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Aurelia Munoz’'s prints:
the path towards abstraction

by Sfrvia VENTOSA MuRNoOz

and AssuMPTA DANGLA RAMON

Photographs: EL1A LOPEZ, Museu Nacional d’Art de Catalunya,
Museu del Disseny-DHub, Josep VENTOSA PALANCA

The artist Aurelia Mufioz (Barcelona, 1926-2011) explored the techniques,
materials and forms of the works she developed in the language of textiles in the
dual aspect of study and execution. The first, little-studied works she produced
were silkscreened in black on jute sackcloth. Some of these were embroidered
with wool thread. Mildred Constantine, Director of MoMA, and the designer
Jack Lenor Larsen (Constantine, Lenor Larsen, 1972) described Aurélia Mufoz’s
work as inspired by the great Spanish textile and tapestry traditions, for which
she felt a “real sympathy” accompanied by a vast knowledge that brought to the
present day the wealth of forgotten techniques of ancient embroidery, tapestry
and macramé. In an unpublished, undated typewritten text entitled Proceso de
trabajo, Aurelia Mufoz recalled her research into textiles:

En mis primeros afios de actividad pldstica, me interese por di-
ferentes téenicas Yy expresiones pldsticas siempre dentro del Ambis
to textil. Era como si una fuerza o interés me empujase a desempol
var viejas téenicas como el estampado, el patchwork, el bordado tan
rico en Bspafia, el repostero o trabajo de aplicacidn, y el collage
(mds actual). Asi, desde 1962 hasta 1968, estuve trabajando en di-
versas obras planas o con relieve destinadas a cubrir el muro.

[In my early years of plastic art activity, I became interested in different
techniques and plastic art expressions always within the field of textiles.
It was as if a force or interest was driving me towards dusting off old
techniques such as prints, patchwork, embroidery so rich in Spain,
appliqué work and collage (more current). So, from 1962 to 1968, I was
working on various flat or embossed works aimed at covering a wall.]

Aurelia Muioz was educated at the Institucié Montserrat de Sants according

to the Montessori method, which places great emphasis on drawing and
handling materials as the basis of learning. Like her brother Antonio, she
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Fig. 1. Printed pieces by Mufioz spent hours painting and drawing from a very young age, and in 1959-1960

arranged at Juan Mas . . . . .

home, 1962. she switched from drawing to fabric. Her first textile works were tapestries and
tablecloths from 1959. Together with Montserrat Nogareda, she set up a small
printing house called Yuti, where they printed Mufioz’s drawings and produced
printed sackcloth for use as household items, such as curtains and bedspreads
for homes and hotels. There is even a hotel in Sitges that was entirely decorated
with her prints, as we learn from an interview with her assistant Josefina
Salazar (7 March 2024).

We know that Mufioz did not value these prints as works of art, since they
are not mentioned in her reference booklet Aurelia Mufioz Ventura / Resumen
de todas las obras creadas [Aurelia Mufioz Ventura / Summary of All Created
Works]. But there was indeed a desire to photograph them one by one for family
albums, and these are the first images in her photographic archive.

In 1963, the gallery owner Juan Mas organised Aurelia Mufioz’s first
exhibition at the Galeria Belarte, featuring silkscreens, “pintados”, collages and
embroidery. The gallery’s mission was to promote contemporary Catalan art
so that it resonated at national and international levels, as explained to us by
Jordi Pericot (7 March 2024). The gallery owner was so convinced by Auréelia
Muioz’s prints that he decorated his home with table runners and tapestries
(fig. 1). An article about the exhibition in La Vanguardia (5 February 1963) was
accompanied by the image of a silkscreen printed and embroidered rooster,
and the exhibition brochure also mentions silkscreen prints. Surviving prints
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Fig. 2. Gallo [Rooster], Aurélia
Munoz, 1959. Printed on jute
sackcloth and embroidered
with wool threads.

