W ‘Q?I_Q‘Q}'\‘}’,\‘f.‘
e
Q‘\ W \

W

. N ) :‘\ ‘l . N \‘ WY
AR ‘\3“‘:“:‘\\"“‘1\‘&‘ AN ‘3\‘.\\2\‘1‘:\\‘}\\{\

PUBLISHED BY XARXA DE MUSEUS TEXTILS DE CATALUNYA



http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
https://cdmt.cat/llibreria/

Contents

Inventory of the archive of ladies’ bras
and undergarments Pio Vall “Corsés Maria”
and “Confecciones Maria” (1915-1940)

Mirror of realities

Valencian llaurador outfits
and how they were constructed

Mattia Giegher and the first work
published on folded centrepieces

Portieres on the main altar
at the Carmelite Convent of Peralada

Marcelo Scarxell, the illusion of elegance

Carles Delclaux
A continuation of the Catalan Tapestry School

Tapestry Collection at the Biblioteca
Historica Marqués de Valdecilla,
Complutense University of Madrid

Datatextil 40



https://cdmt.cat/llibreria/
http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es

Inventory of the archive of
ladies’ bras and undergarments

Pio Vall “Corsées Maria”
and “Confecciones Maria”
(1915-1940)

by Rosa F1IGUERAS MARTIN, Degree in Art history. Documentarian

The woman, the enterprise

1 VENTOSA, Silvia: Modelar  Maria Verdaguer Massana was born in Tona in 1893. She married Pio Vall

if) g;;zeglé ;:ij; j: les Amblas, secretary of the Tona Town Council. They had five children. In April

Ed. Altafulla. p.70. 1914, she got her degree as a teacher of Fitting and Dressmaking from the Central
Marti academy, in Barcelona. In 1915, they set up Pio Vall, a company that
manufactured ladies’ undergarments, marked under the name Corsés Maria and
Confecciones Maria. Following the tradition of this sort of family-run business,
Maria Verdaguer designed the items, made the patterns and was in charge of the
production workshop. She was aware of everything concerning quotes, orders
and marketing, issues that her husband Pio Vall was in charge of.!

Maria Verdaguer Massana
surrounded by women she was
teaching to sew with her Singer
machine, which the family still
has in the workshop. 1909.
Photo: VALLHOM archive.
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Sash/corset. COVALLHOM179.
Photo: R. Figueras.
See detail.

2 By 1919, this type of bra
was already being made, as
can be seen in the Mariver
dossier. VALL (2017).

3 The official website of

the Spanish Patent and
Trademark Office

[ ]

shows an invention patent
held by Maria Verdaguer with
number 66403 for improving
on corsets dated 11 February
1918.

4 The family archive includes
aletter from 1937 in which
Maria Verdaguer asks to have
her passport renewed because
she would like to travel

to Paris, as she had done
previously, to find out what
was going on there, to benefit
her business. The letter is
accompanied by one from her
husband, Pio Vall, confirming
her desire. FIGUERAS (2018).
5 VALLHOM archive. Pio
Vall to representative Juan
Buxaderas, 1926. FIGUERAS
(2018).

OPEN SOURCE LANGUAGE VERSION > CATALA

The fabrics were imported from France, silk, tulle, blonde, and combined
with lace, appliqué and embroidery. They patented different models of bras,
including the “globus™?, as well as a new system to make better, more hygienic
corsets®. She was up to date on the latest fashions, travelling several times to
Paris, where she visited fashion boutiques to get inspiration for her pieces.*

At a time when undergarments were custom made, by the customer,
seamstress or corset-maker, Maria Verdaguer’s company was a pioneer in
making pieces in different sizes, which were sold wholesale and distributed
to shops. As her family explained, among the Catalan textile impresarios,
“Maria was considered a pioneer in manufacturing bras and corsets.”

In a document from 1926, Pio Vall told Juan Buxaderas, the company’s
representative in Melilla, “There are bras that, in addition to the measurement,
have another size, which is 1, 2, 3, etc. and this is the size of the breast.”> The
company had representatives all over Spain, including Madrid, Valencia and
Barcelona, and also exported its wares to Cuba, the Philippines and Shanghai.

The Spanish Civil War disrupted business. We can consider the time before
the war to be one period and the rest, after, when the company gradually
reinvented itself, marketing its products under other brands, including Mariver.
The collaboration of their children was invaluable to this process. Here we will
look at the early days of the company.

Inventory

Given the Vall Hom family’s interest in raising awareness of Maria Verdaguer
and, by extension, the company, which was in business for over 70 years, we
took a first look at the pieces that were still in the old workshop on Carrer
Major in Tona. The contents make up an interesting archive, which includes the
family’s documents. This first approach to the material showed that there were
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6 My sincerest thanks

to Silvia Carbonell,

director of the Centre for
Documentation and Textile
Museum, and Merce Lopez,
museum curator, for their
unconditional help.

7 Corsets refers to pieces
that were closed in the front
with buttons or hook-and-
eye closures and laced up in
back, as well as those that
were laced up through eyes
on the back. Corsets is cossets
in Catalan and corpifios in
Spanish. In contrast to what
could properly be called a bra.

OPEN SOURCE LANGUAGE VERSION > CATALA

orders placed by representatives, to suppliers, invoices, drawings by Pio Vall and
Maria, among other information.

After screening the material, this inventory focused on the first pieces from
the samples Maria Verdaguer herself had saved under the name: “... peces
d’abans de la guerra ...” (pieces from before the war). These pieces are dated
between 1915 and 1940. There are 246 in total. The study was done at the Centre
for Documentation and Textile Museum of Terrassa.®

The inventory included labelling each piece with a reference number, taking
note of the measurements and writing a description, with the type of materials
and state of preservation. This information was compiled in a database. Each
piece was documented graphically in three images. After this process of
entering all of the pieces was complete, they were put into boxes lined with
special paper in order to store them in the best possible conditions. In total,
there are 246 pieces that have been studied, including 215 bras, 21 corsets’,

4 chemises, 3 girdles, 2 suspender belts and 1 pair of stockings.

Seen as a whole, the fabrics include: cotton, blonde, organdie, satin, silk,
taffeta, knit, tulle, etc. There are also pieces made with entredeux.

In this period, colour was beginning to appear on undergarments. Previously,
the dominant colour by far was the natural tone of the fabric, to which colours
like pink and beige were added. Later on, there came blues, salmon and yellow.
In this inventory, pink and salmon were dominant. The rest of the pieces were
natural, beige, blue, cream, nude, light brown, purple, black and flower print.

The collection includes necklines with scallop stitching with open-stitch
embroidery, finished with the same fabric, with a thin line of stitching, welt,
tulle edging, zigzag, etc. The sides normally use the same system. The bottom
of the pieces is often finished with a sateen band, or several rows of stitches, but
there are also pieces with simply finished edges, with backstitching or a thin
strip of backing inside. Many have one thing in common, the straps are made
of passementerie tape in satin, silk or any other sort of fancy fabric.

Most of the bras have elastic hook-and-eye claps, and mother-of-pearl or
bakelite buttons, as well as fabric hooks. Some of the older pieces have metal
or thread eyes, which were laced up, as we also see on some of the chemises.

As these pieces were used for displays, many have the pattern number on
a tag, which are: round metal attached with a pin or cardboard with a metal
eye, on the older pieces, and adhesive labels, labels pinned on or sewed into
the piece. Sometimes, when there isn’t a label, the pattern number is written in
blue or red ink or in pencil. They usually have additional information, such as
the price per unit or dozen and even in some cases the colours available. This
made it easier for the representatives.

INVENTORY OF THE ARCHIVE OF LADIES" BRAS AND UNDERGARMENTS PIO VALL
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Example of “globus”
bra. COVALLHOMO046.
Photo: R. Figueras.

8 “..Latela popelin se
indica abreviada con una H,
y la batista con B...”. (Poplin
fabric was abbreviated with
an H and batiste with a B)
Pio Vall explained to his
representative in Melilla,
Juan Buxaderas, in a
documented dated in Tona
on 23 May 1926. FIGUERAS
018).

“Globus” bra

This type of bra, as the family explains, was made from 1919. We know it was
patented. The company regularly patented bras and other dressmaking elements
in this period. The pattern for the “globus” bra was very simple. It was normally
composed of four symmetrical pieces, one round piece that encircled the breast
with darts to make it puft out, which would be the cup, and a long band. They
were made in all possible variants.

We can say that nearly 99% of the pieces are in excellent conditions. The
few issues found include: loose stitches, openings in the fabric, holes and small
stains. Their conditions are surprising, in fact, as they are between 78 and 90
years old.

Selection and dating

Documenting the pieces in this inventory also gave us more precise dates, from
the note Maria Verdaguer herself had left saying they were “...pieces from before
the war...”.

The company’s first years coincided with the first bras, simple with the
purpose of hiding, flattening the breasts, in line with the fashion of that time,
and the chemise-pants that would later become slips. The lowest pattern
numbers, on the labels, are found on the oldest pieces. The main fabrics are
poplin (H), batiste (B)® and tulle. At this point they are corselets, with double
claps in front with fabric eyes and mother-of-pearl buttons and eyes in back.
In some cases, they have boning and the simple pattern of the bra has a sort
of open-stitch embroidery to decorate the piece or is finished with scallop
stitching. There are models that use the “globus” type pattern to highlight
the bust: bras, corselets and chemises from the 1920s. The colours are mainly
natural, pink and salmon is beginning to be introduced.
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Corselet. COVALLHOMO001.
Photo: R. Figueras.

Band-style bra. COVALLHOMO070.
Photo: R. Figueras.

Shirt/trousers. This used
the same system improving on
corsets to remove the boning,
making it easier to wash the item.
COVALLHOM213.
Photo: R. Figueras.
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Shirt/bodysuit with open back,
dated 1934. COVALLHOM215.
Photo: R. Figueras.

9 GAVARRON, Lola: Piel
de dngel. Tusquets ed. p. 218.
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In the late 1920s, around 1928, stockings move upward and garters were
replaced by suspender belts®. The inventory includes two examples that
curiously were worn with bras made of the same type of passementerie: in green
print crepe with a grosgrain ribbon.

As the 1930s advanced, the bra patterns became more complex yet also more
polished, finished with quicker solutions: the fabric eyes were replaced with
elastic ones, the bottom finished in sateen ribbon, which is much easier to put
on. The corselet gradually disappeared. In addition to basic fabrics like cotton
and tulle, at this point the most noteworthy types were: knit, blonde, satin,
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Model patented in 1931.
COVALLHOMO41.
Photo: R. Figueras.

Model registered in 1940.
COVALLHOMO24.
Photo: R. Figueras.

OPEN SOURCE LANGUAGE VERSION > CATALA

as well as some pieces in crepe, with every possible combination. There are
bras that could have been inspired by those of the Kestos brand, shaped like a
triangle with crossed bands. Bras made with entredeux, very common at that
time, and a chemise/bodysuit labelled 1934 with an open back. This was when
dresses with open backs became popular.

The inventory of these 246 pieces gives us a first look at the undergarments
that were worn between 1918 and the 1930s. At that point, both inner and
outerwear changed radically. Corsets and shifts began to disappear, giving way
to other types of undergarments that were more suited to the outerwear of the
time. Lighter, more appropriate for the needs of women in those years.
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1 TRESCOLI, O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Exhibition catalogue, 2005.
Algemest. p. 10.

2 TRESCOLI O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Exhibition catalogue, 2005.
Algemesi. p. 7.
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Mirror of realities

Valencian llaurador outfits
and how they were constructed

by E XAVIER RAUSELL ADRIAN,
Researcher of traditional clothing of Valencia

“Although clothing for the festivities

continue to be created from scratch, they will never
lose sight of their model, which seeks to remain
firmly anchored in the past.”’

The various historical perspectives on our traditional clothing have often led us
to present isolated reflections in a mirror that shows us only what we want to
see. This article takes a different approach to studying our most iconic, unique
garments, from a distance, consolidating all of the perspectives that have been
given on clothing that comes from the farming world in the agricultural land
that surrounded, and still does today residually, the great city of Valencia. One
after another, these reflections will build an image, a linear reading of our
representative historical clothing, the construction of an outfit with clearly
nationalistic or regionalistic connotations depending on who is looking at it.

The evolution of international fashion and its consolidation in the Valencian
community, the appearance of new materials and fabrics, the colour changes
of clothing that reflects the psychological state of the wearers, its use and their
customs, the preservation, conservation and display of some of these pieces
from the museum archives as well as other items that will help put them in
context, will show clothing that is ever-changing, reinterpreted, adapted or re-
purposed to become a living expression of a sense of being different.

The clothing worn today by the fallas committees, the folklore dance group,
draw directly from this evolution that has taken place from the end of the 19
century. But it was the 20' century that made this was it is today, showing the
strong influence of fallas fashion promoted by the industry behind it and going
against the ongoing search for virginal purity of folklore groups that often base
their approaches on the aristocratic foundations of clothing that was never
worn by the working classes. Both with light and shadows, correct answers and
ups and downs, manipulations and flagrant mystifications, aesthetic aberrations
or simple proposals of a popular outfit that evolves and adapts to the new
challenges of continuing to be recognisable, representative clothing.
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Laurent, 1878. Valencian couple who attended the wedding of Alfonso XII and Maria de las Mercedes.
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3 TRESCOLIL O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Exhibition catalogue, 2005.
Algemesti. p. 7.

4 Idem pp. 7-8.

12

“Regardless, the interpretation we give this Valencian clothing shows
that idealisation and reality end up overlapping, often to the point
of confusing the romantic search for a past quotidian life with the
reinvention of this life through a new lens, completely contemporary
and up-to-date, and for very specific purposes.”?

The heritage status of the outfits
of the Valencian llaurador and llauradora

“..the aspects that lead us to imagine rather idyllically a lost past
could not be more current. The laws, one after another, on heritage
(including ethnology and folklore) were put in place mainly in the
second half of the 20™ century and, to put an even finer point on

it, from the 1980s. This is precisely the reality that leads us now

to wonder about topics like traditional clothing from Valencia, its
evolution, aspects associated with dancing from a more systematic,
scientific manner, if you’ll allow the term. But why?, people will ask.
It probably has something to do with the role of democratic town
councils and the concerns of academics around 1979. At that time,
any aspects that defined a people, a specific community, a group,
began to be used as assets and instruments of identity, facing the
homogenising inertia that still would not disappear. And at the
same time, as this mystical recuperated past took shape, a feeling
of identity grew, so historical research and the lauded vernacular
identity began to take parallel paths.”
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The Valencian nationalism that swept our region calling for, and achieving,
an autonomic statue of its own, led to an escalation in the research and
re-valorisation of everything Valencian over the final years of the 1970s
and practically all of the following decade. Language, culture, territory
and especially our backstory full of quotidian events, now we would say
ethnological, sought out the lifestyles and customs of our ancestors, like
anyone searching for the origin of the myth, in order to build a new present
after forty years of dictatorship. And among these customs, clothing, garments
that despite being aware they were created only a century ago were justified by
a remote antiquity, a far older time, oddly enough in the century when we lost
our own laws, as if seeking out a temporal continuity with that time before the
dissolution. The invention of tradition.’

It is a well-known fact that the fallas festival certified the reinvention of the
men’s dress at the 1964 Congrés Faller in order to unify the image presented at
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6 The women’s outfit had

a long-sleeve haqueton,
iridescent green-gold or
brown silk skirt, white lace
shawl, shoes and ornate black
pinafore with lace and jet. Men
wore the well-known torrenti
suit in black sateen with a

red cloth belt, shirt with lace
on the chest, rodina, white
trousers and espadrilles.

7 See the traditional outfit in
Alicante. RAUSELL ADRIAN,
F. X., Indumentaria tradicional
valenciana, v. II. La construccié
del vestit tradicional valencia.
Andana Editorial, 2015.

8 MEDINA RAMOS, A.,
LINARES ALBERT, S., Gaston
Castell6 y las Hogueras de San
Juan, 1928-2000. Su manera de
interpretar este arte efimero.
Alicante. Patronat Municipal
de Cultura, Alicante City
Council 2002. p. 68.

the offering of flowers to Our Lady of the Forsaken. The press of the time, which
called the event the maximum popular and religious expression of the Valencian
people, also looked kindly on making the male members of the commissions
all look the same. Before then men didn’t wear traditional dress, although boys
did wear one of three common outfits: the iconic sirwal trousers, the colourful
torrenti suit or the sombre long trousers and doublet. They called for all men
to wear what was called the panderola suit. This outfit had come about in years
past in the city of Castell6 de la Plana, with the advent of popular clothing

that coalesced into the well-known outfits of the llauradora and llaurador of
Castell6.6 In 1942, created for the operetta by Matilde Salvador, La filla del rei
Barbut, Lluis Sales Boli put together a figure with today’s look. And, like the
wind it swept our lands from top to bottom, in Alicante the well-known outfit
of the Alicante bride was created from scratch around 1977 and pushed aside
forever, without any controversy or dissenting voices, the traditional dress of
the xixonera or llauradora from the Alicante countryside.”

“..an award was also proposed for the commissions with the most
beautiful girls dressed up in the typical outfit, which was that of
the xixonera, which is the most typical and taken for the whole
county of Alicante.”®
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9 RAUSELL ADRIAN,

E. X., Indumentaria
tradicional valenciana, v.

II. La construccio del vestit
tradicional valencia. Andana

Editorial, 2015. Introduction.
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This is how these “regional” outfits became artificially uniform through
stereotyping and political and institutional manipulation of the representative
image. The image and essence of the outfits of the llaurador and llauradora with
all sorts of profound contents and identity values are pressed into the service of
the regime and adapted to new uses. Additionally, the towns, with the distance
that comes from being far from everything going on in the city, adapted the
same outfit or chose a different one, with old and new pieces, to serve the same
function. A new way of life led to new needs that had to be addressed. Offerings,
gatherings with authorities, fallas and festival commissions, inaugurations and
dance groups of the women’s branch of the Falange political movement used
them, and they were a showcase for the latest in traditional clothing.

Our traditional clothing has been considered just another heritage item
since the end of the 20™ century. Alongside other artistic, architectural, festive
or cultural works, traditional Valencian clothing must also be considered
something that must be cultivated, studied and safeguarded in order to preserve
and protect it over time, serving as a representative icon of the Valencian people
and their cultural, social and festive nature.

Old-fashioned clothing, festive clothing and traditional clothing

“Contemporary Valencian culture, created on the foundations

of the Renaissance in the late 19" century and continuing
throughout the Republic and Franco’s dictatorship, experienced
a certain elitist schizophrenia from the 1960s that led to the
abandonment and rejection of all the values of identity that had
been commonplace since the end of the previous century. Political
confrontation became polarised around the highbrow and the
popular, with all the Valencian symbols called into question,
seeking vindictive fighting and division around our most sacred
symbols. Since then, the language, flag and name of the region
marked the conflict that also came to tackle iconic imagery, also
heavy with the weight of the dictatorship that had manipulated
it for nation-building. With the new democracy, traditional
clothing had to be re-purified, dignified and accepted by the
community, which quickly, not wanting to accept the origins of
the iconic traditional outfits in the Renaissance, searched for a
new model focusing once again on what had happened earlier, in
the 18™ century.”
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10 The puffiness of the skirts
and desire to get rid of the
traditional hairstyle with

a bun on either side of the
head, in order to match the
hairstyle to that of the dress,
have become particularly
controversial in recent years.
They don’t take into account,
however, that the later loose
hairstyle also has romantic
roots, common from the mid-
19th century.

11 Indumentaria tradicional
valenciana vol. I. Matéries
primeres, color i ornamentacid
en la roba tradicional, and
Indumentaria tradicional
valenciana vol. II. La
construccié del vestit
tradicional valencia. Andana
editorial, Valencia 2014 and
2015.

The process that began in that period is still under way. The rejection of the
iconic outfit by those with more progressive political leanings is very clear and
often attempts to manipulate the use of a certain figure or hairstyle'® without
any historical basis.

In addition to all of this mess, hardly anyone is aware of clothing studies
that have dealt with this topic scientifically. Shops and seamstresses using
mistaken concept only roil the whole mess up even further, with the general
public seeking stereotypes or uniforms that will allow them to be well
dressed according to their chosen model. Old-fashioned clothing, quotidian
clothing, festive clothing and traditional clothing may seem to be synonyms
but they each have a different meaning. Based on the work by Rausell", a
clear differentiation between these terms has been established. Old-fashioned
clothing would be synonymous with a reproduction of any garment or
fashion from history, meaning at least one hundred years ago, differentiating
between quotidian clothing, festive clothing and clothing for rituals, each
used in a different context. On the other hand, traditional clothing is that
created to represent the region, the outfits worn by Valencians with all their
particularities, evolutions and differences, which would vary depending on the
period and purchasing power of the wearer.
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Looking to the past

The romantic fashion that became popular in Spain after the 1840s had already
spread throughout Europe twenty years earlier. It grew out of the rationalism of
the Enlightenment and Classicism, prioritising individualistic and nationalistic
feelings, factors that would lead to the revolution of 1868 that resulted in the
deposition of Queen Isabella II. The convulsive 19 century reinterpreted the
decorative arts as fashion, mainly based on characteristics from the 17" and
18" century, although reformulated. This movement sought to tie these new
times to previous periods, politically, under the premise of a politico-social
justification now with a conservative slant. Creating clothing for each specific
use shows daily wear that is separate from other festive and representative
clothing, where the feeling of reverence for the past is more pronounced.'> The
clothes worn by this new social order diversified an increasingly homogenising
clothing selection that sought to create stereotypes in order to consolidate,
visually and through folklore, the historical, cultural and social difference of
European people.

“Old-fashioned luxury and the sort of art that gave a sense of
superiority have disappeared, leaving in their place comfort and
simplicity.”

The historicism of romantic fashion, the light, flowy ballet skirts, their
accessories, the patternmaking and sewing, marked traditional clothing,
adapting it to new times and allowing technical advances and fashion

to influence it, always changing and adapting in an ongoing process of
reinvention.

Bourgeoisie fancy dress, modern young women
dressed up as farmers

This period of modernisation of Valencian society that effected social, urban
and economic changes also led to a reflection on traditional rural life, that
which had allowed the city to grow and supported it and which also surrounded
and constrained it. The idealisation of this rural world, in contrast to the urban
lifestyle, led the dominant bourgeois class to become interested in its fashions
and customs, and built a partial, biased perspective of it based on the more
folkloric, festive and whimsical aspects of the people. The huts, the popular
dances, the exuberance of the landscape and, especially, the idealisation of the
festive clothing created the illusion of a fertile land, a flower garden, the smell
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of orange blossoms, where light, music and colour would end up defining what
would later become known as the levante feliz."*

The young bourgeois of Valencia began to wear traditional clothing as a
country costume at the carnival balls they hosted. The stereotype of clothing
from other areas of Spain were also present: manolas, gypsies, Galicians,
Basques and Catalans combined with the Valencian llauradoras, dressed in
dazzling fashion. Their profiles, bodies and some of their accessories that we
can see in photographs from that period portray these girls idyllically, with lots
or very noteworthy jewellery, silk skirts, shawls and pinafores embroidered with
golden metal thread, hoop skirts and combs in their hair.

“In the late 19" century, the representative Valencian outfit for
women and men was based on a well-known historical background,
we can therefore say the regional dress that defined the Valencian

»]5

identity had already been created.
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Valencian people in Madrid, at the wedding of Alfonso XII
and Maria de las Mercedes

The wedding of Alfonso XII and Maria de las Mercedes in Madrid on 30
January 1878 was attended by provincial representatives that embodied the
rural element of the State to entertain the people of Madrid. Folklore dance
groups from Castello, Valencia and Alicante showcased their rich clothing,
which provided the foundation for the stereotyped models, serving in Valencia
and Alicante to create the modern regional dress although Castell6 abandoned
the outfit presented. The men and women’s rich fabrics comprised an outfit
that was a continuation of the clothing worn by the young bourgeoisie in fancy
dress for Carnival, with brocade and swivel-weave fabrics, as well as shawls and
pinafores in tulle embroidered with metal thread. The men were more sombre,
with dark colours, and elegant.

“Valencia’s dancers surely stand out the most from the rest, for
their rich and stylish outfits. They are beautiful women from the
countryside, as can be seen in their fresh faces. They wear a short
skirt of fabric embroidered in gold and silver, a satin doublet in
various colours with very tight sleeves; white embroidered silk
stockings and white satin shoes. Their hair is piled high with a
large spoon-shaped comb, in gold-plated silver; gold pins with fine
pearl details, large earrings in the same style, and several strings of
pearls around their necks; on their arms, they carry small wicker
baskets and fruit and flowers. The menswear varies, as some wear
a coloured velvet waistcoat, a large coloured sash, sirwal trousers,
white stockings and espadrilles, with a silk handkerchief on their
head; others wear a black jacket, waistcoat, embroidered shirt, dark
trousers, silk stockings and espadrilles, and a few wear a round hat
and colourful handkerchief.”*¢

The popular clothing of dance groups and the dances
of towns in the Horta region

“Between the last quarter of the 19" century and the second and
third decades of the 20™ century, folklore dance groups, which
were especially active both in Spain and abroad after the Bourbon
Restoration (1874-1931) and the Second Republic (1931-1939)
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under the name Quadros de bailes y cantos populares valencianos,
showcased the rich regional folklore by using opulent clothing that
already reflected the stereotypical imagery, adapted to dancing.
Following in the footsteps of the bolero dancers who used to perform
at the interval at the theatre, from the last quarter of the 19th
century this group needed to take on typical dress, recognisable and
coordinated, based on the vision of traditional clothing that was
identifiable with being from Valencia. Previously, however, they
also dressed up as bullfighters, majas and in a wide variety of other
costumes.”"

The July fair in Valencia, from 1891, became the centre of performances
and showcased the strength and rivalry between the groups. Decked out in
traditional style, their outfits were adapted in typical ways used for any dance
costumes. The women wore multi-coloured silk and elaborate accessories, with
different types of bodices and the characteristic hairstyle with a bun on either
side of the head. Men, more sombre, often wore different clothing, depending
on the group. Some wore sirwal trousers, breeches and a justacorps, the well-
known trage de torrenti, or trousers made of coloured fabrics that fit the theme
of the performances of the time.

Clothing-hire businesses or the dance troupes themselves made the outfits
that would be used as models, as would their repertories, for other dance groups
in Horta, Ribera and Safor, mainly.

“Paco Miralles’ name started to be heard at festivities in the Horta
region and at folklore shows in the city. Soon his mother, who was
very handy, decided to sew him a dance outfit and made one in the
fashion of a bullfighter, as it was very common for dancers at that
time to wear this sort of costume (...) Later, the dancer would have
his bullfighter costumes made in Madrid, commissioning them
from the same tailor who dressed the famous matador Bombita. For
dancing, however, they didn’t have to put in the protective armour
that other bullfighters needed, as it made the outfit very stiff and
heavy, making it difficult to dance in (...) When Paquito took the
stage, the whole audience went silent. He danced alone, dressed as a
sailor, which at the time was called the English dance...”"®
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The Renaissance

Distinguished poet Teodor Llorente, who won the Flor Natural award at the
poetry contest called the Jocs Florals, chose his daughter Maria as the queen.
Dressed in clothing reminiscent of, or attempting to recreate, that which at
that time was understood as traditional Valencia, old-fashioned, wasn’t very
different from what had been worn at the popular dances for the royal wedding
the previous year. Although it sought to recreate the idyllic imagery of the

18" century, the differences were very clear and noticeable. A representative
outfit made of top-quality fabrics and accessories for a social elite had been
established as a reference for making outfits, also representative, for the working
classes. The queen’s dazzling outfit would be adapted to the financial situation
of the women who would later wear it.

“A more or less standardised version of the Valencian llauradora was
institutionalised, following the example of 18™-century aristocrats.
The foundations were laid for the typical and stereotypical
Valencian outfit, and a variant that drew inspiration from the past
selectively was established. Its creators, from the more comfortable
classes of Valencian society at the time, chose elements that were
common among upper-class clothing in the 18" century, which they
identified with.”"
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Pepita Samper’s dress

“It was what José Mateu has shown using such an appropriate model
as Ms Samper. It was great in how it won out over the requests of
the senses; noble in its use of less common materials; magnificent
because it knew no stinginess, only splendour and ostentation.”*

Ms Pepita Samper Bono’s dress and beauty captivated the judges of the first
Miss Spain contest. Created by a local seamstress following the instruction of
ceramicist J. Mateu, it once again brought back the splendour and beauty of the
old Valencian llauradora outfits after the gradual distortion and blurring of the
traditional Valencian clothing in the first decades of the 20™ century.

Traditional clothing spread and became more popular in the late 19
century, which meant many Valencian women wore these outfits to all sorts of
events. Parades, offerings, Floral Games, folklore dances and processions of all
sorts often had many young people dressed in the style of the old llauradores
of the Horta de Valencia. And it is this, the widespread use of the outfits by
the working classes, that made it necessary to adapt the clothing, using more
affordable fabrics and accessories than those worn by the bourgeois young
women in the capital. These dazzling outfits were used as the model to create
skirts, bodices, shawls, pinafores and jewellery in less expensive materials. Some
silk fabrics, especially damask, but mainly printed cotton, tulle and sequins
filled these outfits, seeking to create an imaginary image of a princess or queen
from a fairy tale.

Pepita Samper Bono’s dress was made of swivel-weave fabric by the Garin
fashion house. The well-known Valencian design was interwoven with colours
to create a bodice and skirt, in line with the fashion of the time, with a little
pad or a bustle. They were also made with a long-sleeve black velvet haqueton,
without boning, with a pointed front, like the romantic bodices and a pair of
shawls and pinafores, in tulle, batiste and silk, embroidered with golden thread.
The hairstyle, also with many elements taken from the fashion of the day, was
topped with the combs and jewellery, necklace and earrings.

Clothing for the fallas festival

Pepita Samper was the first woman to dress up for the fallas festival. Her
popularity spread when she represented Spain at the global beauty contest held
in Paris on 7 February 1929. Samper, who also won this contest, stepped down
in a sign of morning after the death of Maria Christina of Austria, mother
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of Alfonso XIII, the previous day. This garnered further admiration for this
ambassador, dressed in the Valencian style, and the fallas women paid tribute to
her that year, making her the predecessor of the Fallera Major de Valéncia.
Since then, the dress worn by the holder of this honorific title, queen of the
fallas festivities, although subject to all sorts of interpretations, often serves as
the model for the rest of the fallas women. In the 1930s, the Valencian dress was
worn by the women in the fallas commissions at the same time these groups
were becoming the main feast day celebration of the city of Valencia. One of the
rituals created was adopting, early on, the outfit based on what the llauradors
in the Horta region wore, although it has passed through the stereotyping sieve
of the Renaissance, as an appropriate costume for the festivities. It was adapted,

however, to include more fashionable details that had more to do with the desire

to innovate each year than that of returning to the region’s roots.”'

