiats del Modernisme a
Barcelona. Obres i repertoris
ornamentals, Universitat de
Barcelona, 2015, tesi doctoral
en linia.

3 Un dels primers autors en
vincular teixits i esgrafiats
modernistes és Josep
Casamartina. Al referir-se
als esgrafiats modernistes

de les faganes i dels interiors
diu: “S6n com una mena
d’entapissat gegant, i tenen
una relaci6 molt estreta

amb els velluts llavorats, els
domassos i els brocatells per a
tapisseria”. CASAMARTINA
I PARASSOLS, Josep,
Linterior del 1900. Adolf
Mas fotograf, Centre de
Documentacié i Museu Téxtil
i Institut Amatller d’Art
Hispanic, Barcelona, 2002,

p. 59. Sobre els esgrafiats
disposats a mode de tapis
també podeu veure PIFARRE,
2015, pp. 112-118.

per DANIEL PIFARRE YANEZ,
Doctor en Historia de I'Art, Universitat de Barcelona - GRACMON

Del periode del Modernisme han sorgit alguns dels noms més reconeguts de

la cultura i la creaci6 artistica catalanes, essent 'arquitectura una de les més
recognoscibles i admirades per propis i estrangers. El paper de 'arquitecte en

la Catalunya del 1900 és clau, doncs exerceix d’artifex creador dels programes
decoratius dels seus edificis, ja sigui dissenyant-los ell mateix, o delegant dita
tasca als especialistes de les diferents disciplines. D’entre I'ampli ventall d’arts
decoratives que aquests professionals disposen per embellir facanes i interiors,
la tecnica de l'esgrafiat esdevé una de les més emprades per revestir plasticament
les superficies murals, essent el moén de la Natura és el més habitual en les seves
composicions ornamentals. El nostre objectiu a través d’aquestes linies és deixar
pales el fet que, en la creacié d’aquests esgrafiats, I'artifex del modernisme molt
freqiientment troba en els teixits antics, principalment d’época baix-medieval

i renaixentista, un ambit molt ric de solucions decoratives, idoni com a font
d’inspiracié. I és que ambdues disciplines artistiques, la de 'esgrafiat i la dels
teixits, comparteixen unes caracteristiques formals i sensorials concretes que
propicien precisament una bon dialeg entre elles.

Els esgrafiats en el Modernisme? se’ns presenten aplicats en diverses
disposicions diferents: a mode de sanefa, plafd, o imitant un tapis; s'emplacen
tant en les facanes com en espais interiors d’ts comu o domestic; i els
protagonitzen, com hem dit, tota mena de dissenys d’origen vegetal. Durant
I'ultima década del segle x1x ens trobem uns esgrafiats representant
principalment flors i altres motius provinents dels teixits d’epoca gotica,

i més especificament dels del segle xv i principis del segle xv1. A partir

del 1900, i amb la introduccié de la corrent estilistica de 'Art nouveau, les
flors i recreacions vegetals esgrafiades tendeixen a una major sofisticacio i
refinament, i una de les influéncies que palesen son les dels teixits més propis
dels segles xviri xviir. Hem de tenir present que els arquitectes i artesans
que confeccionen aquests esgrafiats sén conscients de les qualitats estetiques i
sensorials que aquesta técnica transmet quan es disposa sobre el parament “a
mode de tapis”. Aquesta concepcié decorativa planteja uns esgrafiats que, en
comptes de centrar-se en un unic element figuratiu o arquitectonic concret,
presenta un esgrafiat lliure que cobreix tot el parament, establint un joc
estetic de relleus i colors, i sempre a partir de la repeticié d’'un mateix motiu
ornamental, el que anomenem raport. Amb aquesta disposicié mural es percep
una clara voluntat d’obtenir un revestiment continu, com una tela que es
sobreposa al parament®.

La relacio entre teixits medievals i esgrafiats modernistes es materialitza
a través d’uns arquitectes determinats, personalitats molts rellevants de
l'arquitectura del modernisme que a part de projectar obres cabdals d’aquest
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4 CARBONELLIBASTE,
Silvia, i CASAMARTINA

I PARASSOLS, Josep,
“Creadors de somnis”, a

Les fabriques i els somnis:
modernisme téxtil a
Catalunya, Centre de
Documentacié i Museu
Textil, Terrassa, 2002, p. 59.
5 Ibidem, p. 59.

6 BARELLA MIRO, Albert,
i BARELLA CIVI, Fatima,
Iniciacién a la historia del
arte en el tejido, Costura-3,
Barcelona, 1984, pp. 49-53.
Sobre els teixits venecians,
aquests autors apunten que
son els més variats en aquests
segles a Italia, i a ’Europa
mediterrania en general, per
la seva forta vinculacié amb
Turquia i amb I’Orient.

7 Les colleccions catalanes
de finals del segle x1x amb
presencia de teixits medievals
son les de Francesc Miquel

i Badia, Josep Pasco i Emili
Cabot i Rovira. ALSINA,
Laia, Francesc Miquel i Badia
(Barcelona, 1840-1899): critic,
tractadista i col-leccionista
d’Art, UAB, 2015, tesi
doctoral en linia. Pel que

fa els catalegs de museus
europeus amb col-leccions

de teixits en aquell moment,
son principalment els del
Victoria&Albert Museum, a
Londres, Musée des Tissus

et Arts Décoratifs, de Li6 i
Musée du Louvre, a Paris.

8 MONNAS, Lisa,
Renaissance Velvets, Londres,
V&V Publications, 2012,

pp- 74-75.

9 Silk Gold Crimson. Secrets
and Technology at the Visconti
and Sforza Courts, Silvana
Editoriale Spa, Mila, 2009,
pp- 70-71.

10 Com fan sovint molts
arquitectes del Modernisme,
Gallissa reutilitza els
mateixos dissenys que
esgrafia en un edifici per a
altres projectes. Aixi doncs,
lesgrafiat amb florons 'empra
per lexterior de la Fabrica

de la Compaiia General de
Alumbrado por Acetileno
(1904?), a Cassa de la Selva.

moviment artistic, també mostren un fort vincle amb el passat medieval i els
seus elements artistics. Josep Vilaseca, Lluis Doménech i Montaner, Antoni
M? Gallissa i especialment Josep Puig i Cadafalch sén quatre de les figures
meés destacades que empren per les seves arquitectures ~fonamentalment les
de la década dels anys 90 del segle x1x i les dels primers anys del segle xx- uns
esgrafiats amb connotacions medievalitzants, especificament d’época gotica.
Tots ells manifesten un gran interes pels teixits antics*, i d’ells n’extreuen
molts dels motius ornamentals que després empren no només per les solucions
decoratives en esgrafiats, sind també per baixos relleus, reixes, rajoles de
ceramica, paviments hidraulics o mosaics’.

Si analitzem determinats esgrafiats en edificis d’aquests arquitectes veiem
molts trets en comu entre ells. La majoria es disposen a mode de tapfs, i
s’'inspiren en els teixits caracteristics de 'Europa mediterrania i cortesana dels
segles xv i xv1, i especialment d’aquells provinents de Venécia. Uns teixits
que sén basicament de seda i vellut de factura luxosa, amb ornamentacions
de domassos a base de repeticions de motius ornamentals com fulles, flors i
fruits de pinyes, magranes, carxofes, o cards, tiges bifurcades, o petits elements
florals. Alhora, aquests motius sacostumen a representar ocupant tot I'espai
del teixit, i disposats en franges transversals o encabits en formes romboidals
fistonades®. En la Catalunya del Modernisme, el contacte amb aquests teixits
es fa possible gracies a la conservacié d’alguns d’ells en col-leccions publiques
i privades, a part de poder-los veure en les il-lustracions dels catalegs de
museus forans’. D’aquesta manera és facil deduir que els arquitectes i altres
professionals encarregats de 'arranjament arquitectonic s’inspirin en els motius
ornamentals que decoren els dits teixits, arribant a conformar un ventall molt
variat de models. A part, les vestidures representades en les pintures gotiques
catalanes i executades a partir de 1450 també tenen una influencia directa en
aquesta adopci6 de solucions decoratives.

Centrant-nos en esgrafiats concrets amb influéncia de teixits baix-medievals,
un dels casos més il-lustratius és el de Gallissa i la facana de la Casa Carlos de
Llanza i de Carballo (1897-1898, reforma), a Barcelona. D’entre les diverses arts
aplicades emprades, l’esgrafiat és la que aporta major cromatisme i plasticitat, i
el veiem aplicat a mode de gran tapis. El motiu ornamental repetit seriadament
és el d’una gran flor, de corolla ampla i arrodonida, i tija sinuosa disposada
en diagonal. Tot i que I'interior del motiu és poc descriptiu, possiblement
es tracta de la flor de la carxofa, doncs la forma lobulada i fistonada del seu
perfil coincideix en com es representa en els teixits gotics i renaixentistes.

Aixi doncs, per la configuracié del seu esgrafiat, Gallissa pren directament els
velluts llavorats produits a Venecia a partir de la segona mitat del segle xv i
fins ben entrat el xv1, basats amb decoracions de florons bigarrats. Lesgrafiat
es pot connectar, per una banda, amb un vellut de seda roja i verda i llavorat
amb or conservat a Londres (V&A:859-1894)8, i per una altra, amb un vellut
roig setinat i llavorat amb daurat conservat a Li6 (MT31231)°. En els dos casos,
els motius florals son de perfil lobulat, i apareixen amb les tiges i fullam en
diagonal .’

Del mateix Gallissa és la reforma de Can Camps (1898-1899), una casa de la
seva familia també Barcelona. Pel vestibul d’entrada hi disposa, a part d’altres
composicions esgrafiades —entre les que es troba un gran Sant Antoni de Padua,
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Detall de I'esgrafiat de la Casa
Carlos de Llanza i de Carballo
(1897-1898, reforma), a Barcelona.
© Daniel Pifarré.

Vellut de seda italia (c. 1425-1450),
© V&A:859-1894.
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11 MONNAS, 2012, pp. 80-81.  disseny de Josep Maria Jujol-, dos grans florons de carxofa. La flor es representa

12 http://goo.gl/t2gUcA molt minuciosament, amb una floritura superior, i envoltada d’una corol-la

(23/01/2018). . N .
lobulada. En aquest cas, la connexi6 amb els teixits I’hem de buscar en motius
llavorats que destaquin els detalls vegetals, i en els que la part central de la flor
sigui el focus ornamental. D’entre 'abundant mostrari textil amb aquestes
caracteristiques podem citar la casulla de vellut blau del Canonge Franz Bock
(tercer quart del segle xv, V&A:8704-1863)", o la peca de vellut roig i daurat
conservada a Barcelona (MTIB-28331)'2,

Floré esgrafiat del vestibul
d’entrada de Can Camps
(1898-1898, reforma), a Barcelona.
© Daniel Pifarré.

Vellut amb fil d'or (c. 1475-1525),
© MTIB-28331.
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13 MONNAS, 2012, pp. 76-77.
14 Ibidem, pp. 27-29.

15 Lesgrafiat interior de

la Casa Macari Golferichs
(1900-1901), de Joan Rubio

i Bellver, també empra un
disseny molt semblant, tret
que el motiu de 'interior de la
forma fistonada és el d’'un au
fénix.

De Vilaseca destaquem especialment els esgrafiats dels vestibuls de la Casa
Pia Batll6 (1892-1896) i d’una de les dues Cases Cabot (1901-1904), ambdues
a I’Eixample barceloni. A les parets d’aquests espais interiors hi disposa unes
grans tiges verticals, de formes sinuoses, i de les que broten flors i fulles de
concepcions fantasioses. Tots aquests elements s’inspiren directament en
teixits en que els motius mostren unes caracteristiques molt properes, com
és un vellut brocat en grana i daurat d’origen italia, conservat a Londres
(V&A:774&a-1900)", o un disseny previ per un vellut brocat executat per
Pisanello (c.1395-1455), i conservat a Paris (Musée du Louvre, Département des
Arts Graphiques-2537)™.

Pel que fa als esgrafiats en 'obra Domeénech, tenim dos exemples que
provenen de solucions decoratives téxtils for¢a semblants entre elles: els
esgrafiats del vestibul de la Casa Navas (1901-1907), a Reus, i dels estucats al
foc de la sala d’estar del pis principal de la Casa Lle6 Morera (1902-1906), a
Barcelona. Ambdues composicions es distribueixen a mode de tapis amb formes
romboidals fistonades, i amb poms florals a 'interior d’aquestes —I'esgrafiat de
Reus és més complex, ja que inclou corolles i altres elements vegetals—'°. La
presa d’aquests models poden provenir de nombrosos teixits baix-medievals

Detall esgrafiat del vestibul de la Casa Pia Batllo
(1892-1896), a Barcelona. © Daniel Pifarré.

Dibuix per un disseny de vellut llavorat executat per Pisanello
(c. 1395-1455), © Musée du Louvre, Département des Arts
Graphiques, 2537.
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16 Silk Gold Crimson..., 2009,
pp- 80-81.

17 MONNAS, 2012, p. 71.

18 Puig empra aquest motiu
anteriorment per la lapida
del Pante6 Dam-Montells
(1897), a Montjuic, i per

les ornamentacions de les
tiniques de les figures
femenines de les facanes de
la Casa Coll i Regas (1897), a
Matard, i de la Casa Amatller
(1898-1900), a Barcelona.

19 MONNAS, 2012,

pp. 126-127.

20 Ibidem, pp. 130-131.

21 Mostra de le Antiche Stoffe
Genovesi dal secolo xv al
secolo x1x, Ente Provinciale
del Turismo di Genova,
Génova, 1941, p. 77.

europeus, com serien el mantell de taula de seda roja conservat a Venécia
(Centro Studi Tessuto e Costume, Palazzo Mocenigo, n.210)', o el fragment
de seda verda procedent d’Italia, possiblement venecia, i conservat a Londres
(V&AT.117-1911)".