OPEN SOURCE LANGUAGE VERSION > CATALA

by Aurelia Mufoz are nonetheless scarce. Two table runners and a tapestry
silkscreen printed on jute sackcloth can be found in today’s Museu del Disseny-
DHub, which houses the collections of the former Barcelona Textile Museum.
Muiioz studied fabrics and historical embroidery at the Textile Museum, which
opened in 1961 in the former Santa Creu i de Sant Pau Hospital. In 1968, she
received a grant from the Juan March Foundation to research the history of
embroidery, and the museum’s director, the scholar Pilar Tomas, provided her
with proper support. It is believed that she donated these pieces in gratitude for
the information obtained.

Aurelia Mufioz was aware of the new trends in textile art. At the Lausanne
Biennials, in which she participated from 1965, she met Jean Lurgat and
Pierre Pauli, promoters of Nouvelle Tapisserie, a movement that sought to
free textile art from its dependence on painting (Kuenzi, 1973). She may have
been enchanted by Jean Lurgat’s painted and embroidered roosters, as well
as Portuguese roosters, and created her own version. It has been possible
to preserve some examples of her Gallos series (fig. 2), figures that are very
present in Aurelia Mufioz’s work, and at the same time several pieces that
represented her shift towards embroidery despite being silkscreened on jute.

AURELIA MUNOZ'S PRINTS: THE PATH TOWARDS ABSTRACTION
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Fig. 3. Untitled, Aurélia Munoz,
1962. Original drawing for textile

printing on jute sackcloth.

Fig. 4. Aurélia Munoz, Ibicencas
[Ibizan Women], 1960. Original
drawing for textile printing on jute

sackcloth.
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The drawing in figure 3 depicts two figures dressed in imaginary folk
dresses. It is a couple set against a background of Gothic arches and plant
motifs: the woman is wearing a short dress typical of the fashion of the 1960s
and 1970s, and the man a bullfighter’s dress coat, trousers and hat (fig. 3).

Her work at this time was seeking geometric abstraction. She did a great job
of analysing and assimilating the artistic movements of previous decades,
reinterpreting forms and themes to create a new, highly personal body of work
from this.

Ibicencas is a geometric representation of the folk dress worn by Ibizan
women (fig. 4). It was one of the last folk dress in use on the Iberian Peninsula
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in the 1960s and was considered one of the most unusual because of its
archaic appearance. It was so special that it was likewise drawn by Joan d’Ivori
in Vestits tipics d’Espanya [Traditional Spanish Dress] (1936), compiled in

the same year by the collector Maria Regordosa, exhibited along with other
folk dress at the Museum of Decorative Arts in Barcelona and photographed
by the engineer José Ortiz Echagiie in the first edition of his book from 1933
Espafia, tipos y trajes [Spain, Types and Costumes] (Ortiz Echagiie, 1947),

a work that artist had in his library. Aurélia Mufioz’s four Ibizan women

are dressed for church; their heads covered by a white mantilla with black
trim, one with long fringes at the back and tied at the front to frame the face.
The most original piece is the long woollen gonella (skirt) with a very small
fold, represented in the tapestry by vertical stripes. The abdomen area is
decorated with a thick tapestry of yellow, green, red and white silk, with floral
embroidery on top. Over the body, they wear a bodice covered by a shoulder
scarf and see-through apron, silver and coral necklaces with a chain on which
hangs a reliquary. A long braid of hair hangs at the back, with a ribbon loop
at the end. The background of the tapestry shows the geometric white houses
of the Ibizan countryside on the left and the old city on the right. These folk
dresses could still be observed in the streets of Ibiza in the 1960s, and Mufioz
must have seen them on her trip there in 1962, after viewing the published
illustrations and photographs (fig. 5). As we have stated, her works are able
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Fig. 8. Els reis, Aurélia Munoz,
1960-1962. Print on jute
sackcloth. Museu Nacional d'Art
de Catalunya, donated by the
heirs of Aurélia Munoz, 2019.
Photo: Museu Nacional d'Art

de Catalunya, Barcelona, 2024
© Aurélia Munoz Archive.

to capture the volume of the clothing of these figures and abstract it with a
language that is very similar to the style of Joaquim Torres Garcia, collected in
the 1944 book Universalismo constructivo [Constructive Universalism].
Related to the figures in Ibicencas, El Tinell. Barcelona gotica depicts
six flat, geometric figures with square heads in an imagined architectural
setting, with a Romanesque and Gothic air with rectangles and arches, a
style that is repeated in Barcelona gotica (1967) (figs. 6 and 7). In this work,
Aurelia Muioz creates a composition from juxtaposed paintings representing
Gothic architectural elements, such as arches and ogival windows, forming
an ensemble with decidedly marked geometries of wide profiles. Els reis
[The Royals] are a family of seven flat, geometric figures, one inside the other
(pregnancy), with their hands joined together (fig. 8). Their clothing not only