The importance of clothing in the world of the fallas, and the gratuitous
exaltation of women as the stars of festivities, is so great that the celebration
today would be nothing without these two elements, both of which come from
the tradition of the Floral Games.
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Regionalism, clothing for patriotic purposes

22 A paradigmatic case that With the dictatorship, political manipulation of traditional clothing would
comes up cyclically in the become even clearer, especially in creating symbols and outfits??. The new
Xfogigitgfg jji‘fls lfnt(l)]‘f,rlllse folklore groups that were set up, now known as Coros y danzas de la Seccién
pander(;fa outfit (the only Femenina or Educacién y Descanso, used standardised clothing presented to
one created expressly the groups in one or two models: the well-known llauradora or festal, and the

for the fallas festivities) mountain style.
and the use of insignias,

the colours of the sashes The former followed the patterns and design that had already become

and tassels, rewards, etc. the stereotypical llauradora outfit, now made in cotton, rayon or tulle. This
model was used in towns along the coast in the three provinces, while the
latter, known as the mountain style, offered a stereotypical version of the
traditions from the counties of Alcoia and Vall d’Albaida, with a multi-
colour wool skirt in horizontal stripes, black pinafore, Manila or tulle shawl
and gold embroidery. In addition to these, there were several local outfits that
set apart towns like Requena, Onil, Ibi, Biar and Vinaros.

Under all sorts of pressure from fashion, the skirts became longer or
shorter as those used in daily wear did the same. This also happened with
hairstyles, backcombing, quiffs, hair dye, etc., combined with combs of
various sizes: the higher the hair, the higher the comb. The white shoes were
also a distinguishing feature, many with a platform sole and silk tassel,
generally rayon, as decoration.

With the unification of the clothing used under the mandate of the
1964 Congrés Faller, which created what is known as the panderola outfit
for fallas men, a new model of clothing was imposed for men, which has
been much criticised and discredited in recent years. It drew from the
well-known torrenti suit with trousers, substituting the old cloth belt for a
sash with tassels, creating a colour-based hierarchy for the members of the
commission. This model didn’t include anything for the head and, while
in the beginning they wore espadrilles, these were soon replaced with
fashionable shoes of the time. This standardisation of men’s clothing created
a military-style hierarchy within the commission, reinventing tradition now
under the guise of a supposed social equality that was consolidated around
the greatest fallas act of all, the offering of flowers.
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New lines of research

“The influence of art, which had been felt in the evolution of clothing,
especially from the 14™ century, was even stronger in the Baroque
period. Between the 1720s and the 1770s, indestructible ties between
clothing and Baroque tastes were created, the latter considered an
appeal to imagination and virtuosity.”*

The traditional Valencian preference for shiny silk fabrics in bold, contrasting
colours and elaborate accessories that adapt to a historical construction that
has changed and evolved our representative clothing has also led to a search

for its origins, an attempt to return to them and find the exact point in which
the Valencian traditional clothing was created. Ongoing historical perspectives
that have set out to re-purify the traditional Valencian clothing has only
reinterpreted it through a contemporary lens. It drew inspiration from the

old dresses worn traditionally in Valencia by the dance groups that attended
Alfonso XII's wedding in 1878, but also from the outfit worn by Maria Llorente
in 1879, or by Pepita Samper in 1929 or by the fallas women in the commissions
in the capital from 1940. All of the glimpses into this mirror of history have
shown us a deformed, blurry vision that we have to decode and adapt to our
needs, which we have had to create and cultivate in order to carry on, in essence
dressing in our own particular way, in a Valencian manner.
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Mattia Giegher
and the first work published

on folded centrepieces

by JoAN SALLAS 1 CAMPMANY

Mattia or Matthia Giegher, as German Matthias Jager was known, was born
around 1589 in Moosburg, the Duchy of Bavaria, and died roughly in 1632,
probably in Padua, the Republic of Venice. He wrote the first published work on
how to fold napkins and tablecloths.

There is very little information on Giegher’s life and most of what there is has
been gleaned from his own books, published in Padua in Italian. His surname
means ‘hunter’ in German and, to make it easier for Italians to read, he changed
the spelling to Giegher, which is how he is referred to in modern bibliography.
This name change led some older authors to mistakenly refer to him as Geiger,
which in German means ‘violinist’. On the frontispiece of his last book, Giegher
published the Jager family coat of arms, with three hunting horns, a heraldic
motif that appears on several gravestones at Johanniskirche, a 15" century
church in Moosburg.

MATTIA GIEGHER AND THE FIRST WORK PUBLISHED ON FOLDED CENTREPIECES


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
https://cdmt.cat/llibreria/

1 GIEGHER, Mattia:

“Il Trinciante”. Padova:
Martini, 1621

2 GIEGHER, Mattia:

“Lo Scalco”. Padova:
Crivellari, 1623

3 GIEGHER, Mattia: Li Tre
trattati. Padova: Guareschi,
1629

4 GIEGHER, Mattia: Li Tre
trattati. Padova: Frambotto
1639

5 “Ecco dunque, che tu solo
te n’hai differito il godimento:
ma tanto pitt ’haura in grado,
per la notabil differenza,

che vi scorgerai da cert’altra
Operetta, che forse ti fara
capitata alle mani, piti tosto
mal abozzata, che in tutto
ricavata da questo suo
Originale, come pur potea
farsi de chi non ha saputo
senon dichiararsene altertanto
mal’auueduto imitatore,
quantoch’era obligato di
riserbarne la gloria al vero
Autore, e contentarsi di non
tacere quel, che ben noto ad
vna Citta intiera Rendine
gratia al caso [...]

27

TRATTATO
DELLE PIEGATVRE.

p Sfend’io flato Pix‘ cvolte inftantemente follecitato da-

&l Tliuftri mier Signor: Scolari a dar compiuta perfe-

B) Rione o mier libri del Trinciante e dello Scalcos é pa-

rutodebito mio di foddisfar frnalmente alla lor ginfta,

") ¢ ragionenol dimanda. Ho dunque a beneficio , ed vtil

loro , aggiunte alcune cofette al Trinciante , ed accre-

~feinto lo Scalco d’alcune figure , cioe di cedri e di melance trinciate.
Ho finalmente fatto intagliare in rame diuerfé maniere di piegature
di touagholini s o faluiette ,con aggingnerui vna breme 5 ¢ ﬁ&m’an.
dichiarazione s per meglio intenderle , e per aiutare in partelamemoria
di coloro , che da me questarte auvanno apprefa. :
Emmi paruta poi cofanon fuor di ragione il dare il primo luogo a questo
tractato tra gli altri; efSendo ¢ touagliolini le prime cofé che [i con~

wicne appreftar per la tanola, Il fecondo lnogo ho giadicatocommf!ﬁ
: g % 3 o pasld

Like many other Germans who were drawn by the Italian Renaissance just
before the Thirty Years’ War, in 1616, at the age of 22, young Giegher moved to
Padua, then part of the Republic of Venice, where he learned Italian customs
of carving, table setting and napkin folding. From the beginning of the 15"
century, these activities were very important in the Italian courts, and Giegher
studied them in Padua, where he compiled them in treatises on his experience
as a carver in “Il Trinciante”,! as a server in “Lo Scalco”,? and as a napkin folder
in “Trattato delle Piegature”. Although the first and second treatises were
published separately, the third was bound with the first two and published
under the title Li Tre Trattati, in 1629,* and posthumously in 1639,* when the
publisher warned of plagiarism in the book’s prologue. This fact, although not
denied, has never been substantiated.’

Li Tre Trattati is dedicated to Burcardo Ranzovio (Burkhardt Rantzau) of
Sasdorf (probably Sassendorf, Bavaria), who at the time was the councillor
for law students from the ‘German nation’ at the University of Padua. At
that time of religious reformation, the political, social, cultural and trade
relations between Bavarian Catholics and the Italian states were very close,
with both courts often hosting banquets showing oft their power in opulent
table ceremonies. During the 16" century, many important Italian carvers like
Cristoforo di Messisbugo, Domenico Romoli, Bartolomeo Scappi, Giovanni
Battista Rossetti, Vincenzo Cervio and Cesare Evitascandalo mention the use
of artistic napkin folding in their books. However, Giegher was the first to
describe this art in words and images for teaching and creative purposes. The
vast majority of authors from the 17" and 18" centuries who referred to the art
of napkin folding drew directly or indirectly from Giegher’s book as their main
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LITRETRATTATI
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BAV.ARO ) 1 Mosnvnc,
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i ALEMANN’_ IN PADOV A.

Nel primo fi moftra con faciliti gran 11 mododx egare forte di panni lxa :
 ni, ciod, faluiette etmngheg,:ead' parccchmilvgz ﬁ, con certealtre
g:dantencdegnn dreffer fapute ; lequali cofe tutte fon ra efentate in
figure di rame : ¢ quefta & inuerzion del tutto nuoua del Fautore, ne
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source. To understand the art of napkin folding Giegher explains in “Trattato
delle piegature”, published as part of Li Tre trattati, we must take into account
four important aspects:

Firstly, it is not only about learning how to fold napkins for wiping hands
and mouths. It is, above all, about creative sculptures using folded napkins,
called folded centrepieces (trionfi da tavola, in Italian) and covering the table
with folded tablecloths and food with folded napkins. From the 16" century,
centrepieces were made with edible items, such as butter, sugar, pasta, etc., as
well as non-edible materials like wood, wax, tragacanth, napkins, etc. Starting
in the second half of the 17" century, the former were known in German as
Schauessen and the latter, Schaugerichten. In the first third of the 17 century,
there were also centrepieces combining the two, like for example sugar statues
dressed in folded napkins. With the advent of European porcelain in 1709, this
material was used to make the same subjects as the centrepieces from the 16"
century, gradually replacing them until, after the French Revolution, they had
disappeared completely. Even though the last known book on folded-napkin
centrepieces was published in 1845 by F. K. Funke,® taking models originally
published by A. Klett in 1677, we can’t frame it as part of Baroque table culture,
as it had already died out.

Centrepieces made of folded napkins began to be used in the early 16"
century by courts in northern Italy, probably the Florence of the Medici’s.

The first document that mentions artistic napkin folding dates from 1513.® The
complexity of the main folding techniques (fan, curved and, especially, sachets
and herringbone) show the influence of Florentine tailors of the time, who used
very similar methods. From the second half of the 17 century, these activities
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9 ANON.: Aanhangzel, van
de volmaakte hollandsche
Keuken-Meid. Amsterdam:
Steven van Esveldt, 1746
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spread to other countries, mainly in the German-speaking world, through
illustrated publications by Georg Philipp Harsdorffer, Andreas Klett, Andreas
Glorez and Johannes Schalch, among others.

The limited documentation published during the Baroque era on artistic napkin
folding in France, Spain and England is indicative of the fact that the practice
had not spread as extensively to these countries. Sources from the Baroque era
say that, above all in France, this activity wasn’t very well received.

Secondly, Giegher’s book is not for learning how to fold napkins from a series
of folding instructions, which it also includes (although mainly based on hand
position), but to learn the culture of folding and practice the techniques each
folder can use to come up with their own creations. The author of the book
doesn’t show the models for them to be folded, but to convince us of the great
things a folder can do if they learn and properly combine the folding techniques
shown. From the early 15" century through the middle of the 18" century,
folding models were designed exclusively for each banquet. The idea of using
the same style of folded napkins for different banquets only came about after
the first step-by-step folding instructions were published in 1746, alongside the
expansion of porcelain.

Thirdly, Giegher and the other folding teachers of his time used paper
to learn and practice folding techniques, as it allows the folder to correct
mistakes without losing its stiffness. Once they had learnt the techniques, they
used starched linen fabric. This explains why, in the Western world, folded
napkins often have the same foundations, techniques and folding sequences
as folded paper items, such as the troublewit. Napkin folding, therefore, must
be considered part of the wider folding arts, alongside folded paper and other
materials. So, the main element of the folding arts isn’t the material being folded
but the fold itself, and especially the creative folds.

And, finally, in addition to their use on the table, folding techniques and
materials, objects made of folded napkins aren’t merely decorative. Above all,
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Table 4 from “Trattato delle Piegature”. “Nave corredata”, a galley with
sails and wind. Reproduced by
the author.

“Castello”. Napkin castle
with white rabbits in its walls,
live birds in its towers and
a marzipan man standing in
the entrance. Reproduced
by the author.
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Table 5 from “Trattato delle
Piegature”.

“Aquila”. Double-headed
eagle of the House of Hapsburg.
Reproduced by the author.
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“li quadrangoli”, “le colline”,
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“la Naue”, “li copertoj da
coprir le panatiere per signori
grandi, e le trinciere”, “la
mitra”, “il gallo d’India”,

“li draghi”, “le rose, €’
rosmarino con la croce di
Malta”, “li pesci”, “la corona

del papa”, “U’Aquila”, “II

cane”, “Il Lione”, “Il castor”,
“La testuggine o tartaruca”,
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“Vn'orso”, “Il pellicano”,
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mare”, “Li pippioni”, “I'vccello
»

in su la torre”, “Il gallo in su

» »

la gallina”, “Il paone”, “vna
gallina co’ suoi pulcini”,
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“vn fagiano doppio”, “San
Marco”, “Il delfino”. There is
an illustration of a rabbit but
it is never mentioned, and “La
fenice” is mentioned but there
is no illustration of it.
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“pagoni”, “aquile”, “igni”,
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they had symbolic meaning, which German baroque called Sinnbilder (images
with meaning), in line with the purpose of the banquet, event, location, guests
or hosts. With a social and communicative purpose, as well, the symbolism of
the folds must be recognised, reflected on and discussed by the participants.
So, folding professionals were trained not only in technique and artistry, but
also in culture and the humanities, including recurrent themes like heraldry
and mythology. On top of knowing how to fold, a folder also had to be able to
propose what to fold so it could be approved by their masters.

In “Trattato delle Piegature”, Giegher includes a list of many folded
centrepieces and illustrations of heraldic, animal, ecclesiastical or mythological
subjects.!® He also mentions other centrepieces made of wax, pasta or folded
napkins,' without specifying which material was used for each one. This leads
us to believe they were made of a combination of materials. Both the names
and all the illustrations of each of the folding subjects proposed by Giegher
and other Baroque authors must be analysed and interpreted with the help of
experts in many fields, such as symbolism, cuisine, textiles and philology, as
well as folding experts, of course, which we will at some point cover in another
article.

As often happens with books that are used and not just read, very few copies
of Giegher’s books remain, especially of the first edition of Li Tre Trattati from

che sbrana la bocca al
lione”, “Vn’Europa sul toro
con le mani alla corna”,
“Vn’Elena Troiana adornata
di veste, e capelli d’oro”,
“Vna Venere ignuda”,

“Vna Pallade ignuda”,

“Vna Giunone ignuda”.
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August Bibliothek
Wolfenbiittel (M: Oe 311),
Universitatsbibliothek
Eichstétt-Ingolstadt (18/1 E
777¢), Uwe Frenzel private
collection. Switzerland:
Universitatsbibliothek Basel
(AP V 31a). England: British
Library, London (D-7953.a.1.)
13 Germany: Staatsbibliothek
zu Berlin (Oq 10332), SLUB
Dresden (Putz.17 8 61),
Herzog August Bibliothek
Wolfenbiittel A: 133.9 Pol.),
Bayerische Staatsbibliothek
Miinchen (Res/Oecon.

710). England: British
Library [1037.c.13 (. 1)],

V&A, National Art Library
(86.U.23), The Wellcome
Library, London (2829/B/1),
National Library of Scotland
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Library & Museum, New
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1629, of which there are only five copies.'? Of the 1639 edition, there are at

least twenty copies.”?

A reproduction was published without citing the original source.'*
Many modern academic publications show some of the images published
in “Trattato delle Piegature”, but only one has them all."”* Georg Philipp
Harsdorfter [1607-1658] and Georg Greflinger [ca. 1620-677] published a
German translation of the information and illustrations from Giegher’s
“Trattato delle Piegature” in 1649' and 1650," respectively. While Greflinger
plagiarised Harsdorffer, the latter most likely drew from the original sources

York (ID173056), New York
Public Library (*KB1639),
Indiana University - Lilly
Library (TX885.G45 T78).
France: Bibliotheque National
de France (V-11149), Institut
Européen d’Histoire et des
Cultures de ’Alimentation,
Tours (641.013 GIE),
Bibliothéque Mazarine,
Paris (8° 29336 [Res]). Italy:
Biblioteca Universitaria

di Padova (BOT.4.198).
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Switzerland: Bibliothek Bern
UB (MUE Romisch V 94).

14 Bologna: Arnaldo

Forni Editore, 1989, ISBN
9788827127674, very poor
resolution.

15 SALLAS, Joan: Gefaltete
Schonheit. Freiburg/Wien,
2010 / Folding Beauty.
Seul:Jong ie nara, 2018.
Images from the original copy
at Bayerische Staatsbibliothek
in Munich.

16 HARSDORFFER, Georg
Philipp: Trincir-Buch.
Niirnberg: Fiirst [1649].

17 GREFLINGER, Georg:
Hofliches und Vermehrtes
Complementier-Biichlein.
Rinteln: Petro Lucio, 1650.
1648 edition, also published
in Rinteln by Petro Lucio,
doesn’t include Greflinger’s
plagiarism of Harsdorffer.
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18 GERSTL, Doris:
Vorschneidekunst und
Tafelfreuden, published in
Georg Philipp Harsdorffer und
die Kiinste. Niirnberg: Hans
Carl Verlag, 2005.

19 HARSDORFFER,

Georg Philipp: Vollstindig
vermehrtes Trincir-Buch.
Niirnberg: Fiirsten.
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when he was studying law at the University of Padua and probably learned

of Giegher’s works shortly after his death. Harsdorffer included the German
translation in his work Trincir-Buch, published without the author’s name

or a date. Dr Werner Wilhelm Schnabel, a professor at Friedrich-Alexander
University Erlangen-Niirnberg (Germany) ventured that this early edition,
often dated 1641, was actually published in 1649."® The hypothesis seems
plausible, as this edition was probably published after the great Nuremberg
Peace Banquet at the end of the Thirty Years’ War, held in that city in 1649.
For the event, Harsdorffer was responsible for the many centrepieces made of
folded napkins. This supposition is further bolstered by the fact that Grefliger
did not copy Harsdorfer in his 1648 edition. In subsequent editions,"
published in 1652, 1654, 1657 and 1665, Harsdorfter expanded on Giegher’s
folding proposals, including 12 individual napkins, 24 centrepieces and two
tablecloths. Translating Giegher’s work into German was surely no easy feat,
as not all of the Italian folding terms had equivalents in German. As a result,
Harsdorffer had to coin many new terms, which knowing his personality he
was probably quite happy to do.
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1 Thanks to a query
addressed to the Arxiu del
Regne de Mallorca, we could
guess the names of most of
the craftspeople who were
involved. Listed in PADROSA
GORGOT, Inés, “La reforma
de la iglesia del Convento

del Carmen de Peralada
(1875-1895)”, Fundacié
Privada Castell de Peralada,
2017.

2 The liturgical furnishings
made in this period

have disappeared, so the
description provided is based
on documentary information
plus observation of the
projects and the photographic
legacy.
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Portieres on the main altar
at the Carmelite Convent

of Peralada

by INEs PADROSA GORGOT, archivist and librarian at Peralada Castle.
Photographs: LAURA GALOBARDES

Thanks to Mr Antonio (11887) and Mr Tomas de Rocaberti (11898), counts
of Zavella and Peralada respectively, the church of the Carmelite Convent of
Peralada' was notably restored in the last quarter of the 19** century.

In order to achieve it, they established a relationship with the best artists
and craftspeople in Catalonia and some from abroad, including the foreman
Gerénimo Granell (1834-1889), the architect Augusto Font (1845-1924), the
mosaic artists Gian Domenico Facchina (1826-1904) and Luigi Pellarin, the
glazier Antonio Rigalt (1850-1914), and sculptors/woodworkers the Gémez
brothers, from Girona.

As it was the main place of worship and consecration, the decoration
on the main altar had to stand out from the rest. Since the decoration
reflects the tastes of Mr Tomas de Rocaberti, it was directly supervised and
modified by him throughout its execution.? Before the altar, and in line with
the trends of that time, the floor was decorated with a magnificent mosaic
created by Luigi Pellarin, an Italian artist who lived in Barcelona, following
the designs of the architect Augusto Font.

The altar, a work made by the Gomez brothers from Girona, was framed
by the woodwork they also created. On the front, there were five structures
imitating neo-Gothic arches, three visible to worshippers and two more
hidden as they were perpendicular to the altar, designed by Font. In the
upper part of the ogive arches, there was a circle with a stained-glass
mosaic by Facchina, inscribed as a visual element. This contained a flower
in the centre, from which four more flowers sprung forth, one from each
lobe. Between the arch and the ogive arch, four musician angels, created
by Miguel Castellanas (1852-1924), embellished the decorations. In the
lower part, there was a leather piece in each section, acquired by the Count
in Paris and gilded by Juan Sarrado. These embossed leather pieces were
decorated with bands of Marian iconography, the M for Mary topped with a
crown and the Carmelite emblem.
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Fact Sheet

Contracting party
Date

Design
Embroiderer
Size
Passementerie
Technique

Fabric

Materials
Manufactured in Mallorca
Awards

Value in 1896

Toméas de Rocaberti Dameto, count of Peralada, etc.
1894

Fausto Morell Bellet (Palma, 1851-1928)

Melitona Romero Herrera

1.95 m tall. 1.45 m wide

Two-tone twisted-silk tassels, 16 cm. Parallel embroidery heads

Threading. Triple embroidery

Silk velvet

Silk threads. Silver and gold. Sequins

19" century

Honourable mention. Exposicién Internacional de Bellas Artes de Barcelona, 1896

2,500.00 pesetas each one
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3 “Tercera Exposicio de
Belles Arts i Industries
Artistiques”, Barcelona, Palau
de Belles Arts, 23 April to 26
July 1896. Vol. LI: Butlletins
d’admissié: Indastries
Artistiques. FI 15, issue 9-219.
Topografic DO2FI-15-5.5/9.
MNAC.

4 Itbelonged to one of the
main noble families from
Mallorca, whose father

was also the painter Fausto
Morell Orlandis, who hosted
intellectual gatherings at his
home, Can Solleric, in Palma.
He specialised in landscapes,
portraits and religious and
historical painting. The best
families and institutions
from Palma commissioned
him to create various types
of works. The Marquis of
Vivot did so, who gave the
altarpiece featuring Saint
Thomas of Villanueva to his
cousin Mr. Tomds, count of
Peralada. Despite having tried
to locate the sketches for the
aforementioned works, it has
not been achieved. I would
like to thank Angela Garcias
Truyols, countess Palffy, for
her help in this search.
According to letters between
Tomas de Rocaberti and
Fausto Morell, we know that
the curtains were already
hanging on the main altar in
July 1894.

5 This date leads us to
associate Melitona with the
Colegio de las Religiosas
Pureza de Maria in Palma

de Mallorca. I would like to
thank sister Francisca Arbona
for her time.
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The curtains or portiéres

On either side of the altar, three additional arches completed the group. The
upper section did not have any decoration, whereas the bottom one featured
embroidered mural wall hangings, with the family crest, in a clearly devotional
function. Their mottoes and coats of arms were explained in detail in the 2017
publication. After that publication, I found out that they had been on display at
the “Exposicién General de Bellas Artes de Barcelona” (1896), which allowed me
to delve further and learn information that was rarely available: the name and
surnames of the designer, of the person who led the embroidery workshop and
the location where they had been made.

The key document is the admission® of these pieces for the “Tercera
Exposicion General de Bellas Artes e Industrias Artisticas” (Barcelona, 1896). It
specifies that the project was led by Fausto Morell Bellet* (Palma, 1851-1928), a
renowned painter from Mallorca, and mentions the expositor, Melitona Romero
Herrera, and whose address is Calle de la Concepcion 3-3°, Palma de Mallorca,
although we don’t have much more information on her. All we can add is that
three years earlier, she had won a bronze medal and a diploma at the World’s
Columbian Exposition in Chicago® in 1893 for a “velvet portiere embroidered
with coat of arms and dress of the child Jesus embroidered in gold.”®

As is common at this type of expositions, various awards were given out.

The ones related to the Barcelona Exposition were published in La Vanguardia
on 17 June 1896, and in Group 4: Tapestry, Fabrics, Prints, Embossed Leather,

Lace and Embroidery, we find that “Melitona Romero y Herrera” was given an
honourable mention “for six gold embroidered curtains in gold and silk relief

numbered 1146 to 1151.”

Description

The aesthetic is the same throughout the group: they are rectangular pieces
with a purple embroidered velvet edging whose motif repeats symmetrically
on either side. In the centre, in Gothic script, a legend extracted from some
sentences from the Bible stands out”. Each one is headed by a great flamboyant

7 Phrases transcribed
in PADROSA, Inés, op. cit.
(2017).

6 PALMER, Potter, World’s
Columbian Exposition.
Women’s building. Official
Catalogue of exhibits.
Chicago: W.B. Conkey
Company, 1893, p. 137.

The students at Colegio de
la Pureza attended three
universal expositions:
Paris (1878), Barcelona
(1-18/08/1888) and Chicago
(USA, 01/05 - 03/10/1893),
receiving various awards.
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8 Gold and silver threads are
said to combine in a certain
way with silk, creating a field
or flowers on the fabric, which
is called frosted silk because it
imitates frost. Diccionario de
la lengua castellana... Madrid:
Joachin Ibarra, 1770, p. 534.

9 According to the Catdlogo
ilustrado de la 3® Exposicion
de Bellas Artes e Industrias
Artisticas, Barcelona:

J. Thomas & Ca., 1896. Issues
1146 through 1151, p. 191,

the embroidery is carried out
with the threading technique,
which is done with curled gold

and silver forming small tubes.

capital letter and the decoration is completed with two coats of arms from the
branches of the Rocaberti-Dameto family. The back is formed by a white cotton
tissue interlining and covered with a fine purple silk tissue.

The Peralada portieres correspond to embroidered silk following the triple-
brocade technique in which the silk interwoven work with gold thread stands
out from the frosted silk background?. It is the so-called relief embroidery,
whose purpose is to give a sense of three-dimensionality. It was made using
gold embroidery techniques. As they are large-format pieces, to make them
easier to handle and for several people to work on at the same time, different
individuals usually worked on other fabrics, cardboard, parchment or cards®
that would later be cut out and applied to the final fabric, a technique known
as superimposed embroidery or appliqué. This decoration was attached to the
main fabric through a variety of stitches, backstitch, piping, silk cords, scallop
stitches and silk finishing that, in addition to accomplish this function, also
highlighted and gave polychromy to the finished work.
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See detail

Each of the borders stands out for Modernisme-inspired floral embroidery.
On each of the curtains, the upper bands all have the same three elements:
each of the corners features a lozenge topped with a crown, bearing the M
for Mary, trimmed in gold and silver with the motto “ORA PRO NOBIS
DECOR CARMELTI”. The other three angles shine out with a floral motif and,
in the centre, the insignia of the Carmelite congregation (a stylised mountain
— Mt Carmel — and three six-pointed stars: a silver one in the centre of
the mountain and the other two placed symmetrically on either side of the
mountain).

The plant motifs of the frame are inscribed with sinuous shapes. Some form
hearts, others, braces. In other cases, the leaves and branches are interwoven,

giving the viewer a sense of movement.

On four of the six curtains, the decoration is framed with borders from whim
leaves are sprouting. In the other two cases, the figures are framed with various
sinuous silk cords of different tones.

In these portieres we can see a rich, carefully chosen range of colours and
the use of several techniques. We should distinguish between the figures
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10 For this description, we
have consulted: GONZALEZ
MENA, Ma. Angeles,
Catdlogo de bordados,
Madrid: Instituto Valencia

de Don Juan, 1974, and
ESPINAR RODRIGUEZ,
José Ma., El bordado en oro
contempordneo: conocimiento
de materiales y manufactura
de cara a su conservacion

y difusién, Final project

for degree in Preservation
and Restoration of Cultural
Heritage, University of Seville,
Faculty of Fine Arts, 2016-17.
https://bit.ly/396SNpC

[Last viewed: 18/03/2019].
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and the embroidery and the joining, edging and finishing elements. Regarding
the adornments, the threads set to cover the cardboard moulds are noteworthy,
as well as the blended stitching, also known as the acupictae technique due

to the pictorial technique imitation. The embroiderers attempted to make

their work look like paintings. For this reason it’s not surprising that, in some
inventories, some fine embroidered works were referred to as “painted artwork”.

To give the flowers volume, knotted stitching is applied with little knots or
nubs as well as Or Nué, which creates an enamelled bas-relief and chiaroscuro
effect. Flat stitching has been used too, and also picot stitch and cross stitch or
pulvinarium, for flowers and capital letters.'

Before placing the pieces, details like stems, branches and other adornments
were first put in order to hide the threads behind the figures. The finishing of
these can be presented with silk and gold thread outlines, and with silk cords,
some of them with the giraspe technique, a combined silk thread and braiding.
In other cases, the figures are attached to the velvet with backstitch, chain
stitch, profile stitch, scallop stitch, edging and piping.

Puffs are also used, some of them finished with trinkets like sequins to enrich
the veins of some of the nerves.

We come across a piece of liturgical furnishing, included in the so-called
erudite embroideries, both for its fabrics that form it and its wide variety of
techniques and stitching used. Plus, the fact that we know its designer, the client
and the workshop in Palma where it was made, led by Melitona Romero, who
proved to have a highly skilled embroiderers team at her disposal. ®
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Portrait of Marcelo Scarxell.
Photo: A. Blanch. Marcelo Scarxell
Archive.
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Marcelo Scarxell,
the illusion of elegance

by BLanca CasTaLDO

Marcelo Scarxell Nicola’s life was fashion, and within it, elegance. Fashion
understood as a mathematician would, as something surprisingly simple, yet
also effective and constructive. Fashion in which simplicity is taken to the
extreme. Although he was an illustrator for great fashion designers and worked
with large companies as a designer to develop the fashion industry in our
country, his work is completely unknown today.
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Marcelo was born on Mallorca in 1935, in the small town of Séller, in a valley
surrounded by mountains that isolate it from the rest of the island with the
only natural port on Mallorca that faces the peninsula. The town’s close trade
relations with Catalonia and France, where oranges grown in the valley were
exported, fostered an emerging bourgeoisie and the establishment of textile
factories. His father, Jaume Scarxell of “Can Grec”, was one of these traders who
had made his fortune in France. This is also where he met a distinguished girl,
Maria Nicola, who he later married and had two sons and two daughters with.
Marcelo Scarxell was the youngest. They lived in Séller and at Son Beltran, an
incredible estate on the hillside of El Teix, very close to Cala Deia. It was a very
safe, strategic spot for a trader when the Civil War broke out, which brought a
period of shortages and black-market trading.