Son pero els esgrafiats en I'obra de Puig i Cadafalch els exemples més
evidents de la relaci6 entre aquests técnica i els teixits que estem tractant. Tot i
que els casos son molt abundants, per manca d’espai només en citarem dos. El
primer és la fagana esgrafiada de la Casa Marti i Puig (1898, reforma), al carrer
de la Boqueria de Barcelona. Per posar a la moda modernista aquesta casa del
segle xv111, Puig idea un esgrafiat a mode de tapis amb un motiu principal: una
forma entre la romboidal fistonada que ja hem vist, i la d’un escut heraldic. El
motiu es complementa amb una flor de card i fullam a 'interior, i una corona
a la part superior'®. La idea general d’aquest disseny la trobem representada
a partir de diferents versions en molts teixits de seda italia del segle xv1: en
una doble estola de vellut carmesi (V&A:587-1892)", en un vellut ambre amb
brocats de fil de plata (V&A:715-1907), i en una capa pluvial coneguda com
Damasc de la Corona (Catedral de San Lorenzo, Génova)?!. Tots ells mostren
un motiu principal basat en una forma centralitzant de perfil fistonat, amb
corona i ornament vegetal a I'interior. L'altra obra de Puig que comentem és

Estucat al foc de la sala del pis principal de la Casa Lleé Morera (1902-19086),
a Barcelona. © Daniel Pifarré.

Vellut de seda verda, procedencia italiana, possiblement de Venecia (segon
quart del segle Xv). © V&AT.117-1911.
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Detall de I'esgrafiat del vestibul d'entrada de la Casa Gari (1899-1900), Vellut carmesi llavorat en fil d'or d’origen otoma (finals del segle XV).

a Argentona. © Daniel Pifarré.

22 http://goo.gl/JQpMZp
(24/01/2018).

23 MONNAS, 2012,

pp. 146-147.

© V&AT.359-1977.

la Casa Josep Gari (1899-1900), a Argentona. Entre els variats dissenys que
sesgrafien, molts d’ells inspirats en teixits baix-medievals, el disposat a mode
de tapis en el vestibul d’entrada ens mostra una repeticié d’un gran floré6 del
que broten magranes i cards. La connexi6 amb els velluts italians de temes
florals lobulats és més que evident, i d’entre molts dels teixits que Puig pot
prendre com inspiracid, podem citar el de procedencia genovesa i conservat
a Barcelona (MTIB-22637), o un vellut carmesi de procedéncia otomana
(V&A:T.359-1977)%.

A mode d’epileg d’aquestes linies, volem assenyalar que aquest dialeg entre
els teixits gotics/renaixentistes i els esgrafiats en edificis de grans mestres de
l'arquitectura modernista crea un interessant precedent en altres arquitectes
del mateix periode —ocasionalment anomenats “arquitectes menors -. Els
dissenys que aquests fan esgrafiar en les seves obres pero, semblen ser versions
derivades dels executats pels mestres arquitectes que hem comentat, en comptes
d’inspirar-se en els propis teixits. Els casos als que ens referim son forca
heterogenis, i entre els diversos exemples podem citar a Doménech Boada ila
Casa Joaquim Cair6 (1900), Maurici Augé i la Casa Josep Filella (1901-1903),

i Frederic Soler i Catarineu i la Casa Joan Vila (1902), totes emplacades a
I’Eixample barceloni. »
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por MARIANNE STANG, Forum Alte Spitze

Las flores siempre han sido un motivo muy popular de los disefios en las artes
aplicadas: el papel pintado, la ceramica, el vidrio, la forja, las telas, estampados,
bordados y por supuesto el encaje se han llenado de flores en algunas ocasiones
de manera aislada y otra como esplendidos jardines. Artistas y artesanos han
encontrado en estos tesoros de la naturaleza fuente de inspiracion para sus
trabajos, la fuerza simbolica de las flores ademas de su belleza son algunos de
los motivos de su presencia en muchas obras.

Alo largo de la historia de los encajes, podemos apreciar una evolucion
en estos disefos. Las primera representaciones florales las encontramos en
los encajes flamencos e italianos del siglo xvi1. En el siglo xv1ir las flores se
estilizan inspiradas en el estilo rococé mientas que la moda romantica del siglo
XIX impone un naturalismo en su representaciéon. El modernismo, de finales
del siglo x1x y principios del xx, introducira una version mas simbolista con
influencias del arte japonés. Este articulo, basado en una conferencia impartida
en Sebourg, el mes de junio de 2017, es un recorrido por las principales
representaciones de flores en el encaje europeo.

La rosa

La rosa, denominada “reina de las flores” desde la antigua Grecia es una de las
mas conocidas de nuestro planeta, existen alrededor de 100 especies, la mayoria
procedentes de Asia. Las primeras representaciones de esta flor en el encaje se
remontan a 1640 y se encuentran en el encaje flamenco y en el encaje italiano de
aguja que se realizaba en Venecia y recibia el nombre de point de rose por la flor
que aparece representada en los diferentes disefios. En el siglo xv111, las rosas
aparecen en todo tipo de encajes, especialmente en los trabajos de Francia y
Bélgica como los de valenciennes y malinas.

Ya en el siglo x1x, los encajes romanticos se llenan de rosas, en el encaje inglés
de Honiton, se desarrolla una representacion de la rosa que lo caracteriza, en el
caso de los encajes belgas a la aguja, se popularizé una representacion de la rosa
con efecto tridimensional, que recibia el nombre de point de rose de Bruselas.
En el chantilly, muy popular en la indumentaria femenina del romanticismo,
también encontramos numerosas rosas, distribuidas aisladamente, pero
sobretodo en grandes ramos de flores en los chales y volantes que tenfan un
excelente efecto sobre vestidos de color pastel. La rosa también es un elemento
muy comun en los disefios de las blondas del siglo x1x y principios del xx tanto
en seda negra como blanca, en una gran cantidad de mantillas espafolas se
representan estas flores en muchos casos en grandes ramos.
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Chal de gasa belga, segunda mitad del siglo xix
Museu d'Arenys de Mar, nim. reg. 11579.
Fotografia © Txeni Gil.
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Flor con efecto tridimensional
en esclavina de gasa belga

y encaje de Duquesa, segunda
mitad del siglo xix

Museu d’Arenys de Mar,

num. reg. 11588.

Fotografia © Txeni Gil.

Mantilla de blonda de dos tonos, segunda mitad del siglo xix
Museu d'Arenys de Mar, num. reg. 1760.
Fotografia © Txeni Gil.
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Gorro de comunion
de la ciutat de Wertheim
Coleccion Marianne Stang.

Peonia

En los disefios de encaje, la peonia se confunde en ocasiones con las rosas. Esta
flor, ya era conocida por los griegos y los romanos y recibe su nombre en honor
a Peodn, el médico de los dioses en la mitologia griega.

La peonia es una flor sin espinas, se la vincula a la Virgen Maria y en algunos
paises recibe el nombre de Flor de Maria. En 1473, Martin Schongauer realizé
la cuadro La Virgen del jardin de las rosas, en la que se la representa a la Virgen
Maria en un jardin y en uno de los extremos tres peonias, la representacion
de esta flor simboliza la riqueza, la salvacion, la promesa de amor y una vida
femenina llena de amor en el lenguaje simbdlico cristiano.

A diferencia de la rosa, los ejemplos de peonias en los encajes resultan mas
escasos. En Espafa fue un motivo muy aplicado en los mantones de Manila,
bordados en seda.

El clavel

Los claveles son conocidos desde el 500 a.C., en Grecia y se utilizaban en las
coronas ceremoniales, se introdujeron masivamente en Europa gracias a los
cruzados en el siglo x11 extendiéndose por todo el norte del continente. Su
nombre cientifico es Dianthus caryophyllus, derivado de deos «dios» y anthos
«flor», que corresponde al término ,,flor de dios®. Simbolo del amor divino

y terrenal, en muchas pinturas, el clavel esta representado junto a la rosa, en
Flandes el clavel rojo era un simbolo de los esponsales, y aparece con este
significado en algunas pinturas.
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Disefo para la realizacion

de encaje, Maria Castells, 1917
Museu d'Arenys de Mar,

num. reg. 12050.

Fotografia de tapete

de la Casa Castells, 1917
Fotografia © Joaquim Castells.
Museu d'Arenys de Mar.

La importancia del clavel como planta ornamental en Europa, también
se traduce en su aplicacion a la artesania textil desde la época medieval. El
clavel se puede encontrar en tejidos de los siglos xv y xv1, los trajes de seda del
siglo xv11. Se aplico frecuentemente en brocados de seda italianos y franceses, a
menudo de pie en un jarrén, con motivos dispuestos simétricamente. El motivo
del clavel se relaciona frecuentemente con el motivo de la granada y el pino en el
arte textil europeo.

La representacion del clavel en los encajes ya se puede encontrar en el
siglo xv1, en los primeros trabajos genoveses y flamencos representada junto a
otras flores. A finales del siglo xv111 y también a principios del x1x encontramos
representaciones de claveles en los encajes de malinas, binche, o diversos encajes
de aguja.

En 1917, Maria Castells (1876-1931), dibujante de encajes de la Casa Castells
de Arenys de Mar desarroll6 un diseno de estilo modernista de esta flor que
utilizé en diversas aplicaciones para el ajuar doméstico.

.

as% g
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Chal de chantilly,

segunda mitad del siglo xix
Coleccion Carmen Tértola Valencia.
Museu d'Arenys de mar,

num. reg. 1761.

Fotografia © David Castaneda.

Encaje de Poottenkant
de la zona de Amberes
Coleccion Marianne Stang.

El lirio

Ellirio, lilium, es una de las flores mas antiguas, conocida desde el periodo
minoico en Creta. Hay alrededor de 120 especies que se producen en China y
América del Norte, asi como en Europa. Los lirios fueron muy apreciados en
diversas culturas debido a su sorprendente apariencia. En las culturas europeas
y mediterraneas, el lirio se asocia a la Madonna, simbolo de pureza y belleza,

y recibid el nombre de Madonna Lily. Aparece en numerosas pinturas donde

se representa el tema de la Anunciacion. En la tradicion cristiana también es
simbolo de fertilidad, por este motivo en las ceremonias nupciales las novias
solian llevar ramos con lirios.

En el encaje Poottenkant, que surgié en Flandes en el siglo xv11, se desarrolla
una representacion que simboliza la Anunciaciéon de Maria: un jarrén, o
maceta, en el que se encuentran tres lirios, uno representa el nacimiento de
Jests y los otros dos la virginidad y la pureza de Maria.

La representacion del lirio posee un gran potencial decorativo, que permite
desarrollar una linea estilizada, asimétrica que combina perfectamente
con otras flores de formas mas redondeadas. Esta flor también aparece en
numerosos encajes de aplicacion y los chantilly de la segunda mitad del x1x.
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El iris
El nombre latino Iris, significa “buenas noticias” y hace referencia a los vivos
colores de sus flores, que recuerdan a los del arco-iris. Hay entre 200 y 300
especies botdnicas, todas las cuales se encuentran en el hemisferio norte. Los
diversos tipos de iris ya aparecen en los mosaicos romanos. En el periodo
barroco fue un tema muy popular en los Paises Bajos, asi como en los trabajos
de diversos pintores alemanes y también se encuentra representado en diversos
tejidos y porcelanas. En heraldica, la flor de Lis Iris pseudoacorus fue adoptada
por Luis VII, rey de Francia, en su cruzada contra los sarracenos.

Esta flor aparece representada en algunos encajes de aguja belgas e
italianos, asi como en encaje de chantilly en seda negra, principalmente en
trabajos de la segunda mitad del siglo x1x de estilo romantico que combina
perfectamente con otro tipo de flores. Durante el modernismo también serd una
representacion muy popular entre los disefiadores textiles.

Abanico de gasa belga, segunda mitad del siglo xix
Museu d'Arenys de Mar, nim. reg. 39.
Fotografia © Irene Masriera.
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Serafina de encaje de Honiton,
segunda mitad del siglo xix
Coleccién Carmen Tértola Valencia.
Museu d'Arenys de Mar,

ndam. reg. 531.

Fotografia © David Castaneda.

Encaje de Hungria

datado en 1685

Museo Hungaro

de Artes Aplicadas.
Fotografia © Marianne Stang.

El tulipan

El tulipan pertenece a la familia de las lilidceas, cuyas diferentes especies se
encuentran en el hemisferio norte. Anna Pavord en su libro The Tulip: The
Story of the Flower That Has Made Men Mad, publicado en 1999 afirma que
“esta flor tiene una de las herencias mas rica politica, social, econémica,
religiosa, intelectual y cultural en si misma que cualquier otra en el mundo”.
En la actualidad hay mas de 5500 tulipanes diferentes, es una de las plantas
ornamentales mas antiguas y populares de Asia Central que lleg6 a Europa a
través el Imperio Otomano en el siglo xv1. El embajador de Habsburgo Ogier
Ghislain Busbecq pasé algun tiempo en Constantinopla en la corte del sultdan
Solimadn I, éste le regalo unos bulbos de tulipan que transporté a los Paises
Bajos. Rapidamente, todas las familias adineradas de Leiden deseaban tener la
“flor favorita del Sultan” como era conocido el tulipan.

LAS FLORES EN LOS DISENOS DE LOS ENCAJES
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Velo para sombrero encaje

de aplicacion de Estilo Imperio,
primer cuarto del siglo xix
Museu d'Arenys de Mar,

nam. reg. 11576.

Fotografia © Txeni Gil.