AURELIA MUNOZ'S PRINTS: THE PATH TOWARDS ABSTRACTION
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recalls folk dress, but also the hieratic and rigid court dress of the 16th and
17th centuries, known as “Spanish dress”. These works are visually related to
the constructivist works of Torres Garcia from 1910 to 1930.

Tres reyes is a design from 1961 whose subject is repeated in the 1965
project Personatges i luna (figs. 9 and 10). In that same year, 1965, she created
Construccié abstracta (fig. 11), which was selected for the Second International
Tapestry Biennial in Lausanne. Together with Personatges i lluna, it represents
Aurelia Muioz’s leap into abstraction. Tres reyes is her first exercise in
geometric abstraction, in which the Three Kings of the East are crowned,
each holding a gift in his hands and with a four-pointed star at the top left.
With the same subject under a different title, she produced an embroidery
entitled Personatges i lluna, which brings us closer to the imagination of Paul
Klee because of the variety and rhythm of its colours, synthetic forms and
interplay of volumes. Klee’s paintings, often on thick jute, are dominated by
bright colours, geometry and abstraction, characteristics that can be found in
Aurelia Muioz’s large embroidered tapestries that followed this period.

AURELIA MUNOZ'S PRINTS: THE PATH TOWARDS ABSTRACTION
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Fig. 11. Construccié abstracta [Abstract Construction], Aurelia Mufoz, 1965. Embroidery on jute sackcloth. Provincie Noord-Brabant Collection, The Netherlands.
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Figs. 12 and 13. Original designs for textile printing, Aurelia Mufioz, 1960s.

A certain relationship can be found in the print designs that Mufioz
proposed for Tapicerias Gancedo (figs. 12 and 13) with those of the
La Cantonada group. She was most likely familiar with Jordi Vilanova’s
shop, given that she had the Pinya table from the La Cantonada group in her
home, an item of which she was particularly fond. She also had a friendly
relationship with the jeweller and goldsmith Aureli Bisbe and the architect
Jordi Bonet, both from this group. Her drawings share a family atmosphere
with those of Maria Angeles Gonzalez and Joan Vila Grau, who worked for

La Cantonada. Joan Vila Grau’s style is characterised by the use of solid black
outlines and flat colours, as in the fabric pieces Soldadets and Galceran, which
won the FAD Award in 1964.
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The prints aimed at clothing and interiors display a very 1960s language
(fig. 14 and 15). Spain was slow to adopt foreign trends during the post-war
period, although the dominant European trends were finally assimilated at
this time. It was during this period that Aurelia Munoz produced a series of
drawings featuring highly stylised, almost geometric forms of flowers and
plants, with earthy or dull colours, in keeping with the taste of the time.

At the time of the transition from painting to her first works in textiles
(1962-1968), Aurélia Muiioz knew how to assimilate references from both
tradition and avant-garde artistic trends, forming her own characteristic style,
a path towards abstraction that she continued in the subsequent stages of
embroidered tapestries as well as macramé and paper sculptures.

We would like to acknowledge the comments and memories of Antonio
Muiioz, Josefina Salazar and Josep Ventosa Muifioz. e
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Draps de ras in capitular
documentation:

tapestries in the cathedrals
of Barcelona and Vic,
15th and 16th centuries

by TAMAR MEjfas GUILLEN,
PhD candidate — Mediaeval Cultures (Universitat de Barcelona)

During the 15th and 16th centuries, tapestries — also known as draps de ras
literally “cloths from Arras”] — were highly prized textiles for their material,
artistic and decorative qualities. In late mediaeval and modern Europe, they
were highly celebrated objects among the most privileged classes of society.

Similarly, senior ecclesiastical officials also acquired them to display them
during specific days of the liturgical calendar. Through their mediation, many
Hispanic cathedrals became repositories of important collections of tapestries.
This article therefore has the dual purpose of asserting not only the value of
tapestries in cathedral contexts, but also the study of textiles according to their
documentary sources.