So, he grew up in a well-oft family and was protected to some extent from the
squalor of that time. As a child, he said “his favourite hobby was drawing and
what he drew most often were ladies.” (MARCELO SCARXELL. Setmanari Séller,
1992). At Sacred Heart school, where he studied, father Nicolau Bauza (drawing
teacher) fostered this pastime even though, while the other children read and
copied drawings from EI Coyote, he made drawings of Gilda (UrtiMa Hora,
2013), which were much appreciated by his schoolmates. Rita Hayworth, who
he met years later and dressed while at Pedro Rodriguez’s workshop, was always
one of his muses, alongside Audrey Hepburn and other stars.

This skill didn’t go unnoticed and when Marcelo Scarxell was just 15,
Mallorca folklore scholar Bartomeu Ensenyat asked him to do the illustrations
for the book Folklore de Mallorca. Danzas Muisica Ritos y Costumbres, which
was only published years later (1975).

At that time, the men in Séller dressed well. Marcelo Scarxell drew his
mother and sisters’ dresses, and went with them often to visit the seamstress
“Sa Ruberta”. This was who showed his drawings and introduced him to
Felicidad Duce, the director of Instituto Feli, a ground-breaking centre teaching
fashion in Spain, who spend the summers in Séller.
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lllustrations for fashion magazines Around that same time, he met the daughter of French Séller residents who
(1955-1960). Marcelo Scarxell . 9. . T
Archive. came to the town periodically. Marcelo Scarxell used to say, quite descriptively,

that, as he was used to the angelical beauty of Spanish girls, with hair under their
arms though, Maria José Castaiier, a sophisticated, worldly girl, seemed to him
like Gilda herself.

1955-1962 Barcelona

During his military service, he began doing drawings for various publications for
Felicidad Duce’s school, and for fashion magazines like Sutilezas, Janine, etc. As
he explained in an interview with Aina Colom, for Setmanari Séller, at that time
magazines didn’t have as many photos and drawings were used to accompany
patterns, images or adverts. (A. CoLoMm, 1992)

When he finished his military service, aged approximately 19, Felicidad Duce
hired him as the drawing teacher at Instituto Feli, where he also sketched designs,
which the school made a pattern of and published in magazines like Sutilezas,
Janine or the books Felicidad Duce published for the school. Pedro Rodriguez,
the most world-renowned Spanish designer of the time, alongside Balenciaga,
often worked with his friend Felicidad Duce’s school, giving masterclasses.
(VILASECA, 2018) When he saw Marcelo Scarxell’s skill for drawing, he invited
him to work at his fashion house, initially drawing and, not long after, as a
designer. He stayed with Pedro Rodriguez for five years (1957-1962).

(A. CoLom, 1992) Some of the designs he did there can be seen today at the
Museo del Traje in Madrid and in the Antoni de Montpalau Collection. After a
few years, despite keeping up his friendship with the master, he decided to set off
for Paris.
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1962-1964 Living in Paris

Working with Guy Laroche

At a time when, as he explained, the French treated Spaniards as if they had the
plague, he was lucky to speak French as his mother tongue and have this odd
lineage that no one identified with Spain. So, he easily found a job as soon as he
showed his drawings to one of the top fashion houses in Paris: Guy Laroche.

Laroche had been in the United States the previous year to learn about the
new industrial dressmaking methods that were common there. In 1961, the
year Marcelo Scarxell arrived in Paris, he inaugurated his new workshop at
29 Avenue Montaigne (just opposite Christian Dior), with a shop where he
presented his first prét-a-porter collection, to great success. Marcelo Scarxell
worked as a designer there for two years and learnt how a real fashion industry
works: how they design, make, advertise and sell their clothes.

Some drawings still remain from this time, with his signature and the
company’s seal. At that time, fashion houses like Guy Laroche, Pedro
Rodriguez, etc. had several designers on staff, with exclusive contracts. They
proposed their designs, and the best or most suitable were chosen to be made.
Fortunately, many of these drawings, in addition to a header or the company
seal, had the designer’s signature, so it is easy to identify which employee drew
them. Some of these designers would go on to create their own fashion houses,
after gaining enough experience.
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Marcelo Scarxell did each drawing with a specific woman in mind, so his
in drawings we can recognise the features of the models he worked with or of
his clients, who much appreciated this exclusivity. He often gave his designs
extravagant names: Bimba, Tokio, Eleonor, Bakela...

At Guy Laroche, he used to say, he designed dresses for Princess Grace of
Monaco, Sofia Loren, Maria Félix, the Baroness de Rothschild, Viscountess de
Ribes, Ava Gardner. (A. CoLoM, 1992) Even though the designers could present
their drawings and test the dresses with clients, the finished product was
presented with the brand of the fashion house and didn’t normally mention the
name of the collaborator or employee who had designed it. In magazines, and
in books of figures from that time, the names of the people who had drawn or
illustrated them rarely appeared except if the drawing was signed.

In this regard, he was extremely honourable and never took anything he
did at work with him, without permission from the owner. All in all, he kept a
folder with a small sample of pieces he did throughout his life, with newspaper
clippings etc., his contract with Pedro Rodriguez, a letter of recommendation
signed by Guy Laroche, photocopies of the Christmas cards, etc., which he
brought out for the exhibition “Marcelo Scarxell: dissenyador de moda & music
hall”. We, therefore, have very little on his work from this period, other than a
few ink drawings and some pages from Spanish magazines on Marcelo’s work
for Guy Laroche.

Music Hall

He used to say that he met magazine star Line Renaud at Casino de Paris, who
in exchange for the drawings he did for her introduced him to the owner of the
theatre. (A. CoLom, 1992) After World War II, music halls were in decline. The
Clerico brothers revitalised some of these theatres their father had purchased,
expanding the auditoriums, creating spectacular scenery, updating the shows
with beautiful women performing nude or semi-nude splendidly adorned with
transparent fabrics, feathers and jewels. The women performed dances and
choreographies that on occasion featured international stars of the like of Frank
Sinatra, Ginger Rogers, Charles Aznavour, etc. (THE TELEGRAPH, 2019) In the
1960s, they not only brought the music halls back to life, but also exported these
shows to the casinos in Las Vegas. French actress Line Renaud was a Vegas
showgirl. (WIkIPEDIA, 2019)

This is how Marcelo Scarxell came to do a series of designs for shows
at Teatre Lido and Casino de Paris (A. CoLom, 1992). Although he didn’t
remember the names of the shows when he showed us the drawings, and we
don’t know for sure if his designs were ever used, the theme of the drawings
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is very similar to some of the shows that were put on at the Clerico brothers’
theatres between 1960-1965, including “Le temple d’amour” and “Porcelaines”
at Folies Berger, and “Fastes de Versailles”, “Gaité Parisienne”, “Suivez Moi”,
“Cococorico” at Teatre Lido.

While he was in Paris, he married Maria José Castaiier, the young woman
he met years earlier and who, with Marcelo’s help, would become one of the

most in-demand models of the time, along with Marjo.

1965-1975 A much-lauded return

After two years, they decided to return to Barcelona. Felicidad Duce’s
magazines published his new Parisian designs, in which we can still recognise
model Jean Shrimpton who regularly worked with Guy Laroche (Lo Mopa
OToNoO-INVIERNO, 1969-70) and he went back to the workshop of his beloved
master Pedro Rodriguez. He had a lot more experience from being in Paris and
Rodriguez appreciated and valued that. He worked five more years with Pedro
Rodriguez, who he always had a good relationship with despite having moved
away. He always supported Marcelo Scarxell in his projects, helping present his
collections whenever he could. Marcelo, for his part, continued working with
him for years, drawing the Christmas card for Rodriguez’s fashion house, for
example.

1970-1973 Designer for El Corte Inglés

Marcelo Scarxell came from a refined, cosmopolitan world. In 1970, brothers
Isidoro and César Alvarez, founders of El Corte Inglés department store,
brought him on board in order to apply his experience with haute couture to
prét-a-porter. El Corte Inglés, Marcelo Scarxell used to say, “only made ladies’
dressing gowns” back then. His job was to make the company’s products more
sophisticated. For his part, in Madrid, he trained in the largest dress-making
industry. (M. SoLg, 1973) The Alvarez brothers, who Marcelo Scarxell loved
greatly, believed in him completely and put him in charge of the whole process
of making the brand’s ladieswear.

Marcelo Scarxell focused exclusively on clothes for women; other designers
made the menswear. With good reason, he proposed that El Corte Inglés
create a line of larger sizes because, as he said, not all women have the
measurements of a model but they can still look pretty and elegant. And,
possibly thinking of his younger daughter Carin, he created a children’s line
marketed under the brand “Bus Stop”. (A. Corom, 1993) In 1970, 170 designs
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were presented in the spring/summer collection at a huge fashion show
in Madrid, Seville, Barcelona, to 120,000 people. (BLANCO Y NEGRO, 1970)

Before designing, there is the whole research process. It was also
important to be well-informed of what was going on in other parts of the
world: Milan, Paris, London and New York. Afterwards, they acquired
the best fabrics and used them to make the designs. (A. CoLom, 1993)

We know from artist Lluis Castaldo, who offered him a job in print design,
that Marcelo was also actively involved in building the design and printed
textiles industry, which didn’t exist previously in Madrid, to supply

El Corte Inglés.

He supervised the work of other designers at the company personally
until they had enough experience. From the selection of sketches, the
patternmakers made the patterns. Then the pieces were cut out, assembled
and tested on a model. Marcelo Scarxell said that when he got to El Corte
Inglés, they didn’t have any models to work on. So, he took a girl from the
workshop who was the right height and had the right build and taught her
how to walk and move. Over time, he trained a good group of girls, whose
only job was to be his models. Once the models had been altered and fitted,
the collection was presented. They had several rooms to display the various
collections to clients, industrialists, etc. After, depending on the contracts,
they decided which colours and sizes each design would be made in.
Nothing was left to chance. (A. CoLoM, 1993)

The fashion adverts for El Corte Inglés in 1970-1973, when Marcelo
was working there, feature black-and-white illustrations of sophisticated
women and men in tuxedos, like the ones he told us he drew for the rooms
where the El Corte Inglés collections were on display. Although we can’t
say for sure that he was the one behind them. Either way, when he left
El Corte Inglés, there was a clear shift in the illustrations for the adverts
and, not long after, they began using photos. (Lo VANGUARDIA ESPANOLA,
p. 13 26/02/1970) At that time, the director of advertising and head window
dresser for El Corte Inglés was Joaquin Lopez Esteban, who won an award
for the best business image for his “Cuadernos de publicidad”. (BLanco Y
NEGRO, 1971)

As Josep Casamartina explained in the exhibition “Barcelona Prét-a-
porter” (2013), one of the issues that made it difficult to introduce prét-
a-porter in this country was adapting to new production methods; going
from customised hand-made designs to industrialised production: in series
and for a large audience. This renewal began in the 1970s with a group of
ground-breaking brands like Loewe, Jests del Pozo, Andrés Andreu.
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1973-1977 Creative success and business troubles

They all highly valued Marcelo Scarxell’s experience in industrial dressmaking.
Josep Andreu Faiges who also got his start in the fashion world with Pedro
Rodriguez, founded the brand Andrés Andreu in 1967 with a partner. They
would separate in 1973, when the company joined the Compramoda Espafola
group created in Barcelona with 36 Catalan designers and dressmakers.

That year, the Andrés Andreu brand was at the Salén de la Confeccién
Barcelona with 80 designs by Marcelo Scarxell, including items for women
and girls, and formalwear (ceremony, cocktail and evening). The collection
was also successfully presented at the Salon Prét a Porter Paris at Expo-Porte
de Versailles and at the Hilton hotel in Madrid (M. SoLg, 1973). Nevertheless,
Marcelo Scarxell and Andrés Andreu decided not to continue working together.

At the same time he was working for Andrés Andreu, he had set up a
boutique with his wife called Marabu and an artisan workshop where he did
haute couture on plaga de Molina in Barcelona. In addition to his own clients,
some of the top clients from Pedro Rodriguez were also patrons of his shop
when the latter closed his doors. These included Abe Lane, wife of Xavier Cugat;
the Marquess of Castellbell; and singer Victoria de los Angeles, who he had a
close friendship with and designed dresses for her to wear at her concerts and
on her travels all over the world.

In 1974, Marcelo Scarxell inherited part of the Son Beltran estate, shared
with his siblings, and returned to Mallorca to decide a series of issues. Some
unfortunate decisions led them to lose most of the estate he loved so much some
years later.

Over those years, he and his wife separated. As he told it, he left her
everything: the home, boutique and workshop. In 1976, with a capital
partner called Pierre Serre and one of his nephews, a successful businessman
in the construction sector, they started up the prét-a-porter brand
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Figure by Marcelo Scarxell
for Victoria de los Angeles.
(1973-1976) Colour pencil on FE
paper. Marcelo Scarxell Archive.
Photo Victoria de los Angeles
Foundation Archive.

Figures by Marcelo Scarxell
with models Isabel Cordero
and Maria Eugenia. (1973-1977)
Ink and colour pencil on paper.
Marcelo Scarxell Archive.
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Marcelo Scarxell S.A. They didn’t have a boutique. Marcelo focused exclusively
on the creative side, designing and presenting the garments. His drawings,
once again, clearly show the physical traits of the models he worked with at that
time: Pepa, Maria Eugenia (Miss Barcelona) and Isabel Cordero, who he often
drew with the attitude or movement they would later reproduce for the photos,
taken by fashion photographer Antoni Bernard. They presented the collections
at Salon Prét a Porter Paris, where once again they got loads of publicity. They
created several catalogues or collections for representatives in Paris, Cannes,
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Paris, Cannes, Mexico, Miami, Puerto Rico, etc., who they sold the designs to.
In Spain, El Corte Inglés was one of his biggest customers. Apparently, the idea
and designs were good, they had many orders, but for some reason or other
the business didn’t do well.

Marcelo Scarxell, in general, focused on fashion, and within the sector,
on elegance. He was a sybarite but, despite being the son of a merchant, he
didn’t pay much attention to the financial side of things, which in a complex,
complicated sector like fashion, he left in the hands of other people. And to
top it off, he had problems with the tax agency. At that time, the taxes on haute
couture were so high (P. CALzADILLA, 2012) that many creators, even the great
Pedro Rodriguez, had problems surviving or had to close.

After the devastation of the divorce, failed business, etc., around 1978,
the Alvarez brothers, who loved him a great deal, took him back and offered
him a fresh start at El Corte Inglés, where he stayed until he retired at 53. In
those years, El Corte Inglés had grown and diversified greatly, although it
still had a place in Madrid where the design was done, with many designers
and a dozen rooms fully equipped to display the collections all year long.
The actual garments, however, were made at various locations in Spain. One
each for skirts, underwear, coats, etc. (A. CoLom, 1993) He was just one of the
anonymous designers who worked for the brand and, as he told us when he
visited Mallorca, his job was very routine: they drew a lot and a small selection
was made of items to produce. His drawings from that time, despite being more
elaborate, are still just as fresh and elegant as ever.
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Christmas card for the Piza-Colom
family with a portrait of Catalina
Colom (1990-2010). Marcelo
Scarxell Archive.

He retired at 53 and returned to Soller, where he drew and designed for his
own pleasure, for friends or local publications.

The Séller Cultural Centre - Museum dedicated an exhibition to him:
“Marcelo Scarxell Alta costura i Music Hall”. Museo del Traje in Madrid has
some of his drawings from the Pedro Rodriguez archive. Some of his dresses
and drawings are also in the Antoni de Montpalau Collection and at the Centre
de Documentaci6 i Museu de les Arts Esceéniques in Barcelona, which has
Victoria de los Angeles’ wardrobe.

Thanks

To Marcelo Scarxell, his family and friends, Victoria de los Angeles Foundation,
Antoni de Montpalau Collection, MAE / Centre de documentaci6 i Museu de
les Arts Esceniques, Josep Casamartina.
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Carles Delclaux

A continuation of the Catalan
Tapestry School

by LAURA DE LA CALLE VIAN
PhD in Art History U.C.M.

2014 was the hundredth anniversary of the first piece Tarragona-born Tomas
Aymat ever wove.! This was the first step in what, many years later, would come
to be known as the Catalan Tapestry School. A century is a good round number
that invites us to look back and take stock. But no dip into the history of the
School would be complete without looking at Carles Delclaux, the last of its
artistic directors. 2014 was also the forty-seventh anniversary of this prolific
creator’s start as a weaver.

Delclaux was born in Sant Cugat del Vallés (Barcelona) in 1951. When he
was still very young, he became interested in painting and began studying
under Joan Tortosa. At sixteen, he started working at Alfombras y Tapices
Aymat, a company that had been located in the town since the 1920s. From
then on, weaving was his life: Delclaux lived his weaving and wove his life. Its
close ties with his life mean his work can be read like a biography, because the
artist, sometimes boldly and others discouraged, often with humour and at
times sarcastically, poured himself into his work. Researching it, therefore, is
like writing a chronicle of his life. An artistic life that can also be interpreted
musically, as Delclaux never ceased to compose, in his own way, a concert that
goes back and forth over a few sonorous themes: the self, women and nature.

Opening

In 1968, when he joined the staff at Aymat, the company was living a sweet
moment: it had gained international renown and moved comfortably in the
circles of a new style, similar to the trends of the New Tapestry movement.
Delclaux fit in here like a spindle whorl on a spindle. He took on board the
new formulas used in the workshop quickly, the volumes, the unorthodox
stitches, the new materials, the move away from figurative art, etc. And he
quickly started to take part in the weaving of works designed by Josep Grau
Garriga, who was the artistic director of the tapestry department from 1957.
But these high points aren’t often perceived by those living them as what they
are: the beginning of the end. Just a few months later, Grau began distancing
himself from the factory in pursuit of personal success. Josep Royo, who took

CARLES DELCLAUX. A CONTINUATION OF THE CATALAN TAPESTRY SCHOOL


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
https://cdmt.cat/llibreria/

Datatéxtil 40

60

OPEN SOURCE LANGUAGE VERSION > ESPANOL

over for him, would leave Aymat as well, in 1970, to seek his artistic fortune in
Tarragona, working with Mir6 and Maeght.

Delclaux took over management of the workshop then, aged just nineteen,
tull of self-confidence, which would always be one of his most characteristic
traits. This security gave him the courage he needed to start working on a
personal line that, without going against everything he had learnt in the
workshop, pushed him imperceptibly towards the path of tradition. Returning
to their craft, for good professionals, is more than a desire; it is a need. Early on,
Delclaux felt the expressive limits of the New Tapestry’s gestural textiles, proved
its effect to be greater than its eloquence, and chose not to be bound by such
narrow constraints. This early intuition of reality led him to become interested
in the trade. He registered at the Massana School, where he took classes on
restoring tapestry and learnt classical techniques. For years, he combined this
schoolwork with his full-time job. This shows another of his characteristics:
hard-working.

Daring and tenacious; unorthodox and traditional. Opposing elements
blended into an emulsion that would always define his work. It is no surprise,
then, that these early years gave rise to, almost simultaneously, a piece like his
Tapis-Is (a three-dimensional textile piece in line with the flashier Polish or
Yugoslavian productions) and La llegada de la esperanza, in which he returned
to flat stitching and figurative representation. And he would never leave this
fusion/contrasting line of work, although, naturally, some elements stood out
above the others, depending on the piece.

In 1974, he had to do military service, which took him away from his position
at Aymat and he never returned. The company fell into an inexorable decline
that would end with its closing in 1980. Why is Delclaux, then, considered the
heir of the Catalan Tapestry School? Let’s have a look.

Gestation of an artistic figure

His time in the military on Menorca didn’t keep him away from his vocation,
as he juggled his obligations as a soldier with his devotion to weaving in his
free time. It was a time of personal growth, in which he decided to begin an
independent life.

On his return to Catalonia, he moved into Can Monmany in Valdoreix,
a town on the outskirts of Barcelona, where he helped organise the small
workshop of Merce Diogéne and Cecile Dedieu. But he still did not abandon his
own work, which he continued on a loom in his home.

His work continued oscillating between tradition and the heterodoxy that
he didn’t seem completely satisfied with, because to express himself he needed
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L’Empordanet. (detail from portrait
of Teresa). Size: 340 x 700 cm.
1980. Carles Delclaux Archive.
Photos: Carles Cabanas.
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material means he didn’t have. His good relationship with his former boss,
businessman Miguel Samaranch, encouraged him to ask the man for those
means. Delclaux returned to Aymat and found it completely changed. In just

a short time, it became clear the factory was in crisis: rug production, which
was what sustained the factory financially, couldn’t compete with products
from Asia that were invading the market, and the tapestry department was
languishing without its former members. Samaranch offered his former artistic
director the chance to move to Girona, with support from the city council,
giving him some of the looms and tools from the workshop. Without a moment
of doubt, with his characteristic decisiveness, he left Can Monmany and set up
a shop in Girona, opening up a workshop on Carrer For¢a, very close to the
cathedral, almost immediately.

His personal and artistic life were beginning to mature. He became a popular
figure in the city, students came from various locations and he began to get
commissions from decorators, hotels, banks and private homes. His tapestries
were filled with flowers, butterflies and birds, not only an ode to nature but also
a metaphor for the plenitude he felt. Women, as the focal point of life, also had
a central role in his tapestries from this period, and to highlight their beauty,
Delclaux employed a balanced, intelligent use of a highly varied selection of
textile resources. His best piece from that time, perhaps of his whole career, is
LEmpordanet, a huge tapestry that summed up the highest achievements of his
inspiration and his trade.
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La Merce Cultural Centre.
Girona. Loom room.

Photos: Laura de la Calle Vian.

In 1984, the small workshop on Carrer Forga moved into the new cultural
centre the city council had opened at the former convent of La Merce. Here,
the municipal authorities set up the rest of the looms from the factory in
Sant Cugat, after reaching an agreement with Samaranch to purchase them.
Carles Delclaux led this workshop for twenty-five years, following the same
rules that had applied at Aymat, using the same tools and seeking the same
goal of creating an artistic industry with its own character for Catalonia. This
pursuit of goals, continuity of methods and tools, and use of the brand Escola
catalana de tapis (Catalan Tapestry School), which Samaranch used to identify
his production from the 1960s, allow us to say, without qualms, that Delclaux
was the most resolute director of that School.

Maturity

It is clear that, over a long career, any artist’s work changes. This is even

more true of the work of an artist like Delclaux, who so faithfully conveyed
his own experiences. After the hopes and dreams of his youth, which are
celebrated enthusiastically in the tapestries of that period, maturity brought a
certain disenchantment. His work continued to focus on the same topics, but
his perspective and technical means to convey them were transformed. His
language became simpler, bordering on abstraction, although his discourse is
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Corintio. Size: 204 x 300 cm. 2008.
Photos: Laura de la Calle Vian.
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clear: from praising women he moved to reproach, from tribute to spite, from
trust to scepticism. Nature no longer has the same vitality it did before, the
exuberant flowers are gone, the butterflies are just an outline, and everything
takes on the sharp edges of irony. The final tapestries show a Delclaux who

was both hurt and caustic, but would never let himself be taken down. Perhaps
to fill the hole left, both in his soul and his workday, by that quasi-pantheistic
harmony conveyed in his tapestries, his work turned to a more elemental focus:
the resources of the trade. This brought forth a series of textiles that reinterpret
old paragons of women’s fashion, but with a masculine power that makes them
very attractive pieces.

The long and intense professional life of this artist isn’t only reflected in
his own creations. He spent a significant part of his time translating the
works of others. This shows Delclaux’s skill, who like any good actor adapted
to the artistic peculiarities of a wide range of men: Tharrats, Subirachs,

Beulas, Millares, Llosas and many others. This flexibility is indisputable proof
of his skill.

This brief portrayal of Carles Delclaux wouldn’t be complete without a look
at his teaching, which he did without pause from the very beginning: first at the
Aymat workshop, then at the gypsy craftsmanship school Campo de la Bota,
later at Can Monmany and, finally, in Girona at his workshop on Carrer Forga
and at the La Mercé cultural centre. Numerous students of his have set up small
workshops all over Catalonia, putting down roots for this art form that had no
tradition in Catalonia.
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La princesa de Eboli. (detail)
Size: 179 x 338 cm.
1988. Cardboard by
Josep Maria Subirachs.
Photos: Laura de la Calle Vian.

San Félix y la catedral.
Size: 160 x 262 cm. 2004.
Cardboard by Pere Llosas.
Photos: Laura de la Calle Vian.
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Tapestry Collection
at the Biblioteca Historica

Marques de Valdecilla,

Complutense University
of Madrid

by MARIA LOPEZ REY
Conservator of Textile Materials

Introduction

Between 2011 and 2015, collectors Carmen and Justo Fernandez loaned
four tapestries with scenes from Don Quixote to the Biblioteca Historica
Marqués de Valdecilla to be studied and displayed.

The director of the library, aware of the responsibility that comes with
safeguarding this heritage, has seen the necessity of design a specific
preventive conservation programme to ensure their long-term preservation
after the conservation treatment of the tapestries.

The Biblioteca Historica Marqués de Valdecilla,
Complutense University of Madrid

The Biblioteca Histérica Marqués de Valdecilla, Complutense University

of Madrid, is a library inaugurated in 2001 with the mission of collecting,
managing and preserving collections of old books from education
institutions that, historically, have been part of what is the University today.

Carmen and Justo Fernandez tapestry collection

The tapestries are from the Royal Manufacture of Aubusson (France),
woven on a low-warp loom in the mid-18" century, and represent various
scenes from the book The Ingenious Gentleman Don Quixote of La Mancha
following the iconography designed by Antoine Coypel."»?

The tapestries in the collection represent the scenes:

m Camacho’s wedding (Fig. 1)

m Don Quixote receiving the Order of Knighthood (Fig. 2)
m Sancho’s Dapple (Fig. 3)

m Princess Micomicona (Fig. 4)
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Fig. 2. Don Quixote receiving the Order of Knighthood.
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The tapestries are on display, with engravings of the scenes from Don
Quixote represented in the tapestries. There are also information panels
explaining the history of the collection and the conservation process they
have undergone.

The exhibition of textile materials is always risky, so it is very important
to strike a balance that allows visitors to enjoy the pieces without damaging
them.? This balance begins with the decision to alternate periods on display
and periods in storage at the library storage area. The tapestries are taken
down and packed away in summer.

The room where they are on display isn’t just an exhibition gallery, it is used
as a lounge for the library users and get from the spaces open to the public to
those accesible only by staff. So, in designing the exhibition, it was important to
take into account not only the preservation requirements for the tapestries but
also the other ways in which the space is used.

The design for the exhibition began with adjusting the tapestries to a room
that houses a huge wooden filing cabinet with unused library files and a seating
area with two sofas and a coffee table, used by library visitors. It also took into
account that one of the walls in the room has four east-facing windows with
white roller shades.

The most serious problems we ran into was with the Don Quixote receiving
the Order of Knighthood tapestry, above one of the sofas, as users could brush
their heads on it as they sat down. To prevent this, we took advantage of the full
height of the wall and put it as high as possible, so no matter how tall, no one
would brush against it.
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Another problem was with the tapestries The wedding of Camacho and
The Princess Micomicona, which are displayed alternatively on top of the file
cabinet, as both pieces overlap the cabinet. To prevent this area from lying
horizontal, where it can accumulate much more dust than the rest of the
tapestry, we decided to move the cabinet out 10 cm from the wall to give them
space to hang comfortably.

Sancho’s Dapple tapestry is behind a glass door. Far from being a problem,
this door acts as a screen, protecting the tapestry from the book carts heading
into the reading room.

The tapestries were designed and manufactured to be hung vertically,* which
is why they are displayed in this way, respecting their original reading. In recent
years, new display systems are being studied using an inclined plane,® but this
system doesn’t fit the needs of this gallery.

To display the tapestries, we used Velcro®, attaching the tapestry with a
Velcro® to a wooden slat. It is an effective method, as it distributes the weight
along the top edge, unlike the old methods using rings and thread loops.*

The slat is made of wood, and to prevent emissions that would affect the
preservation of the tapestry, was sealed with Marvelseal 360° (an aluminised
polyethylene and nylon barrier film). To make the slat as inconspicuous
as possible, the ends were lined with the same colour as the selvedges of the
tapestry.
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The slat is hung on the top of the wall with a system of guides, so when the
tapestries aren’t on display, other collections can be shown.

As we’ve said, the exhibition hall isn’t designed for this use and it doesn’t
meet the lighting conditions recommended for displaying textiles. To minimise
the effects of the light, UV filters have been installed on the windows. We also
studied how far in the windows the sun shines, making sure it doesn’t directly
hit any of the wall, and therefore any of the tapestries.

One of the most critical moments came during the installation of the
tapestries. To ensure the safety of the tapestries, these activities are planned in
advance and carried out according to guidelines laying out the process, staft
necessary, equipment required and the steps to follow to prevent any damage.
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After testing several systems to put up and take down the tapestries, we
decided that the simplest and most effective procedure is to use pulleys, so the
slat and tapestry are pulled up at the same time, as a single piece. The main
advantage of this system is that the Velcro® (holding the tapestry onto the slat) is
attached or detached on the ground, on a flat surface, so it can be done without
putting the tapestry or the staff at risk.

Once the tapestries have been taken down, the recommendation is to clean
the tapestries, front and back’, to remove any dust, with an adjustable vacuum
cleaner and a soft-haired brush. This cleaning process prepares the tapestry for
storage.

When the tapestries are not on display, they are stored in the library storage
area, which has the appropriate environment and security conditions to ensure
the preservation of cultural heritage.

The best way to store them is rolled up?, so a cylindrical storage support have
been created for each tapestry, adjusted to the size and specific needs of each
one. In addition, the support make it easier to handle the tapestries when they
are moved inside the library. Also a two racks made of Ethafoam® (polyethylene
foam) have been built for the cylinders to rest on, so the tapestries don’t have to
support their own weight when rolled up. Furthermore, cotton covers have also
been made to protect the tapestries in storage.
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Conclusion

The preventive conservation plan established was designed taking into account
the technical equipment and staff available in the library, so that it would be

feasible. ®
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VIGNON, Charlotte. Coypel’s Don Quixote
Tapestries. Hllustrating Spanish Novel in
Eighteenth-Century France. The Frick
Collection. New York, 2015.