El tulipan se convirtié rapidamente en objeto de prestigio. Con el desarrollo
de su comercio, los precios aumentaron absurdamente, algunas personas
vendian sus posesiones para comprar un bulbo de tulipan, aun cuando no
era seguro que la flor fuera a desarrollarse. La especie mas cara era, el Semper
Augustus, que tenfa un valor equiparable a una casa en el canal de Amsterdam.
Las familias que no podian permitirse este lujo, decoraban sus paredes con
pinturas de tulipanes. En la primavera de 1637, la burbuja especulativa estalld
de repente, los precios cayeron de la noche a la mafana. Pocos se habian
resistido a la “tulipomania” y la mayoria de los comerciantes y especuladores se
empobrecieron.

El tulipan se adapt6 perfectamente a la aplicacion en los encajes ya que
no era necesaria la estilizaciéon de este elemento. El tulipan era un tema muy
popular en el Imperio Otomano que se traslado a los paises europeos ocupados
por los turcos, como el caso de Hungria. Existen ejemplos muy antiguos de
la representacion de este motivo en el encaje, en el Museo Hungaro de Artes
Aplicadas de Budapest se encuentra una representacion de un trabajo de encajo
datado en 1685. También lo encontramos junto a otras flores en encajes de
Bélgica o Gran Bretana.

Los cardos

El cardo, silybum, es una planta espinosa, el término tiene origenes
indoeuropeos y significa “puntiagudo” o “aguijon”. El cardo mariano, que recibe
este nombre por su vinculacién con la Virgen Maria, se cultiva como planta
ornamental y medicinal, se encuentra en muchos paises de Europa, América

del Norte y del Sur. En la heraldica es una figura comtn y como la rosa y el

lirio aparece en los principales escudos de armas. El cardo es la flor nacional

de Escocia y aparece representado en el escudo de este pais. Es una flor que
simboliza la fuerza, la longevidad y la constancia.

LAS FLORES EN LOS DISENOS DE LOS ENCAJES
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Corbata de encaje de aguja,
representacion de la reina
Isabel de Bélgica como
enfermera

Fotografia © Marianne Stang.

Encontramos representaciones de esta planta en diversos encajes ingleses
y también en algunos encajes de aguja belgas. Diversos artistas modernistas
desarrollaron una interesante version de esta flor en los tejidos de cortinajes y
estampados.

El Edelweiss

El Edelweiss, Leontopodium alpinum, es probablemente una de las flores alpinas
mas conocidas, es en realidad una pseudo-flor. La apariencia de cuchilla la
crean las hojas altas de fieltro densamente blancas. Se trata de una flor que
crece en pequeios grupos de no mas de 10 cm de altura, con bracteas gruesas,
carnosas y cubiertas de una fina pelusa, con un color blanco y tonalidades
verdosa o amarillenta. La flor se esconde bajo la apariencia de una sola flor,
cuando en realidad se organiza en grupos de pequeiias flores individuales
amalgamadas en el centro de las estrella y forman una unidad.

El encaje de guerra es un tipo de encaje producido en la Primera Guerra
Mundial en Bélgica. El nombre en inglés surgié con miras al mercado
estadounidense. La ocupacion de Bélgica por parte del ejército aleman provocod
el bloqueo del pais, los fabricantes de encajes no podian disponer de hilo para
realizar su trabajo, lo que provocé dificultades para el sustento de muchas
encajeras. La reina Isabel de Bélgica se hizo cargo de la promocion de esta
actividad y la Commission for Belgian Relief (CRB), dirigida por el futuro
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presidente de los Estados Unidos Herbert Hoover colaboraron suministrando
hilos y vendiendo los encajes en sus respectivos paises. Los encajes contenian
los simbolos de los Aliados: el oso para Rusia, el gallo para Francia, el unicornio
para Inglaterra y el ledn para Bélgica. Pero el edelweiss se convirtié en un
simbolo patriético: la flor de la reina belga, que era de Baviera y se incluyé en
algunos de los encajes de la guerra.

Las flores han sido a lo largo de la historia uno de los representaciones mas
populares en los diferentes trabajos de artes aplicadas y han sido fuente de
inspiracion para la mayoria de disefiadores. En motivos aislados o creando
grandes jardines, las flores aparecen en la mayoria de los encajes europeos.
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1 Veure CIRLOT, Juan
Eduardo, Diccionario

de simbolos, Ed. Siruela,
Barcelona, 2016.

2 HOUSTON, Jean, La diosa
y el héroe, Editorial Planeta,
Buenos Aires, 1993, p. 18.

3 HESIODE, Teogonia.

Font cabdal per a explorar la
cosmogonia i la teogonia de la
cultura grega.

4 HESIODE, Teogonia, 217 i
901 s. Hesiode les descriu com
a filles de la Nit i les Tenebres
i també com a filles de Zeus i
Temis. Es habitual trobar més
d’una versio.

Atropos, Las Parcas o El Destino,
Francisco de Goya, 1819-23.
Museo del Prado.

Desfilar la mitologia.
Personatges mitologics que filen

Per Mire1A RoOSICH

En molts mites i contes de fades el fet de filar apareix com un simbol de creacio:
crear la trama de la propia vida. Filar, cantar o ballar’ sén, en aquests relats,
accions magiques, creen i mantenen vida. Mitologies i religions estan farcides
de simbols d’aquesta naturalesa que s’han d’anar desentrellant, precisament
com si descabdellessis un fil. Com diu Jean Houston “Un mito es algo que
nunca fue pero que siempre estd ocurriendo™. El llenguatge poetic i simbolic
que utilitzen totes les tradicions quan intenten abordar temes transcendents

és I'tinic que ens apropa a la frontera entre la part humana i la divina, la part
visible i l'oculta. Filar i desfilar, tan simbolic en si mateix. En aquest article
voldria aproximar-me als personatges mitologics que filen i posar alguns
exemples de com s’han representat en diferents moments de la historia de l’art.

Les Moires, filadores del desti

En la Grecia classica la simbologia del fil forma part del mateix misteri de la
vida. En el relat de la creacié de 'univers? se’ns explica que tot sorgeix del caos.
D’aquest caos primigeni emergiran les criatures primordials, que donaven
forma humana a conceptes abstractes que espantaven els homes, vulnerables
davant la immensitat natural. Les Moires, primeres filadores, eren filles
directes de la nit (Nix), i les tenebres (Ereb), i personificaven el desti de cada
persona. Cap llei ni cap Déu, per molt poderds que fos, podien canviar aquest
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5 Idem.

6 Els noms originals sén
Moipaui, Parcae i Nornir,
respectivament.

7 Homer parla de la Moira
com a desti, pero Hesiode
parla de tres personatges.

8 Les germanes de les Moires
son les Hores que també

son tres. Altres personatges
coneguts com les Gracies, les
Gorgones... son exemples

de les multiples triades
femenines.

9 També catalogat com “las
Parcas”.

10 Originalment instal-lades
ala coneguda com “Quinta
del sordo”, casa comprada
per Goya als afores de
Madrid. En parla SANCHEZ
CANTON, Francisco Javier,
Goya y sus pinturas negras
en la Quinta del Sordo,
Barcelona, Vergara, 1963.

11 A la Quinta del Sordo és on
va pintar la série de “pintures
negres”. Idem.

12 Alfred-Pierre Joseph
Agache (1843-1915) és un
pintor academic francés.
Vegeu MARTIN, Jules, Nos
peintres et sculpteurs,
graveurs, dessinateurs,
Flammarion, 1897, p. 11.

13 Roda de la fortuna, simbol
molt emprat tant a antiguitat
com a I’Edat Mitjana.

Vegeu CHEVALIER, J.

i GHEERBRANDT, A.,
Diccionario de los simbolos,
Barcelona, Herder, 2003.

14 Entre el 3000 i el 1200

aC va emergir la cultura
anomenada Minoica perqué
els seus descobridors van
relacionar les restes del Palau
de Cnossos amb el rei Minos i
la coneguda llegenda

del minotaure.

15 Vegeu GRIMAL, Pierre,
Diccionario de Mitologia
Griega y Romana, Paidos,
1981. Les fonts classiques
sobre Ariadna: Apolodor,
Plutarc, Pausanies o Ovidi,
entre d’altres.

16 Niccolo Bambini (1651-
1736), artista venecia del
primer Barroc.

Parques, Alfred-Pierre
Joseph Agache, 1885.
Palais des Beaux-Arts de Lille.

desti perqueé l'equilibri natural de I'univers no es pot trencar. Per aixo fins i tot
Zeus els té por®. Les tres Moires gregues tenen el seu equivalent en les Parques
romanes i en les Nornes nordiques®. Tres’ divinitats femenines -les triades s6n
molt habituals®- que s'encarregaven de regular la vida dels mortals simbolitzada
per un fil. Cloto filava amb la filosa; Laquesis cabdellava i determinava la
longitud del fil; i la tercera i més temuda, Atropos, el tallava amb unes tisores
d’or i marcava el final. Atropos® és el titol d’un quadre de Goya, avui al Museu
del Prado®, on les Moires apareixen representades amb el caracteristic estil del
pintor, anomenat “pintures negres”''. En l'obra d’Alfred Agache'? Les Parques
es poden apreciar les tres diferents tasques i la rosca de filar que alhora presenta
una analogia amb la roda de la fortuna®. Es l'atzar, la casualitat, la voluntat
divina el que hi ha darrere de tot? En tot cas, sempre gira, com la roda.

Ariadna, el fil del laberint

Creta és la gran illa d’on va emergir aquella cultura enigmatica coneguda

com a minoica", relacionada amb el Rei Minos. Ariadna és la filla del rei i
germana del toro de Minos®. Ella li va proporcionar a I’heroi Teseu el fil, aquell
fil que el salvaria perque li permetria trobar el cami de retorn en els intricats
passadissos del cau del Minotaure després d’haver-lo matat. Ella i el fil son la
clau perque la gesta es pugui complir i el malefici s’interrompi; el subjecta per
tracar el cami. Curiosament, pocs han estat els artistes que han representat
Ariadna com a portadora del fil. Aquest és el cas del quadre de I'italia Niccolo
Bambini, on veiem en primer pla que li lliura el cabdell a I'heroi '. La majoria
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Ariadna i Teseu, Niccold Bambini,
¢. 1680-1700.

17 Ariadna s’escapa amb
Teseu pero aquest 'abandona
al’illa de Naxos. La majoria
d’artistes han retratat
I’abandé: Tiepolo, Angelica
Kauftman, Frederick Watts,
John William Waterhouse...
entre molts altres.

18 Realment és filla de Zeus

i de Metis, la deessa que per-
sonifica la intelligéncia. Zeus
havia devorat Metis quan
aquesta estava embarassada.
GRIMAL, op. cit.

19 Lescultura crisolefantina
construida per representar
Atena dins el Parteno
mesurava més de 12 metres
d’alcada. Va ser obra de Fidies
(s. v aC), considerat el gran
escultor de la Grecia classica.
20 Atenea “Simboliza la
sabiduria, la civilizacién,

la comunidad politica de

la ciudad, las actividades
espirituales y manuales que
deben ser efectuadas con
inteligencia: la filosofia, la
poesia, la miisica, y es ademds
patrona del trabajo artesanal,
asi como del arte de tejer”.
MOORMANN, Eric M.,

De Actedn a Zeus: temas de
mitologia cldsica en literatura,
misica, artes pldsticas y
teatro, Madrid, Akal, 1997.

de pintors i escultors ’han congelat just en el moment en que ella es desperta a
I’illa de Naxos i s'adona que Teseu I’ha abandonada’. Pero no es pot oblidar la
importancia del fil d’Ariadna i el que simbolitza quan pensem en els laberints
interiors de tots els humans.

Atena, patrona de les teixidores

Una de les divinitats més importants del pante6 Olimpic va ser Atena, sorgida
del cap de Zeus'. Dona nom a la ciutat d’Atenes, de la qual n’és protectora. Era
venerada dins el Partené amb una escultura gegantina, obra de Fidies®. Es una
deessa complexa que apareix vinculada a molts mites i personatges. Aqui ens
interessa en la seva faceta de patrona de les arts i els oficis?® i, en concret, de les
teixidores i filadores. Atena és una mestra, no només del teixir literal, amb els
fils, també en el simbolic, com a teixidora de pensaments. Ella infon asttcia a
Ulisses i Penelope, entre d’altres®.

Les Panatenees, en el seu honor, eren una de les festivitats més importants
del moén grec. La part més solemne i lluida de les celebracions era la
processo fins a 1’ Acropolis. Hom li feia entrega del peple®* a la deessa com
a ofrena. Mesos abans de la celebracid, s’elegien les noies —verges—, les
arroforos®, que participarien en la confeccid del teixit*. El treball téxtil era
la labor femenina per antonomasia i es tenia cura de la formacio de les joves
i de la sacralitzaci6 d’aquest art.

21 A L'Odissea s’apareix en
diferents moments per a
donar-los indicacions. Ho
analitza en clau simbolica
HOUSTON, op. cit. p. 222.
22 Vestit femeni d’ds comu a
tota la Grécia antiga.

23 Se’n parla amb molta
exhaustivitat a BURKERT,
Walter, El Origen salvaje:
ritos de sacrificio y mito
entre los griegos, Barcelona,
Acantilado, 2011.

24 Després, per acabar-lo
hi participarien moltes més
dones. op. cit. BURKERT.
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Noies en processo. Fris Est
del Partend, c. 447-433 aC.
British Museum.

25 El mite és explicat a
OVIDI, Metamorfosi, V1, 5,
entre d’altres fonts.

26 Lescena de la faula
d’Aracne es representa al
fons del quadre. Atena és

el personatge amb casc
metal-lic, el seu atribut
principal.

27 Aquest quadre ha estat
treballat per molts autors.
Vegeu: ANGULO, Diego, La
mitologia en el arte espariol:
del Renacimiento a Veldzquez,
Madrid, Real Academia de
Historia, 2010, p. 2151 ss.

Las Hilanderas, Diego Veldzquez,
1656. Museo del Prado.