Like many other historical textiles, tapestries have required specific
maintenance over the centuries to prolong their useful life and ensure their
integrity. Otherwise, they can deteriorate to the point of fragmentation and
consequently disappear from their original collections. This is where the
importance of textual documentation comes into play, given that it is vital when
it comes to tackling one of the main problems arising from textile heritage: its
deterioration and disappearance.

Faced with this patrimonial void, one might think that some of the seats
of the Catalan principality were never equipped with tapestries, but does this
mean that they remained unaware of some consolidated decorative trends in
full force and effect? The answer is no. Although it is true that the temples of
Tarragona and Lleida have managed to preserve a large part of their collection
of draps de ras relatively intact, this is unfortunately not the case for other
Catalan cathedrals. If today we can see few tapestries from the original legacy
of the 15th and 16th centuries in the seats of Tortosa, Girona or Barcelona, there
are none left in the seats of Vic or Urgell. This fact implies not only a material
loss of extremely high value for the temple in question, but also a loss that
affects the textile heritage of our country (Morral 2015, 9).

This is precisely why it is so important to have access to written sources,
especially when the seat in question has lost most of its tapestries, since they
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contain preserved records that attest to the existence of tapestries in inventories,
account books and other treasury books.

In this sense, the cathedrals of Santa Creu i Santa Eulalia in Barcelona
and Sant Pere in Vic contain records of draps de ras in their capitular
documentation that refer not only of their incorporation into the temple’s
treasury, but also of their use, maintenance and also the contractual
relationships with master tapestry makers who helped to maintain them in
excellent condition.

The cathedral of Santa Creu i Santa Eulalia in Barcelona,
testimonies of a collection

In light of the above, textual documentation plays a decisive role when it comes
to providing evidence of the recording of objects in the cathedral treasury.

In particular, we know from sacristy documents that the altar was decorated
with tapestries of different sizes, according to the solemnity required for each
occasion.

DRAPS DE RAS IN CAPITULAR DOCUMENTATION:
TAPESTRIES INTHE CATHEDRALS OF BARCELONA AND VIC, 15TH AND 16TH CENTURIES
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Sacristy inventory, 1596, fol. 32r.

1 ACB, sacristy inventory, This is indicated in a description of the sacristy inventory of 1596. Among
1596, fol. 32r many other liturgical objects and textiles, we know that the church kept “quatre
2 Various authors have b Is de d d » I, d d h d h

defined a bancal. GUIDOL ancals de drap de ras” [four drap de ras covers] that were used on the stone

I CUNILL, Josep. Nocions benches of the high altar to decorate the space reserved for high dignitaries.
darqueologia sagrada This is stated in the reference “a hont se assenten los ma[gnifichs] consellers y

catalana, 2nd ed. Vic:
Impremta Balmesiana, 1931, . 11
p. 301. And finally, Maria Rosa citizens Slt]'

cavallers y ciutedds [...]” [where the ma(gnificent) councillors and knights and

Terés refers to them as “a more Although the reference does not describe what the bancal looked like?, it was
affordable form of tapestries™  probably a heraldic coat of arms. On the other hand, the description emphasises
TERES, Maria Rosa. “Art .. .

L . the state of the bancals as usat [used], a characteristic feature of this group of
profa i vida quotidiana . - . o .
entorn a 1400: els inventaris bancals. This therefore allows us to consider that their condition, far from being
barcelonins”. Acta historica optimal, was visibly worn although still frequently used.

et archaeologica mediaevalia,
no. 19, pp. 295-317, 298.
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ACB - Sacristy inventory, 1537, fol. 13.

3 ACB. Sacristy accounts The sacristy inventory of 1537 likewise refers to the existence of other

book, 1519-1521, fol. 40v. bancals. It indicates a total of nine bancals with the coat of arms of Charles
V, the monarch who visited the city and the cathedral for the first time on 15
February 1519 (Foronda y Aguilera 1914). To celebrate the feast of the Golden
Fleece, the cathedral was decorated in keeping with the magnitude of the event.
The inventory expresses it thus: “nou peces de ras de bancaler estrets blancs
amb les armes del princep don Carles” [nine pieces of narrow white bench
covers with the arms of Prince Charles], and it is likely that these textiles were
woven specifically to glorify his reign as he passed through the city.