TAPESTRY COLLECTION AT THE BIBLIOTECA HISTORICA MARQUES DE VALDECILLA,

COMPLUTENSE UNIVERSITY OF MADRID
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RESEARCH PROJECT

SILKNOW,
weaving our past
into the future

m Ester Alba. Universitat de Valéncia.
Department of Art History

®m Mar Gaitan. Universitat de Valéncia.
Department of Art History

m Arabella Ledn. GARIN 1820

m Jorge Sebastian. Universitat de Valéncia.
Department of Art History

European history is woven in silk. Although the
Silk Road is normally associated with its origins in
Asia, its European branches were fundamental to
the construction of present-day Europe, through
the trade relations that sprung up along the way.
The legacy of these routes is invaluable: a unique
example of heritage in which memory, identity,
creativity and knowledge come together in the
same place. It is also living heritage, multifaceted,
in which tradition and craftsmanship live on.
Nevertheless, despite its huge importance in
building contemporary Europe, this heritage has
not been properly appreciated. This, in addition to
its own physical nature, makes it even more fragile
than other cultural elements like paintings and
sculptures. Even more so because the intangible
heritage associated with textile pieces is seriously
endangered by the closing of many industries, the
loss of oral memory, the imminent disappearance
of those who have first-hand knowledge of
traditional techniques, etc. Given the fragility
of the materials' and knowledge associated with
textile design, technology is a must, in order to
preserve and disseminate this heritage.
SILKNOW was created in order to tackle
these challenges.? This research project is funded
by the European Union through the CULT-
COOP-09-2017 call, “European cultural heritage,
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Jacquard loom: an artisan weaving © Garin 1820.

access and analysis for a richer interpretation of
the past”, within the Horizon 2020 programme.
Coordinated by the University of Valencia, the
consortium has nine members from six countries
in the European Union (Spain, France, Germany;,
Slovenia, Poland and Italy). The members include
three universities, two SMEs, one international
institution and three research bodies. This project
aims to improve understanding, preservation and
dissemination of European silk heritage from
the 15'™ to 19'* centuries. Based on records from
existing catalogues, it aims to produce digital
modelling of weaving techniques (a “Virtual
Loom”), using automatic visual recognition,
advanced spatio-temporal visualisation,
multilingual and semantically enriched access to
digital data.

This multidisciplinary project is made
possible by a group of professionals from
such diverse areas as computer technology,

FERNANDEZ, Marcos,
“Interactive Tools for the
Preservation, Dissemination
and Study of Silk Heritage-
An Introduction to the
SILKNOW Project”,
Multimodal Technologies and
Interaction 2, issue 2, 15 May
2018, pp. 1-11.

1 “Bocetos, disenos,
dibujos, puestas en carta y
textiles” FRANCH, Ricardo,
Del “vellut” al espolin,
Obrapropia, Valencia, 2012.
2 PORTALES, Cristina;
SEBASTIAN, Jorge; ALBA,
Ester; SEVILLA, Javier;
GAITAN, Mar; RUIZ and
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text analysis, image processing, semantics, art
history, textile preservation and manufacturing.
In fact, SILKNOW believes textiles are more than
just objects; they are a nexus between different
disciplines. However, the project goes beyond
merely trying to bring ancient weaving techniques
to the modern industry. In this regard, the body of
knowledge originates not only from researchers but
also from creative industries like GARIN, which
still does its weaving with techniques from the 19"
century. Metaphorically, computers will be used
to rescue ancient weaving techniques.* The results
will be of use to many different groups, including
researchers, conservation specalists, art historians,
creative industries, information technology,
artificial intelligence, tourism, etc.

Therefore, the project seeks a series of results that
are relevant to a variety of target audiences that are
helping build a European history woven in silk.

Multilingual thesaurus

The information available on cultural heritage in
general, and that of silk specifically, is extremely
diverse and comes from multiple sources that have
evolved over time and space. Additionally, textile
heritage does not have a standardised cataloguing
system or international vocabulary, and most often,
each museum develops its own tools, which means
that datasets and searches are not interoperable
among different museums. However, it is essential
to have controlled vocabularies to work with the
museums’ collections, not only for researchers and
conservation professionals, but also for the general
public.*

3 Inthisregard, as Essinger
explains, the ties binding
technology and silk heritage
are not new at all. In fact,
Jacquard looms are seen as the
direct ancestors of modern-
day computers. ESSINGER,
James, Jacquard’s Web: How a
Hand-Loom Led to the Birth of
the Information Age, Oxford
University Press, 2004.
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4 BACA, Murtha, “Fear of
Authority? Authority Control
and Thesaurus Building for
Art and Material Culture
Information”, Cataloguing
and classification, issue
38:3-4, 2004, pp. 143-151.

LIBRARY NOVELTIES AND NEWS

SILKNOW is putting together an open-access
multilingual thesaurus (English, Spanish, French
and Italian) on silk, encompassing historical
weaving techniques, materials, tools, etc. The result
will help standardise this heritage, better preserving
it while encouraging contact among collections
at museums all over Europe. Furthermore, the
participating institutions will improve their
inventory and cataloguing systems, as well as the
ways in which they process and manage their
digital data. Finally, it will be a good example of the
benefits of data interoperability.

Spatio-temporal visualisation

One feature of fabrics is that, despite being
geographically far from each other, they often share
many of the same characteristics, sharing styles,
decorative motifs or even techniques. However, like
other fields of art history, textile design has evolved
over time and space, adapting to the tastes of each
period.

SILKNOW will produce highly interactive
graphics to show the data associated with silk
fabrics in space and time. This tool will allow
researchers to study where the pieces come from,
track their connections throughout Europe and
their evolution over time, thus showing their
historical continuity through to the present day.
This will have a clear impact not only as a research
tool, but also as a driving force for tourism, raising
awareness of collections at small and medium-sized
museums, generating new syne rgies among them
and helping create new routes in Europe focusing
on silk. Finally, this visualisation will be highly
useful for the creative industries as a catalyst and
source of inspiration or as a tool to identify copies,
as well as helping them better understand their
own designs and inspirations, bringing a historical
element to their collections.

Reproducing historical fabrics

The fragile nature of textile heritage sometimes
makes it difficult to access these cultural items,
which makes research and dissemination more
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complicated. Therefore, SILKNOW will build a
virtual loom, with representations of historical
weaving techniques using graphic models
available online that can also be printed in 3D. The
purpose is to better understand the structures and
techniques, and to make them more accessible and
manageable for the public. These 3D replicas can
be used as educational materials at museums, for
research or for dissemination.

Conclusions

Cultural heritage is not only about tangible cultural
goods, it also includes meanings passed down from
one generation to the next, resulting in a sense of
belonging to the larger community. Silk heritage
goes well beyond fabrics; it is a catalyst for social
cohesion, sustainable development, creativity,
design and technology. It is the thread that binds
together an important part of European cultural
heritage and history. SILKNOW, as a joint research
project, is committed to safeguarding this cultural

. i 6:"
Shuttles © Garin 1820.

heritage using latest-generation technology, weaving
our past into the future.

“SILKNOW. Silk heritage in the Knowledge
Society: from punched cards to big data, deep
learning and visual/tangible simulations” has
received funds from the European Union Horizon
2020 research and innovation programme under
grant number 769504. m
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OPEN SOURCE LANGUAGE VERSION > ESPANOL

EXHIBITION

Hilando ideas, tejiendo arte

IVAM ALCOI
from June 26* to October 27t 2019

m M2 Jesus Folch.
Curator of the exhibition and curator at the IVAM

Hilando ideas, tejiendo arte shows the evolution
of textile arts from the 1960s to present day and
takes a group of 45 pieces by 22 artists to analyse
how textiles are no longer a tool associated
with women, decorations, functionality and
applied arts, but have become an instrument for
generalised expression of critical concepts in art.
The first thing visitors will see is the proposals
that advocated for a reinterpretation of the
manual processes passed down from ancestral
cultures and experimented with materials and
techniques like jute, macramé, palm, mica,
etc. to use sculpturally. In Spain, Informalists
like Antoni Tapies introduced some of these
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principles, but it was Josep Grau-Garriga who, in
connection with the Nouvelle Tapisserie and the
international biennials in Lausanne, spearheaded
the renewal of tapestry, influencing groups like
the one in Valencia, Tramant la trama, whose
members included Aurelia Masanet and Pilar
Sala. While she was active, Aurélia Mufoz

also researched how to integrate works into
architectural spaces. With Estel Ancorat, she
created a flexible piece made of macramé strings
and threads, braided by hand, that changed in
appearance depending on where the viewer was
standing. In contrast, Lanas, an interactive piece
made up of 1,600 wool threads in 40 different
colours and bells, was created by Juan Hidalgo
to generate shape, colour and sound through the
movement of its parts.
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The conceptual premises that appeared as
criticism of pure aesthetics will be the focus
of the next section of the exhibition and pose
questions associated with our lifestyle and way of
thinking. Robert Morris introduced eroticism as
political language and work on Freudian concepts
of Eros and Thanatos: the search for order and
cohesion versus the drive towards dissolution and
fragmentation. Both in his piece House of Vetti II
and also in Behind the Lobby Doors..., we find a
narration by Laure Prouvost of the artist’s loss
of control over the execution, interpretation and
vision of his work; and Kimsooja’s Bottari, in
which the ordinary act of tying up and rolling out
symbolises the diffusion and concentration of our
lifestyle and way of thinking; and the sculptures of
Ernesto Neto, which initiate us into knowledge of
our body and its relationship to its surroundings.

Nicolas Bourriaud called new forms of
appropriating and re-combining artistic materials
post-production. Cosima von Bonin and Ricardo
Cotanda use industrial fabrics, to which they add
textile pieces outlined with thread and needle to
reflect on social classes and gender, respectively.

Clemencia Labin and Polly Apfelbaum make fabric
collages that share an abstract language related to
pop and comic art. Joana Vasconcelos speaks about
how women’s bodies have been displayed to the
public like trophies, and Eva Lootz and Annette
Messager about the attacks on women’s dignity and
rights by male-chauvinist culture.

The final section features works with biting,
ironic criticism of a socio-political nature that
seek to dismantle the rigidity of the governmental
system and of our own society. Agustin Parejo
School tells us about the cemeteries of our culture;
Juan Pérez Agirregoikoa of the armed interventions
by the United States in various parts of the world;
Cristina Lucas of the consequences of bombing
civilians; Carolina Caycedo gives protest slogans
a museum-ready format to break the barriers
between social protest and institutions; Magdalena
Jitrik obliquely quotes the history of Argentinian
anarchism through abstract language; and Yinka
Shonibare incorporates post-colonial debate
on repression and racism by subverting and
combining models inherited from Victorian and
African cultures. m

The exhibition brings together pieces from private and public collections: Museo Nacional Centro de Arte Reina Sofia, Madrid;
Galeria Michel Soskine, Madrid; Fundacié Antoni Tapies, Barcelona; Coleccion Herederos de Aurélia Muinoz; Fundacion MACBA,
Barcelona; Coleccion CA2M. Centro de Arte Dos de Mayo, Madrid; Fundacion Helga de Alvear, Madrid / Caceres; Fundagcao Joana
Vasconcelos, Lisboa; Coleccion “la Caixa” Arte Contemporaneo, Barcelona; MUSAC. Museo de Arte Contemporaneo de Castilla y

Leon, Leon; and Ayuntamiento de Sant Cugat del Vallés.
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CLOSE-UP SASH/CORSET. COVALLHOM180-05. SYSTEM IMPROVING ON CORSETS TO REMOVE THE BONING, MAKING IT EASIER TO WASH THE ITEM (CLOSE-UP) Photo /
© R. Figueras

Datateéxtil 40 INVENTORY OF THE ARCHIVE OF LADIES' BRAS AND UNDERGARMENTS PIO VALL “CORSES MARIA” AND “CONFECCIONES MARIA” (1915-1940)






Photo / Foto:

LIRIOS, CARDOS, CORAZONES. SIZE: 130 X 160 CM. 1980. (CLOSE-UP)
Lirios, cardos, corazones. Medidas: 130 x 160 cm. 1980. (detalle) © Archivo de Carles Delclaux
© Carles Delclaux Archive
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Datatextil 40 CARLES DELCLAUX. A CONTINUATION OF THE CATALAN TAPESTRY SCHOOL
CARLES DELCLAUX. PUNTO Y SEGUIDO DE LA ESCUELA CATALANA DE TAPIZ






FEMALE LLAURADORA, 20™ CENTURY. POPULAR DANCE GROUP LES FOLIES DE CARCAIXENT Photo / Foto:
Llauradora, segle xx. Grup de balls populars Les Folies de Carcaixent © F. Xavier Rausell Adrian

Datatextil 40 MIRROR OF REALITIES. VALENCIAN LLAURADOR OUTFITS AND HOW THEY WERE CONSTRUCTED
MIRALL DE REALITATS. EL VESTIT DELS LLAURADORS VALENCIANS | LA SEUA CONSTRUCCIO ICONICA






ANOTHER PORTIERE FROM PERALADA Photo / Foto:
Otro recamado de Peralada © Laura Galobardes
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Datatextil 40 PORTIERES ON THE MAIN ALTAR AT THE CARMELITE CONVENT OF PERALADA
LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA






A PERALADA PORTIERE DETAIL Photo / Foto:
Detalle de un recamado de Peralada © Laura Galobardes
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FIGURES BY MARCELO SCARXELL. (1978-90) INK ON PAPER Photo / Foto:
Figurins de Marcelo Scarxell. (1978-90) Tinta sobre Paper © Marcelo Scarxell Archive

Datatextil 40 MARCELO SCARXELL, THE ILLUSION OF ELEGANCE
MARCELO SCARXELL, LA ILLUSIO DE L'ELEGANCIA






FIGURE FOR TEATRE LIDO AND CASINO DE PARIS. INK, WATERCOLOUR AND ACRYLIC ON PAPER (1960-1963) Photo / Foto:
Figuri pel Teatre Lido i el Casino de Parfs. Tinta, aquarel-la i acrilic sobre paper (1960-1963) © Arxiu Marcelo Scarxell
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FIGURE FOR TEATRE LIDO AND CASINO DE PARIS. INK, WATERCOLOUR AND ACRYLIC ON PAPER (1960-1963) Photo / Foto:
Figuri pel Teatre Lido i el Casino de Paris. Tinta, aquarel-la i acrilic sobre paper (1960-1963) © Arxiu Marcelo Scarxell
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DON QUIXOTE RECEIVING THE ORDER OF KNIGHTHOOD (DETAIL) Photo / Foto:
Quijote armado caballero (detalle) © Maria Lépez Rey

Datatéxtil 40 TAPESTRY COLLECTION AT THE BIBLIOTECA HISTORICA MAROUES DE VALDECILLA, COMPLUTENSE UNIVERSITY OF MADRID
LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA DE LA UNIVERSIDAD COMPLUTENSE DE MADRID






SANCHO'S DAPPLE. ANONYMOUS ENGRAVING BASED ON A WORK BY CHARLES ANTOINE COYPEL (18™ CENTURY) Photo / Foto:
El robo del rucio de Sancho. Grabado anénimo basado en una obra de Charles Antoine Coypel (s. Vi) © E-Prints Universidad Complutense de Madrid

—y
Sancho sevelle ot se u’c:f.-:n;ﬂr?r de e /Jﬁr.v retrouver son. cher grison qgite Gines de Passunont
liee :’}J/\‘.‘?-,’_' T J, ch 4

Datatéxtil 40 TAPESTRY COLLECTION AT THE BIBLIOTECA HISTORICA MAROUES DE VALDECILLA, COMPLUTENSE UNIVERSITY OF MADRID
LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA DE LA UNIVERSIDAD COMPLUTENSE DE MADRID






Datatéxtil 40

1 VENTOSA, Silvia: Modelar
el Cos. Treball i vida de les
cotillaires de Barcelona.

Ed. Altafulla. p. 70.

2 Lany 1919 jaes
confeccionava aquest tipus de
sostenidor, tal com consta al
dossier Mariver. VALL (2017).
3 Alaweb del’Oficina
Espanola de Patentes y Marcas.
( ]

consta una patent de Maria
Verdaguer d’Invencié amb
nam. de registre 66.403 per
perfeccionament de cotilles
amb data 11 de febrer de 1918.
4 ATarxiu familiar hi ha

una carta de 1937 on Maria
Verdaguer demana permis per
renovar-se el passaport per la
necessitat que té de viatjar a
Paris, com altres vegades ho
ha fet, per veure el que alli

es feia pel bé del seu negoci.
Carta acompanyada d’una
altra del seu marit, Pio Vall,
confirmant els seus desitjos.
FIGUERAS (2018).

Maria Verdaguer Massana
envoltada de dones a qui
ensenyava a cosir amb la seva
maquina Singer que la familia
encara conserva al taller. 1909.
Fotografia: Arxiu VALLHOM.

per Rosa FIGUERAS MARTIN,
Llicenciada en Historia de 'Art. Documentalista

La dona, I'empresa

Maria Verdaguer Massana va néixer a Tona I'any 1893. Es va casar amb
Pio Vall Amblas, secretari de ’Ajuntament de Tona. El matrimoni va tenir
cinc fills. L'abril de 1914 es va treure el titol de professora de Corte y Confeccion
expedit per 'académia Central Marti, de Barcelona. Lany 1915 crearen
I'empresa Pio Vall de confeccié de sostenidors i roba interior femenina, que
es comercialitza amb els noms de Corsés Maria i Confecciones Maria. Seguint
la tradicié d’aquest tipus d’empreses familiars, Maria Verdaguer dissenyava
els diferents models, feia els patrons i organitzava el taller de produccio.
Estava al corrent de tot el relacionat amb els pressupostos i les comandes, la
comercialitzacio, temes dels quals sencarregava el seu marit, Pio Vall.!

Els teixits s'importaven de Franga, sedes, tuls, blondes i es combinaven amb
puntes, aplicacions i brodats. Va patentar diferents models de sostenidors,
entre ells un denominat “globus™, aixi com un nou sistema de confeccié de

cotilles per a la seva millora i higiene®. Estava al corrent de les noves modes, fent
diferents viatges a Paris on visitava els magatzems de moda per inspirar-se per
crear les seves peces.*

INVENTARI DEL FONS DE SOSTENIDORS | ROBA INTERIOR FEMENINA DE PIO VALL
“CORSES MARIA” | “CONFECCIONES MARIA" (1915-1940)
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En un moment on la roba interior es feia a mida, directament amb la clienta,
modistes i cotillaires, 'empresa de Maria Verdaguer, va ser pionera en fer les
peces per talles, es venien al major, distribuint a botigues. Segons ens explica la
familia, entre els empresaris textils catalans, ...“Maria era considerada pionera
en fer sostenes i cotilles a nivell industrial”. En un document de 1926, Pio Vall
li explica a Juan Buxaderas, el representant a Melilla: ...“hay sostenes que
ademads de la medida se anota otra medida que es la talla y consiste en talla 1°,
24, 34, efc.... y esto es la proporcion que corresponde a la dimension del pecho™.
Lempresa tenia representats en punts d’Espanya com Madrid, Valéncia i

5 Arxiu documental Barcelona, exportant també a Cuba, Filipines i Xangai.
VALLHOM. Pio Vall al La Guerra Civil Espanyola va trastocar el negoci. Es pot parlar d’una primera
representant Juan Buxaderas,  etapa abans de la guerra i d’altres etapes que vindrien després, on 'empresa
1926. FIGUERAS (2018). es va anar reinventant, comercialitzant-se amb altres marques, de les que
en destaca Mariver. On la col-laboraci¢ dels seus fills va ser inestimable. En
aquestes linies tractarem d’aquest primer moment de I'empresa.

Inventari

Davant I'interes de la familia Vall Hom de donar a coneixer la figura de Maria
Verdaguer i per extensié 'empresa, que va estar en actiu més de 70 anys, es va
procedir a fer una primera aproximacio a les peces que encara es conservaven
a 'antic taller del carrer Major de Tona. El conjunt conforma un fons forca
interessant on es preserva I’arxiu documental de la familia. Una primera
aproximacioé ha permeés documentar l'existéncia de comandes de representants,
de proveidors, factures, dibuixos de Pio Vall o de la mateixa Maria entre altra
informacio.

Faixa/cotilla. COVALLHOM179.
Fotografia: R. Figueras.
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6 Tot el meu agraiment a
Silvia Carbonell, directora
del Centre de Documentacio
i Museu Textil i Merce Lopez,
conservadora del Museu, per
la seva ajuda incondicional.

7 Per cossets entenem
aquelles peces que es corden
al davant amb botons i
baguetes i que pel darrere es
corden amb ullets i un cord6
i també als que es corden pel
darrere amb ullets. Cossets
traduits al castella com
“corpifios”. Fent una distinci6
als que serien propiament uns
sostenidors.

Fent una seleccid, aquest inventari es centra en les primeres peces
procedents de mostraris que la mateixa Maria Verdaguer havia guardat amb
el nom: “..peces d'abans de la guerra...”. Peces que estan datades entre 1915
i 1940. En total son 246. Lestudi es va fer a les instal-lacions del Centre de
Documentacié i Museu Textil de Terrassa.®

Linventari ha comportat posar numero de registre a cada pega, detallant-
ne les mides i fent la seva descripcid; tipus de materials, estat de conservacio.
Dades que han estat recopilades en una base de dades. Cada peca ha estat
documentada graficament per tres imatges. Una vegada acabat aquest procés de
registre documental les peces han estat guardades en caixes folrades amb paper
especial amb intencié d’emmagatzemar-les en optimes condicions. En total,
son 246 peces les que han estat estudiades entre les quals hi ha 215 sostenidors,
21 cossets’, 4 camises, 3 faixes, 2 portalligacames, i 1 calca.

Vist en la seva globalitat, els teixits que ens trobem sén: cotd, blonda, organdi,
ras o seti, seda, tafeta, tricot, tul... També hi ha peces fetes amb entredosos.

En aquest periode comenga a introduir-se color a la roba interior. Fins
aquest moment el color per excel-lencia era el color natural del teixit, i s'anaven
introduint colors com el rosa o el beix. Més endavant van sorgir el blau, el
salmo i el groc. A I'inventari hi ha un predomini del rosa i del salmé. La resta
son color natural, beix, blau, crema, cru, marro clar, lila, negre i estampats
de flors.

A la collecci6 hi ha escots polits amb una puntada de fistd, amb un brodat
calat, polits amb el mateix teixit, amb una cinta estreta de puntes, polits amb
viu, amb cinta de tul, de zig-zag. Els costats fan servir generalment el mateix
sistema. El baix de les peces sol estar polit, amb una cinta de coté de ras,

o diverses cosides juntes, perd també tenim mostres dels baixos polits de

forma senzilla amb un repunt o amb una cinta estreta que poleix I'interior.
Moltes tenen una cosa en comu, els tirants estan fets amb cinta de passamaneria
de ras, de seda o de qualsevol altre tipus de cinta de passamaneria de fantasia.

La majoria dels sostenidors es tanquen amb baguetes elastiques i botons de
nacre i en algun cas de baquelita, també amb baguetes fetes de teixit i peces, les
més antigues, que es tanquen amb el sistema d’ullets metallics o fets amb fil,
cordats per un cordd, tal com veiem a alguna de les camises.

El fet de ser peces que corresponien a mostraris, moltes porten el nimero

de patré marcat en una etiqueta que pot ser: rodona metal-lica enganxada amb
un fil o de cartré amb un ullet metallic, serien les més antigues, etiquetes
adhesives, etiquetes enganxades amb una agulla de cap o cosides a la peca.
A vegades quan no hi ha cap etiqueta hi figura el nimero. de patré marcat amb
tinta blava o vermella o amb llapis i sempre acostumen a estar acompanyats de
més informacid, el preu de cada pega o el de la dotzena i inclos en algun cas els
colors que es feien. Facilitant d’aquesta manera la feina dels representants.

Sostenidor “globus”

Aquest tipus de sostenidors, segons explica la familia, es confeccionava des
del 1919. Se sap que va ser patentat. Les patents de models de sostenidors o
de diferents sistemes de confeccid van ser una constant en aquesta etapa de
I'empresa. El patronatge dels sostenidors “globus”, era molt senzill, normalment
es componia de quatre peces simetriques, una rodona que era la que encerclava
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Exemple de sostenidors
“globus”. COVALLHOMO046.
Fotografia: R. Figueras.

8 ...“Latela popelin se indica
abreviada con una H, yla
batista con B...”. Pio Vall li
especifica al representat que
té a Melilla, Juan Buxaderas
en un document datat a

Tona el 23 Maig de 1926.
FIGUERAS (2018).

9 GAVARRON, Lola: Piel de
dngel. Tusquets ed. p. 218.

el pit amb pinces perque quedés bombada, marcant el que seria la copa i una
allargada, la banda. Confeccionats en totes les variants possibles.

Es pot dir que gairebé el 99% de les peces estan en un estat de conservaci6
excellent. Les poques deficiéncies que trobem sén: descosits, obertures de teixit,
foradets i petites taques. Sorpren el seu bon estat, ja que sén peces que tenen
entre 78 1 90 anys.

Seleccio i datacio

La documentacié de les peces de I'inventari també ha permes disposar d’una
datacié més precisa, a partir de la nota que havia deixat la mateixa Maria
Verdaguer de “..peces dabans de la guerra...”.

Els inicis de I'empresa coincideixen amb l'aparicié dels primers sostenidors,
senzills amb la finalitat d’amagar, aplanar el pit responent a la moda del
moment i les camises-pantalé que més tard derivaran en les combinacions. El
nimero més baix de patrd, reflectit a les etiquetes, coincideix amb les peces més
antigues. Els teixits predominants s6n popelin (H), batista (B)® i tul. D’aquest
moment son els que es denominen cossets que tenen doble lligadura al davant
amb baguetes fetes amb teixit i botons de nacre i al darrere ullets i en algun cas
porten barnilles i els sostenidors amb patronatge senzill on destaca un tipus de
brodat calat per guarnir la peca o acabats amb fisto. Es caracteritzen per portar
ullets, o baguetes de teixit, com a minim fins a la primera meitat de la decada
dels anys vint. Hi ha models on per remarcar la zona del pit s’ha fet servir el
patro tipus “globus™ sostenidors, cossets i camises que correspondrien a aquesta
etapa de la decada dels anys vint. Els colors que predominen sén el natural, el
rosa i comenga a introduir-se el salmo.

A finals dels anys 20, cap a 1928, les mitges pugen cap amunt i la lliga
és substituida pel portalligacames®. A I'inventari hi ha dos exemples que
curiosament van combinats amb sostenidors confeccionats amb les mateixes
passamaneries: de crep estampat de color verd i amb una cinta tipus grogrén.
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Cosset. COVALLHOMOO01.
Fotografia: R. Figueras.

Sostenidors tipus banda.
COVALLHOMO70.
Fotografia: R. Figueras.

Camisa-pantalé. On es
fa servir el mateix sistema
de confeccié de perfeccionament
de cotilles per extreure les
barnilles per millorar la neteja
de la peca. COVALLHOM213.
Fotografia: R. Figueras.
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Camisa-bodi amb I'esquena
descoberta datada el 1934.
COVALLHOM215.
Fotografia: R. Figueras.

A mesura que avancen els anys trenta els patrons dels sostenidors sén més
complexos pero polits i acabats amb solucions més rapides, les baguetes de
teixit es substituiran per elastiques, els baixos es poliran amb cinta setinada,
molt més senzilla de posar. El denominat cosset anira desapareixent. A part
dels teixits basics com cot6 i tul, en aquest moment destaquen: tricot, blonda,
ras o seti aixi com alguna peca en crep, jugant amb la combinacié de tot
ells. Hi ha sostenidors que podrien estar inspirats en els presentats per la
marca Kestos, en forma de triangle amb cintes creuades. Sostenidors fets
amb entredosos molt comuns en aquells moments o una camisa-bodi, datada
el 1934, amb l'esquena descoberta. Moment en que es van posar de moda
els vestits amb aquest tipus d’esquena.
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Linventari daquestes 246 peces, ens dona una primera visi6 del tipus de roba
interior que es portava entre 1918 i els anys trenta del segle xx. Moment en
que els canvis van ser radicals tant a la roba exterior com a la interior. Cotilles,
enagos, van anar desapareixent, per donar pas a un altre tipus de roba interior
més en consonancia amb la roba exterior que es portava: més lleugera, més
adequada a les necessitats de les dones en aquell moment.

Model patentat en 1931.
COVALLHOMO041.
Fotografia: R.Figueras.

Model registrat en 1940.
COVALLHOMO024.
Fotografia: R.Figueras.
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1 Revista de la Escéla

de Decoracid. Barcelona:

la Escola, 1914-19_2. Afio I
(marzo, 1914), pp. 34-35.
https://bit.ly/2w5rMp0.
Tomads Aymat (Tarragona 1891
-Barcelona 1944).

Carles Delclaux

Punto y seguido de la Escuela catalana de tapiz

por LAURA DE LA CALLE VIAN
Doctora en Historia del Arte. U.C.M.

En 2014 se cumplieron cien afios desde que el tarraconense Tomas Aymat tejiera
su primera obra!. Este fue el hecho inaugural de lo que muchos afios después
llegaria a conocerse como Escuela catalana de tapiz. Un siglo es un periodo
redondo que invita a hacer balance, pero este sondeo en la historia de la Escuela
no estaria completo si no nos refiriéramos a Carles Delclaux, el dltimo de sus
directores artisticos. En 2014 se cumplieron también cuarenta y siete afios de
dedicacion al arte de los lizos de este fecundo creador.

Delclaux nace en Sant Cugat del Vallés (Barcelona) en 1951. Siendo muy nifio
despierta su vocacion por la pintura, que comienza a practicar bajo la tutela
de Joan Tortosa. Con dieciséis afios se incorpora a la plantilla de Alfombras y
Tapices Aymat, empresa asentada en la localidad desde los afios veinte. A partir
de ese momento su vida es inseparable del telar: Delclaux vive lo que teje y teje
lo que vive. Esta fuerte dependencia vital hace que su obra pueda leerse como
una biografia, porque el artista, unas veces con osadia, otras con desaliento,
a menudo con humor y en ocasiones con sarcasmo, se vacia en su obra sin
reservas. Indagar en ella es, por tanto, escribir la crénica de una vida. Una vida
de artista que puede interpretarse también en clave musical, pues Delclaux no
ha cesado de componer, a su modo, un concierto que va y vuelve sobre unos
pocos temas sonoros: el propio yo, la mujer y la naturaleza.

Obertura

En 1968, fecha de su incorporacion a la plantilla de Aymat, la empresa esta
viviendo un momento dulce: ha alcanzado proyeccién internacional y se mueve
con soltura por las inmediaciones de un nuevo estilo, préximo a las tendencias
de la Nueva Tapiceria. Delclaux encaja en este ambiente con la precision de la
fusayola en el huso. Asimila las nuevas férmulas que se practican en el taller
con presteza —los volimenes, los puntos heterodoxos, la inclusién de nuevos
materiales, el abandono de la figuracién, etc.—, y puede en seguida participar
en el tejido de las obras disefiadas por Josep Grau Garriga, que desde 1957 es el
director artistico de la seccion de tapiz. Pero estos momentos cumbres no suelen
percibirse, por aquellos que los viven, como lo que a menudo son: el principio
del fin. Apenas unos meses después Grau comienza a desvincularse de la
fabrica, persiguiendo el éxito personal. Josep Royo, que le sustituye en el puesto,
dejara también Aymat en 1970 para hacer fortuna artistica en Tarragona,
colaborando con Miré y Maeght.