Aracne, el fil invisible

En qualitat de gran teixidora, Atena esta vinculada al mite d’Aracne®, una
mortal que va gosar desafiar-la vanagloriant-se de teixir millor. La insolencia
per part d'una humana acostuma a ser castigada per les divinitats amb
violéncia. Malgrat que I’habilitat d’Aracne va quedar demostrada en una
disputa entre les dues, Atena, irritada per 'afrontament, li tira una llangadora
ila noia, trastocada, es vol suicidar. La deessa li ho impedeix convertint-la

en aranya. Teixira sempre un fil precids pero invisible. La famosa obra de
Velazquez Las Hilanderas*® ho mostra en el pla del fons, on es distingeix Palas
Atenea amb el casc?.
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28 Rei d’Orcomen. Eponim
dels Minies, nom que
portaven els habitants d’'una
regi6 de Beocia en temps
d’Homer. op. cit. GRIMAL.
29 Dionis sanomenava
també Bacus (Bkyog en grec,
Bacchus en llati).

30 Les Bacants, també

dites ménades o tiades,
formaven part del nombros i
desenfrenat seguici de Dionis.
El nom de Bacant ve de
Bacus (vegeu nota anterior).
En el mo6n de ’art han estat
molt representades, sovint
cobertes de pell d’animal,
coronades d’heura com el
déu i empunyant un tirs. En
relaci6 a la literatura classica
cal destacar 'obra d’Euripides
del mateix titol: Les Bacants,
tragédia atica del s. v aC.

31 Sobre les ménades i els
rituals es poden consultar:
PAUL VEYNE, Frangois i
LISSARRAGUE, Frangoise,
Los misterios del Gineceo,
Madrid, Akal, 2003 i
BURKERT, Walter, Cultos
mistéricos antiguos, Madrid,
Trotta, cop. 2005.

32 Hi ha diferents versions del
castig a les germanes. Veure
GRIMAL op. cit.

33 El mite de Filomela
sexplica a PAUSANIES,

I, 41, 8 s. APOLODOR,
Biblioteca, 111, 14, 8. OVIDI,
Metamorfosi, V1, 426.

34 Procne, germana de
Filomela, va ser capag
d’immolar el seu propi

fill, Ictis, per a castigar el
marit, Tereu. Van cuinar el
fill i li van fer menjar sense
que en fos conscient. Quan
va descobrir els fets les va
perseguir amb una destral. Es
van salvar perque els déus les
van convertir en ocells. Fonts
citades en la nota anterior.

35 Edward Coley Burne-Jones
(1833-1898) pintor anglés
membre de 'anomenada
Germandat prerafaelita,
Pre-Raphaelite Brotherhood,
corrent artistic britanic de
finals del x1x que reinterpreta
molts mites antics i llegendes
medievals.

Les Miniades, desafiant Dionis

Esta clar que a les divinitats no pots fer-les enfadar perque la seva ira recaura de
manera inexorable sobre els humans. Precisament per quedar-se a casa brodant,
les tres filles de Minias®®, anomenades Miniades, van ser castigades per Dionis
(o Bacus)?, que no va tolerar que no assistissin com a Bacants®® a les festes del
seu culte. De les poques aparicions publiques que podia fer una dona de classe
benestant en un ritual eren les festes destinades a Dionis*. El castig del déu

del vi per menystenir-lo va ser fer créixer dels seus seients vinya i heura que
proporcionaren llet i vi que, un cop begut, submergiren les noies en una bogeria
mistica que les condui a espedagar un dels seus fills com si fos un cérvol®.

Filomela, brodar la desgracia

També un nen petit va ser la victima expiatoria d’una historia d’adulteri
relacionada amb el fet de cosir. En aquest cas la protagonista és Filomela,
una princesa atenenca*® forcada pel marit de sa germana. Per tal d’amagar
I’agressio, el cunyat li va tallar la llengua i la va tancar en una casa de camp.
Ella, sense poder parlar, va esmergar-se en plasmar en un brodat la seva
desgracia. Quan la tela va arribar a la germana, per venjanga, van cuinar el
fill de I’agressor®t. Edward Burne-Jones* ens la mostra al costat del teler en
la seva reclusio en una xilografia.

Philomene, Edward Coley Burne-Jones, 1896. British Museum.
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36 En el llibre MOSSE,
Claude, La mujer en la Grecia
cldsica, Madrid, Nerea, 1990
es fan moltes reflexions sobre
els personatges femenins
d’Homer en aquesta linia.

37 Circe maga que habita I'illa
d’Eea. Té poders magics i pot
transformar homes animals.
HOMER, Odissea, X.

38 Calipso: Nimfa, reina de
lilla Ogigia reté durant set
anys a Ulisses oferint-li la
immortalitat. Ibid., X.

39 Areté és esposa d’Alcinous
i mare de Nausica. Reis de
I’illa dels feacis, Ibid., V1.

40 Helena, esposa de Menelau,
rei d’Esparta, va ser raptada
pel princep troia Paris, i aixo
motiva la guerra de Troia que
relata La Iliada. Un cop fina-
litzada, Helena retornara a la
casa de Menelau. A L’Odissea
es troba a Esparta.

41 Telémac, fill d’Ulisses, ha
anat a la cort de Menelau a
cercar noticies sobre el seu
pare Ibid., IV.

42HOMER, La Iliada 111,

125 ss.

431bid., V1, 490 ss.

Penelope and the Suitors,
John William Waterhouse, 1912.
Aberdeen Art Gallery.

Les teixidores d’'Homer

Penelope és el més celebre dels personatges
femenins que teixeixen. Per confeccionar el
sudari del seu sogre Laertes, pare d’Ulisses,
teixia de dia i desfilava de nit. Amb aquesta
activitat que ningu podia discutir, ates

que era la labor femenina per excel-lencia,
va enganyar durant anys els pretendents®¢
donant temps a Ulisses de retornar a la

llar. L'astucia de I’heroi té el seu equivalent
en la de l'esposa. La seva iconografia en

les obres d’art va quedar fixada des de molt
d’hora i el teler és 'element que ens permet
identificar-la de seguida. John William
Waterhouse la representa dedicada al treball
textil i envoltada de tots els que la festegen amb
insisténcia. Larquetip de perfecta esposa i mare
estava totalment unit al bon art de teixir.

Pero la discreta i prudent Penélope, esposa
fidel d’Odisseu, no és I'tinica que apareix
teixint en els versos homerics —malgrat les arts plastiques no n’hagin deixat
tants testimonis. A L'Odissea, personatges tan enigmatics com la maga Circe®”
o la deessa Calipso*® també ho fan. Areté*, reina dels feacis, també es passa els
dies filant riques teles. Helena*, retornada a la casa de Menelau, apareix amb el
cabas de lallana i el torn de filar durant la visita de Telemac*'.

A La Iliada, Helena esta teixint una gran tela pirpura on perfilava aqueus i
troians*?. Andromaca és aconsellada pel seu espos Héctor que retorni al torn
de filar, i ordena a les esclaves que també s’apliquin en el treball*’. Forma part
intrinseca del que es considera 'univers femeni.

Circe i els companys d’Ulisses,
Giovanni Stradano, 1572. Palazzo Vechio.
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44 En la iconografia artistica
es representa la reina Omfale
amb la pell de lled i la maga,
tipics atributs d’Heracles, com
si li hagués usurpat els poders
i, en canvi, I’heroi va vestit
amb robes femenines i fila lli.
Una de les fonts és DIODOR
DE SICILIA, IV, 31.

45 El quadre Hércules en la
corte de Onfalia (1537) té una
versié al museu Thyssen-
Bornemisza de Madrid i

una altra al Herzog Anton
Ulrich-Museum a Brusnwick,
Alemanya.

46 Marc Gabriel Charles
Gleyre (1806-1874), pintor
d’origen suis resident a
Franga.

47 GRIMAL, op. cit.

Heracles i Omfale, Lucas Cranach
el vell, 1637. Herzog Anton Ulrich
Museum.

Heracles i Omfale, Charles Gleyre,
1862.

Herois fent de dones

Precisament degut a aquesta associacid indestriable entre la dona i el teler,
quan els homes han hagut de camuflar-se entre dones, han agafat el fil o la
filosa. Aquest és el cas d’Heracles en la seva estada a la cort de la reina Omfale
* on, durant tres anys, el gran heroi dels dotze treballs porta vestits de dona i
se’l representa filant lli als peus de la monarca. Aixi ho reflectiran els artistes
Lucas Cranach® o Charles Gleyre*S.

Em pregunto si quan la mare d’Aquil-les el va amagar a la cort de Licomedes a
Esciros*” —perque passés desapercebut i no se 'enduguessin a la guerra de Troia—
també filaria. Probablement, pero en aquest cas 'art no ens n’ha deixat rastre.
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48 Vegeu FERNANDEZ,
Olaya, El Hilo de la vida.
Diosas tejedoras en la
mitologia griega. Treball

de la Universidad Nacional
de Educacién a Distancia
(UNED).

49 Carl Gustav Jung, Joseph
Campbell, Mari-Luoise Von
Franz, Christine Downing,
Anne Baring, Jules Cashford,
Marion Woodman, Jean
Houston, per citar-ne alguns.
N’hi ha molts altres.

50 En terme de psicologia
junguiana I’anima en cas dels
homes i ’'animus en cas de les
dones.

Conclusions

Filar la llana, teixir, dirigir el treball del servei i rebre visites formava part de
les tasques domestiques fonamentals de la dona a I’antiga Greécia. Socialment
aquest era el seu rol. En general, la seva vida transcorria dins de la llar,
anomenada oikos, que inclou, no només la casa en si, sind el que es consideraria
una hisenda, de més o menys grandaria en funci6 de l'estatus social. Per tant,
multitud de personatges femenins utilitzen el treball textil com a mitja per a
expressar-se, per a salvar-se, per a protegir-se, per a venerar... era el seu territori
i existeixen molts estudis que ho revisen des d’un punt de vista feminista*®.

En una aproximacié més psicologica a la mitologia —defensada per molts
autors**— es contempla 'acte de teixir com a simbol de la confeccié del gran
tapis de la vida, i llavors la trama de fibres, vertical i horitzontal, es confecciona
en la gran dansa dual: la part masculina i la femenina (Penelope-Ulisses,
Andromaca-Héctor... o Heracles-Omfale), la part humana i la divina (Atenea-
Aracne), la part racional i la irracional (Miniades-Dionis), etc.

També s’han interpretat les figures femenines, que en les narracions
apareixen silencioses teixint, com allo que correspondria a I’anima® de la
persona, essent I'ego aquest heroi que esta centrat en I'accié trepidant pero que
en algun moment ha de retornar a fusionar-se amb la seva anima interior. Les
dues parts son fonamentals per a la historia. Sota aquest prisma, Penélope seria
I’anima d’Ulisses i Ariadna la de Teseu (i Beatriz la de Dante o Dulcinea la del
Quixot).

Desfilar la mitologia, doncs, és una tasca que no té fiia la qual sempre es pot
retornar, des de multiples disciplines.
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1 El Museu de ’Estampacio
de Premia de Mar conserva
una coleccion de 483
muestrarios de bandera de
estampados Farrero, de los
afios de 1960 a 1980, que
responden a las tendencias
que propuso el grupo Moda
del Sol para cada temporada.
También conserva una
coleccion de muestras y dos
vestidos estampados. En

el archivo documental del
MEPM se han reunido cartas
de colores de Moda del Sol de
los afios 1972 a 1983.

2 MEPM. Dossier de prensa
de Jordi Joan Farrerd.

Gasa estampada Mozart de
Estampados Farrero, a partir de
un disefo original de Joaquima
Masalles (c. 1970), MEPM.

Moda del Sol y estampados Farrero

per AsSUMPTA DANGLA
Fotografies © ESTHER DE PRADES, MUSEU DE UESTAMPACIO DE PREMIA DE MAR
y MUSEU DEL DISSENY DE BARCELONA

Moda del Sol fue la primera iniciativa que dio a conocer el prét-a-porter espaiol
a nivel internacional. Supo ofrecer una imagen de moda coordinada, de plena
actualidad, que orientd las compras de temporada del comercio al detalle. Un
grupo de industriales se uni6 en 1963 para trabajar en equipo ofreciendo las
mismas tendencias de color, linea y tejidos. El proyecto, liderado por el disefia-
dor Josep M. Fillol, hizo confluir diferentes empresas bajo el objetivo comun de
la internacionalizacion. Y entre los industriales del textil que participaron en la
iniciativa destaca Jordi Joan Farrero, propietario y director de Farrerd, que bajo
su directora de diseno, Joaquima Masalles, revolucioné el mundo de los estam-
pados en Espafia. En este articulo ofrecemos una panordamica de cémo nacid y
se desarroll6 el grupo en sus primeros veinte afios de historia, y el trayecto de
Farrer6 durante el tiempo que estuvo vinculado a Moda del Sol.!

Natural de Girona, el ain joven Jordi Joan Farreré quedé huérfano y empezé
a trabajar en una tienda, para mas tarde trasladarse a Barcelona, donde entré en
una fabrica sedera. Se establecié por cuenta propia en plena postguerra, en la
ronda de Sant Pere de Barcelona, donde hacia de editor. En su estudio se hacian
los dibujos y se interpretaban o adaptaban los originales que compraban en el
extranjero. Una vez aprobado el dibujo, se mandaba a grabar a talleres externos,
donde se calcaba en un fotolito, y con éste se grababan las pantallas de serigrafia
o lionesa, el sistema mas utilizado para sus estampados.? Farreré encargaba
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Cretona de algoddén estampada

(c. 1970), MEPM.