Nevertheless, the draps de ras did not only appear in the inventories. Given

that they were objects that required regular maintenance by master tapestry
makers, they were also mentioned in the account books. In November 1519, the
sacristy account book records a payment of 48 sueldos to the master tapestry
maker Joan de la Cort for “adobar y reparar los tapis del altar major de misser
Gualbes” [mending and repairing the tapestries of the high altar of Misser
Gualbes].?

DRAPS DE RAS IN CAPITULAR DOCUMENTATION:
16 TAPESTRIES INTHE CATHEDRALS OF BARCELONA AND VIC, 15TH AND 16TH CENTURIES


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

Datateéxtil 43 OPEN SOURCE LANGUAGE VERSION > ESPANOL

| ) | A ""\i A “““‘r‘. Freias 3 [ s f-;, J'L‘wz».jr_ au.r-anﬁ-fﬂ Al e
i . .-..._.".::, : K@nu&l o . r‘)]&’
I | s & i / v [ volim J" e .:qc,t.)éwﬁm‘-r?vz’r« l_
. ~ - 9 a3
: T 7 s 59 re-d** % " ]
I e+
t» [ ralie _-uuu. /1—\ 1,_ (‘M{:?; gud: o «C &
U & Ca {a Ay fee {,“ Pgie W
*‘I 5/ . - _in-'\
w* \m Hzﬁ; Weuu -w-’-‘!ft e ;u e ¢ ch A mfnfnm cﬂ
P-'\-ari-! 8 S *'2/"" Oj*"""@“"ﬂb - ,_.y?»{mu' _) e a
Aosen ~05 AMmef, W[t e _cder -‘cm,,- mm-.r{‘ D~ (-q,..., 2 c
{ \b ,.n,.,‘,.'-"‘[:‘; Attt -e-a. - g‘,&z}@(-x.rn _ﬂ.voo‘ﬁpmy.m ! a3
{ P‘” Mafml‘ -\ﬂjrm & Mﬁ ihan Co of o it 5 m!ﬂ

P 1y peg dat .ww\ru....&m @w\mt -

L s o ‘ /rev niy:;u B il $oan ABOE AN~

o v foallela L, mﬂ & o Bl de- --gc’ ab "\ ,e,w,“ \‘(vpan(n’ 4_.¢.,— onoonf ot ol gl

ey froaeges - ﬁ few u:.o-w .a,,,,c.gs,uﬁ’ A """‘3“5’“ L ,..;s, 3, S e
Ly
i 1 : . M&(;»{Fm}brmzy #nC aG M an e »Mr
r e
i T _\J‘-“I.'-fm.k M et ,rwm_;&frz’ @M% Ja-ﬂ éogﬁé ‘hnm.q-v{e‘y e o,
i ) bargw Ty A '-'3:"‘" ga bty \wM fw e, Pa] ,c~
/l'("m il et ity Jh'? "’p‘@ 3es, S =
| ‘J{» s -Mb—,.q.ul‘r C?‘/;"""J“‘J" -iauq‘-‘ . . (i:"_"“f;‘ww«“?-'
| P gt b R el o Py K Fodneiberd et cares o) R A
.Jq f"”“-‘*-&{d?é M_‘g‘ f o r...:.,._,a-‘}?s.v], g A, 2w
S i _4:\_& épmz..-au ?i:u.u 748 qt Pun nw\m

| b et

| i : »n (-o ‘--wu.-'ln‘\ 4

| : -.rm, e, ¢....Jf / ef' A
| I 4~1r v-l‘u-&&é"' ‘hliﬂa‘-c k. /..1:’( o “M --MN l‘wf;—r )

. I
4 iy Gl il b 4o ~ova cope dseta - e
¢ {;‘.ﬁm‘ae{p#ﬂw . . /’;f:‘g@u 2 ?mﬁﬂxq ﬂﬁwm
| . ) o v.—é}ww‘-.‘.ﬁ.\fﬂb'.-l"'., (BO{T 2 5
W s Dl geeend du ,.;31..:.‘.. BORY e
I Mg,_s&#’;.‘- ety Al e f
% ”

! lﬁ “c’* acr fampd
o o7 e S

/faw’\omi*fi“ «’Mﬁ A faf st cocr, A

ACB - Sacristy inventory of 1522, fol. 9v.