Delclaux se hace cargo entonces de la direccion del taller con diecinueve
anos, lleno de una confianza en si mismo que sera siempre una de sus
caracteristicas personales. Esa seguridad le proporciona el coraje necesario
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para comenzar una linea de trabajo personal, que, sin contrariar totalmente lo
aprendido en el obrador, le empuja imperceptiblemente hacia los derroteros de
la tradicion. Volver al oficio es, en los buenos profesionales, mas que un deseo,
una necesidad. Muy pronto Delclaux ha sentido los limites expresivos del
gestualismo textil de la Nueva Tapiceria, ha comprobado que su efectismo es
mayor que su elocuencia y no desea encerrarse entre muros tan estrechos. Esta
temprana intuicion de la realidad le hara interesarse por el oficio. Se matricula
en la Escuela Massana, donde recibe clases de restauracion de tapices y aprende
las técnicas clasicas. Durante afios hara compatible esta doble jornada de
trabajo. Aqui despunta otro de los rasgos de su temperamento: la laboriosidad.

Audacia y tenacidad, heterodoxia y tradicion. Elementos confrontados,
pero emulsionados, que definiran siempre su obra. No puede extranar
entonces que se den en estos primeros tiempos, de forma casi simultanea, una
pieza como su Tapis-Is —objeto textil tridimensional en linea con las mas
llamativas producciones polacas o yugoslavas— y La llegada de la esperanza,
donde vuelve al punto plano y a la figuracién. No dejard ya nunca esta linea
de fusién-contraposicion, aunque, como es natural, algunos componentes
destacaran sobre los otros en segun qué obras.

En 1974 su incorporacion al servicio militar le separa de su puesto de trabajo
en Aymat, al que ya no volvera. La empresa inicia una imparable decadencia
que precipitara su cierre en 1980 ;Qué permite entonces considerar a Delclaux
continuador de la Escuela catalana de tapiz? Veamoslo.

Gestacion de una personalidad artistica

Su época militar en Menorca no supondra un corte en su vocacion, pues
conciliara sus obligaciones de soldado con la dedicacidn al telar en sus horas
libres. Es un tiempo de crecimiento personal en el que toma la decision de
iniciar una vida independiente.

De vuelta a Catalufia se instala en Can Monmany, en el municipio
barcelonés de Valldoreix, donde ayuda a organizar el pequeno taller de Merce
Diogéne y Cecile Dedieu. Tampoco abandona su propia obra, que continta en
un telar instalado en su casa.

Sigue en su trabajo ese vaivén entre la heterodoxia y la tradicién que no
parece satisfacerle del todo, porque para expresarse necesita algunos medios
materiales de los que carece. La buena relacién que mantiene con su antiguo
jefe, el empresario Miguel Samaranch, le anima a dirigirse a €l para solicitar
esos medios. Delclaux regresa a Aymat y lo encuentra todo cambiado. En
poco tiempo se ha puesto de manifiesto la crisis en que se hunde la fabrica:
la produccién de alfombras, que era su sostén econdémico, no puede resistir
la competencia de los productos orientales que invaden el mercado nacional,
y la seccion de tapiz languidece sin sus antiguos componentes. Samaranch
ofrece a su tltimo director artistico la posibilidad de instalarse en Gerona,
con el apoyo de su ayuntamiento, entregdndole algunos de los telares y
herramientas del obrador. Sin la menor duda, con la decisiéon que le es propia,
abandona Can Monmany y se afinca en Gerona, abriendo inmediatamente
un taller en la calle Forga, muy cerca de la catedral.

Su vida personal y artistica alcanza una incipiente madurez. Se convierte en
un personaje popular en la ciudad, llegan alumnos de distintas procedencias,
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L’Empordanet. (detalle
del retrato de Teresa).

Medidas: 340 x 700 cm. 1980.

Archivo de Carles Delclaux.
Fotografo: Carles Cabanas.

R L

comienza a recibir encargos de decoradores, hoteles, bancos, particulares.

Sus tapices se llenan de flores, mariposas, pajaros, que son ademas de un

canto a la naturaleza, una metéfora de la plenitud que siente. La mujer, como
punto en torno al que gira la vida, ocupara el lugar central en los tapices

de esta época, y para poner en valor su belleza, Delclaux utiliza una mezcla
equilibrada e inteligente de los recursos textiles mas variados. La mejor obra de
entonces — quiza su mejor obra sin mas— es LEmpordanet, un gran tapiz que
compendia lo mas logrado de su inspiracion y de su oficio.

En 1984 el pequeiio taller de la calle Forga traslada sus pertrechos al nuevo
Centro Cultural abierto por el ayuntamiento en el antiguo convento de La
Merce, donde las autoridades municipales instalan el resto de los telares que
permanecian en las dependencias de la fabrica de Sant Cugat, tras llegar a un
acuerdo de compra con Samaranch. Carles Delclaux regira este taller durante
veinticinco afos, siguiendo las mismas pautas de trabajo que habia practicado
en Aymat, utilizando sus herramientas y persiguiendo la misma finalidad de
dotar a Catalufia de una industria artistica de marcado caracter propio. Esta
persistencia de objetivos, la continuidad de métodos y herramientas, asi como
el uso del marchamo Escola catalana de tapis, con el que Samaranch quiso
identificar su produccidon desde los afos sesenta, permiten calificar sin reparos a
Delclaux como el mas perseverante director de la misma.
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Centro Cultural La Mercé.
Gerona. Sala de telares.
Fotégrafo: Laura de la Calle Vian.

Tiempo de madurez

Es obvio que durante una larga carrera la obra de cualquier artista cambia,
cudnto mas la obra de un artista como Delclaux que traduce tan fielmente

sus experiencias vitales. Después de las esperanzas y deseos de la juventud,

que con entusiasmo celebraban los tapices de aquella etapa, llega con la

edad madura el tiempo del desencanto. Sus obras siguen girando en torno

a los mismos temas pero la mirada y los medios técnicos para expresarla se
transforman. Su lenguaje se simplifica, raya en la abstraccion de las formas,
aunque su discurso es claro: de la loa a la mujer ha pasado a la recriminacion,
del homenaje al despecho, de la confianza al escepticismo. La naturaleza ya no
luce con la lozania anterior, las exuberantes flores se despojan, las mariposas se
esquematizan y todo parece adquirir los agudos bordes de la ironia. Los ultimos
tapices muestran a un Delclaux entre dolorido y mordaz, pero que no se deja
abatir. Quizd para llenar el hueco que ha dejado, tanto en su animo como en su
jornada laboral, aquella armonia cuasi panteista que traducian sus tapices, hace
pivotar su trabajo sobre el eje mas elemental: los propios recursos del oficio. Asi
nace una serie de textiles que reinterpretan los antiguos dechados de costura
femeninos, pero con una potencia varonil que los convierte en obras muy
atractivas.
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Corintio.
Medidas: 204 x 300 cm. 2008.
Fotégrafo: Laura de la Calle Vian.

La dilatada e intensa vida profesional de este artista no se agota en sus
propias creaciones. Una parte importante de su tiempo ha sido dedicada a la
traduccion de la obra de otros. Aqui luce la destreza de Delclaux que, como
un buen intérprete, se adapta a las peculiaridades artisticas de hombres tan
diversos como Tharrats, Subirachs, Beulas, Millares, Llosas, y tantos otros.
Esta elasticidad es una prueba indiscutible de su capacidad.

La princesa de Eboli (detalle).
Medidas: 179 x 338 cm. 1988.
Cartén de Josep Marfa Subirachs.
Fotografo: Laura de la Calle Vian.
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San Félix y la catedral.

Medidas: 160 x 262 cm. 2004.
Carton de Pere Llosas.
Fotégrafo: Laura de la Calle Vian.

2 Han sido publicados
dos breves estudios previos:
BORRAS, Marfa Lluisa,
Delclaux, artista y
mestre del tapis, Col-legi
Oficial d’aparelladors
i Arquitectes Tecnics
de Girona, Girona 1991.
CALLE VIAN, Laura de
la, La Edad de Plata de
la tapiceria espaiiola,
Fundacién Universitaria
Espafiola, Madrid,
2013. (Sobre Delclaux:
pp. 212-214 y 357-364).

No quedaria bien pergefiada esta breve semblanza de Carles Delclaux si no
nos refiriéramos a su actividad docente, que ha ejercido sin pausa desde los
comienzos: primero en el obrador de Aymat; después en la Escuela de artesania
gitana del Campo de la Bota; mas tarde en Can Monmany; por tltimo en
Gerona, en el taller de la calle For¢a y en La Merceé. Sus numerosos alumnos
han ido instalando pequenos talleres por toda la geografia catalana, que han
conseguido arraigar un arte que en Catalufa carecia de tradicion.

Punto y seguido

La obra abundantisima de este creador —que supera los cuatrocientos tapices,
tejidos personalmente o bajo su direccion, y que continta afortunadamente—
merecia una monografia que estudiara en profundidad su trayectoria vital

y artistica®. A esa ocupacion he consagrado los tltimos afos, haciendo un
trabajo de campo, que ademas de absorbente y enriquecedor, ha sido muy grato.
Esperemos que pronto podamos ver en las librerias esa monografia, cuyo titulo
—“DELCLAUX. LA VIDA EN UN HILO”— pretende sintetizar el significado
de una obra que es a la vez una vida. e
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Datatextil 40

1 GIEGHER, Mattia.
Il Trinciante. Padova:
Martini, 1621.

Frontispici de Li Tre Trattati
amb la imatge de I'autor,
I'escut de familia i els estris
de trinxant.

Mattia Giegher i la primera publicacio
per aprendre a plegar triomfs de taula

per JoAN SALLAS 1 CAMPMANY

Mattia o Matthias Giegher és el nom de I'alemany Matthias Jager, nascut ca. 1589
a Moosburg, al ducat de Baviera, i mort ca. 1632, probablement a Padua, a la
Republica de Venécia. Va ser l'autor de la primera publicacio per aprendre a
plegar tovallons i estovalles. Tenim molt poques informacions sobre la vida de
Giegher, la majoria de les quals identifiquem en els seus propis llibres publicats
a Padua i en italia. El seu cognom en alemany significa “cagador’, i per tal de
facilitar als italians una lectura el més proxim possible a la fonética alemanya, va
reescriure’l per Giegher, que és com se’l troba a la bibliografia moderna. Aquest
canvi de cognom va portar alguns autors antics a citar-lo erroniament com a
Geiger, que en alemany vol dir “violinista”. En el frontispici del seu darrer llibre,
Giegher publica lescut de la seva familia Jager amb tres corns de caga, motiu
heraldic que apareix en diverses lapides funeraries de la Johanniskirche, una
església del s. xv de Moosburg.

Com molts altres alemanys que van ser magnetitzats pel Renaixement italia
poc abans de la Guerra dels Trenta Anys, el jove Giegher es va desplagar amb
uns 22 anys cap al 1616 a Padua, aleshores part de la Republica de Venecia, on
aprengué les maneres italianes de trinxar el menjar, de servir la taula i de plegar
tovallons, activitats que des de l'inici del s. xv1 es van desenvolupar molt a les
corts italianes, i de les que Giegher va arribar a ser-ne docent a Padua, on recolli
en tractats la seva experiéncia com a trinxant a Il Trinciante', com a cambrer
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2 GIEGHER, Mattia.

Lo Scalco. Padova: Crivellari,
1623.

3 GIEGHER, Mattia.

Li Tre trattati. Padova:
Guareschi, 1629.

4 GIEGHER, Mattia.

Li Tre trattati. Padova:
Frambotto 1639.

5 “Ecco dunque, che tu solo
te n’hai differito il godimento:
ma tanto piti 'haura in grado,
per la notabil differenza,

che vi scorgerai da certaltra
Operetta, che forse ti fara
capitata alle mani, pity

tosto mal abozzata, che in
tutto ricavata da questo suo
Originale, come pur potea
farsi de chi non ha saputo
senon dichiararsene altertanto
mal’auueduto imitatore,
quantoch’era obligato di
riserbarne la gloria al vero
Autore, e contentarsi di non
tacere quel, che ben noto ad
vna Citta intiera Rendine
gratia al caso [...]”.

a Lo Scalco?, i com a plegador artistic de tovallons al Trattato delle piegature.

Si bé el primer i el segon tractat van ser publicats per separat, el tercer només

ho va ser amb els altres dos sota el titol comu Li tre trattati, publicat el 1629° i
postumament el 16394, on leditor va denunciar al proleg lexistencia d’un plagi
que sense negar-ne la possible existéncia, fins avui no sha pogut documentar?.
Li tre trattati esta dedicat a Burcardo Ranzovio (Burkhardt Rantzau) de Sasdorf
(probablement Sassendorf, a Baviera), que llavors era conciliador dels estudiants
de dret de la “nacié alemanya” a la Universitat de Padua. En aquell temps de

I RoA B A0
DELLE PIEGATVRE.

Sfend’io flato pin volte inftantemente follecitato da-
® Ll Iluftri mies Signors Scolari a dar compiuta perfe-
5 Rione 4 miet libri del Trinciante e dello Scalcos & pa-
Ny rutodebito mio di foddisfar finalmente alla lor ginfta,
'e); e ragioneuol dimanda. Ho dunque a beneficio , ed viil
loro , aggiunte alcune cofette al Trinciante , ed accre-
~ feinto lo Scalco d’alcune figure , cioe di cedrise di melance trinciate.
Ho finalmente fatto intagliare in rame diuerfé maniere di piegature
di touagholini ;0 [aluiette , con aggiugnerus <vna breue 5 ¢ ﬁmf'?ﬂm«'_--
dichiarazione s per meglio intenderle , e per asutare in parte lamemoria

di coloro , che da me quest arte auranno apprefa.

Emmi paruta pos cofa non fuor di ragione il dare il primo luogo a questo
trattato tra gli altri; effendo i touagliolini le prime cofé che [i co 7=
uiene appreftar per la tanola, 1 / ﬁ’cond? luogo ho gindicato connenitfe

A Titol del tractat Trattato
delle Piegature, contingut
a Li Tre Trattati.

» Portada del llibre
de Mattia Giegher
Li Tre Trattati (1629).

a q#ds’c

LI FREEBRNTTEATI

DI MESSER MATTIA GIEGHER
BAVARO DI MOSBVRGC,

; | 2 MA.
TRINCIANTE DELLILL. NeATIONE
ALEMANNA IN PADOV A.

Nel primo fi moftra con facilitd granceil modo di piegare ogni forte di panni lis
ni, ciod, faluiette, e touaglie, e d'pparecchiare vna tarola, con certealtre
galanteric degne d'effer fapute ; lequali cofe tutte fon rapprefentate in
figure di rame : e quefta ¢ inucrzion del tutto nuoua dell*autore, ne
mai pili per :ddietro veduta .

Nel fecondo, intitolato Io Scalco , sinfegna, oltr'al conofcere le ftagioni di tutte le
cofe, che i mangiano, la maniera di mettere in tauola le vivande ; il che, con
tre differenti figurc di tavoleintaglitte in rame , chiaramente fi moftra
Nelterzo , detto il Trinciante, sinfegna il modo di trinciare ogni forte di viuany
de,, con I fuc figure medefimamente inrame; opera rinuouata , ¢ di molte
cofe accreiciuta ,

Lt

1o PADQVA Pes Paolo Frambotio M, BC, XXXIX, Con licenza deSuperiort
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II-lustracié del Trattato delle
Piegature”, on es mostra

la posicié correcta de les mans
per tal de plegar amb la técnica
de spinapesce o plec espiga.

6 FUNKE, Friedrich Kaspar.
LeichtfafSlicher Unterricht

in der Kunst: Die Servietten
bei Gastmahlen auf eine
geschmackvolle und sehr
zierliche Weise zu Teller-
Aufsitzen zu brechen. Erfurt:
Friedrich Bartholomaus,
[1845].

7 KLETT, Andreas. Neues
Trenchier - und Plicatur -
Biichlein. Niirnberg: Loschge,
1677.

reformes religioses, la relacio politica, social, cultural i comercial entre catolics
bavaresos i els estats italians fou molt intensa, celebrant-se freqiientment
banquets on les respectives corts emmirallaven el seu poder en un cerimonial
de taula molt opulent. Durant el s. xv1, molts trinxants italians importants com
Cristoforo di Messisbugo, Domenico Romoli, Bartolomeo Scappi, Giovanni
Battista Rossetti, Vincenzo Cervio o Cesare Evitascandalo mencionen en els
seus llibres I'ts del plegat artistic de tovallons en molts aspectes, pero Giegher
fou el primer que va reeixir a descriure aquest art amb paraules i imatges amb
una finalitat didactica i creativa. La gran majoria dels autors dels segles xv11 i
XVIII que es van referir a I'art del plegat dels tovallons, van prendre directa o
indirectament el llibre de Giegher com a font principal. Per entendre el plegat
artistic de tovallons que proposa Giegher al Trattato delle piegature inclos

a Li tre trattati, cal comprendre quatre aspectes importants: Primer, no és

un llibre només per aprendre a plegar tovallons per aixugar-se després, sin6
sobretot per aprendre a crear escultures a base de tovallons plegats, anomenades
triomfs de taula (en italia trionfi da tavola) aixi com per cobrir la taula amb
estovalles plegades o aliments amb tovallons plegats. Des del s. xv1 selaboraven
triomfs de taula amb materials comestibles com mantega, sucre, pasta, etc.,

i també amb materials no comestibles com fusta, cera, tragant, tovallons, etc.

A partir de la segona meitat del s. xv11, els primers Sanomenaven en alemany
Schauessen, i els segons Schaugerichten. Durant el primer ter¢ del s. xviI també
apareixen triomfs de taula on es combinen aquestes dues menes de materials,
com per exemple estatues de sucre vestides amb tovallons plegats. Laparici6

de la porcellana europea a partir del 1709 reprodui els mateixos subjectes dels
triomfs de taula del s. xvI, substituint-los lentament fins que a partir de la
Revolucié Francesa van desapareixer definitivament. Tot i que el darrer llibre
conegut sobre triomfs de taula amb tovallons plegats va ser publicat el 1845

per E K. Funke$, prenent models publicats originariament per A. Klett el 16777,
no el podem emmarcar en la cultura de taula barroca perqueé aquesta ja havia
desaparegut.
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A Taula 4 del Trattato delle Piegature. > “Nave corredata”, una galera
amb veles i vents. Reproduccié
de l'autor.

v “Castello”. Castell de tovallons
que contenia conills blancs als
seus murs, ocells vius a les seves
torres i I'estatueta d'un home de
massapa a la porta d'entrada.
Reproduccié de I'autor.
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8 PALLIOLO, Paolo. Le feste
pel conferimento del patriziato
romano a Giuliano [di
Lorenzo] e Lorenzo [di Piero]
de’ Medici [in Campidoglio]
narrato die Paolo Palliolo,
fanese.

» Taula 5 del Trattato
delle Piegature.

» “Aquila”. Aguila bicefala
de la casa Habsburg.
Reproduccioé de l'autor.

Els triomfs de taula elaborats amb tovallons plegats van iniciar-se a principis
del s. xv1 ales corts del nord d’Italia, probablement a la Floréncia dels Medici.
El primer document on es cita el plegat artistic d'un tovall6 és de 15138,

La complexitat de les primeres tecniques de plegat utilitzades (bastonat, corbat,
i especialment el clos i el despiga) delaten la influéncia dels sastres florentins
daquest temps, que utilitzaven unes técniques de plegat molt similars. Des de
la segona meitat del s. xv11, aquesta activitat es va expandir sobretot als paisos
de parla alemanya a través de publicacions il-lustrades, basicament d’autors com
Georg Philipp Harsdorffer, Andreas Klett, Andreas Glorez o Johannes Schalch,
entre altres.

La poca documentacié publicada durant el barroc sobre el plegat artistic
de tovallons a Franga, Espanya i Anglaterra ja és un indicatiu simptomatic de
la seva menor difusid en aquests paisos. Fonts coetanies del barroc afirmen
que sobretot a Franga aquesta activitat va tenir poca entrada. Segon, el llibre

: 5“’"&
et
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9 ANON. Aanhangzel, van
de volmaakte hollandsche
Keuken-Meid. Amsterdam:
Steven van Esveldt, 1746.

Taula 6 del Trattato delle Piegature.

de Giegher no és per aprendre a plegar models de tovallons a través
d’instruccions de plegat, que també (encara que sobretot a partir de la posicié
de les mans), sin6 per aprendre la cultura del plegat i a exercitar-ne les técniques
a partir de les quals cada plegador podra crear els seus propis models. Lautor
del llibre no ens mostra els models amb lobjectiu de ser plegats, sin6 per
convence’ns del que un plegador pot fer, si domina i combina les tecniques de
plegat que s’hi mostren. Des d’inicis del s. xv i fins la meitat del s. xv111, els
models de plegat eren exclusius de cada banquet. La idea actual de repetir un
mateix model de tovall6 plegat a diversos banquets es va introduir a partir de

la publicacié de la primera instruccié de plegat pas a pas el 1746, paral-lel a
lexpansi6 de I'invent de la porcellana. Tercer, Giegher i tots els professors de
plegat del seu temps, utilitzaven el paper per aprendre i exercitar les tecniques
del plegat, ja que el paper permet corregir els errors sense perdren la rigidesa.
Un cop apreses les tecniques, saplicaven en teixits de 1li emmidonats. Aquesta és
lexplicacié de perque a Occident els tovallons plegats sovint tenen les mateixes
bases, tecniques i seqiiéncies de plegat que objectes de paper també plegat,

com seria el cas del ventall magic (en angleés troublewit). El plegat de tovallons
ha de ser per tant considerat com a part de l'art del plegat, juntament amb

l'art del plegat amb paper o altres materials. Aixi doncs, el principal element

de l'art del plegat no és el material amb el que es plega sin6 el mateix plec, i
especialment el plec creatiu. I quart, a més del seu s a la taula, de la técnica i
del material de plegat, els objectes plegats amb tovallons no tenen només una
finalitat decorativa, sind sobretot una intencié simbolica, que el barroc alemany
anomenat Sinnbilder (“imatges amb un significat”), en consonancia amb el
motiu del banquet, lefemeride, el lloc, els comensals o l'amfitrié. En una intencié
també social i comunicativa, el simbolisme dels plecs ha de ser reconegut,
meditat i comentat entre els participants. Aixi doncs, els professionals del
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> Tovall6 per a cobrir menjars
plegat amb la técnica de plegat
clos. Reproducci6 de I'autor.

» Tovall¢ individual de set puntes.
Reproduccié de I'autor.

» o«

10 “le touaglie”, “saluiette
sopra’l pane”, “organi”,

“gigli”, “monti”, “ventaglio

in due maniere”, “gli SS.”,

“la corona doppia”,

“li cappami”, “li dodici monti”,
“li quadrangoli”, “le colline”,
“la Naue”, “li copertoj da coprir
le panatiere per signori grandi,
e le trinciere”, “la mitra”,

“il gallo d’India”, “li draghi”,
“le rose, €’l rosmarino con

la croce di Malta”, “li pesci”,
“la corona del papa”,
“LAquila”, “Il cane”, “Il Lione”,
“Il castor”, “La testuggine

o tartaruca”, “Vn'orso”,

“Il pellicano”, “La salamandra
[...] con la corona in testa”,
“La fenice”, “Il granciporo,

e granchio di mare”,

“Li pippioni”, “I’vccello in sit la
torre”, “Il gallo in su la gallina”,
“Il paone”, “vna gallina co’

suoi pulcini”, “vn fagiano
doppio”, “San Marco”,

“Il delfino”. Un conill

apareix il-lustrat pero no
mencionat, i “La fenice”
apareix mencionada pero

no il-lustrada.

plegar rebien una formacié no només tecnica i artistica, sin6 també cultural i
humanistica en ambits recurrents com I'heraldica o la mitologia. A més de saber
plegar, a un plegador li calia saber proposar que plegar perque aixo pogués ser
aprovat pels seus senyors. En el Trattato delle Piegature Giegher fa una llista

de molts triomfs de taula plegats acompanyats d’il-lustracions representant
subjectes heraldics, zoomorfics, eclesials o mitologics'®. També menciona altres
triomfs de taula elaborats amb cera, pasta o tovallons plegats', sense precisar
amb quins materials son elaborats cadascun dells, el que ens fa suposar que
estaven realitzats amb diversos materials combinats. Tant les denominacions
com totes les il-lustracions de cadascun dels subjectes a plegar proposats per
Giegher i altres autors del barroc requereixen una analisi i interpretacié amb
lajuda dexperts en multiples perspectives com la simbolica, gastronomica, textil,
filologica a més, és clar, de la del plegat, i que eventualment intentarem cobrir
en un altre article.

» «

1 “piramidi”, “castelli”,
“pagoni”, “aquile”, “igni”,
“struzzoli”, “leoni”, “cerui”,
“dragoni”, “vn Satiro”,

“yn Marte”, “Vn’Ercole, che
sbrana la bocca al lione”,
“Vn’Europa sul toro con

le mani alla corna”, “Vn’Elena
Troiana adornata di veste,

e capelli d’oro”, “Vna Venere
ignuda”, “Vna Pallade ignuda”,

“Vna Giunone ignuda”.
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12 Alemanya: Herzog
August Bibliothek
Wolfenbiittel (M: Oe 311),
Universitétsbibliothek
Eichstitt-Ingolstadt

(18/1 E 777e), col-leccié
privada d’'Uwe Frenzel.
Suissa: Universitatsbibliothek
Basel (AP V 31a).
Anglaterra: British Library,
London (D-7953.a.1.).

13 Alemanya: Staatsbibliothek
zu Berlin (Oq 10332), SLUB
Dresden (Putz.17 8 61),
Herzog August Bibliothek
Wolfenbiittel (A: 133.9 Pol.),
Bayerische Staatsbibliothek
Miinchen (Res/Oecon. 710).
Anglaterra: British Library
[1037.c.13 (. 1)], V&A,
National Art Library
(86.U.23), The Wellcome
Library, London (2829/B/1),
National Library of Scotland
(Newb.551). Catalunya: Arxiu
PaDoRe, Badalona (ID4052).
Estats Units: Morgan
Library & Museum, New
York (ID173056), New York
Public Library (*KB1639),
Indiana University - Lilly
Library (TX885.G45 T78).
Franga: Bibliothéque National
de France (V-11149), Institut
Européen d’Histoire et des
Cultures de ’Alimentation,
Tours (641.013 GIE),
Bibliotheque Mazarine,
Paris (8° 29336 [Res]).

Italia: Biblioteca Universitaria
di Padova (BOT.4.198).
Suissa: Bibliothek Bern UB
(MUE Roémisch V 94).

14 Bologna: Arnaldo

Forni Editore, 1989,

ISBN 9788827127674,

de resolucié molt pobra.

15 SALLAS, Joan. Gefaltete
Schonheit. Freiburg/Wien,
2010 / Folding Beauty.
Seul:Jong ie nara, 2018.
Imatges a partir de 'exemplar
original de la Bayerische
Staatsbibliothek de Munic.
16 HARSDORFFER, Georg
Philipp. Trincir-Buch.
Nirnberg: Fiirst [1649].

17 GREFLINGER, Georg.
Hofliches und Vermehrtes
Complementier-Biichlein.
Rinteln: Petro Lucio, 1650.

Com succeeix amb tots els llibres d’is i no només de lectura, ens han arribat
molt pocs exemplars de les obres que va escriure Giegher, especialment de la
primera edici6 de 1629 de Li tre trattati, de la que se'n conserven només cinc
exemplars' De ledici6 de 1639 se’n conserven almenys vint'®. Un facsimil
fou publicat sense mencionar la font original**. Moltes publicacions modernes
i academiques mostren alguna de les imatges publicades al Trattato delle
Piegature, perd només una les reprodueix totes'. Georg Philipp Harsdorffer
[1607-1658] i Georg Greflinger [ca. 1620-1677] van publicar traduides a
lalemany les informacions i les imatges redibuixades del Trattato delle Piegature
de Giegher el 1649'®1 1650" respectivament. Mentre que Greflinger va plagiar
Harsdorfter, aquest darrer va beure amb molta probablilitat de les fonts originals
quan va ser estudiant de dret a la Universitat de Padua on molt probablement
va coneixer lobra de Giegher poc després de la seva mort. Harsdorffer va
incorporar la traducci6 a I'alemany a ledicié de la seva obra Trincir-Buch,
publicada sense nom d’autor ni data. El professor Dr. Werner Wilhelm Schnabel
de la Friedrich-Alexander-Universitdt d’Erlangen-Niirnberg (Alemanya)
proposa que aquesta edicié primerenca que sovint sha datat el 1641, en realitat
fou publicada el 1649'8. Una hipotesi que sembla plausible, ja que probablement
aquesta edicio va ser publicada després del gran banquet de la Pau de
Nuremberg a la fi de la Guerra dels Trenta Anys, celebrat en aquella ciutat el
1649, i on Harsdorffer va ser el responsable dels multiples triomfs de taula
plegats amb tovallons. La suposici6 també ve reforgada pel fet que Grefliger
no va plagiar Harsdorfer en la seva edici6 de 1648. En subsegiients edicions"
publicades el 1652, 1654, 1657 i 1665, Harsdorffer amplia les propostes de plegat
de Giegher incloent dotze tovallons personals, vint-i-quatre triomfs de taula i
dues estovalles.

Ben segur que la traduccié a l'alemany de lobra de Giegher no fou una feina
facil, ja que no tots els termes de plegat italians existien en alemany, per la qual
cosa Harsdorfter va haver dencunyar molts nous termes, cosa que sabent com
era, segur que li va venir molt de gust.

Ledici6 de 1648, també
publicada a Rinteln per Petro
Lucio, no inclou el plagi de
Greflinger a Harsdorffer.

18 GERSTL, Doris.
Vorschneidekunst und
Tafelfreuden, article publicat
a Georg Philipp Harsdorffer
und die Kiinste. Nurnberg:
Hans Carl Verlag, 2005.

19 HARSDORFFER,

Georg Philipp. Vollstindig
vermehrtes Trincir-Buch.
Niirnberg: Fiirsten.

MATTIA GIEGHER | LA PRIMERA PUBLICACIO PER APRENDRE A PLEGAR TRIOMFS DE TAULA
8










Datatextil 40

1 TRESCOLI, O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Cataleg de I'exposicid, 2005.
Algemesi. Pag. 10.

Laurent, 1878. Parella

de valencians que van acudir
ales noces d'Alfons XIl i Maria
de las Mercedes.

Mirall de realitats

El vestit dels llauradors valencians
i la seua construccio iconica

per FE. XAVIER RAUSELL ADRIAN,
investigador d’'indumentaria tradicional valenciana

“Malgrat la continua confeccio de bell nou
de vestimentes per a la festa, aquestes mai no perden
el referent en un model que si que es pretén

1 »

ancorat en allo antic'.