Tejido de algodon estampado
con el dibujo Kao (c. 1970),
MEPM.

los moldes a los grabadores mas precisos del momento, que se encontraban en
Barcelona y en el municipio de Premia de Mar, cercano a la capital catalana:
Estrada —dibujante y maestro de los grabadores del pais—, Puighermanal,
Rotomarc y Virmit, entre otros. El grabador entregaba una estampa sobre
papel hecha con el molde de lionesa para que se validase la calidad del
estampado. En muchas ocasiones, los fotolitos se hacian a mano alzada y era
necesario comprobar que no hubiera imperfecciones y el estampado causara
un buen efecto. Ademas, era necesario contrastar que no se viesen «calles»,

las lineas de encaje. Con los moldes ya listos, Farrer6 encargaba a fabricas
externas la mayor parte de produccion y cuando recibia el tejido lo vendia a
confeccionistas, boutiques o lo exportaba. Estampados Farrer6 ofrecia todo tipo
de composiciones: dibujos all over, con motivos que ocupaban todo el fondo,
también dibujos posicionales —como paisajes exoticos y escenas figurativas—,

o un estampado caracteristico de la empresa, el degradé.
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Tejido de batista poliéster Leff
para exportacion (1972), MEPM.

Tejido de algodon y poliéster
estampado, articulo Montesol con
el dibujo Tropic (c. 1974), MEPM.

3 Segin las entrevistas Jordi J. Farrerd tenia aficién por el arte y un gran gusto por los estampados,

;zzgi?i?&iiﬁﬁ;:f{; por ese motivo contrat6 a Joaquima Masalles Argilaga, una persona de

autora del articulo entre 2016 conflanza que aportd innovacion, acierto y precision. La disefiadora vio la

y 2018. necesidad de huir de los clasicos estampados —sobre todo pequefios motivos
florales— y se unio al equipo para innovar con grandes composiciones, los
degradés, que exportaron a los mas distintos lugares, desde California hasta
Nueva Zelanda, pasando por Europa.’ Los estampados en la Espana de la
posguerra no tenfan especial atractivo, pero Joaquima Masalles reunia los
suficientes conocimientos sobre estampacion y confeccion, lo que sirvié para

adaptar los disefios a las nuevas tendencias de la indumentaria. Durante los
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Fibrana estampada, articulo
Gauguin y dibujo Sembrador
(c. 1975), MEPM.

afios de escasez de la posguerra, Farreré rompié moldes con unos dibujos de
gran formato, especialmente diseflados para vestidos que respondian al New
Look de Christian Dior: faldas corola con grandes cantidades de tejido de
la mas alta calidad —entre ellos, el algodén Karnak que adquiria a J. Mufioz
Ramonet-. Masalles hacia croquis de las piezas de acuerdo el tipo de estampado:
vestidos que empezaban con grandes motivos florales en el bajo, y que se iban
reduciendo y espaciando conforme subian al talle, o tejidos muy cargados
para blusas y pequenios motivos para las faldas en un mismo conjunto. Farrerd
también innovo en los coloridos, con unos tonos llamativos, vibrantes, que
captaban la atencion de la clientela.

Joaquima Masalles, como directora de disefio de Farrerd, fue una pieza
clave de la empresa. En las entrevistas que mantuvimos, hemos podido ver
a una mujer incansable, meticulosa y perfeccionista, con gran pasion por su
trabajo. Dedicé muchos viajes a conocer en persona las tendencias y dibujantes
del extranjero, a través de sus visitas a los principales estudios de disefio de
estampados de Europa —entre otros, el de Farcas en Como y Roma, y el de
Vernet en Lyon-. Alli conocia las ultimas novedades, adquiria algunos dibujos
y de regreso a Barcelona los trabajaba en el despacho, junto a un equipo de
cinco mujeres dibujantes y Jordi Curds, que estuvo una temporada en la
empresa. Algunos clientes querian dibujos exclusivos, que realizaban a medida:
muy llamativos para el empresario Rares de Australia, estridentes para los
clientes de California, mas clasicos para Inglaterra, y también a Suiza, donde
exportaban regularmente para que desde ese pais llegaran a las casas de alta
costura parisinas. Masalles atendia personalmente los encargos de clientes que
pedian articulos en exclusiva, como los de Zorrilla, un comercial que proveia
a los modistos de Madrid. Con el disefio aprobado, ella misma supervisaba el
grabado de moldes y la estampacidn, que se encargaba a fabricas catalanas, entre
las cuales estaba Fibracolor.

/
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(c. 1978),
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Desfile de Moda del Sol con
estampados de Joaquima
Masalles (c. 1980), coleccion
particular.

Jordi Joan Farrer6 estuvo presente en la creacion del grupo Moda del Sol.
Tuvo un peso importante como presidente de la entidad y como organizador de
diferentes eventos. Con él, el grupo hizo la presentacion de la primera coleccion
en 1963, el mismo afno de su fundacion, en los salones de la Embajada de Esparia
en Paris. La iniciativa tuvo éxito y en 1964 el grupo de industriales que habia
participado en aquella primera coleccion situd su domicilio social en Barcelona,
en la calle Roger de Lluria. El grupo mostrd su segunda gran coleccién en el
Gran Teatre del Liceu de Barcelona, con ocasion de la IT Lonja Textil de Espaa.
Joaquima Masalles atin recuerda el nerviosismo del desfile de la coleccion en
el Liceu, con Teresa Gimpera, la modelo de referencia, y algunas de las mas
destacadas del momento.

El proyecto estaba liderado por el disefiador J. M. Fillol, que se mantuvo en
la cabecera de la entidad hasta 1993. Nacido en las Islas Baleares, ampli6 su
formacion en Paris, donde entré en contacto con el mundo de la moda y pudo
trabajar con modistos de la alta costura. Segun Gema Ranero —que ha estudiado
la historia del grupo-, Fillol supo reunir en la moda elegancia, comodidad
y confortabilidad, y a la vez fue capaz de hacer una amplia difusion. Fue el
pionero del concepto disefiador del prét-a-porter espanol, con la mirada puesta
en las tendencias que surgian de Paris y Milan. Moda del Sol se convirtié en
un referente para la moda espaiiola a través de medios que dieron estabilidad
al grupo: desfiles, propuestas de colores para cada temporada, cuadernos de
tendencias, la revista de la entidad, presencia en los medios de comunicacion de
masas, etc. Esta cuidada difusion de las tendencias —que sirvié de plataforma a
muchas firmas espafiolas para tener difusion internacional-, consolidé el grupo
al mismo tiempo que respeté el cardcter de cada firma. Fillol supo hacer crecer
el impacto de las colecciones, que llegaron a las grandes pasarelas del mundo,
como las de Nueva York, Paris, Londres, Colonia y Diisseldorf, entre otras.

MODA DEL SOL Y ESTAMPADOS FARRERO
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Tejido de algodon y poliéster
estampado, articulo Subury
modelo Dean (1982), MEPM.

4 Museu del Disseny de
Barcelona. Informe del
Instituto Nacional de la Moda
en el Vestir, 1983.

Desde 1965 Moda del Sol realizé dos desfiles al ano, para las temporadas
de primavera-verano y otofio-invierno. El interés que despertaron las
cuatro primeras colecciones hizo que los siguientes desfiles se hicieran en
Barcelona —en el Hotel Ritz, en los jardines del Salé del Tinell con motivo de la
Asamblea Anual de los Confeccionistas Europeos y en el Salén Nacional de la
Confeccién-, y también en Madrid —mas adelante se convirtié en sede oficial
de las presentaciones—. En 1967 Moda del Sol vivié una trayectoria ascendente
y particip6 en el Salén Internacional de prét-a-porter femenino en Paris. La
prensa, tanto nacional como extranjera, dedicé al grupo amplios reportajes
en sus paginas, y por primera vez aparecio en la revista Vogue. La séptima y
octava coleccion se presentaron también en Madrid y Barcelona. En 1968 se
sumo al Salén Internacional de prét-a-porter de Paris, con un desfile a la prensa
extranjera en los salones de la Embajada de Espafia. En 1970 el grupo viajo6
a Nueva York para presentar su nueva colecciéon en la Semana Espafiola que
organiz6 Gimbel-Saks, la prestigiosa firma de almacenes americanos. La prensa
nacional e internacional se hizo eco de la presencia de Moda del Sol, e incluso
la edicion francesa de la revista Vogue le dedico treinta paginas. Esto tuvo un
efecto inmediato en las ventas, alcanzando nuevos récords que se superaron en
los siguientes afios.*

Moda del Sol editaba unas cartas de colores de promocidn, en formato de
cartel, que marcaban las tendencias en color, tejidos y linea. Este medio otorgaba
a las colecciones del grupo una personalidad propia, que pretendia dar una
imagen homogénea y al mismo tiempo dejaba margen para cada creador,
que podia elegir entre varias propuestas u opciones. El Instituto Nacional de
la Moda en el Vestir hacia informes con todo detalle sobre los acuerdos que
tomaban para cada temporada con la participacion de Moda del Sol. Bajo
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5 MEPM. Carta de colores
primavera-verano 1972.

6 MDB. Informacion
sobre tejidos para la
temporada otofio-invierno
1972-73 siguiendo las
orientaciones del Instituto
Nacional Coordinador de
la Moda Espafiola y los
acuerdos adoptados por el
Comité Internacional de
las Industrias del Vestir
Femenino. Dossier del
Instituto Nacional de la Moda
en el Vestir.

una absoluta confidencialidad, en las reuniones se establecian los motivos

para género de punto, estampados, confecciéon para mujer, hombre e infantil,
coloridos, complementos, lenceria, etc. Estos compromisos se reflejaban en

las cartas de colores de promocién. Por ejemplo, para la temporada de verano
de 1972 proponian estampados muy luminosos y dibujos concretos, dejando
grandes fondos, con unas recomendaciones que sugerian: «el cambio es rotundo
y representa un regreso a la alegria, lo que hard de la primavera-verano de 1972
una temporada pletérica del gozo de vivir».’ Para la siguiente temporada, se
acordo trabajar con estampados tipo persa, abstracto y geométrico. Entre las
recomendaciones siempre habia una mas arriesgada. En la de otofio-invierno de
1972-1973 se propuso la abstraccion para ofrecer una “Vision analitica y fantdstica
de objetos y cosas. Sensacion de nuevas dimensiones, rozando las fronteras del
surrealismo [...] Una impresion de movimiento, de inestabilidad y de ingravidez”$

PODA
DEL SOL

PROMOCION
)

Temporada
Primavera/ Verano

| Carta de Colores de Promocion
i de Moda del Sol para el ano
1974, MEPM.
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Las empresas de sederia y estampacion que formaban parte del grupo eran

eran, con pocas excepciones, de Barcelona ciudad y provincia. Participaron los
principales empresarios del sector, entre ellos Vilumara y Viladomiu, junto a
estampados Farrerd. Las de confeccion estaban distribuidas por el territorio
del estado espaiiol. Los integrantes del grupo presentaron la colecciéon de
otofio-invierno 1974-1975 en los salones del Hotel Hilton de Paris con motivo
de la reunion de The Fashion Group, una entidad que agrupé a creadores de
diferentes paises. En el afio 1975 Moda del Sol recibié un reconocimiento
especial, el premio Galena de RTVE —que gand en diferentes ediciones, en esta

7 MEPM. Kelson y Moda del ocasidén a la mejor coleccién de calzado-. La entidad no sélo se dedicaba a

Sol, 1976. indumentaria, también reunia empresas del calzado, complementos e incluso
peluqueria. La empresa Kelson, por ejemplo, promocionaba un conjunto de
“Poncho de tejido riistico, pantaldén de corte bombacho, bota campera, guantes
y gorro de grueso tricot, para que la muchacha recorra los vericuetos de la gran
ciudad”” Habia una exhaustiva labor de coordinacién en cada uno de los

Vestido y pafiuelo Yesinia Bambula.

Gasa de algodén bambula, cintas de raso
de rayon y flores de tela. Kelson, Madrid
(1976), Museu Textil i de la Indumentaria
de Barcelona (MTIB 143.126).
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8 El Museu del Disseny

de Barcelona conserva un
cuaderno con las anotaciones
de la periodista de Magda
Solé (R. 1989-56) en las
pasarelas de 1982, donde
escribid sus impresiones

del desfile para mas tarde
publicarlas en revistas de
amplia difusion.

modelos que desfilaban en las pasarelas —que abarcaba desde el peinado a los
zapatos, pasando por el maquillaje, complementos y accesorios—, que ademas
se podian ver por television. Fillol entrevio la oportunidad que brindaba el
nuevo medio para llegar a un publico amplio, y aunque no se pudo desarrollar
todo el potencial que ofrecia, los desfiles eran noticia en los informativos.
Otro instrumento de difusion fue la revista del grupo, que Fillol impuls6 con
la publicacién del primer nimero en el afio 1976.

Moda del Sol establecia tendencias para todos los gustos, en una clara
apuesta por la diversidad donde la novedad tenia un peso importante. En una
misma temporada convivian diferentes propuestas. Por ejemplo, en la coleccion
primavera-verano 1978 se preferian los disefios claros y limpios. Proponian
estampados con los motivos imitacion de Ikat o de estampado por urdimbre,
flores de superficie grande, frutas muy planas de disefio muy sencillo y otros
inspirados en el mundo de Broadway. El efecto general eran dibujos realizados
con lapiz, carbon o rotulador, muy simples, solamente perfilados sobre tejidos
finos y transparentes, figuras irregulares como si estuvieran recortadas en papel
y aplicadas sobre un fondo de aspecto liso y fino, o unos discretos toques de
neon para los que se inspiraban en Broadway. En la década de 1970 también se
popularizaron los dibujos de cachemira, con los que se confeccionaban vestidos
de estética hippie.