4 Rosa M. Martin i Ros, Even so, among the tapestries in the original collection, the one known
who has analyzed the fabric as “Baptism of Christ” is outstanding, the only tapestry to survive from the
from an iconographic and L. . :

technical perspective, places original 16th-century collection. The woven scene depicts the exact moment
it chronologically in the last of the Baptism in the River Jordan in a balanced and almost symmetrical

third of the 15th century.

AR R e composition.*
T s B Listed in the inventory of 1522 as a “dosser de ras fi” [fine satin canopy], its
téxtils medievals a la catedral

de Barcelona”. D'art, 1993, small size resembles that of a bancal. The only textual reference in the inventory
pp. 187-203, 199. of 1522, published by Mn Mas, where it appears under a description that,
?% zAch IS;C“SW inventory, although brief, is sufficiently illustrative to link the object with the description
I almost unequivocally: “Item un dosser de ras fi ab baptisteri de sant johan ab
una verge y sant lloreng y un angel” [Also a fine satin canopy with the baptism
of Saint John with a virgin and Saint Lawrence and an angel].
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The cathedral of Sant Pere in Vic: tapestries and documents

Vic cathedral has been the repository of a multitude of textile treasures, many
of which have survived until today thanks to the creation of the Episcopal
Museum of Vic (MEV) in the late 19th century (Verdaguer i Serrat 2016) In
this context, figures such as Father Josep Gudiol i Cunill (Gudiol i Cunill 1918)
played a key role in studying the artistic collections of Vic cathedral, and in
turn he also dedicated some of his studies to its tapestries. Among other things,
he published an agreement between the cathedral chapter and a master tapestry
maker, Cristobal de Valladolid, for the production of two tapestry pieces in 1539
(Gudiol i Cunill 1915).

This is an important fact because it is one of the few publications to deal
with the subject of the draps de ras held in Vic. Nevertheless, this is where the
importance of consulting documentary sources comes into play. From the point
of view of the study of textile collecting in cathedrals, the inventories held in
Sant Pere in Vic testify to the use, maintenance and appraisal of many of these.
This is possible thanks to the fact that the Episcopal Archive and Library of
Vic (ABEV) currently preserves documents of great value for the study of these
fabrics.
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6 ABEV, Capitular Archive
of Vic (ACV), 34/5, sacristy
book, 1492, 1464, 1494.
7 ABEYV, Capitular Archive
of Vic (ACV), 34/5, sacristy
inventory, 1462, fol 69.
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Now, what tapestries did the cathedral have in the 15th and 16th centuries?
The study of written sources has provided new data confirming that the seat
accumulated a remarkable collection of tapestries from the 15th century
onwards. We know this thanks to the many inventories undertaken in the
sacristy during that century, which helps to outline the movements of the pieces
for almost ninety years.

We know that a considerable accumulation of tapestries first appeared in
the last quarter of the 15th century. Specifically, we know from the sacristy
inventories that in 1462 the seat contained a total of 8 tapestries.® The inventory
of 1462 already provides us with detailed descriptions of the scenes on some
of the tapestries. This is the case of a tapestry illustrated with two figures,
one female and one male, both surrounded by “molts brots e flors de diverses
colors” [many buds and flowers of various colours].” Another describes two
bancals depicting some men and women apparently located in a natural setting
that contains “homens com de fembres, de diverses colours ab arbres al mig
de les ymages, los quals en Jacme de Campamar quondam ha dats a Sent Pere”
[men as well as women, of various colours, with trees amidst the imagery, which
Jaume de Campamar once gave to Saint Peter].