Les diferents mirades historiques que s’han realitzat vers la nostra indumentaria
tradicional ens ha conduit sovint a la presentaci6 d’aillats reflexos d’un mirall
que solament ens mostra allo que desitgem vore. El segiient article presenta una
aproximaci6 diferent a ’'estudi de la nostra roba més iconica i diferenciadora,
que cerca amb distancia la plasmacié de totes aquelles mirades que s"han
realitzat vers un vestit que es basa en el mén camperol de I’'Horta que envoltava,
i residualment encara ’envolta la gran urbs valenciana. Un darrere de ’altre,
aquests reflexos, construiran una imatge, una lectura linial del nostre vestit
historic representatiu, la construccié d’un vestit amb clares connotacions
nacionalistes o regionalistes segons aquell que ho mire. Levolucié de la moda
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2 Sén moltes les critiques
que cada vegada es

van sumant ja que la
indumentaria tradicional
valenciana esta derivant

cap a una indumentaria de
caire historicista, que perd
alhora els seus principals
signes identificadors com sén
el pentinat de caragols, els
dissenys dels teixits, el seu
cromatisme o complements
d’estilitzada senzillesa.

3 TRESCOLIL O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Cataleg de I'exposicid, 2005.
Algemesi. Pag. 7.

F. Vela, 17 de febrer de 1890.
Valenciana.

internacional i la seua plasmaci6 en I'espai vital de les terres valencianes,

'aparici6 de noves materies i textils, I'evolucié cromatica d’uns vestits que

mostraran el perfil psicologic dels seus usuaris i dels seus usos i costums,

la conservacio, restauraci6 i mostra d’algunes d’aquestes peces conservades

als magatzems del museu aixi com altres elements que ens ajudaran a

contextualitzar-les, mostraran una roba canviant, reinterpretada, adaptada o

reaprofitada per tal de convertir-se en mostra viva d’un sentiment diferenciador.
La indumentaria que vesteixen actualment les comissions falleres, els grups

de danses o balls populars beuen directament d’aquest procés evolutiu que

des de les acaballes del segle x1x s’hi ha produit. Pero, sera el segle xx aquell

qui li conferisca la seua naturalesa actual, mostrant el fort carregament de la

moda fallera impulsada per la inddstria que el sustenta i per contra la cerca

constant d’una puresa virginal dels grups folklorics que sovint basen els

seus plantejaments sobre la base aristocratica d’una roba mai utilitzada per

les classes populars. Totes dues amb llums i ombres, encerts i daltabaixos,

manipulacions i mistificacions flagants, aberracions estetiques o senzilles

propostes d’'un vestit popular que evoluciona i s'adapta als nous reptes de seguir

sent una indumentaria reconogcible i identificativa.?

“Siga com siga, la interpretacié que hui donem a aquesta
indumentaria valenciana demostra que idealitzacié i realitat acaben
imbricant-se fins al punt de confondre sovint la recerca romantica
d’una quotidianitat passada, amb la reinvencié d'aquesta per part
d’una nova mirada, totalment contemporania i al dia, i amb unes
finalitats ben concretes®.”
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La patrimonialitzacio de la imatge del vestit del llaurador
i de la llauradora valenciana

4 Ibidem ant. Pag.7i8. “..els aspectes que hui ens mouen a imaginar quasi idil-licament
un passat perdut no poden ser més actuals. Les continues legislacions
sobre patrimoni —incloent l'etnologic i folkloric— han estat
desenvolupades sobretot a partir de la segona meitat del segle xx, i
filant més prim, només a partir dels anys huitanta. Eixa és justament
la realitat que ens du a preguntar-nos per temes com la indumentaria
tradicional valenciana, per la seua evolucid, per aspectes relacionats amb
la dansa des d’una visié més sistematica, més cientifica —si es permet el
terme—, en l'actualitat. A sant de qué?, ens preguntarem. Problablement
hi tinga alguna cosa a veure el paper dels ajuntaments democratics i
de les inquietuds dels estudiosos al voltant de l'any 1979. En aquells
moments, tots aquells aspectes definitoris d’un poble, d’una comunitat
concreta, d’un col-lectiu, comengaven a explotar-se com a efectius valors
i instruments d’identitat davant la inércia homogeneitzadora que
encara es resistia a desaparéixer. I al mateix ritme, a mesura que anava
perfilant-se aquest passat mitic recuperat, els sentiments identitaris
Agrupacio follorica de Torrent, augmentaven directament, amb la qual cosa la investigacio historica i la
Década de 1930. identitat vernacla reivindicada comengaven a caminar juntes®”.
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5 Vegeu les obres de
Hobsbawm i Ranger (1988).

6 El vestit femeni emprava
gip6 de manega llarga, falda
llisa de seda tornassolada de
color verd-daurat o marro,
mocador blanc de randes,
pentinat baix, sabates i
davantal negre ornat amb
randes i atzabeja. Uhome
presentava el conegut torrenti
confeccionat amb seti negre,
faixa roja, camisa amb pitrera
de randes, rodina, calces
blanques i espardenyes.

Llauradors de I'Horta, segle XX.
Grup de balls populars Les Folies
de Carcaixent.

La corrent nacionalista valenciana que va recorrer tot el nostre territori arran

la demanda i la consecucié d’un estatut autonomic propi, feu d’aquests darrers
anys de la decada dels anys setanta i practicament tota la década segiient, un
esclat en la recerca i revaloritzacié de tot allo valencia. La llengua, la cultura,

el territori i especialment la nostra intrahistoria farcida d’esdeveniments
quotidians, ara diriem etnologics, cercaven les maneres i usos de vida dels
nostres avantpassats, com quelcom qui cerca 'origen del mite, per tal de
construir un present nou després de quaranta anys de dictadura. I entre aquests
usos, la indumentaria, una roba que tot i ser conscients sovint de la seua creaci6
un segle enrrere, s’hi justificava en una antiguetat remota, en un temps antic,
curiosament al segle que va veure perdre els nostres furs, com si es cercara una
continuitat temporal amb aquell temps d’abans de la desfeta. Linvent de la
tradicio®.

Es ben cert que la festa fallera certificava al Congrés Faller de 1964 el reivent
de la indumentaria masculina per tal d’unificar la imatge que es presentava a la
l'ofrena de flors a la Mare de Déu dels Desemparats. La premsa de ’época que
titllava I'esdeveniment com a la mdxima expresion popular y religioso del pueblo
valenciano, també va veure amb bons ulls 'uniformitzaci6 del sector masculi de
les comissions. Lhome que fins aquestes dates no vestia a la manera tradicional
si presentava en els infants els tres models habituals, els iconics saragiiells, el
colorista torrenti o el sobri pantald llarg i jupeti, i abagava ara per la implantacio
del que hom va conéixer com a vestit de panderola. Aquest fet havia esdevingut
anys enrere a la ciutat de Castell6 de la Plana, amb 'invent d’'una indumentaria
d’arrel popular que es sintetitzava en el conegut vestit de llauradora i llaurador
de Castelld®. L'any 1942 i creada per a lopereta de Matilde Salvador, la filla
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7 Vegeu la configuracié

del vestit tradicional

a les terres alcantines.
RAUSELL ADRIAN,

E. Xavier, Indumentaria
tradicional valenciana, v.II.
La construccié del vestit
tradicional valencia. Andana
Editorial, 2015.

8 MEDINA RAMOS, A,,
LINARES ALBERT, S.,
Gastén Castell6 y las
Hogueras de San Juan,
1928-2000. Su manera de
interpretar este arte efimero.
Alacant, 'Ajuntament,
Patronat Municipal de
Cultura, 2002. Pag. 68.

9 RAUSELL ADRIAN,

E. Xavier, Indumentaria
tradicional valenciana, v.II.
La construccid del vestit
tradicional valencia. Andana
Editorial, 2015. Introduccid.

del rei Barbut, Lluis Sales Boli va compondre un figuri que presentava I'actual
imatge. I com si d’un vent que recorre les nostres terres de dalt a baix, a la ciutat
d’Alacant es creava de bell nou el conegut vestit de novia alicantina a partir

de 1977 i arraconava per sempre, no sense controversia i veus en contra, el
tradicional vestit de xixonera o llauradora del camp d’Alacant’.

« ./ . .. P

...propuso también un premio para las comisiones que sacaran mds
bellezas ataviadas con el traje tipico, que era el de Jijonenca, que es el
tipico que se toma para toda la comarca de 'Alacant®”.

Es aixi com aquests vestits “regionals” suniformaven artificiosament gracies al
concepte del topic i a la manipulacié politica i institucional que s’hi feia de la
seua imatge representativa. La imatge i essencia del vestit de llaurador i llau-
radora amb tota la sort de continguts profuns i valors identitaris es posaven al
servei del régim adaptant-se als nous usos. Per altra banda els pobles, des de la
distancia que els permet la llunyania de tot alldo que s’hi cou a la ciutat, adap-
taven el mateix model o en triaven un diferent, composat de peces antigues i
noves per tal dacomplir la mateixa funcié. Un nou mode de vida, creava unes
noves necessitats a les quals calia donar una resposta. Ofrenes, rebudes dau-
toritats, comissions falleres i festeres, inauguracions i els grups de dansa de la
Seccién Femenina els usaven, i servien descaparat a les tltimes novetats en allo
referent a la roba de caire tradicional.

La nostra roba tradicional ha estat des de les darreres decades del segle xx
entesa com a un fet patrimonial més. Juntament amb altres obres artistiques,
arquitectoniques, festives o culturals, la indumentaria tradicional valenciana ha
d’entendre’s també com a un fet que cal conrear, estudiar i salvaguardar per tal
de permetre la seua conservacio i salvaguarda a través del temps, servint d’icona
representativa del poble valencia i del seu caracter cultural, social i festiu.

La roba a I'antiga, la roba per a la festa i la roba tradicional

“La cultura valenciana contemporania, creada sobre la base de la
Renaixenga de les acaballes del segle x1x i que va continuar durant
la Republica i el Franquisme, vivia a partir de la década de 1960
una espécie d elitista esquizofrénia que portava a renegar i refusar
tots aquells valors identitaris acceptats des de les acaballes del

segle anterior. Lenfrontament politic es polaritzava vers allo culte

o popular, amb tota la simbologia valenciana posada en entredit,
cercant la divisié i la lluita cainita de la més sagrada simbologia
propia. Des de llavors, la llengua, la senyera o la denominacié del
territori marcaven lenfrontament que va arribar també a la imatge
iconica, carregada també amb el pes de la dictadura gracies a la
manipulacio que aquesta havia realitzat vers la conformacio estatal.
Amb la nova democracia la roba tradicional necessitava d una
repristinacio, dignificacio i acceptacié comunitaria, que ben prompte
i per no voler acceptar l'origen del vestit iconic tradicional de la
Renaixenga s’hi va cercar un nou model que centrava novament la

mirada, com ja havia ocorregut abans, en el segle xviir®”.
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10 Especialment
controvertides han estat les
polemiques dels darrers anys
sobre I’inflament excessiu

de les faldes o I’eliminacio

del pentinat tradicional de
caragols sota la premisa
d’ajustar Pestil del vestit al
del pentinat, tot i sense tindre
en compte que el pentinat
posterior baix és també
d’arrel romantica, usual a
partir de les décades centrals
del segle x1x.

11 Indumentaria tradicional
valenciana v.I. Mateéries
primeres, color i ornamentacié
en la roba tradicional, i
Indumentaria tradicional
valenciana v.II. La construccid
del vestit tradicional valencia.
Andana editorial, Valéncia
20141 2015.

Llaurador, segle XX. Grup
de balls populars Les Folies
de Carcaixent.

Aquest procés que s'hi va encetar aleshores continua en plena vigencia. El rebuig
del model iconic per les posicions politiques més progressistes es ben paleés i
sovint s'intenta manipular sobre l'adopcié d’una determinada figura o pentinat'’
sense cap tipus de criteri historic.

A tot aquest embolic s’hi afegeix el desconeixement practicament generalitzat
d’estudis d’'indumentaria que tracten aquesta de forma cientifica. La utilitzacié
de conceptes erronis per part de botigues i cosidors no fa més que embolicar
més, cercant el public general d’estereotips o uniformes que els permeta vestir
bé segons l'opcié elegida. Roba a I’antiga, roba quotidiana, roba de festa o
indumentaria tradicional poden semblar sinonimes pero signifiquen quelcom
diferent. A partir de l'obra de Rausell"" s’hi ha establit una diferenciacié clara
d’aquestes. Roba a 'antiga vindra a esdevindre sinonim de reproduccié historica
de qualsevol model i figuri de 'antiguetat entesa aquesta en un periode anterior
a cent anys i la qual fara diferéncia entre roba quotidiana, roba de festa o ritual,
cada una utilitzada en un context diferent. Per altra banda la indumentaria
tradicional esdevé aquella que ha estat creada per a la representacio6 autoctona,
el vestit de valencia i valenciana amb totes les seues particularitats, models
evolutius i diferencies, la qual presentara diferéncies segons I’¢época utilitzada i
el poder adquisitiu dels seus usuaris.
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12RAUSELL ADRIAN, F. X,,
Indumentaria tradicional
valenciana, v.IL..., pag. 196.
13 VANDAEL, M., Manual
tedrico y prdctico del sastre

o Tratado completo y
simplificado de este arte, que
contiene el modo de trazar,
cortar y hacer toda clase de
vestidos. Madrid : Imprenta
de los Hijos de D. Catalina
Pifuela, 1836. Pag. 7. B.N.

Llauradora de les decades
centrals del segle XX.
Grup de balls populars
Les Folies de Carcaixent.
See more.

Les mirades al passat

La moda romantica que triomfa en Espanya a partir de la década de 1840,
s’havia estes arreu d’Europa vint anys abans. Aquest s'originava com el
racionalisme il-lustrat i el classicisme, conferint prioritats als sentiments
individualistes i nacionalistes, factors que culminaren amb la revoluci6 de 1868
en la qual va ser destronada Isabel II. El convuls segle x1x reinterpretava en clau
de moda les arts decoratives anteriors, principalment aquelles caracteristiques
del segle xv11 i xv1I tot i reformulant-se. Aquest moviment cercara lligar
politicament els nous temps amb les etapes anteriors sota la premisa d’'una
justificacié politicosocial ara de caire conservador. La creacié d’una roba per

a cada s mostrara una indumentaria quotidiana que es diferenciara d’altres
robes festives i representatives on s’hi fara més present aquell sentiment
d’estima cap al passat'. Els vestits d’aquest nou ordre social diversificara una
indumentaria cada vegada més homogeneitzadora que cercara en la creacié
d’estereotips la plasmacid visual i costumista de les diferéncies historiques,
culturals i socials dels pobles europeus.

“El lujo antiguo y aquella especie de arte que presentaba el
signo de una superioridad han desaparecido ocupando su lugar

la comodidad y la sencillez'”.

Lhistoricisme de la moda romantica, els eteris i livians vestits del ballet, els seus
complements, el patronatge i la seua costura, marcaran els vestits tradicionals
adaptant-los als nous temps i permitint que els avencos técnics i les modes
'afectaren, amb un continu canvi i adaptacid, un continu reinvent.
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14 ORTIZ VILLETA, A,
PIQUERAS GOMEZ, M=].
El “Levante feliz” a través

de la cdmara o la imagen
costumbrista en los primeros
afios del cine en Valencia.
Dins: Lahoz Rodrigo, Juan
Ignacio. A propdsito de
Cuesta: escritos sobre los
comienzos del cine espariol
1896-1920. Valencia:
Ediciones de la Filmoteca,
2010. Pag. 337-347.

15 TRESCOLI, O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Cataleg de l'exposicid, 2005.
Algemesi. Pag. 22.

La disfressa burgesa, joves modernes
vestides a la manera camperola

Aquest periode modernitzador de la societat valenciana que va afectar canvis
socials, urbans i economics va conduir també a una reflexié de la vida rural
tradicional, aquella que havia permes el creixement i sustent de la ciutat i que
I'envoltava i constrenyia. La idealitzacié d’aquest mén rural que es contraposava
al mode de vida urbana feu que la classe burgesa dominant s’interessés en

els seus modes i costums, va construir una mirada, parcial i esbiaixada que

es recolzava en els aspectes més folklorics, festius i costumistes del poble.

Les barraques, els balls populars, 'exuberancia del paisatge i especialment la
idealitzacié d’una roba festiva crearan la il-lusi6é d’una terra fértil, jardi de flors,
d’olor a la flor del taronger, on la llum, la musica i el color acabaran per definir
el que posteriorment esdevindra el levante feliz"*.

Les joves burgeses valencianes comencaren a usar el vestit tradicional com a
una disfressa pobletana als balls de carnestoltes que s'organitzaven. Lestereotip
que s’hi tenia dels vestits d’altres zones de ’Estat també eren presents,
manoles, gitanes, gallegues, vasques i catalanes es barrejaven amb llauradores
valencianes, vestides de forma enlluernadora. El seu perfil, els cossos i alguns
del seus complements que podem observar en algunes fotografies de I’¢época
ens presenten a aquestes xiques de forma idillica, amb gran quantitat o amb
destacades peces de joieria, faldes de seda, mocadors i davantals brodats amb fil
metallic daurat, mirinyac i pinta al pentinat.

“A final del segle x1x, el vestit representatiu del tipus valencia,
tant de ’home com de la dona, es trobava assentat sobre una base
historica prou coneguda, diguem-ne que ja s’havia creat el vestit
regional prou definidor de la identitat valenciana'”.

Valencians a Madrid, les noces d’Alfons XlI
i Maria de las Mercedes

A les noces d’Alfons XII i Maria de las Mercedes realitzades a Madrid el dia 30
de gener de 1878, acudiren representacions provincials que encarnaven l'element
rural de Estat per tal d’entretindre al poble de Madrid. Els quadres de balls
populars de Castelld, Valéncia i Alacant mostraren la seua rica indumentaria,
que serviria per tal d’estereotipar els seus models, servint en el cas de Valencia
i Alacant per a la creaci6 del seu modern vestit regional i abandonant la ciutat
de la Plana el model presentat. Rics teixits d’homes i dones composaven un
model continuador d’aquells utilitzats per les joves burgeses que es disfressaven
per a Carnestoltes, utilitzant teixits espolinats i brocats, aixi com mocadors

i davantals de tul brodat amb fil metallic. Els homes més sobris, utilitzaven
coloracions més obscures i elegants.

“La de Valencia es seguramente la que se distingue de las demas
comparsas por la riqueza y gusto de sus trajes. Estd compuesta de
preciosas mujeres de la huerta, como lo indica la frescura de su rostro.
Su traje consiste en una falda corta de tela bordada de oro y plata,
jubon de raso de varios colores con mangas muy ajustadas; media
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16 “De la comparsa de

Valencia” . Diario de Cordoba.

De comercio, industria,
administacion, noticias y
avisos. Martes 29 de Enero de
1878. Num. 8211. Anio XXIX.
17 RAUSELL ADRIAN, F. X.,
op, cit. V.II. Pag. 210.

18 RODRIGUEZ

LLORENS, R., Francisco
Miralles. Pasos de baile

para una leyenda. Leixam
edicions. Tavernes Blanques,
Valéncia 2015. Pag. 21-22.

blanca de seda bordada y zapato de raso blanco. Llevan peinado alto con
gran peineta en forma de cuchara, de plata sobredorada; agujas de oro
con remates de perlas finas, grandes pendientes de lo mismo, y en el cuello
varios hilos de menudas perlas, al brazo llevan pequefias cestas de
mimbres y frutas y flores. El traje de los hombres varia, pues unos llevan
chaleco de terciopelo de color, faja grande también de color, zaragiielles,
media blanca y alpargata y pafiuelo de seda d la cabeza, [altres] chaqueta
negra, chaleco, camisa bordada, pantalén largo oscuro, media de seda y
alpargatas, y alguno que otro sombrero redondo y pafiuelo de colores'®”.

La roba popular dels quadres de balls i les danses
dels pobles de I'Horta

“Entre I'tltim quart del segle x1x i la segona i tercera década del segle xx
variades agrupacions de balls populars, especialment actius dins i fora de I’Estat
Espanyol a partir de la Restauraci6 borbdnica (1874-1931) i la Segona Republica
(1931-1939), sota la denominacié de Quadros de bailes y cantos populares
valencianos, mostren el ric folklore autocton utilitzant una rica indumentaria
que si bé ja usa la imatge topica, també 'adapta al ball. Hereves dels anteriors
balladors de bolero que actuaven als intermedis de les peces teatrals, és a

partir d’aquest darrer quart de segle x1x quan s’hi fa necessaria 'adquisicié
d’un vestuari tipic, recognoscible i conjuntat, que es basa en la visi6 de la roba
tradicional que s’identifica amb el fet valencia, si bé i amb anterioritat aquests
vestien també de toreros, majas i les més variades disfresses”.

La fira de Juliol de Valéncia és convertira des de 1891 en el centre de les
actuacions i la demostraci6 de forga i rivalitat entre unes i altres agrupacions.
Abillats a la manera tradicional els seus vestits presentaven les tipiques
adaptacions de qualsevol vestuari a la dansa. La dona vestia amb sedes de
disseny policrom i complements preciocistes, amb cosset de diferents tipologies
i el caracteristic pentinat de caragols. Lhome, més sobri, sovint presentava
diferent vestuari segons 'agrupacid. Uns usaven Saragiiells, vestits de cal¢d i
jupa, el conegut trage de torrenti, o amb pantald llarg confeccionats amb teixits
de color s’ajustava a la concepci6 dels espectacles de I’¢época.

Les cases de lloguer de roba o les mateixes agrupacions confeccionaven els
vestits que després servien de model, al igual que els seus repertoris, per a altres
grups de balls de ’'Horta, la Ribera o la Safor principalment.

“El nombre de Paco Miralles empezaba a sonar en las fiestas de la huerta
y en los espectdculos de baile popular en la ciudad. Pronto su madre, que
era muy mariosa, quiso coserle un traje de baile y le hizo uno de torero
pues era muy corriente en la época que los bailarines se vistieran de esta
guisa (...) Mds adelante, el bailarin mandaria hacer los trajes de torero
en Madrid por el mismo sastre que vestia al famoso matador Bombita;
solo que para danzar no tenian que ponerle el armazon de proteccion que
precisaban los toreros, pues éste conferia una gran rigidez y pesadez a la
indumentaria, dificultando el baile (...) Cuando Paquito salié a bailar se
hizo el silencio en toda la plaza. Bailo el solo, vestido de marinero, lo que
entonces se llamaba El baile Inglés..."”.
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19 TRESCOLI, O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se per a la festa. El ball
de les llauradores d’Algemesi.
Cataleg de I'exposicid, 2005.
Algemesi. Pag. 23.

Llauradors, segle XX.
Grup de balls populars
Les Folies de Carcaixent.

La Renaixenca

Lillustre poeta Teodor Llorente, qui va guanyar la Flor Natural al certamen
poetic conegut com a Jocs Florals, va elegir la seua filla Maria com a regina

del mateix. Vestida amb una indumentaria que recordava o que volia acostar-se
al que en aquell moment s’entenia com la tradicional valenciana, a 'antigua
usanza, no es diferenciava gaire d’aquells utilitzats en els balls populars

de les noces reials d’un any abans. Tot i que cercava la imatge idil-lica del

segle xv111, les diferencies entre aquells i aquest eren ben evidents i notables.
S’havia assentat un vestit representatiu confeccionat amb teixits i complements
d’altissima qualitat per una élit social que serviria de referent per a la confeccié
dels vestits, també representatius, de les classes populars. Aquest enlluernament
que provocaven, aquest vestit de reina, s’adaptaria a les possibilitats
economiques de les usuaries que en posterioritat lluirien.

“S’institucionalitzava un model més o menys estandarditzat de la
llauradora valenciana, seguint els referents aristocratics dihuitescos.
Sassenten les bases de la indumentaria tipica i topica dels
valencians, i es configura un model inspirat en el passat de manera
selectiva. Els seus artifexs, provinents de les capes més acomodades
de la societat valenciana del moment, triaran els elements que eren
propis de la indumentaria dels estrats més elevats de la societat del

dihuit, en els quals se sentien més identificats"”.
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20 ALMELA i VIVES, F.,
Historia del vestido de la
labradora valenciana. Semana
Gréfica, Valencia, 1962.

Pag. 33.

Pepita Bixquert, pentinada
de valenciana. Segle XX.

El vestit de Pepita Samper

“Era lo que José Mateu ha mostrado valiéndose de un maniqui tan
adecuado como la sefiorita Samper. Era algo soberano por como se
imponia a las solicitaciones de los sentidos; algo noble por cuanto
utilizaba las materias menos plebeyas; algo magnifico porque no
sabia de mezquindades, sino de pompas y boatos*®”.

El vestit i la bellesa de la senyoreta Pepita Samper Bono embelesaven el jurat
del primer concurs Sefiorita Espafia. Confeccionat per una modista local sota
les premises del ceramista J. Mateu, tornava a recuperat l’esplendor i bellesa
del vestit antic de la llauradora valenciana després del progressiu desvirtuament
i desdibuixament del vestit tradicional valencia en les primeres décades
del segle xx.

Lexpansio i popularitat que gaudia la roba tradicional de les acaballes del
segle x1x, féu que gran quantitat de dones valencianes el lluiren a tota classe
d’esdeveniments. Processons, ofrenes, jocs florals, balls populars o cavalcades de
tot tipus comptava sovint amb gran quantitat de jovenetes vestides a la manera de
les antigues llauradores de 'Horta de Valéncia. I és aci, en aquesta massificacio
i utilitzacio del vestit per les classes populars que si fa necessaria 'adaptacio de
teixits i complements menys valuosos que aquells que lluien les fadrines burgeses
capitalines. Aquells models enlluernadors servien de model per a la confeccid
en materies i téxtils més pobres de faldes, cossets, mocadors, davantals i joieria.
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21 TRESCOLI, O., RAUSELL,
F. Xavier, OLIVARES, Enric,
Vestir-se..., op. cit., Pag. 27.
22 Cas paradigmatic i que
ciclicament s’hi debaten al
mon faller sén 'ts de les
bandes, el conegut vestit de
panderola —Uunic vestit creat
exnovo per a la festa fallera—
o I'tis d’insignies, colors dels
faixins i borles, recompenses,
etc.

23 BOUCHER, F., Historia del
traje en occidente. GGmoda.
2009. Barcelona. Pag. 393.

Alguns teixits de seda, especialment domas, pero principalment el coté estampat,
el tul i els lluentons ompliran aquests vestits tot cercant, com aquells, una imatge
irreal, una princesa o regina d’un conte de fades.

El vestit de Pepita Samper Bono es va confeccionar amb un teixit espolinat,
confeccionat per la casa Garin. El conegut disseny Valéncia s’espolinava amb
colors per tal de confeccionar cosset i falda, que s’adaptava als cannons de moda
del moment amb un xicotet coixinet o polissd. S’hi va confeccionar també un
gip6 de manega llarga de vellut negre, sense refor¢ de varetes, acabat en punta
davantera, a la manera dels cossos d’estil romantic i un parell de mocadors i
davantals, en tul, batista i seda, brodats amb fil daurat. El pentinat, amb grans
trets de la moda del moment també, s’hi completava amb les pintes i un adreg
de joia, collar i arracades de barquillos.

La roba en la festa fallera

Pepita Samper fou la primera dona vestida per a la festa fallera. La seua
popularitat va augmentar en representar I’Estat Espanyol al concurs mundial
de bellesa que es va realitzar a Paris el 7 de febrer de 1929. Samper, qui era
assenyalada com a guanyadora també d’aquest concurs es retirava en senyal
de dol per la defunci6 de Cristina d’Habsburg-Lorena, mare d’Alfons XIII,
ocorreguda un dia abans. Aquest fet va despertar més si cal l'admiraci6 vers
I'embaixadora, que vestida de valenciana fou homenatjada a les festes falleres
d’eixe any, convertint-se en la predecessora de la Fallera Major de Valéncia.

Des d’aleshores el vestit que empraria aquest carreg honorific, tot i ser
sovint pressa de les més diverses mistificacions ha servit de model per al vestit
emprat per la resta de dones falleres. Entre la década de 1930 i 1940 el vestit
de valenciana és emprat per les dones de les comissions falleres en el mateix
moment en queé aquestes anaven ascendint a la categoria de festa major de
la ciutat de Valéncia. Un dels rituals que va crear fou I'adopcié en un primer
moment del vestit inspirat que vestien els llauradors de I'Horta tot i haver passat
pel tamis estereotipador de la Renaixenca, es va convertir en un model valid per
a la festa, tot i adoptant signes externs més propis de la moda i que atenien més
un interés per innovar cada any que no per retrobar-se amb les arrels*'.

La importancia de la indumentaria en el mon de les falles i I'exaltacié gratuita
de la dona com a protagonista ha estat tal, que hui en dia no s’entén la festa
sense aquests dos elements, els quals provenen de la tradicié jocfloralesca.

El regionalisme, la indumentaria al servei de la patria

Amb la dictadura sera més palesa la manipulacio politica sobre la indumentaria
tradicional, especialment en la creaci6 de simbols i vestimentes*. Amb la
configuracié de les noves agrupacions folkloriques, conegudes ara com a Coros
y danzas de la Seccion Femenina o Educacién y Descanso, s'utilitzava una roba
estandarditzada confeccionada que presentava per a les agrupacions un parell
de models, el conegut de llauradora o festa, i el de muntanya.

El primer model seguia els patrons i disseny del ja estereotipat vestit de
llauradora, ara realitzat amb teles de cotd, rayon o tul mecanic. Aquest model
servia per a les localitats de la franja costanera de les tres provincies, mentres
que el segon model conegut com a de muntanya, presentava l'estereotip d’aquell
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conservat a la comarca de ’Alcoia i la Vall d’Albaida que es composava de
falda de llana policroma amb disseny de franges horizontals, davantal negre,
mocador de manila o de tul i brodats en or. A tots aquests se’ls afegia uns
quants vestits de caracter local que particularitzaven Requena, Onil, Ibi, Biar o
Vinaros.

Sotmés a tot tipus d’embat de la moda, les faldes creixien i decreixien en
llargaria segons aquesta augmentara o minvara en la roba quotidiana. Fet
que també ocorria amb el pentinat, cardats, tupés, tints... es barrejaven amb
pintes de diferents tamanys, a més alt el cardat, més alta la pinta. Distintives
també foren les sabates blanques, moltes amb plataforma i una borla de seda,
generalment rayon, que les ornamentava.

Amb la unificacié de la indumentaria dictada al IV Congrés Faller de 1964
que va crear el conegut vestit de panderola per a I’home faller, s’hi imposava
un nou model d’indumentaria per a ’home, que ha estat molt criticat i
desprestigiat als darrers anys. Aquest prenia com a model primigeni el conegut
vestit de torrenti amb pantal6 llarg on es substituia I’antiga faixa per un faix{
amb borles penjant, que jerarquitzava els integrants de la comissi6 segons
el seu color. Deixava el cap descobert, i si en un primer moment s’hi van
utilitzar espardenyes, aquestes prompte es van substituir per sabates a la moda.
Aquesta uniformitzacié de la roba masculina jerarquitzava quasi militarment
la comissio, reiventant la tradici6 ara sota el paraigiies d'una suposada igualtat
social que es plasmava en el gran acte faller per excelléncia, l'ofrena de flors.