Joaquima Masalles nos relata su dedicacion absoluta para conseguir el mejor
efecto en los disefios. Estaba inmersa en el trabajo durante largas horas. Hacia
los disefios a lapiz, gouache, acuarela o Luma, una pintura transparente. Prestaba
especial atencion al colorido, hasta que encontraba las combinaciones mas
adecuadas. Ella misma escribia las férmulas para que entraran los colores a
maquina. Tenia cinco disefiadoras a su cargo, que interpretaban las instrucciones:
«Sube un tono el rosa, baja el verde...». Masalles recuerda la pasion, la entrega del
equipo. «Uno es asi y disfruta», nos dice. Recuerda el trato amable de los diferentes
profesionales con los que se relacionaba, tanto dentro de la empresa como en el
grupo, y con los grabadores, estampadores y profesionales extranjeros. También
recuerda los momentos en los que coincidian con otros fabricantes y empresarios
de la zona de la ronda de Sant Pere de Barcelona, sitio de reunién de un nutrido
grupo de empresas del textil donde, segtin la entrevistada, se generd un buen clima
entre profesionales. Las mujeres que dibujaban estampados tuvieron un papel
decisivo en la época: Rosa Serrano, una profesional independiente, era una de las
mas destacadas del pais, y también Rosalia, que trabajaba en la fabrica La Espana
Industrial de Barcelona. Segtin asegura Masalles, en aquella época ser mujer nunca
le supuso inconveniente para realizar su tarea, su criterio era muy respetado y
sencillamente opina que «es cuestion de proponérselo».

En 1979 los desfiles ya habian alcanzado un nivel alto de espectacularidad.®
Asi, el grupo desplazo su centro de ventas al Certamen Imagen Moda que
se celebro ese aflo por primera vez en el Palacio Nacional de Congresos y
Exposiciones. En 1981 Moda del Sol dio un paso mas en la difusién. Presentd
a los medios profesionales del sector su primer cuaderno de tendencias, realizado
a color, con ilustraciones de moda, fotografias de modelos y muestras de tejidos,
en base al concepto de actualidad. Con la edicion de los cuadernos de tendencias
se ampliaba la informacién de las anteriores cartas de promocién de colores,
se entraba mas al detalle y se presentaban mas muestras, algunas de ellas
estampadas.
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Mesa de trabajo de Joaquima
Masalles con un cuaderno

de tendencias (c. 1980),
coleccion particular.

9 MDB. Moda del Sol.
Cuaderno de tendencias
primavera-verano 1982.
10 MEPM. Moda del Sol.
Cuaderno de tendencias
primavera-verano 1983.

Para la temporada de primavera-verano de 1982 habia diferentes propuestas:
flores pequenas caracteristicas de los tejidos para patchwork, flores planas de
estilo noérdico, estampados informales de estilo americano para moda joven,

y especialmente los dibujos orientales de inspiracién chino-japonesa, con
grafismos y dibujos tipicos de Oriente que en ocasiones se utilizaban como un
gran motivo posicional que ocupaba todo el vestido.® En la temporada de otofio-
invierno 1982-1983 participaron diferentes firmas de confeccionistas, algunas
con largo recorrido dentro del grupo: Africa, dOrsay, Drape Coti, Famira,
Francine, Gene Enrich, Himalaya, Indra, Kelson, Pipers, Pret Dam, Sanloret y
Vegaski. Las propuestas para las firmas textiles en esta temporada eran la moda
barroca, estilo deportivo britanico, pionero y de pequefios motivos vegetales.
El estampado tenia menos presencia en las temporadas de frio, los motivos
normalmente eran mas pequenos, discretos, y los colores usualmente apagados.
Y ya en 1983 Moda del Sol sugiere cuatro ideas para las estaciones célidas:
linea de vacaciones, tema deportivo, estilo romadntico y tendencia sofisticada.'
En primavera-verano de 1983 las empresas de confeccion del grupo estaban
ubicadas en distintos lugares del territorio espaiol, y algunas firmas de textiles
dejaron de participar en Moda del Sol. Tras veinte afios de recorrido, los
estampadores y tejedores que se mantenian en el grupo eran Baher, Comercial
Anoénima Vila, Creaciones Malbor, Farrerd, Francisco Pavon, Gelansa,
Industrias Casacuberta, Lion Textil, Manufacturas Iborra, Manufacturas Soler,
Mas Molas, Rosson Moda, Sedunion, Soleil, Sweetnit, Textil Caspe, Textil
Dobert —todas ellas de Barcelona ciudad y provincia-, y Textil Lizard de Béjar,
cercano a Salamanca.

Moda del Sol continuaria su trayecto, pero sin estampados Farreré. Josep
M. Fillol siguié liderando el grupo hasta 1993. Le sucedieron Nacho Ruiz,
hasta 1998, y Miguel Marinero, hasta la disoluciéon del grupo los primeros
afios del siglo actual. Joaquima Masalles empezd a trabajar con el empresario
J. M. Soler en 1983 y se jubild en 1998, tras décadas de dedicacion absoluta
a la moda. René Metras, padre del conocido galerista de arte e introductor
de nuevas tendencias en estampados, en mas de una ocasion le decia: “Eres
la que mds entiendes de estampados. Contigo llegé la revolucion”. Estampados
Farrer¢ estuvo en la cabecera de la moda durante afios, rompiendo moldes y
traspasando fronteras. ®
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Fotografia de William Morris
realitzada per Emery Walker,
c. 1887. © Museo Nacional de
Artes Decorativas, Madrid.

Exposicio William Morris
i el Moviment Arts & Crafts
a Gran Bretanya

Fundacion Juan March / Museu Nacional d’Art de Catalunya

per MARIANGELS FONDEVILA,
Conservadora Art Modern, Museu Nacional d'Art de Catalunya

Lexposicié William Morris i el moviment de les Arts and Crafts a Gran Bretanya

ha reunit prop de tres-centes obres de 50 procedencies al Museu Nacional

d’Art de Catalunya. Un museu dipositari d’una col-leccié poliédrica que

abasta un mosaic d’especialitats i moments historics, des de I’¢época medieval

—reivindicada per William Morris- fins a les esplendoroses arts decoratives

modernistes, que deixen sentir, tot i la seva idiosincrasia, els seus reflexos.

Unes creacions com ara mobles, joies, vitralls, reixes, portes, catifes, lampades

o0 objectes ceramics que van ser fetes per ser viscudes i, ara, sén a 'abast de

tothom, acomplint un dels lemes de Morris: I'art és per al gaudi de tots.
Lexposicié dona les claus per comprendre aquest artista fascinant, rebel,

amb multiples talents, el llegat del qual és encara vigent. Aixi mateix, de la seva

influéncia en tota una generacié d’artistes britanics i del continent que van

celebrar les arts de la vida, tot desdibuixant les fronteres de I’art. Una figura i un

moviment que ha estat objecte de nombroses exposicions a Anglaterra, America

i Europa i que al nostre pais (llevat d’una exposicio al Museu d’Art Modern

de la Ciutadella el 1984) no s’havia pogut veure amb I'amplitud que mereixia.
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Philip Webb. Detalls constructius
de la coberta del pou de la Red
House (Upton, Bexleyheath).
Llapis, tinta i aiguada sobre paper.
© Victoria and Albert Museum,
Londres.

Morris & Co. Londres. Cataleg
comercial Morris Wall-papers
(Papers pintats Morris). Litografia
sobre paper. © William Morris
Society, Londres.
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Amb tot, aquesta exposicié volia anar més enlla de presentar un aplec d’arts
decoratives que Morris va redimir del seu estatus de “lesser arts”. Aixi doncs,
un mural de l'artista britanic Jeremy Deller, que representava William Morris
llengant el iot luxds del magnat Roman Abramévich de la llacuna de Venécia
(testimoni de la bellesa dels edificis medievals i el quefer dels artesans que la
van crear), feia de frontispici. I recordava al visitant la vigéncia de les idees de
Morris sobre la desigualtat social, la protecci6 del patrimoni o el medi ambient.
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William Morris. Brodat per
Jane i Jenny Morris. Draperia
«Honeysuckle» (xuclamel), 1876.
Tela de lli estampada i brodada
amb seda. © William Morris
Gallery, Londres. © Borough

of Waltham Forest, Londres.

Un primer bloc expositiu mostrava els seus referents estétics: John Ruskin,
Pugin, els prerafaelites, el revival neogotic i, també, eloqiients imatges de
I'época victoriana. Una Anglaterra industrialitzada, amb altes xemeneies que
vomitaven fum, amb un desenvolupament del mecanicisme que sotmetia als
nens, homes i dones a condicions indignes i amb una onada de mal gust sense
precedents. I com Morris va compartir amb Ruskin el disgust per la civilitzaci6
occidental moderna i va emprendre una croada en pro de la humanitzacié del
treball que el maquinisme havia arribat a degradar, creant la firma que duia a la
praxi els seus ideals de bellesa i justicia a la manera dels antics gremis de I'edat
mitjana. El seu precedent va ser La Red House, una casa neogotica que Morris
va encarregar a l'arquitecte Philippe Webb amb motiu del seu casament amb
una jove de bellesa victoriana i musa dels prerafaelites, Jane Burden. Un palau
d’art agencat amb la collaboracié dels seus amics pintors prerafaelites i de qui
es reunien en aquesta ocasio algunes de les obres més representatives.

Seguidament, s'exposaven vidrieres, ceramiques, mobles, papers pintats,
estampats, tapissos, catifes, mobles i edicions de llibres sorgits de la seva firma.
Excellien els seus tapissos fastuosos amb llegendes arturiques, inspirats en els
tapissos medievals; els mobles amb un cert component exhibicionista i d’altres
de més senzills, com les cadires Sussex amb fusta lacada i seient de boga; els
seus papers pintats i estampats, alguns dels quals eren prestats pel Museo
Nacional de Artes Decorativas de Madrid i adquirits pel seu antic director en
el decurs d’un viatge a Londres a principis de segle. Unes obres, d’altra banda,
que Morris va poder fer gracies a un benestar economic heretat de la fortuna
paterna, basada en les mines de coure, és a dir, en aquella mateixa esclavitud
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moral que ell somiava regenerar. Sabut és que la idea de William Morris de
reviure la simplicitat i la bellesa de 'objecte artesa ttil per a tothom va ser
inviable com a conseqiiéncia de I'alt preu dels objectes de la seva firma, que van
popularitzar-se entre les classes opulentes, extrem que el van dur a reconsiderar
la seva actitud envers el fet artistic i abragar la causa socialista. El 1884 va
fundar la Lliga Socialista, basant-se en la creenga que el socialisme era I’inica
esperancga atés que mai una societat cimentada en ’explotaci6 i el benefici, pot
produir un bon art.

William Morris. Paper pintat
«Fruit» o «Pomegranate»
(fruita o magrana)per a Morris,
Marshall, Faulkner & Co., 1864.
Estampat amb planxa de fusta.
© William Morris Society,
Londres.
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Morris va inspirar el moviment Arts and Crafts a Gran Bretanya, que va
reunir arquitectes, dissenyadors i artesans que van compartir una profunda
preocupaci6 per I'impacte negatiu de la industrialitzacié en els oficis
tradicionals, als quals es van sumar moltes dones artistes, entre les quals la
seva filla, May Morris, directora de la secci6 de brodats de la firma del seu pare.
Es tractava d’'un moviment urba sostingut per una xarxa d’escoles, gremis,
exposicions que revitalitzen els oficis preindustrials, com ara els papers pintats,
els esmalts, els guadamassils, els teixits o els mobles i que ara es reunien en
el darrer ambit expositiu. Per ultim, I'exposicid es cloia amb una visié molt
sintética de la influencia de Morris en el continent.

Si ens preguntéssim pel context catala cal dir que a Barcelona la influéncia
de Morris va arribar amb dues décades de retard, extrem que ha estat tractat
amb profunditat per la historiadora del disseny Anna Calvera. Precursors
prerafaelites es van donar a conéixer aqui anys després de la constituci6 d’aquest
collectiu d’artistes victorians. La seva influéncia, tenyida del simbolisme frances

William Morris, per a Morris i especialment de Puvis de Chavannes, va arribar durant la década de 1890
& Co. Draperia «Strawberry Thief» 1 int d ti deT burini. Gual. Brull det inades tel
(ladre de maduixes), 1883, Tela en les pintures decoratives de Tamburini, Gual, Brull o en determinades teles

de coto tractada amb abocament  de Santiago Rusifol. Pintors d’una generacié posterior, entre els quals Néstor

d'ind fanyl) i estampada amb Martin Fernandez de la Torre, Julio Romero de Torres o Miquel Viladrich,
planxes de fusta. © The Whitworth.

Universitat de Manchester. van admirar profundament els prerafaelites i van fer estades a Anglaterra per
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William Morris, per a Morris

& Co. The Orchard (o The
Seasons) (Els fruiters o Les
estacions), 1890.Tapis teixit amb
trames de llana, seda i moher i
ordit de coté. © Victoria and Albert
Museum, Londres.

Walter Crane. Targeta d'afiliat
de William Morris a la seccio
de Hammersmith de la Socialist
League. Impressié sobre paper,
1885. © William Morris Society,
Londres.

estudiar el seu llegat. Amb tot, és ben sabut que Paris va ostentar I’hegemonia
cultural pels artistes catalans de la fi de segle, per la qual cosa Anglaterra no
era la destinacid prioritaria. S’ha dit que els artistes bohemis modernistes que
es reunien als Quatre Gats llegien avidament les revistes satiriques franceses
que es podien adquirir als quioscos de les Rambles. Unes revistes, segons
testimoni de Ricard Opisso, que alegraven la vida artistica de fi de segle enmig
del calvari i la rutina académica de I’escola de Llotja: “eren els nostres trofeus
que guardavem a la butxaca”. Ramon Casas seguia Whistler, un dels enemics
publics de John Ruskin, a qui va portar a judici. Pero un dia van canviar les
coses, en arribar una revista anglesa que va fascinar tota una generacié de
dissenyadors i decoradors, The Studio. La duia sota el brag Alexandre de Riquer,
ambaixador de la cultura artistica britanica arran de la seva estada a Anglaterra
el 1894. Es va despertar una devoci6 anglesa que també va calar en les terres
gironines de la ma de l'arquitecte i dissenyador Rafel Masé. Aixi mateix, una
fita per al coneixement directe de I’art britanic a Barcelona fou I’Exposici6

=

LIBERTY EQUALITY FRATERNITY

William Morris. Targeta d'afiliat de William
Morris a la secci6 central de la Democratic
Federation. Impressié sobre paper, 1883.
© William Morris Society, Londres.
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M.H. Baillie Scott. Paravent
de tres batents, 1896. Brodat
per Baillie Scott, Florence.
Cotd i canem amb seda,
aplicacions de seda i lli, i galo
de plata. © Victoria and Albert
Museum, Londres.