Les nous corrents d’investigacio

“La influéncia de l'art, que ja s’havia fet notar en l'evolucio

del vestir, especialment a partir del segle xiv, es fa sentir més

al segle del Barroc. Entre la segona i setena década del segle xv11
es va establir una indiscutible correspondeéncia entre el vestit i el
gust barroc, considerat aquest tiltim com a recurs de la imaginacio
i el virtusisme.”

El gust tradicional valencia per uns teixits llavorats de seda lluenta, de colors
forts i contrastats i uns complements preciosistes que sajusten a una confecci6
historicista que ha anat variant i evolucionant el nostre vestit representatiu ha
conduit també a cercar-ne l'origen d’aquest, a intentar redrecar i localitzar-ne
els punt exacte de creacid del vestit tradicional valencia. Les continues mirades
historiques que s’han realitzat per tal de tornar a repristinar la indumentaria
tradicional valenciana, no han fet més que reinterpretar-ne el model segons

la visié actual. S’hi van inspirar en el vestit antic, en el vestit a la usanza
tradicional valenciana les balladores dels quadres de ball que van assistir a

les noces d’Alfons XII en 1878, perd també qui va compondre el model de
Maria Llorente en 1879, o el de Pepita Samper en 1929 o el de les falleres de

les comissions de la capital valenciana a partir de 1940. Totes i cada una de

les mirades que s’han realitzat a eixe mirall de la historia ens ha mostrat una
imatge deformada i borrosa que nosaltres hem hagut de descodificar i adaptar a
les nostres necessitats, que hem hagut de crear i conrear per a seguir, en esséncia
vestint-nos de forma particular, de forma valenciana.
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Obra propia, Valencia, 2012.

Novedades editoriales y noticias

Proyecto de investigacion

SILKNOW, tejiendo el pasado hacia el futuro

r'

Telares Jacquard: un artesano tejiendo © Garin 1820.

La historia europea esta tejida en seda. Aunque se suele asociar la Ruta de la
Seda a sus origenes asiaticos, sus ramificaciones europeas fueron fundamentales
para la construccion de la Europa actual gracias a los numerosos intercambios
comerciales derivados de dichas rutas. La herencia de estas rutas ha dejado
un legado incalculable: un ejemplo tnico de patrimonio donde la memoria,
la identidad, la creatividad y el conocimiento confluyen en una unica pieza.
Es ademas un patrimonio vivo, multifacético en el que tradicioén y artesania
perviven.

Sin embargo, a pesar de su enorme importancia en la construccion de
la Europa contemporanea, este patrimonio no ha sido lo suficientemente
valorado, esto aunado a su propia naturaleza fisica lo hace mads fragil frente a
otro tipo de elementos culturales como pinturas o esculturas. Mds atun, cuando
el patrimonio inmaterial relacionado con las piezas textiles esta gravemente
amenazado por el cierre de muchas industrias, la pérdida de memoria oral, la
inminente desaparicion de los conocedores de las técnicas tradicionales, etc.
Esto resulta en que la fragilidad de sus materiales' y saberes vinculados con el
disefio textil necesiten del uso de la tecnologia para la conservacién y difusiéon
de este patrimonio.
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2 PORTALES, Cristina;
SEBASTIAN, Jorge; ALBA,
Ester; SEVILLA, Javier;
GAITAN, Mar; RUIZ y
FERNANDEZ, Marcos,
“Interactive Tools for the
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SILKNOW Project”,
Multimodal Technologies and
Interaction 2, n° 2, 15 Mayo
2018, pp. 1-11.

3 Eneste sentido, tal y

como explica Essinger, la
conexion entre tecnologia

y patrimonio sedero no es
nueva, de hecho, los telares
Jacquard sin considerados

los antecesores directos de
los modernos ordenadores.
ESSINGER, James, Jacquard’s
Web: How a Hand-Loom Led
to the Birth of the Information
Age, Oxford University Press,
2004.

4 BACA, Murtha, “Fear of
Authority? Authority Control
and Thesaurus Building for
Art and Material Culture
Information”, Cataloging and
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Para hacer frente a estos retos, nace SILKNOW?, un proyecto de investigacién
financiado con fondos europeos mediante la convocatoria CULT-COOP-09-2017,
“European cultural heritage, access and analysis for a richer interpretation of
the past”, dentro del programa Horizonte 2020. Coordinado por la Universitat
de Valencia, el consorcio cuenta con un total de nueve socios pertenecientes a
seis paises distintos de la Unién Europea (Espafa, Francia, Alemania, Eslovenia,
Polonia e Italia). De entre los socios, hay un total de tres universidades, dos
PYMES, una institucién internacional, y tres institutos de investigacién. Este
proyecto pretende mejorar la comprension, la conservacion y la difusion del
patrimonio de seda europeo del siglo xv al siglo x1x, basado en registros de
catalogos existentes, su objetivo es producir modelos digitales de técnicas de
tejido (un “Telar virtual”), a través del reconocimiento visual automatico,
visualizacion espaciotemporal avanzada, acceso multilingiie y semanticamente
enriquecido con datos digitales.

Este proyecto interdisciplinar es posible gracias a un grupo heterogéneo de
profesionales provenientes de areas como la de tecnologias de la informacion,
analisis de texto, procesamiento de imagenes, semantica, historia del arte,
conservacion y fabricacion de textiles. En efecto, SILKNOW entiende los
textiles como algo mas que meros objetos, son ademas un punto de unién entre
distintas disciplinas. Pero SILKNOW va mas alld al pretender poner en contacto
las antiguas técnicas de tejido con la industria moderna. En este sentido, el
conocimiento no solo proviene de investigadores sino también de las industrias
creativas como GARIN, que aun sigue tejiendo con técnicas decimondnicas.
Metaféricamente, se van a rescatar las técnicas de los telares antiguos gracias
al ordenador®. Sus resultados seran utiles para un gran nimero de audiencias
como investigadores, conservadores, historiadores del arte, industrias creativas,
tecnologias de la informacion, inteligencia artificial, turismo, etc.

Asi pues, el proyecto busca producir una serie de resultados relevantes para
distintas audiencias que contribuyan a la construccién de una historia europea
tejida en seda.

Tesauro multilingtie

El patrimonio cultural en general, y el de la seda en particular esta caracterizado
por datos heterogéneos que provienen de multiples fuentes que han evolucionado
en tiempo y espacio. Por otra parte, el patrimonio textil no cuenta ni con una
estandarizacién en la catalogacion de bienes ni con un uso de vocabulario
normalizado a nivel internacional, ademas la tendencia es que cada museo
desarrolle sus propias herramientas, lo que impide la interoperabilidad de datos
y busquedas entre distintos museos. Sin embargo, la necesidad de contar con
vocabularios controlados es esenciales para trabajar las colecciones de los museos,
no solo para los investigadores y conservadores, sino también para el publico
general®.

SILKNOW esta creando un tesauro multilingiie (inglés, espaiiol, francés
e italiano) de acceso abierto y especializado en seda, el cual incluye técnicas
histéricas de tejidos, materiales, herramientas, etc. Como resultado
estandarizard este patrimonio mejorando su conservacion que ademas
favorecera la conexion entre distintas colecciones de museos europeos. Ademas,
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las instituciones colaboradoras mejoraran su sistema de inventariado y
catalogacion, asi como, el tratamiento y gestion de sus datos digitales.
Finalmente, sera un buen ejemplo de los beneficios de la interoperabilidad de
datos.

Visualizacion espacio-temporal

Una de las caracteristicas de los tejidos es que a pesar de estar geograficamente
distantes unos de los otros comparten en muchas ocasiones caracteristicas
similares, dado que comparten estilos o motivos decorativos o incluso técnicas.
Y, al igual que en otros ambitos de la historia del arte, los disefios textiles
también han evolucionado en tiempo y espacio, adaptandose al gusto de
cada época.

SILKNOW, producira graficos altamente interactivos para representar
los datos relacionados con los tejidos de seda en espacio y tiempo. Esta
herramienta permitira a los investigadores estudiar de dénde provienen las
piezas, rastrear sus conexiones en toda Europa, su evolucion en el tiempo,
mostrando asi su continuidad histérica hasta nuestros dias. Su impacto sera
evidente no s6lo como herramienta de investigacion, sino como motor turistico
donde se podran dar a conocer distintas colecciones de pequefios y medianos
museos, generando nuevas sinergias entre ellos y posibilitando la creacion de
rutas europeas relacionadas con la seda. Finalmente, esta visualizacion sera
de gran utilidad para las industrias creativas como elemento catalizador de
nuevas inspiraciones o como herramienta para detectar copias, asi como para
ayudarles a conocer mejor sus disefios e inspiraciones, aportando el matiz
histoérico a sus colecciones.

Espolines © Garin 1820.
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Reproduccion de tejidos historicos

La fragilidad del patrimonio textil hace que a veces resulte dificultoso el
acceso a esos objetos culturales, por lo que su investigacion y difusion resulta
complicada. Por eso, SILKNOW, construira un telar virtual en el que se
representaran las técnicas histéricas de tejido, gracias a modelos graficos
disponibles en la web, que ademas podran ser impresos en 3D. El propdsito

es entender mejor las estructuras y técnicas, asi como hacerlas accesibles y
manejables para el publico. Estas réplicas en 3D pueden servir como elemento
didactico en museos, para la investigacion y difusion.

Conclusiones

El patrimonio cultural no se trata solo de bienes culturales tangibles, sino
también de significados transmitidos de generacion en generacién que dan
como resultado un sentido de pertenencia a la comunidad de la que son
parte. El patrimonio de la seda va mas alld de los tejidos en si mismos, son
catalizadores de cohesion social, desarrollo sostenible, creatividad, disefio
y tecnologia. Son el hilo conductor de una investigaciéon conjunta que
entreteje y difunde la historia y el patrimonio cultural europeo. SILKNOW
como proyecto innovador esta comprometido a la salvaguarda de estos
bienes culturales utilizando tecnologias de tltima generacion al servicio
del patrimonio cultural. SILKNOW esta tejiendo el pasado hacia el futuro.
“SILKNOW. Silk heritage in the Knowledge Society: from punched cards
to big data, deep learning and visual/tangible simulations™ ha recibido fondos
del programa de investigacion e innovacion Horizon 2020 de la Unién
Europea en virtud del acuerdo No. 769504. m
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Exposicion
Hilando ideas, tejiendo arte

IVAM ALCOI
Del 26 Junio 2019 al 27 Octubre 2019

Hilando ideas, tejiendo arte muestra la evolucion
que el arte textil ha sufrido desde los afios 60
hasta la actualidad y analiza a través de un
conjunto de 45 obras de 22 artistas como el

textil ha dejado de ser una herramienta asociada
a lo femenino, a lo decorativo, a lo funcional y

a las artes aplicadas y se ha convertido en un
instrumento para expresar de forma generalizada
contenidos criticos en el arte.

Lo primero que el visitante encontrara
seran las propuestas que abogaron por una
reinterpretacion de los procesos manuales
derivados de las culturas ancestrales y
experimentaron con materiales y técnicas
como el jute, el macramé, el palmito, la mica, etc., para darles un tratamiento
escultdrico. En Espaia, informalistas como Antoni Tapies introdujeron parte de
estos principios, pero fue Josep Grau-Garriga quien, en conexion con la Nouvelle
Tapisserie y las bienales internacionales de Lausana, abanderd la renovacion
del tapiz influyendo en grupos como el valenciano Tramant la trama, entre
cuyos componentes destacaron Aurelia Masanet y Pilar Sala. Paralelamente a su
actividad, Aurelia Mufioz investigd la manera de integrar las obras en el espacio
arquitectonico. Con Estel ancorat logré una pieza flexible a base de hilos y cuerdas
de macramé trenzadas a mano que cambiaba de aspecto seguin se ubicara el
espectador. Frente a ella, Lanas, una obra interactiva, integrada por 1600 hilos de
lana de 40 colores distintos y cascabeles, que fue creada por Juan Hidalgo para
generar forma, color y sonido a través del movimiento de sus componentes.

Las premisas conceptuales que aparecieron como criticas a la pureza estética,
ocuparan el siguiente tramo de la exposicion y plantearan cuestiones relacionadas
con nuestra forma de vida y pensamiento. Robert Morris introdujo lo erético
como lenguaje politico y trabajé con los conceptos freudianos del Eros y el
Thanatos: la busqueda del orden y cohesion frente a la pulsion de disolucion y
fragmentacion. Ambos los encontramos explicitos en su obra House of Vetti I
pero también en Behind the Lobby Doors..., una narracion de Laure Prouvost
acerca de la pérdida de control del artista sobre la ejecucidn, interpretacion
y vision de su obra; en los Bottari de Kimsooja en los que el acto cotidiano
de extender para usar y de enrollar para ordenar simboliza la difusién y
concentracion de nuestra forma de vivir y pensar; y en las esculturas de Ernesto
Neto que nos inician en el conocimiento de nuestro cuerpo y de su relacién
con el entorno.
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Novedades editoriales y noticias

Nicolas Bourriaud denomind postproduccion a las nuevas formas de
apropiacion y recombinacion de material artistico. Cosima von Bonin y Ricardo
Cotanda utilizan telas industriales sobre las que afiaden fragmentos textiles
silueteados a base de hilo y aguja para plantear la categorizacion de las clases
sociales y de las de género respectivamente. Clemencia Labin y Polly Apfelbaum
realizan collages de tejidos que comparten un lenguaje abstracto emparentado
con el pop y el cdmic. Joana Vasconcelos nos habla de como el cuerpo de las
mujeres se ha presentado ante el pblico como un trofeo y Eva Lootz y Annette
Messager sobre los ataques a la dignidad y derechos de la mujer infringidos por
la cultura machista.

La ultima seccién retine obras que realizan criticas mordaces e irénicas
de caracter sociopolitico que buscan desmontar la rigidez de los sistemas
gubernamentales y de nuestra propia sociedad. Agustin Parejo School nos
habla de los cementerios de nuestra cultura; Juan Pérez Agirregoikoa de las
intervenciones armadas de los Estados Unidos en diferentes partes del mundo;
Cristina Lucas de las consecuencias de los bombardeos sobre la poblacion
civil; Carolina Caycedo dota de formato museistico a lemas de protesta para
romper las fronteras existentes entre lo social e institucional; Magdalena
Jitrik cita oblicuamente la historia del anarquismo argentino a través de un
lenguaje abstracto, y Yinka Shonibare incorpora el discurso poscolonial sobre la
represion y el racismo subvirtiendo y combinando los modelos heredados de las
culturas victoriana y africana. m

La exposicion retine piezas procedentes de colecciones particulares y publicas: Museo Nacional
Centro de Arte Reina Sofia, Madrid; Galeria Michel Soskine, Madrid; Fundacié Antoni Tapies,
Barcelona; Coleccion Herederos de Aurélia Muioz; Fundacién MACBA, Barcelona; Coleccion CA2M.
Centro de Arte Dos de Mayo, Madrid; Fundacion Helga de Alvear, Madrid / Caceres; Fundagao
Joana Vasconcelos, Lisboa; Coleccion “la Caixa” Arte Contemporaneo, Barcelona; MUSAC. Museo
de Arte Contemporaneo de Castilla y Ledn, Leon; y Ayuntamiento de Sant Cugat del Vallés.
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1 Gracias a la consulta

al Archivo del Reino de
Mallorca, se pudo sacar

del anonimato a la mayor
parte de artesanos que
intervinieron. Dados a
conocer en PADROSA
GORGOT, Inés. La Reforma
de la iglesia y convento

del Carmen de Peralada
(1875-1895): las intervenciones
de: Gerénimo Granell,
Antonio Rigalt, Augusto Font,
Luigi Pellarin, Gian Domenico
Facchina, Miguel Castellanas.
Peralada: Fundacio Castell
de Peralada, 2017.

2 El mobiliario littrgico
elaborado en este periodo

no se conserva; de manera
que, la descripciéon que

se proporciona es fruto de

la informacion documental
sumada a la observacion

de los proyectos y del legado
fotografico.

por INEs PADROSA GORGOT, archivera del Palau de Peralada.
Fotografias de LAURA GALOBARDES

Gracias a D. Antonio (11887), y D. Tomas de Rocaberti (+1898), condes de
Zavella y de Peralada respectivamente, la iglesia del Convento del Carmen de
Peralada’ fue notablemente restaurada durante el tltimo cuarto del s. x1x.

Para ello entablaron relacién con los mejores artistas y artesanos de Catalufia
y algunos del extranjero, entre ellos figuraba el maestro de obras Gerénimo
Granell (1834-1889), el arquitecto Augusto Font (1845-1924), los mosaicistas
Gian Domenico Facchina (1826-1904) y Luigi Pellarin, el vidriero Antonio
Rigalt (1850-1914), y los escultores-ebanistas Hermanos Gémez, de Gerona.

Por ser el principal lugar de consagracion y culto, la decoracion del altar
mayor debia sobresalir del resto. La decoracién fue del gusto de D. Tomas y
directamente modificada y supervisada por él en el transcurso de su ejecucion?.
Ante el altar, y siguiendo las tendencias de la época, se adorno el suelo con un
magnifico mosaico elaborado por el artista italiano, afincado en Barcelona,
Luigi Pellarin, segun disefio del arquitecto Augusto Font.

El altar, obra de los Hermanos Gémez de Gerona, se encontraba enmarcado
por la obra de ebanisteria ejecutada por ellos mismos. En la parte frontal habia
cinco estructuras imitando arcos neogdticos —tres a la vista del feligrés y dos
menos visibles por encontrarse perpendiculares al ara— disefiados por Font.
En la parte superior de los arcos apuntados habia un circulo con el mosaico
vidriado de Facchina inscrito como elemento decorativo; éste presentaba una
flor en el centro de la cual salian otras cuatro, una por cada lbulo. Entre arco
y arco apuntado, cuatro dngeles musicos, ejecutados por Miguel Castellanas
(1852-1924) embellecian la decoracion. En la parte inferior habia una pieza de
cuero para cada tramo, que habia sido adquirida por el conde en Paris, y dorada
por Juan Sarrado. Estos guadamecies presentaban una decoracion a base de
bandas de iconografia mariana, la M de Maria rematado por una corona, y el
emblema de los carmelitas.

Las cortinas o recamados

A cada lado del altar, otros tres arcos completaban el conjunto. La parte
superior estaba exenta de decoracion, mientras que en la inferior lucian unas
colgaduras murales bordadas, dotadas de las armas de la familia, con una clara
funcién devocional. Se detallaron sus leyendas y los blasones en la mencionada
publicacion del 2017; con posterioridad a dicha publicacion supe que se habian
expuesto en la “Exposicion General de Bellas Artes de Barcelona” (1896),
informacién que me permitié llegar a saber algo que en pocas ocasiones se
consigue: poner nombre y apellidos al disefiador, a quien regentaba el taller de
bordados y a la localidad en qué se habian ejecutado.

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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Ficha técnica

Comitente Tomés de Rocaberti Dameto, conde de Peralada, etc.
Fecha 1894
Disefo Fausto Morell Bellet (Palma, 1851-1928)
Bordadora Melitona Romero Herrera
Medidas 1,95 m. de alto x 1,45 m. de ancho
Pasamaneria Flecos de seda retorcida bicolores de 16 cm. Cabeza de bordones paralelos
Técnica Canutillo. Bordado de tres altos
Tejidos Terciopelo de seda
Materiales Hilos de seda. Oro y plata. Lentejuelas
Manufactura mallorquina Siglo xix
Distincion Mencién honorifica en la Exposicion Internacional de Bellas Artes de Barcelona de 1896

Valoracion en 1896 2.500 ptas. cada una

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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3 “Tercera Exposicié

de Belles Arts i Industries
Artistiques”, Barcelona,
Palau de Belles Arts, 23
d’abril-26 de juliol de 1896.
Vol. LIL: Butlletins d’admissio:
Industries Artistiques. FI 15,
nam. 9-219. Topografic
DO02FI-15-5.5/9. MNAC.

4 Perteneci6 a una de las
principales familias de la
nobleza mallorquina, hijo

del también pintor D. Fausto
Morell i Orlandis, organizaba
encuentros intelectuales

en su casa, Can Solleric, en
Palma. Cultivo el paisaje, el
retrato y la pintura religiosa e
histdrica. Las mejores familias
e instituciones palmesanas

le encargaron distintos tipos
de obras. También lo hizo el
marqués de Vivot quien regald
el retablo de Santo Tomas

de Villanueva a su primo

D. Tomas, conde de Peralada.
A pesar de haber intentado
localizar los bocetos de dichas
obras no se ha conseguido.
Agradezco a Angela Garcias
Truyols, condesa de Palfty, su
colaboracion en la bisqueda.
Segtin correspondencia entre
Tomas de Rocaberti y Fausto
Morell, se sabe que en julio
de 1894 las cortinas ya se
hallaban instaladas en el altar
mayor.

5 Este dato nos lleva
arelacionar a Melitona con

el Colegio de las Religiosas
Pureza de Maria de Palma

de Mallorca. Agradezcoala
hermana Francisca Arbona
sus atenciones.

Las alumnas del Colegio

de la Pureza asistieron a tres
exposiciones universales:
Paris (1878), Barcelona
(1-18.VIII.1888) y Chicago
(USA, 1.V-3.X.1893), en ellas
obtuvieron distintos premios.
6 PALMER, Potter, World’s
Columbian Exposition.
Women’s building. Official
Catalogue of exhibits.
Chicago: W.B. Conkey
Company, 1893, p. 137.

7 Frases transcritas en
PADROSA, Inés, op. cit.
2017).

El documento clave es el boletin de admision® de dichas piezas para
la “Tercera Exposicion General de Bellas Artes e Industrias Artisticas”
(Barcelona, 1896). En ¢él se especifica que el proyectista fue Fausto Morell Bellet*
(Palma, 1851-1928), reputado pintor mallorquin, y menciona como expositor a
Melitona Romero Herrera, domiciliada en Palma de Mallorca en la Calle de la
Concepcion, 3-3°, de quien no disponemos de mucha mds informacion. Solo
podemos anadir que tres afos antes habia sido distinguida con una medalla
de bronce y un diploma en la Exposicién Universal de Chicago® de 1893 por
un “Velvet portiere embroidered with coat of arms and dress of the child Jesus
embroidered in gold™®.

Como suele ser habitual en este tipo de exposiciones se otorgaban distintos
premios; los relacionados con la Exposicion de Barcelona, se publicaron en
La Vanguardia del 17 de junio de 1896, y en el Grupo 4°: Tapiceria, Tejidos,
Estampados, Guadamacileria, Encajes y Bordados, consta que “Melitona Romero
y Herrera”, habia obtenido una mencién honorifica “por seis cortinas bordadas
en oro y seda al relieve, nimeros 1.146 a 1.151”.

Descripcion

Para todo el conjunto la estética es la misma: son piezas rectangulares con cenefa
de terciopelo morado brocado cuyo motivo decorativo se repite simétricamente a
cada lado; en la parte central, en gética libraria, luce una leyenda perteneciente

a oraciones extraidas de la Biblia’; ésta va encabezada por una gran letra

capital muy vistosa y la decoracién se completa con dos blasones pertenecientes
a distintas ramas de la familia Rocaberti-Dameto. La parte posterior esta
constituida por una entretela en tejido de algodén de color blanco, y recubierto
por una fina tela de seda morada.

Los recamados de Peralada, corresponden al tipo de bordado en seda siguiendo
la técnica denominada de los tres altos en la que sobre el fondo sobresale el trabajo
de la seda escarchada o briscada® con el hilo de oro; también llamado en relieve
o de realce cuyo objetivo es dar sensacion de tridimensionalidad, y se ejecutaron
siguiendo la técnica de los bordados de oro. Al ser piezas de gran formato para
facilitar su manipulacion y el trabajo en equipo, solian trabajar las distintas
figuras sobre otras telas, cartonés, pergaminos o cartulinas® para ser recortadas
y aplicadas posteriormente en el tejido en el que debian lucir, técnica que se
conoce con el nombre de bordado sobrepuesto o de aplicacion. Dicha decoracion
se sujetaba al tejido receptor mediante distintos tipos de puntos, pespuntes,
cordoncillos, torzales, festones y remates de hilos de seda que, a la vez que
cumplian su funcidn, servian para dar realce y policromia al acabado.

8 Se dice del hilo de oro

o plata que se mezcla en
cierto modo con la seda, y
con él se forma el campo o
flores de la tela que se llama
por esta razon briscada: y
porque imita a la escarcha se
llama también escarchada.
Diccionario de la lengua
castellana... Madrid:
Joachin Ibarra, 1770, p. 534.

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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9 Segun consta en el
Catdlogo ilustrado de la
Tercera Exposicién de Bellas
Artes e Industrias Artisticas.
Barcelona: J. Thomas &
Ca., 1896. Numeros 1146

al 1151, pag. 191, el bordado
esta realizado con la técnica
de canutillo que se hace con
hilo de oro o plata rizado
formando canutos.
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Cada una de las cenefas luce bordados florales de tipo modernista. En cada
una de las cortinas, las bandas superiores tienen en comun tres elementos
que consisten en: en cada una de las esquinas figura un escudo embaldosado
coronado, con la M de Maria inscrita, ribeteado en oro y plata con la leyenda
“ORA PRO NOBIS DECOR CARMELT”, en los tres angulos restantes luce
un motivo floral y, en el centro, el emblema de la congregacion carmelita
(una montana estilizada —el Monte Carmelo— vy tres estrellas de seis puntas,
una de plata en el centro de la montafa y las otras dos colocadas simétricamente
a cada lado de la montana).

Los elementos vegetales de la orla se hallan inscritos en figuras sinuosas,
algunos conforman corazones, otros tornapuntas, en otros casos son las propias
hojas y ramas las que se entrelazan, proporcionando al espectador una idea
de movimiento.

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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10 Para la descripcion se ha En cuatro de las seis cortinas la decoracion se halla enmarcada por cenefas
consultado: GONZALEZ ;
MENA. Mo Angel de las que emergen hojas. En los dos casos restantes las figuras se hallan
» M® Angeles, : . - .
enmarcadas por varios torzales de formas sinuosas y de distintas tonalidades.

Catdlogo de bordados.
Madrid: Instituto Valencia En dichos recamados se observa una rica y estudiada gama cromatica
de Don Juan, 1974, y y la aplicacion de distintas técnicas, de las que cabe diferenciar los bordados
ESPINAR RODRIGUEZ, ‘7 Y

. de las figuras de las de los elementos de union, delimitacién y acabado.
José M2, El bordado en oro ) o ’ )
contempordneo: conocimiento En el tratamiento de la ornamentacién destacan los hilos tendidos para

de materiales y manufactura cubrir los moldes de cartulina; el punto de matiz o matizado, también
de cara a su conservacién conocido como la técnica acu pictae por la imitacion de la técnica pictorica.

difusién. Trabajo fin de . . .
;r ago en Cons erJva cién Los bordadores intentaban que sus obras parecieran verdaderas pinturas, por

y Restauracién de Bienes ello no ha de extrafiar que en algunos inventarios el trabajo refinado de algunas
Culturales, Universidad obras bordadas recibieran el nombre de “cuadros pintados”.

gzliae:il:teiaggllt;‘ij € Para dar volumen a las flores se aplica el llamado matizado a punto de nudos,
https://bit.ly/396SNpC realizado a base de nudos o botoncillos; se emplea también el de setillo, en
[Consulta: 18.03.2019]. algunas regiones denominado empedrado o también ladrillo, ambos consiguen

un efecto de enlosado en bajorrelieve y en claroscuro. Se ha aplicado también
el punto plano, y la puntada picot o el matizado al punto de pulvinarium tanto
para flores como para las letras capitales™.

Ver detalle.

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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Antes de la colocacion de las piezas se procedid a la de los detalles como
los tallos, ramitas y otras ornamentaciones de enlace, para poder disimular
los hilos bajo las figuras. El acabado de éstas puede presentarse mediante
perfilados por brizcados —hilo ondulado a base de seda y oro—, y por torzales,
algunos realizados con la técnica del giraspe —combinacién del hilo de seda
con camarafia—; en otros casos las figuras se hallan unidas al terciopelo por
pespuntes, punto de trazo, punto de cadeneta, punto atras, punto de perfil,
festones, ribetes y cordoncillos.

En el acabado se han aplicado bullones, algunos de ellos rematados por
abalorios como las lentejuelas; éstas se han utilizado también para enriquecer
las venas de algunos de los nervios.

Nos hallamos ante una obra de ajuar litirgico extraordinaria, incluida en
los considerados bordados eruditos, tanto por los tejidos que la componen como
por la gran variedad de técnicas y puntos que lleva incorporados. Todo ello
unido a que se conoce quien fue el disefiador, el cliente y el taller palmesano
que lo llevé a cabo, regentado por Melitona Romero, quien demuestra que
disponia de un equipo de bordadoras virtuosas. e

LOS RECAMADOS DEL ALTAR MAYOR DEL CONVENTO DEL CARMEN DE PERALADA
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Retrat de Marcelo Scarxell.
Foto: A. Blanch.
Arxiu Marcelo Scarxell.

Per BLANCA CASTALDO

La vida de Marcelo Scarxell Nicola va ser la moda i dins aquesta, I’elegancia. La
moda entesa com ho fan els matematics, com el que és sorprenentment simple
ial’hora eficag i constructiu. Una moda que troba en la senzillesa la maxima
expressio. Tot i haver estat I'il-lustrador de grans dissenyadors de moda, i haver
col-laborat com a dissenyador amb importants empreses en el desenvolupament
de la industria de la moda del nostre pais, la seva obra és avui totalment
desconeguda.

Marcelo va néixer a Mallorca l'any 1935 a la petita ciutat de Séller, una vall
envoltada de muntanyes que l'aillen de Mallorca amb un port natural, I'inic de
I'illa orientat cap a la peninsula. Les estretes relacions comercials dels sollerics
amb Catalunya i Franga on exportaven les taronges conreades a la vall, propicia
laparici6 d’'una incipient burgesia i lestabliment de fabriques de teixits, etc.

MARCELO SCARXELL, LA IL-LUSIO DE LELEGANCIA
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El seu pare, Jaume Scarxell de “can Grec”, era un d’aquests comerciants sollerics
que havia fet fortuna a Franga, on conegué una al-lota distingida, Maria Nicola,
amb qui es casa, i tingueren dos fills i dues filles. Marcelo Scarxell, era el més
jove. Visqueren entre Soller i Son Beltran, una possessié meravellosa situada a
la falda del Teix, tocant a la cala de Deia. Un lloc de ben segur estratégic per un
comerciant en esclatar la Guerra Civil, a temps de carestia i estraperlo.

Es va criar, per tant, en una familia acomodada, i visqué fins a cert punt al
marge de la sordidesa del moment. De petit, afirmava ell, “el seu passatemps favorit
era dibuixar i el que més pintava eren senyores” (MARCELO SCARXELL. Setrmanari
Soller, 1992). A lescola dels Sagrats Cors on estudia, el pare Nicolau Bauza
(professor de dibuix) fomenta aquesta aficid tot i que mentre els altres nins llegien
i copiaven dibuixos d’El Coyote, ell dibuixava Gildas (Urrima Hora, 2013), molt
cotitzades entre els companys de lescola. Rita Hayworth, a qui anys més tard va
coneixer i vestir als tallers de Pedro Rodriguez va ser per sempre una de les seves
muses, juntament amb Audrey Hepburn i altres estrelles.

Aquesta habilitat no va passar per alt a lestudids del folklore mallorqui
Bartomeu Ensenyat, que quan Marcelo Scarxell tenia aproximadament 15 anys li
proposa que fes les il-lustracions interiors del llibre Folklore de Mallorca. Danzas
Miisica Ritos y Costumbres, que es publicaria anys més tard (1975).

En aquell temps, els senyors de Séller vestien bé. Marcelo Scarxell
dibuixava vestits a la mare i les germanes i les acompanyava sovint a la
modista “Sa Ruberta”. Fou aquesta qui mostra els seus dibuixos i li presenta
a Felicidad Duce —Ila directora de I'Instituto Feli, centre pioner a Espanya
en impartir estudis de moda— que a les hores estiuejava a Séller.

A les mateixes dates va coneixer una al-lota filla de sollerics francesos que
venien periodicament al poble. Marcelo Scarxell contava molt descriptivament
que, acostumat a la bellesa angelical pero amb péls a les aixelles de les nines
espanyoles, Maria José Castaner, aquella al-lota sofisticada i de moén, li va
pareixer gairebé la Gilda.

Al-lota ballant. Il-lustracions
realitzades pel llibre Folklore

de Mallorca. Danzas Musica
Ritos y Costumbres. (1950-1955)
Aquarel-la sobre paper.

Arxiu familiars Marcelo Scarxell.

MARCELO SCARXELL, LA IL-LUSIO DE LELEGANCIA
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1955-1962 Barcelona

Mentre feia el servei militar, comenga a realitzar els dibuixos per diferents
publicacions de lescola de Felicidad Duce, i per revistes de moda com Sutilezas,
Janine, etc. Com explica ell mateix a lentrevista realitzada per Aina Colom pel
Setmanari Soller, en aquell moment les revistes no duen tantes fotografies i els
seus dibuixos eren molt apreciats per acompanyar els patrons, les imatges o en la
publicitat. (A. CoLoM, 1992)
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Il ustracions per a revistes Quan va acabar el servei militar, amb aproximadament 19 anys, Felicidad
ie moda (1955 1960) Duce el va contractar com a professor de dibuix del Instituto Feli, on també
rxiu Marcelo Scarxell.

hi esbossava dissenys, a lescola en treien el patrd i ho publicaven a revistes
com Sutilezas, Janine o als llibres que editava Felicidad Duce per a lescola.
Pedro Rodriguez, el dissenyador espanyol més conegut internacionalment en
aquell moment, juntament amb Balenciaga, col-laborava sovint amb el centre
de la seva amiga Felicidad Duce impartint classes magistrals. (VILASECA, 2018)
En veure I'habilitat pel dibuix de Marcelo Scarxell, el convida a treballar a
la seva casa de moda, inicialment com a dibuixant i poc temps després com
a dissenyador. Va romandre a la casa Pedro Rodriguez durant cinc anys
(1957-1962). (A. CoLom,1992) Alguns dels dissenys que hi realitza estan avui al
Museo del Traje de Madrid o a la Col-leccié Antoni de Montpalau. Passats uns
anys, tot i mantenir una bona amistat amb el mestre, decideix partir a Paris.

MARCELO SCARXELL, LA IL-LUSIO DE LELEGANCIA
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Figuri per a la cantant francesa
Fernanda Montel, a les hores
anunciada com “la mujer
més elegante del mundo”.

Tinta i aquarel-la sobre paper.
Arxiu Marcelo Scarxell (1957-1962).

Figurins de Marcelo Scarxell
per la casa Pedro Rodriguez
(1957-1962) i (1965-1970). En el
primer es reconeix a la maniquf
Angeles Lopez amb qui Marcelo
mantingué sempre una bona
amistat. Foto Blanca Castaldo.
Col-leccié Antoni de Montpalau
(1957-1962).

e
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Dibuixos a tinta realitzats
per a la casa Guy Laroche.
Arxiu Marcelo Scarxell (1962).

1962-1964 Estada a Paris

Treball a la casa Guy Laroche

En un moment en que, segons ell mateix ens contava, els francesos tractaven
els espanyols quasi com a empestats; tenir el franceés com a llengua materna, i
aquest llinatge estrany que ningu identificava com espanyol, li va facilitar trobar
feina de seguida en mostrar els seus dibuixos a una de les millors cases de moda
de Paris: Guy Laroche.

Laroche, havia viatjat uns anys abans als Estats Units per investigar els
nous metodes de confeccié industrial que hi empraven. El 1961, I'any anterior
a l'arribada de Marcelo Scarxell a Paris, havia inaugurat uns nous tallers al
naimero 29 de l'avinguda Montaigne (just enfront de la casa Cristina Dior),
amb una boutique on va presentar la seva primera col-leccié prét-a-porter amb
gran exit. Marcelo Scarxell hi treballa durant dos anys com a dissenyador i hi
aprengué les maneres de la industria de la moda en majtscules, com dissenyen,
confeccionen, publiciten, i venen...

Conservava alguns dibuixos daquesta epoca, amb la seva signatura i
el segell de la casa. En aquell moment les cases de moda com Guy Laroche,
Pedro Rodriguez, etc. tenien diferents dissenyadors en plantilla amb
un contracte dexclusivitat. Aquests, realitzaven propostes de dissenys entre
els quals selegien els considerats millors o més adequats per confeccionar.
Afortunadament, molts d’aquests dibuixos, a més de la capgalera o segell de la
casa al paper, solien dur la signatura del dibuixant per identificar quin empleat
els havia fet. Alguns d’aquests dibuixants, crearen les seves propies cases de
moda, un cop que adquiriren suficient experiéncia.
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Marcelo Scarxell dibuixava pensant amb una dona concreta, per aixo en els
seus dibuixos es reconeix la fesomia de les maniquins amb qui treballava o el
de les clientes, que agraien aquesta mostra dexclusivitat. Als models sovint els
posava noms fantasiosos: Bimba, Tokio, Eleonor, Bakela...

A Guy Laroche, contava ell, dissenya vestits per la princesa Gracia
de Monaco, Sofia Loren, Maria Félix, la baronesa de Rotchild, vescomtessa
de Rives, Ava Gadner. (A. CoLoM, 1992) Tot i que els dissenyadors podien
presentar els dibuixos i provar els vestits a les clientes, aquests es presentaven
amb la marca de la casa de modes i no es solia mencionar el nom del
col-laborador o empleat. A les revistes, i llibres amb figurins del moment, rara
vegada hi apareix el nom dels dibuixants o il-lustradors si no és per la signatura
del dibuix.

En aquest sentit era extremadament honrat, i no se'n portava mai res del
que feia a la feina, sense 'autoritzaci6 del propietari. Amb tot, va conservar
una carpeta amb una petita mostra de treballs realitzats durant tota una vida,
amb retalls de diaris, etc., el contracte amb Pedro Rodriguez, o la carta de
recomanacio signada per Guy Larroche en acabar el seu contracte, fotocopies
de les postals de nadal, etc. que va treure en ocasi6 de lexposicié “Marcelo
Scarxell: dissenyador de moda & music hall”. Del seu treball d’aquesta época,
per tant, disposem de poca documentacid, sols alguns dibuixos a tinta i algunes
pagines de revistes espanyoles que parlen de la feina de Marcelo per Guy
Larroche.

Music Hall

Contava que conegué casualment a I'estrella de revista Line Renaud al Casino
de Paris, que corpresa pels dibuixos que feia li va presentar el propietari del
teatre. (A. CoLoM, 1992) Després de la Segona Guerra Mundial els locals

de Music-Hall estaven en decadencia. Els germans Clerico aconseguiren
revitalitzar alguns d’aquests teatres que el seu pare havia comprat, ampliant els
auditoris, creant escenaris espectaculars, actualitzant els espectacles amb dones
precioses nues o seminues fastuosament abillades amb teles transparents,
plomes, pedreria, que realitzaven balls i coreografies en les quals puntualment
participaven estrelles internacionals del moment com Frank Sinatra, Ginger
Rogers, Charles Aznavour, etc. (THE TELEGRAH, 2019) En els anys 60 no sols
aconseguiren remuntar el Music-Hall, sin6 també exportar els seus espectacles
a casinos de Las Vegas. La mateixa actriu francesa Line Renaud va ser una de
les estrelles dels musicals de Las Vegas. (WIKIPEDIA, 2019)

Aixi fou que Marcelo Scarxell realitza una serie de dissenys per a alguns
espectacles del Teatre Lido i del Casino de Paris. (A. CorLom, 1992) Tot i que
quan ens mostra els dibuixos ell no recordava el nom dels espectacles, ni
sabem del cert si sarribaren a confeccionar propiament les seves propostes,
la tematica dels dibuixos coincideix for¢a amb la de les imatges d’alguns dels
espectacles dels programes dels teatres dels germans Clerico entre els anys
1960-1965 com “Le temple d'amour” o “Porcelaines” del Folies Berger, o “Fastes
de Versailles”, “Gaité Parisienne’, “Suivez Moi’, “Cococorico” del Teatre Lido.

Durant lestada a Paris, es casa amb Maria José Castafier, la jove que conegué
anys abans i qui, amb l'ajut de Marcelo es convertiria amb Marjé, una de les
maniquins més cotitzades del moment.
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Figurins pel Teatre Lido i el Casino
de Paris. Tinta, aquarel-la i acrilic
sobre paper. Arxiu Marcelo
Scarxell (1960-1963). Vegeu mes.
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1965-1975 El retorn encomiat

1965, passat dos anys, decideixen tornar a Barcelona. Les revistes de Felicidad
Duce publiquen els seus nous dissenys d’aire parisenc —en els que encara

es reconeix la model Jean Shrimpton habitual de Guy Laroche— (La Mopa
OTONO-INVIERNO, 1969-70) i es reincorpora al taller del seu estimat mestre
Pedro Rodriguez. A Paris havia adquirit una experiéncia que aquell agraeix i
valora. Treballa durant cinc anys més amb ell, amb qui tot i el seu anar i venir,
mantindra sempre molt bona relacié. Rodriguez recolza sempre a Marcelo
Scarxell en els seus projectes, assistint sempre que podia a les presentacions de
les seves col-leccions. Marcelo, per la seva banda, durant anys segui col-laborant
amb ell, per exemple dibuixant la felicitacié de nadal per la casa de moda de
Rodriguez.

1970-1973 Dissenyador de El Corte Inglés

Marcelo Scarxell, venia d’un mén refinat i cosmopolita. Lany 1970 els germans
Isidoro i César Alvarez fundadors d’El Corte Inglés li proposen treballar

amb ells amb la idea d’aplicar I'experiéncia de l’alta costura al prét-a-porter.

El Corte Inglés —com explicava Marcelo Scarxell— a les hores “sélo hacia
batas de sefiora”. Lencarrec que li feien era el de “sofisticar” els seus productes.
Per la seva part, a Madrid, es forma a la major industria de la confeccio.

(M. SoLE, 1973) Els germans Alvarez, a qui Marcelo Scarxell estimava
moltissim, confiaven plenament en ell que en aquell moment controlava tot el
procés de les peces femenines que confeccionava la marca.

Marcelo Scarxell sols treballava per dona, altres dissenyadors realitzaven els
dissenys masculins. Amb bon criteri, va proposar a El Corte Inglés crear una
linia de talles grans, perqué com deia ell, no totes les dones tenen les mides
d’'una maniqui pero poden estar igualment maques i elegants. I potser pensant
amb la seva petita filla Carin, va crear una linia infantil que es va presentar amb
la marca “Bus Stop”. (A. CoLoM, 1993) El 1970 es presenten 170 models a la
col-leccié Primavera-Estiu a un gran espectacle a Madrid, Sevilla, Barcelona,
davant 120.000 persones. (BLaNco Y NEGRO, 1970)

Abans de dissenyar, hi havia tot un treball de documentacié. També era
necessari estar molt ben informat del que es feia a altres llocs del mén de la
moda: Mila, Paris, Londres o Nova York. Després sadquirien les millors teles
i partint d'aquestes es feien els dissenys. (A. CoLoM, 1993) Sabem per l'artista
Lluis Castaldo, a qui va proposar treballar en el disseny destampats, que Marcelo
també col-labora activament en la creaci6é d’'una industria de disseny i estampats
textil a les hores inexistent a Madrid, que produiria per a El Corte Inglés.

Ell mateix supervisava el treball dels altres dissenyadors de lempresa fins
que agafaven experieéncia. De la seleccié de dibuixos elegits, els patronistes
en treien els patrons. Després es tallaven les peces, es muntaven i es provaven
seguidament sobre una maniqui. Marcelo Scarxell contava que quan va arribar
a El Corte Inglés no disposaven de maniquins sobre les que treballar, i va agafar
una al-lota del taller amb unes mides i altura que li van semblar adequades, i la
va ensenyar a caminar i moure’s. Amb el temps forma a un bon grup d’al-lotes
que es dedicaren sols a fer de maniqui. En tenir el model ajustat i acabat, es
presentava la col-leccié. Disposaven de diverses sales preparades per exhibir les
diferents col-leccions a clients, industrials, etc. Després, segons els contractes;
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es decidien els colors i el nombre de talles que s’havien de confeccionar de cada
disseny. No es deixava res a la improvisacié. (A. CoLom, 1993)

Els anuncis de moda de El Corte Inglés entre els anys 1970-1973 coincidint
amb lestada de Marcelo, es caracteritzen per incloure il-lustracions en blanc
i negre de dones sofisticades i homes amb esmoquing, com les que ell ens
contava que realitzava per les sales on es mostraven les col-leccions a El Corte
Inglés. I tot i que no podem assegurar que fos ell qui les realitza. Sigui com
sigui, i coincidint amb la seva partida de El Corte Inglés, les il-lustracions dels
anuncis son clarament diferents i en poc temps, es passa a emprar la fotografia.
(LA VANGUARDIA EspaNoOLA, pag. 13 26/02/1970). En aquell moment, el director
de publicitat i escaparatista de El Corte Inglés era Joaquin Lopez Esteban, que
precisament rebé el premi “A la mejor imagen de empresa” dels “Cuadernos de
publicidad”. (BLaNco Y NEGRO, 1971)

Tal com explicava Josep Casamartina a lexposicioé Barcelona prét-a-porter,
1958-2008 (2013), una de les dificultats del nostre pais per introduir el prét-a-
porter era l'adaptar-se als nous métodes de produccio; passar de lexclusiu fet a
mida i a ma, a la produccié industrial: seriada i per un public ampli. Aquesta
renovacio es va iniciar en els anys setanta per part d’una série de marques
pioneres com Loewe, Jesus del Pozo, Andrés Andreu.

1973-1977 Exit creatiu i dificultats empresarials

Per totes elles I'experiéncia de Marcelo Scarxell en la confeccié industrial

era molt valorada. Josep Andreu Faiges que també s’havia iniciat en el moén
de la moda amb Pedro Rodriguez funda, el 1967 la marca Andrés Andreu
amb un altre soci de qui es separa el 1973, quan entra a formar part del grup
“Compramoda Espafola” creat a Barcelona juntament amb 36 dissenyadors i
confeccionistes catalans.

Aquell any la marca Andrés Andreu, assistira al Salon de la Confeccién
Barcelona amb 80 models de Marcelo Scarxell, que incloien vestits de dona,
nena i festa (cerimonia, coctel i de nit). La col-leccié es va presentar també
amb gran exit al Salon del Prét-a-porter femeni de la Porte de Versailles, i als
salons de I'hotel Hilton de Madrid. (M. SoL¥, 1973) Aixi i tot, Marcelo Scarxell
i Andrés Andreu resolen no continuar treballant junts.

Figurins de Marcelo Scarxell per a
la casa Andrés Andreu (1973).
Tinta i llapis de colors sobre paper.
Arxiu Marcelo Scarxell.
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Figuri de Marcelo Scarxell
per a Victoria de los Angeles.
(1973-1976). Llapis de colors
sobre paper. Arxiu Marcelo
Scarxell. Fotografia Arxiu

Fundaci6 Victoria de los Angeles.

Figurins de Marcelo Scarxell

amb les maniquins Isabel Cordero

i Maria Eugenia. (1973-1977)

Tinta i llapis de colors sobre paper.

Arxiu Marcelo Scarxell.

Paral-lelament al seu treball per Andrés Andreu, havia muntat amb la seva
esposa una boutique que es deia Marabu i un taller artesanal on feia alta costura
a la plaga de Molina de Barcelona, on a més de les clientes propies, hi anaven
algunes de les millors clientes del mestre Pedro Rodriguez quan aquest va
tancar, com Abe Lane lesposa de Xavier Cugat, la marquesa de Castellbell, o la
cantant Victoria de los Angeles amb qui mantingué una molt bona amistat i a
qui dissenya alguns dels vestits que llui als concerts i també en els seus viatges
per tot el mon.

AORBELLA
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El 1974, Marcelo Scarxell havia heretat part de la possessi6 familiar de Son
Beltran juntament amb els germans, i retorna a Mallorca per decidir una série
de qiiestions. Algunes decisions poc encertades, provocarien la pérdua anys més
tard, de bona part de la finca que ell tant estimava.

Durant aquells anys es separa de la seva esposa, a qui —segons contava
ell— deixa tot el que tenien: la casa, la boutique i el taller. E1 1976 amb un soci
capitalista anomenat Pierre Serre i un nebot, empresari d’exit en el mén de la

Figurins de Marcelo Scarxell.
(1977) Tinta sobre paper.
Arxiu Marcelo Scarxell.

“$ey aarorio”

MarecelsScariel!
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Esbossos de vestit, jaqueta i capa.
Llapis sobre paper. (1978-1990).
Arxiu Marcelo Scarxell.

construccio), creen la marca de prét-a-porter Marcelo Scarxell S.A. No tenien
boutique. Marcelo s’havia dencarregar unicament a la part creativa, al disseny
ila presentaci6 dels models. En els seus dibuixos, s'hi reconeix un cop més

la fesomia de les models amb qui treballava a les hores: Pepa, Maria Eugenia
(Miss Barcelona) i Isabel Cordero, a les que sovint ja dibuixa amb lactitud o
moviment que després posaran per les fotos que realitza el fotograf de moda
Antoni Bernard. Presentaren les col-leccions al salé Prét-a-porter de Paris on
un cop més, obtingué un gran resso. Crearen diferents catalegs o col-leccions
pels multiples representants de Paris, Cannes, Méxic, Miami, Puerto Rico, etc.
a qui venien els dissenys. A Espanya, El Corte Inglés, va ser un dels seus clients
més importants. Aparentment la idea i els dissenys era bons, tingueren moltes
comandes, perd per alguna rad el negoci no va prosperar.

Marcelo Scarxell, en general focalitzava el seu interés en la moda, i dins
aquesta diria que en lelegancia. Era un sibarita, pero tot i ser fill de comerciant,
no prestava gaire atencio als aspectes economics, que en un mon tan complex i
dificil com el de la moda, deixava sempre en mans d’altres persones. Per acabar
darrodonir, tingué problemes amb hisenda. Durant aquells anys, el govern grava
lalta costura amb impostos successius (P. CALZADILLA, 2012) fins al punt que
molts creadors, fins i tot el gran Pedro Rodriguez, tingueren greus problemes
per subsistir o hagueren de tancar.

Després de la desfeta del divorci, el negoci fallit, etc., devers l'any 1978 els
germans Alvarez que I'apreciaven molt, 'acullen i el conviden a treballar de
bell nou a El Corte Inglés, on va estar fins a la seva jubilacié amb 53 anys. En
aquells anys EI Corte Inglés havia crescut i shavia diversificat moltissim, tot i que
mantenia un lloc a Madrid on se centralitzava el disseny i on ara ja hi treballaven
molts dissenyadors, amb una desena de sales completament equipades on es
mostraven continuament les col-leccions que es creaven, que es confeccionaven
després a diferents llocs d’Espanya. A un lloc faldes, calgons, abrics...

(A. CoroMm, 1993) Ell ara era un més dels dissenyadors anonims que treballaven
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Felicitacio de nadal per a la
familia Piza-Colom amb retrat

de Catalina Colom (1990-2010).

Arxiu Marcelo Scarxell.

per la marca, i segons ens contava quan ens visitava a Mallorca, la seva feina
era molt més rutinaria: dibuixaven molt i dentre totes les propostes es feia una
seleccid de disseny que es produiria. Els seus dibuixos d'aquesta época, tot i ser
menys elaborats, segueixen mantenint la frescor i lelegancia habituals en ell.
Amb 53 anys es jubila i retorna a Séller, on dibuixa i dissenya sols per plaer,
per les seves amistats o per publicacions locals.
El Casal de Cultura-Museu de Séller li dedica lexposicié “Marcelo Scarxell
Alta costura i Music Hall”. El Museo del Traje de Madrid té alguns dels
seus dibuixos del fons de Pedro Rodriguez. També conten amb alguns dels
seus vestits i dibuixos a la “Col-leccié Antoni de Montpalau”, i al Centre de
Documentacié i Museu de les Arts Esceniques de Barcelona on hi ha dipositats
el vestuari de Victoria de los Angeles.

Agraiments

A Marcelo Scarxell, familiars i amics, la Fundacié Victoria de los Angeles,
Colleccié Antoni de Montpalau, MAE / Centre de documentaci6 i Museu de les
Arts Esceniques, Josep Casamartina.
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Documentacio

Bona part de la documentaci6 per redactar aquest article i les imatges
que inclou foren cedides per Marcelo Scarxell, familiars i amics d’aquest,
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La Coleccion de Tapices

de la Biblioteca Historica Marqués
de Valdecilla de la Universidad
Complutense de Madrid

por MARfA LOPEZ REY,
Conservadora-Restauradora de Materiales Textiles

Introduccion

Entre 2011 y 2015, los coleccionistas Carmen y Justo Fernandez depositaron
en la Biblioteca Historica Marqués de Valdecilla bajo la férmula de comodato,
cuatro tapices con escenas del Quijote para su exhibiciéon y estudio.

Los responsables de la biblioteca conscientes de la responsabilidad en la
custodia de este patrimonio, han visto la necesidad de disefiar un programa
especifico de conservacion preventiva para garantizar su conservacion a
largo plazo, una vez que los tapices han sido sometidos a tratamientos de
conservacion-restauracion.

La Biblioteca Historica Marqués de Valdecilla
de la Universidad Complutense de Madrid

La Biblioteca Histdrica de la Universidad Complutense de Madrid fue
inaugurada en el afio 2001 y tiene como finalidad reunir, gestionar y conservar
las colecciones de libro antiguo de aquellas instituciones de ensefianza que, a lo
largo de su historia, han conformado la actual Universidad.

La coleccion de tapices de Carmen y Justo Fernandez

Los tapices proceden de la Real Manufactura de Tapices de Aubusson (Francia),
fueron tejidos en telar de bajo lizo, a mediados del siglo xv1i1 representando
diferentes escenas del libro EI Ingenioso Hidalgo Don Quijote de la Mancha
siguiendo la iconografia disefiada por Antoine Coypel®2.

Los tapices de la coleccion representan las escenas:

m Las Bodas de Camacho (Fig. 1)
m Quijote armado caballero (Fig. 2)
m El Rucio de Sancho (Fig. 3)

m La princesa Micomicona (Fig. 4)

Los tapices se encuentran en exposicion, donde también se exhiben los
grabados con las escenas del Quijote representadas en los tapices. Asi mismo,
se han colocado unos carteles explicativos, que hablan tanto de la historia de la
coleccion como de los procesos de conservacion-restauracion a los que han sido
sometidos.

LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA
DE LA UNIVERSIDAD COMPLUTENSE DE MADRID
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Fig. 1. Las Bodas de Camacho.
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Fig. 2. Quijote armado caballero. Ver detalle.
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Fig. 3. El Rucio de Sancho.
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Fig. 4. La Princesa Micomicona.
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3 LOPEZ REY, Maria.
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Diferentes vistas
de la Sala de Tapices.

La exposicion de materiales textiles siempre supone un riesgo, por lo que es
preciso encontrar un equilibrio que permita el disfrute de las obras sin que se
deterioren®. Esta situacion de equilibrio comienza con la decision de alternar
periodos de exposicién y periodos de almacenaje en los depdsitos de la biblioteca.
Los tapices se desinstalan y almacenan en los meses de verano.

La sala donde se exponen, no es tinicamente una sala de exposiciones, ya
que es una zona que utilizan los usuarios de la sala de lectura como lugar de
descanso, y ademds, es una zona de paso que comunica las areas publicas con las
zonas limitadas al personal. Por eso, a la hora de disefiar la exposicién no solo se
han tenido en cuenta las necesidades de conservacion de los tapices sino también
los otros “usos” de la sala.

El disefio de la exposicion comenzo con el ajuste de los tapices a una sala
donde se conserva un gran mueble-archivador de madera con fichas de biblioteca
en desuso y un conjunto de dos sofds y una mesa baja, utilizadas por los usuarios
de la biblioteca. También se tiene en cuenta que una de las paredes de la sala
cuenta con cuatro ventanas cubiertas con estores blancos, orientadas al este.

El problema mas grave lo encontrabamos al colocar el tapiz Don Quijote
armado caballero ubicado encima de uno de los sofas, ya que los usuarios al
sentarse pueden tocar el tapiz con la cabeza. Para evitarlo, se ha aprovechado
la altura del muro, colocdndolo en la zona mas alta del mismo, de forma que
ningun usuario al sentarse pueda rozarlo.

Otro problema lo encontramos con los tapices Las Bodas de Camacho
y La Princesa Micomicona, que se iran exponiendo de forma alterna encima
del archivador, ya que ambos tapices montan sobre el mueble. Para evitar que
esa zona quede en horizontal donde puede acumularse gran cantidad de polvo
en comparacion con el resto del tapiz, se ha decidido separar el mueble unos
10 centimetros de la pared para dejar holgura de forma que pueda caer libremente.

LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA
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Una de las bibliotecarias
trasladando un carro de libros.

El tapiz El Rucio de Sancho se ubica detras de una puerta de cristal.

Esa puerta lejos de ser un problema, sirve como pantalla protectora cuando
pasan los carros de libros con destino a la sala de lectura.

Los tapices fueron diseniados y fabricados para ser expuestos en un plano
vertical?, por eso se siguen exhibiendo en esa posicion, respetando su lectura
original. En los ultimos afios se estan experimentando nuevos sistemas de
exposicion mediante un plano inclinado?, sin embargo este sistema no se ajusta
a las necesidades de la sala de exposicion.

Para la exhibicion de tapices se ha recurrido al sistema velcro®, fijando el tapiz
mediante un velcro® a un travesafio de madera. Este sistema es un método
eficaz, ya que reparte el peso por igual en toda la zona superior, a diferencia
de los antiguos métodos de argollas y presillas de cuerda.®

El travesafio es de madera, y para evitar emisiones que afectarian a la
conservacion del tapiz, se ha forrado con Marvelseal 360° (Film de barrera
de polietileno de aluminio y nylon). Para hacer que el travesafio pase lo mas
desapercibido posible, los extremos del mismo se han cubierto con un tejido
del mismo color que las fajas del tapiz.

El travesanio a su vez, se suspende de la parte alta del muro, por un sistema
de guias, de forma que cuando los tapices no estan en exposicion, pueden
exponerse otras colecciones.

LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA
DE LA UNIVERSIDAD COMPLUTENSE DE MADRID
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» Detalle del travesano
preparado para colgar el tapiz.

» Exposiciéon de fotografia
Portugal Inédito. Fotografias
de Hernandez-Pacheco, 2017.

Como hemos dicho, la sala de exposiciones no esta disefiada a tal efecto, y
no cumple las recomendaciones luminicas para la exposicion de tejidos. Para
minimizar los efectos de la luz se han instalado unos filtros UV en las ventanas.
También se observo el alcance de los rayos de sol que entran por la ventana, y se
ha constatado que no inciden de forma directa sobre ninguno de los muros, por
lo que no lo hacen sobre los tapices.

Uno de los momentos mas criticos, lo encontramos en la instalacion y la
desinstalacion de los tapices, para garantizar la seguridad de los tapices, estas
actividades se planifican con antelacién, con un protocolo de actuacién donde
se indica como debe ser el proceso, el personal necesario, los medios con los que
se debe contar y los pasos a seguir para evitar cualquier dafo.
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Detalle de los rayos de sol.

7 Larecomendacién de
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disponibilidad del personal
del departamento de
conservacion-restauracion
para hacerla. Se puede limitar
a hacerla cada dos afos, si no
es posible hacerla cada vez
que se desinstalen los tapices.
8 LOPEZ REY, Maria.
“Aproximacion a la
conservacion-restauracion
de los tapices”, Pecia
Complutense, nimero 24,
2016, p. 68.

Después de probar distintos sistemas para la instalacién y desinstalacion, se
ha decidido que el procedimiento mas sencillo y eficaz es el empleo de poleas,
de forma que tapiz y travesafo son izados o arriados juntos formando un todo.

La principal ventaja de este sistema es que la unién (o desunion) de los
velcros® (el del tapiz y el del travesafio) se hace en plano, en el suelo, por lo que
se puede hacer en condiciones de seguridad, tanto para el tapiz como para el
personal.

Una vez desinstalados los tapices, se recomienda una limpieza del tapiz por
anverso y reverso’ para eliminar los depositos superficiales de polvo, empleando
un aspirador de succion regulable y la ayuda de una brocha de pelo suave. Con
esta limpieza se prepara el tapiz para su almacenamiento.

En los periodos que los tapices no estan en exhibicion, estos se almacenan
en el deposito de la biblioteca, que cuenta con las condiciones climaticas y de
seguridad adecuadas para la conservacion de patrimonio cultural.

La forma ideal de almacenaje es el enrollado,® para ello se ha realizado un
soporte cilindrico para cada uno de los tapices, ajustandose a sus medidas y
sus necesidades especificas. Ademas, estos soportes facilitan la manipulacién
de los tapices en los movimientos internos dentro de la biblioteca. También se
han elaborado unos soportes de ethafoam® (Espuma de polietileno) para que
descansen los cilindros, de modo que este no se apoye haciendo que el tapiz
soporte su propio peso cuando este enrollado. Ademas se han confeccionado
unas fundas de algodén para proteger los tapices durante su almacenaje.

LA COLECCION DE TAPICES DE LA BIBLIOTECA HISTORICA MARQUES DE VALDECILLA
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Detalle del soporte
de almacenaje.

Conclusion

El plan de conservacién preventiva establecido se ha disefiado teniendo
en cuenta los medios técnicos y del personal con los que cuenta la biblioteca,

para que sea factible su cumplimiento. @
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