William Morris. Disseny

per al paper pintat «Willow
Bough» (branca de salze), 1887.
Llapis i aquarel-la sobre paper.
© The Whitworth, Universitat de
Manchester.

Internacional de 1907, com ha posat en relleu I’historiador Eliseu Trenc.
Lesmentat poeta-artista-artesa Alexandre de Riquer va ser-ne el comissari de
la secci6 anglesa i va gestionar els préstecs d’obres i algunes adquisicions amb
destinaci6 al Museu Municipal, com les creacions d’Edward Burne-Jones,
d’A. Rackham, A. Woodward, Brangwyn, Ledn Solon o del dissenyador i
esmaltador de les Arts and Crafts Alexander Fisher. Uns esmalts que van incitar
Maria Andreu, format a Londres, I'elaboracié de peces gegants d’esmalts com
ara el triptic Lorb, actualment al Museu de Mataro.

Lesperit de Morris i les Arts and Crafts, aixi mateix, havia arribat als
diferents tallers de ceramistes, vitrallers i ebenistes catalans. Encara que
sense un esperit messianic, les nostres arts decoratives també advoquen per
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William Morris, per a Morris
& Co. Fragment textil «Rose»
(rosa), 1883. Tafeta de cotd
estampat amb planxes de fusta.
© Museo Nacional de Artes
Decorativas, Madrid.

Charles Francis Annesley
Voysey, per a Essex & Co. Paper
pintat «Glade» (clariana), 1897.
Estampat amb planxes de fusta.
© Morris & Co.
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Godfrey Blount, realitzat per
Haslemere Peasant Industries.
Domas, 1896. Lli amb aplicacions
de seti i de lli. © Victoria and
Albert Museum, Londres.

un renaixement nostalgic de les artesanies, com ho reflecteixen les talles, les
marqueteries, el vitralls emplomats, les grisalles, els esmalts, les forges, les
tapisseries, la joieria o els conjunts d’interiors, himnes poétics de la bellesa
quotidiana o les noves gabies d'or protectores dels embats socials. Pero també
es cert que el nostre modernisme va fer casar els ideals de bellesa i utilitat

amb els nous avengos tecnologics i la producci6 seriada per tal d’optimitzar i
rendibilitzar resultats. La nova arquitectura civil i religiosa que es construeix
al'immens solar que és Barcelona i en les creixents ciutats veines és una
oportunitat tinica perque hi conflueixin els oficis i les seves respectives
técniques. Un moment esplendords que no va passar inadvertit als ulls de 'autor
angles de Retorn a Brideshead, Evelyn Waugh. Lescriptor va venir a Barcelona i
va quedar fascinat davant els revestiments ceramics de la Casa Batllé de Gaudyi,
entre d’altres. Aixi mateix, cal referir-se a la formula d’exit de I'arquitecte
Rafael Guastavino (res a veure amb la socialitzacié de 'art propugnat per
Morris, totalment insostenible), qui des de 1881 va residir a Nova York i va fer
celebre a Ameérica la volta de mao de pla, antiga técnica constructiva autoctona.
Esmentem les propostes d’Evel.li Doria, qui fa as de la duroxilia (reproduccié
industrial i economica dels treballs de musivaria); I’tis decoratiu de la barata
rajola, el guix o les rajoles de cartr6 pedra, patentades per Ermenegild
Miralles, que decoraven interiors com el fumoir de la Casa Vicens de Gaudi

o el desaparegut bar Torino. Sense anar més lluny, els tallers de I'ensemblier
Francesc Vidal, coetanis a les Arts & Crafts i punt de trobada de les figures més
conspiqiies del modernisme, congregaven eixams d’operaris que feien servir

la tecnologia punta. Els seus tallers estaven ben dotats amb serres mecaniques

i una maquina de vapor anglesa (Alexandre), que li permetia obtenir a baix
cost fulloles per a revestiments o xapats, fabricar motllures i, consegiientment,
fabricar en série. El brogit era indissociable als seu tallers, instal-lats al cor de
I’Eixample de Barcelona, mentre que a Merton Abbey, una antiga abadia de
filatures de seda al costat del riu que reunia els tallers de Morris, regnava el
silenci i la calma.
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Frank Lloyd Wright.

Finestra Kindersymphony
(Simfonia d'infantesa), 1912.
Vidre transparent, opac i acolorit.
© Victoria and Albert Museum,
Londres.

Amb el canvi de segle, I'art anglés es va popularitzar en 'agengament interior.
La ceramica anglesa de la firma Minton, que comercialitzava el moblista
Francesc Vidal a la seva botiga, omplia bufets i trinxants barcelonins. I, sobre tot,
Anglaterra va tenir una gran incidéncia en el mon del téxtil com ho corrobora
la restauracio recent de la Casa Amatller de Puig i Cadafalch que ha posat al
descobert dissenys de vellut liberty de Harry Napper a la sala de musica. ®
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m Silvia Ventosa

Novedades editoriales y noticias

Exposicion
Una nueva exposicion sobre moda y catolicismo.
Heavenly Bodies: Fashion and the Catholic Imagination

Metropolitan Museum of Art de Nueva York

El Costume Institute del Metropolitan Museum of
Art de Nueva York ha organizado una impresionante
exposicion titulada Heavenly Bodies: Fashion and the
Catholic Imagination, en la que se parte de la idea
que moda y religion estan entrelazadas, y se inspiran
e informan una a la otra, en palabras del comisario
y director del Costume Institute del museo, Andrew
Bolton. Este investigador afirma que el punto de
partida de la exposicion es el articulo publicado en
el Newsweek del 20 de noviembre de 2005 “El Papa
viste de Prada”, refiriéndose al singular calzado

de color vermellén de Benedito VI. Y el marco
conceptual de la misma se encuentra en el libro del
sociologo catdlico Andrew M. Greeley, The Catholic
Imagination, en el que define una sensibilidad o
conciencia especificamente catélica, que tienen su
propia narrativa y representacion visual.

Aunque era previsible una controversia sobre la
instalacion de vestidos y otras piezas relacionadas
con la moda del siglo xx y xx1 en las salas
medievales, bizantinas y renacentistas del Museo
asi como una posible critica a la religion catdlica y
su influencia en las maneras de vestir, en realidad
tanto el guion como el montaje son extremadamente
respectuosos con el catolicismo. El comisario afirma
que la mayoria de los disefiadores representados
en la exposicion crecieron en un contexto catolico. Solamente la proyeccion
semioculta del desfile de modas eclesidsticas que aparece en la pelicula Roma
de Federico Fellini (1972) en un rincén de una sala desprende una suave ironia
sobre este tema.

La exposicion esta distribuida en tres ambitos. En el subsuelo, que
corresponde a las salas del Costume Institute, se muestra una seleccion de
cuarenta ornamentos litirgicos procedentes del Vaticano, la mayoria de los
cuales no habian salido de Roma. En medio de las salas medievales, bizantinas y
renacentistas del Metropolitan Museum de la Quinta Avenida, se han instalado
vestidos de creadores de moda de los siglos xx y xx1, asi como también en los
lejanos Cloisters, en que las piezas conviven con jardines, claustros y capillas
medievales espafolas y francesas. Aparte de las piezas del Vaticano, mas de
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150 vestidos contemporaneos dialogan
con las piezas de las exposiciones
permanentes. La instalacion de los
vestidos se ha hecho a veces al mismo
nivel que los demas objetos de la sala,
pero en algunos casos los vestidos
estan colocados sobre altos postes

y sobrevuelan las cabezas de los
visitantes.

Acompaiia a esta exposicion un
fastuoso catalogo de dos volimenes
encuadernados en tapas duras, dentro
de una caja. El primero consiste en
las piezas del Vaticano, la mayoria
de los siglos x1x y xx. Consta de un
articulo introductorio del Presidente
del Metropolitan Museum of Art en
el que explica que esta es la primera
colaboracién entre el Vaticano y el
Costume Institute. A continuacion,
Marzia Cataldi Gallo escribe un texto
sobre la historia, tipologias, color y
forma de los ornamentos litrgicos.
En este volumen se reproducen
fotografias a gran tamaiio las piezas
que han viajado para esta exposicion,
con unas descripciones largas de cada una. El segundo volumen consta de dos
partes: Fashioning Worship y Fashioning Devotion. En la primera se reproducen
objetos expuestos de los departamentos de arte medieval y bizantino del
Metropolitan Museum y se los compara con vestidos de diferentes épocas
del siglo xx y xx1, estableciendo unos dialogos en que se quieren comparar
imagenes representadas, formas, colores... En la segunda parte, los habitos
de las congregaciones catélicas son los protagonistas, y se relacionan con las
piezas e interiores de iglesias expuestos en los edificios de The Cloisters del
mismo Museo. Hay que destacar el singular trabajo de la fotografa Katerina
Jebb, que ha deconstruido la imagen de cada vestido en un conjunto de
fotografias separadas, que luego yuxtapone para representar de nuevo el vestido
y su maniqui. Todas las imagenes han estado hechas con este método, por lo
que excepcionalmente las piezas han tenido que viajar seis meses antes de la
inauguracion a Nueva York. Para esta exposicion, el Museu del Disseny de
Barcelona ha dejado en préstamo tres vestidos de Cristdbal Balenciaga, que
se compara con la indumentaria de virgenes, santos y santas con sus estolas
brillantes, que aparecen en las pinturas de las salas del Renacimiento.

La exposicion es ambiciosa, y sin llegar a ser provocativa, es sorprendente,
ya que en las tranquilas salas de arte medieval y bizantino aparecen unos
maniquies grandes y altos con vestidos extraordinarios que representan
un lenguaje distinto al de las piezas de la exposicién permanente, por su

e,
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proximidad a nuestro tiempo y por su relacién con el cuerpo humano.
Y curiosamente, cuando uno se fija en las cartelas, se puede percibir que hay
un gran numero de piezas seleccionadas disefiadas a partir de 2015-2016,
y uno se pregunta si han sido disefiadas expresamente para esta exposicion.
Y la pregunta se convierte en otra, cuando uno pasea por la Quinta Avenida
y observa los escaparates de las mds importantes firmas de moda con vestidos
relacionados con iconografia catélica y claras menciones a la exposicion del Met.
Por no hablar de la famosa Metgala, el dia de inauguracion de la exposicion,
en que celebrities de todos los ambientes desfilan con modelos de los mismos
disefiadores, este afio con claras alusiones a la iconografia catdlica.

Esta exposicién permanece abierta desde el mes de mayo al 8 de octubre.
Ocupa dos sedes, la sede central en la Quinta Avenida y la sede de
The Cloisters. m
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m Neus Ribas Exposicio
Posem fil a I'agulla.
La industria del genere de punt a Arenys de Mar

Museu d’Arenys de Mar
Del 28 de gener al 23 de desembre de 2018

Lexposici6 i el cataleg Posem fil a l'agulla,
el génere de punt a Arenys de Mar, produits
8, pel Museu d’Arenys de Mar, sén un treball

% Posem fil de recuperaci6 de la historia d’un sector

% a l El.gll" a fonamental a Arenys de Mar i a tota la comarca
\\\\\\@N del Maresme. Pero, sobretot, sén un homenatge
.éj) La indistria del génere de punt

a empresaris, treballadors i treballadores
vinculats al genere de punt, que han estat els
autentics protagonistes d’aquesta historia.

Els articles d’aquest cataleg han estat
realitzats per experts o estudiosos del tema
i per persones que han estat vinculades
professionalment al sector, per mostrar aquest
arrelament a la nostra vila. Montserrat Llonch,
que ha publicat diversos treballs sobre el génere
de punt al Maresme, n’és una de les autores
i presenta una visio general de la historia
d’aquesta industria. Jordi Julia, comissari de
I'exposicié i descendent d’una de les empreses
de génere de punt més importants d’Arenys de
Mar, avui desapareguda, fa la historia d’aquesta industria a Arenys de Mar, des
dels anys de desenvolupament fins a la crisi dels anys vuitanta.

En el cas dels altres articles s’ha buscat una visié més propera, més
experimental, de dues generacions diferents. El primer és el cas de Joaquim
Cassa, treballador i empresari del génere de punt durant més de 50 anys, i el
segon és Mireia Bibolas, filla d'un enginyer de l'empresa Jumberca i que ha
treballat i encara treballa en el génere de punt, fet que li ha permes viure tots els
darrers canvis d’aquest sector.

Lexposici6 i aquest llibre volen aportar un major coneixement de la historia
de la industria textil a Arenys de Mar al segle xx i la seva influéncia en diferents
ambits de la vida social, cultural i esportiva. Una industria avui practicament
desapareguda, pero de la qual encara perviu una de les empreses més antigues:
Coéndor, que aquest any compleix 120 anys d’historia. m

a Arenys de Mar

http://museu.arenysdemar.cat
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Creédits de I'exposicio

Carme Torm i Elies.
Direcci¢ i coordinacio.
Victoria Garcia i Vila.
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Exposicio

Pedro Rodriguez. L'art del vestir.
Col-leccio privada Carme Ensesa de Bencomo

Sala d’exposicions de I’Ajuntament Vell de Calella
Del 19 de maig al 2 de setembre de 2018

Al llarg de la seva vida professional
el dissenyador Pedro Rodriguez

va coneixer i vestir les dones més
elegants de I’epoca. Fruit de I'estret
vincle que sestablia entre clienta i
dissenyador van néixer relacions
d’amistat que el van acompanyar
alllarg de la seva vida. Aquest va
ser el cas de la Sra. Carme Ensesa
de Bencomo clienta i amiga del
dissenyador. Amb el pas dels

anys, aquesta relacio es va anar
materialitzant en els vestits i els
complements exclusius creats pels
diferents actes socials als quals
assistia aquesta dama de l'alta
societat catalana. Lexposicié mostra una part de les creacions que configuren
I'extens guarda-roba privat de la Sra. Carme Ensesa de Bencomo i es podra
visitar fins el diumenge 2 de setembre a la Sala d’exposicions de I’Ajuntament
Vell de Calella, organitzada pel Museu de Calella.

Pedro Rodriguez va néixer a Valéncia I'any 1895. Després de la mort del seu
pare la seva familia es va traslladar a Barcelona. Durant els primers anys de
formaci6 el dissenyador va aprendre els fonaments del seu ofici en els tallers
dels sastres més importants de Barcelona. Lany 1919 ell i la seva esposa Anita
van obrir a Barcelona la primera Casa d’alta costura de I’Estat seguint les
estrictes directrius establertes per la Cambra Sindical de ’Alta Costura de
Paris. Es a partir d’aquest moment que la carrera professional del dissenyador
va prendre volada.

L’arribada de la Guerra Civil el 18 de juliol de 1936 va significar un breu
parentesi pel que fa a la produccié del modista a Barcelona, tot i que va
continuar treballant per a la seva extensa llista de clientes estrangeres sobretot
al continent america i a Europa. L'éxit de l’activitat de la firma va fer possible
obrir dues cases de costura més, una a Madrid I'any 1939 i I'altra a San
Sebastidn, l'abril del 1937.

Des dels seus inicis, la visié cosmopolita de la moda sempre va acompanyar
les creacions de Pedro Rodriguez. El seu esperit inquiet i la passié que sentia
pel seu ofici el van portar cap a la projeccié internacional, sobretot a Europa,
als Estats Units i Méxic i al continent asiatic, essent les seves principals
destinacions Xina, Filipines, Jap6 i Tailandia. Va ser durant la década dels
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anys 50 que Pedro Rodriguez va realitzar les primeres incursions en el mercat
nord-america. L'éxit de les seves propostes el va portar a col-laborar en diverses
produccions cinematografiques dels anys 60. Aix0 va fer que es donés a conéixer
entre I'Star System america, incorporant actrius com ara Ava Gadner, Bette
Davis o Rita Hayworth a la ja extensa llista de la seva prestigiosa clientela
americana.

El periode més algid de la seva carrera, tant pel que fa a la capacitat
productiva com a la creativa, el trobem al llarg dels anys 50 i 60. En aquest
periode al seu reconeixement com a dissenyador de referencia en el mén de
l'alta costura es van comengar a sumar premis, medalles i multiples distincions i
reconeixements que posaven en valor les innumerables aportacions realitzades a
I’ambit de la moda.

Malgrat els canvis de tendéncia introduits amb el prét-a-porter, Pedro
Rodriguez va continuar presentant creacions elaborades amb teixits luxosos de
gran qualitat sense renunciar al fet creatiu i exclusiu propi de I’alta costura fins
al tancament dels seus establiments I'any 1979. m
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El Grup de Recerca de Téxtil i Moda, adscrito a la
Fundacié Historia del Disseny, junto al Centre de
Documentaci6 i Museu Teéxtil de Terrassa, organizaron
el I Coloquio de Investigadores en Textil y Moda, que
se celebrd en noviembre de 2017. El certamen tuvo una
amplia respuesta, con una cincuentena de ponentes,
que provinieron de universidades y centros docentes,
museos, archivos y grupos de estudio o investigadores
independientes. El grupo de investigacion naci6 en 2016
con la voluntad de sumar conocimientos e intercambiar
experiencias, y poco tiempo después de su creacion se
puso a trabajar en la organizacion del I Coloquio. Lesley
Miller presento la conferencia inaugural, Historias
entretejidas: 30 afios de investigaciones textiles, en la que
expuso su dilatada trayectoria en el mundo académico
y de museos. Fue un testimonio de primera mano que
puede orientar a los investigadores en futuros trabajos,
y que se recoge en esta publicacion.

El objetivo del Coloquio fue compartir las
investigaciones recientes sobre tejidos y moda en el
estado espanol, creando sinergias entre los participantes.
El creciente interés por estos dos campos de estudio
se vio reflejado en la amplia respuesta que recibi6 la
convocatoria. Por su cardcter transversal, son temas
tratados por disciplinas diversas, desde la historia e historia del arte y del disefio,
pasando por la antropologia y sociologia, entre otros. En ese sentido, el coloquio
contd también con la colaboracion del Museu del Disseny de Barcelona, el
Museu d’Arenys de Mar, la Fundacié Institut Industrial i Comercial de Terrassa
y la Universidad de Terrassa, y con la participacion del Museu Nacional de la
Cieéncia i la Tecnica de Catalunya. Durante dos jornadas se trataron temas de
coleccionismo, arte textil, conservacion, museologia, indumentaria popular,
littrgica, vestuario teatral y alta costura, entre otros. El rango cronolégico
abarco desde la antigiiedad hasta nuestros dias. Se presentaron trabajos inéditos
o con un nuevo enfoque y los ultimos proyectos destacados en materia de
conservacion y difusion del textil. Una muestra mas del creciente interés por la
tematica en el ambito de la historiografia, donde ademas se visualiz el esfuerzo
que se esta haciendo para acercar este conocimiento a un publico cada vez mas
amplio. Debido al gran éxito del certamen, el Grup d’Estudis de Textil y Moda
esta trabajando en el IT Coloquio, que tendra lugar en 2019. m
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El Grup d’Estudis de Textil i Moda
a la Fundacio Historia del Disseny

La Fundaci6 Historia del Disseny (FHD) es va constituir a Barcelona a finals

de 2006 i va comengar a ser activa a partir de 2008. Es tracta d’'una entitat

sense anim de lucre els objectius de la qual sén investigar, és a dir, generar

nou coneixement sobre la historia del disseny, difondre, és a dir, divulgar els
nous coneixements sobre el disseny, i promoure la historia del disseny, és a dir,
recolzar aquesta activitat perque assoleixi el rang de disciplina en igualtat de
condicions que d’altres branques de la historia. Malgrat que la Fundacié no és
un museu ni un arxiu també vetlla per la conservacié del patrimoni documental
del disseny, sovint en perill d’extincid.*

Juntament amb aquest objectius de caracter cientific la Fundacié també es
proposa donar visibilitat i cohesi6 al collectiu d’historiadors del disseny, molt
atomitzat i dispers per institucions académiques i museus. En aquest sentit
segueix les passes d’institucions com la Design History Society (DHS) britanica
que es va fundar el 1977 amb objectius semblants i que avui és una institucié
mundialment reconeguda i amb socis d’arreu del mén.

La Fundaci6 esta regida per un patronat, que es renova periodicament, de
persones expertes en historia del disseny tant de Catalunya, com de la resta
d’Espanya i de 'estranger. Amb aquesta composici6 es garanteixen les relacions
amb institucions internacionals que aporten contactes i projectes aixi com la
vitalitat dels seus components.

Les activitats de la Fundaci6 es concreten fonamentalment en trobades
cientifiques —congressos, simposis i col-loquis—, publicacions d’investigacions
—propies o per encarrec— i accions formatives —conferencies, cursos i cursets.

El 2016 la FHD va convocar el simposi Modernos a pesar de todo que va
tenir lloc al Museu del Disseny de Barcelona. El titol era prou inespecific com
per donar una amplia cabuda a la majoria d’investigacions sobre historia del
disseny que es feien a tota Espanya. La convocatoria va tenir for¢a exit i les
ponencies presentades es van agrupar de tal manera que donessin lloc als
segiients grups de treball: Arquitectura i espais (4), Arxius i patrimoni (3),
Disseny grafic (4), Ensenyament (3), Historiografia (2), Mobiliari i objectes (4)

i Moda (6). Aquest tltim va ser el grup més nombros i va acollir les ponencies
presentades per Nuria Aragones, Ester Barén, Laura Casal, Francesca Pifiol,
Silvia Roses i Silvia Ventosa. També va ser el grup més dinamic i amb més
iniciativa ja que de seguida els assistents van promoure la idea de crear un
Grup d’Estudis de Textil i Moda (GETM). Mitjangant reunions periodiques el
GETM es va anar configurant, va anar concretant els seus objectius i finalment

* Des de 2015 acull provisionalment l'arxiu professional del dissenyador Jordi Vilanova que es
trobava en perill inminent de destruccio.





Datatextil 38

Novetats editorials i noticies

va demanar la seva adscripcio a la Fundacié. Aixo li ha permes disposar d’eines
efectives per a organitzar activitats i mobilitzar recursos.

Aquest collectiu neix amb la voluntat de donar profunditat i rigor als estudis
de téxtil i moda, de vetllar per la conservacié del patrimoni historic i es vol
instituir com a lloc de referéncia en el camp de la recerca. Els seus objectius
fundacionals son idéntics als de la Fundacié pero en un terreny més especific i
diuen aixi:

“El Grup d’Estudis de Textil i Moda, adscrit a la Fundacié Historia

del Disseny, vol ser un espai d’intercanvi concebut per a promoure la
recerca i la divulgacié del coneixement en els camps del textil i la moda,
mitjangant I'elaboracié de projectes conjunts. Igualment, vol vetllar per
la conservacié del patrimoni téxtil, aixi com també donar a coneixer
arxius i col-leccions publiques i privades. També contempla oferir
assessorament a d’altres investigadors o institucions interessats en la
tematica.

Lestudi del mon dels teixits i el vestuari es planteja des d'una
perspectiva multidisciplinaria, que contempli la historia, I’art, la
tecnologia, la sociologia, el disseny i la museologia. El GETM també
es proposa participar en reunions i congressos d’ambit estatal i
internacional relacionats amb el textil i la moda, aixi com organitzar
viatges per a conéixer aquestes tematiques arreu del mén.”

Els ambits de treball sén tant generals —els teixits, el vestuari i la moda com

a fenomens universals— com especifics i aportats pels membres del grup:
Mostraris de teixits industrials; Tints i colorants; Primeres mateéries; Disseny
de teixits; Geénere de punt; Puntes; Estampats; Vestits populars i de teatre;
Nous teixits; Colleccionisme téxtil; Autors, productors i dissenyadors; El
sistema de la moda; Historia socioeconomica i estetica del vestit; Mitjans de
difusié i circulacié de la moda; Imatges de la moda; Comerg, relacions i fluxos
internacionals; Transferéncia tecnologica.
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La metodologia i les eines amb les que el GETM es proposa treballar sén
I'intercanvi de coneixement mitjangant trobades fisiques o virtuals; l'estudi
dels objectes custodiats en museus publics i col-leccions privades; 'estudi de
documents; 'elaboracié de glossaris i terminologia, etc. Les activitats que
volen desenvolupar els seus membres son trobades cientifiques periodiques:
l'organitzacié d’exposicions i mostres monografiques; l’elaboracié de publicacions
en suport fisic o digita i els viatges i tot allo que surti per iniciativa propia.

Les promotores del Grup sén la Dra. Silvia Ventosa, conservadora de les
colleccions téxtils i de moda del Museu del Disseny de Barcelona, membre del
patronat de la Fundacié Historia del disseny i responsable del grup; la Dra.
Silvia Carbonell, directora-gerent del Centre de Documentacié Museu Textil
de Terrassa, la Dra. Assumpta Dangla, museologa i doctora en arquitectura i
disseny per la UIC i la Neus Ribas, directora del Museu de la Punta d’Arenys de
Mar, juntament amb mi mateixa que, a través de la meva I’experiencia docent,
sempre he cregut que la historia de la moda i el textil sén una part molt valuosa
i dinamica de la historia del disseny.

L'abril de 2017 el Grup va proposar a la Fundacié l'organitzacié d’una
primera trobada de caracter cientific i d’ambit estatal. El1 I Coloquio de
Investigadores en Textil y Moda es va materialitzar en un temps récord gracies
a l'estreta col-laboracio logistica i economica entre la FHD, el Centre de
Documentacié Museu Textil de Terrassa, el Museu del Disseny de Barcelona i
el Museu de la Punta d’Arenys de Mar.

El colloqui va tenir lloc al Centre de Documentacié Museu Textil de
Terrassa els dies 17-18 de novembre de 2017, va reunir més de 100 assistents de
tota Espanya i s’hi van llegir 41 ponéncies. Per a la inauguracié es va convidar
la Dra. Lesley Miller, conservadora de la col-lecci6 textil del Victora & Albert
Museum de Londres que va donar la conferéncia Historias entretejidas: 30
afios de investigaciones textiles. Després del colloqui es va editar un bonic
llibre d’actes que es pot descarregar en format digital a través de la web de la
Fundaci6 i del Centre de Documentacié Museu Textil de Terrassa o adquirir en
paper a través de la secretaria de la Fundacio.

L’éxit inesperat d’aquest col-loqui va ser la prova que feia falta una plataforma
que donés veu i visibilitat a la investigacié que s’esta fent a tot el pais. Aixi que
tothom ens va animar a organitzar-ne un segon. Ara ja estem treballant en el
Col-loqui de 2019 que tindra per lema “Noms a 'ombra”.

El GETM te al davant un compromis historic i un futur esperancador i
esperem disposar de prou recursos humans i empenta per a tirar-lo endavant.
Ganes i motivacié no en falten. Per ser-ne membre només cal fer-se amic de la
Fundacié Historia del Disseny on figurara en una llista especifica. m

http://www.historiadeldisseny.org/amics
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