Finally, the oldest reference to the presence and use of tapestries in the seat of
Vic is not contained in an inventory, but in a treasury book. Specifically, the so-
called Libri Receptionum of 1427, which confirms, albeit indirectly, the presence
and use of tapestries during the feast of the titular saint: “Item compri. Sis
demés de claus [...] Per posar els draps deras del sefior bisbe por la fiesta de Sant
Pere” [Also purchased. Six more spikes [...] To put the cloths behind the bishop
for the feast of Saint Peter].
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Before Fortuny’s iconic Delphos gown gained recognition in Europe and
America in the 20th century, there was a garment known as the tapada limeria
[literally, covered woman of Lima] in 17th-century Lima, the capital of the
kingdoms of Peru, whose close-fitting, finely pleated saya, or skirt, bore a close
resemblance to the pleating of the Delphos gown (fig. 1).

The purpose of this study is to examine the uniqueness of the textile
technique in the pleating of the tapada limefnia’s close-fitting saya, viewing it as
a precursor to the pleating of Fortuny’s Delphos gown. Another relevant aspect
to highlight is that, despite being anachronistic garments, they also shared the
same social perception, as they were appreciated in their respective periods

Fig. 1. Similarity in the pleats

of the close-fitting saya and

the Delphos gown.

Pictured left: Tapadas Limenas,
1902. Eugenio Courret. Public
domain.

Pictured right: Model wearing a
Delphos, 1920. Mariano Fortuny.
Fortuny Museum Archive.
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1 Jacques Offenbach’s
comic opera La Périchole
was presented in 1868 at

the Théatre des Variétés in
Paris. The soprano Hortense
Schneider, in the title role,
portrays a tapada limefia in
oriental costume.
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as symbols of the women’s liberation movement. We will substantiate these
characteristics through various material, written and visual sources.

It should be noted that this article does not intend to confirm whether
Mariano Fortuny and Henriette Nigrin were aware of the pleats of the tapada
before creating the Delphos gown. Nonetheless, it is of interest to be able to
establish links between Mariano Fortuny and the culture of Peru. The basis of
this approach is Fortuny’s interest in ancient oriental cultures, at a time when
America was thought of as the Orient. With regard to the tapada, we have
identified links with Peruvian artists who represented this tapada outfit in
Europe and were close to the artist’s family environment. Further evidence of
this proximity can be found in Fortuny’s textiles with Peruvian motifs (fig. 2).

In creating the Delphos gown, Mariano Fortuny and Henriette Nigrin were
most likely inspired by the Greek sculpture of the Charioteer of Delphos.

The tunic-like dress emulates the patterns of the Greek chiton, although
they used a different technique for pleating from the Greek garment. In
1909, they patented in Paris a textile machine for making pleats. It is known
that the artists worked in great secrecy on the Delphos gowns in their
factory in Venice, so much so that when Fortuny died, Nigrin threw all the
documentation on the pleating technique into the Grand Canal in Venice
(Banares 2017, 43-47).

In the 17th century, the ladies of Lima wore a different type of dress to that
which predominated in Europe. The tapada limefia was designed to protect
modesty. Over time, however, the women of Lima made the most of this outfit
to show off their charm and coquetry. This behaviour led to the censorship of
its use at the end of the 19th century. Their dress consisted of a saya and shawl.
There is an extensive body of European literature, even plays and musicals,
that refer to the tapada’ (fig. 3).
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Fig. 3. Cover of the Parisian
magazine L'lllustration, Journal
Universel, 1845-1846, and
lithograph Las tapadas limenas,
for the article “Las Limenas”
written by the 19th-century French
writer, illustrator and traveller

Max Radiguet, Souvenirs de
I'’Amerique Espagnole Collection.
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Fig. 4. Lithograph (left) of the Saya Ajustada [close-fitting sayal of the Tapada Limena, painted by Ignacio Merino, in which he manages to capture
the narrow pleats of the saya. Saya Ajustada, serie Lima, 1840-1841, by Ignacio Merino. Lima Art Museum (MALI). The city of Lima (right) painted with
an exotic and oriental look by the German painter Rugendas. Market in the Plaza of the Inquisition. Lima, Peru, 1843. Johann Moritz Rugendas.
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Although the tapada outfit included several variations of sayas, it was
the close-fitting saya that attracted the attention of locals and foreigners
alike. This was due to the detailed textile production process of fine, sinuous
pleats that gave the fabric elasticity and allowed the garment to hug the
body, prominently accentuating the female figure. For three centuries, the
tapada encapsulated the cultural identity of the City of Kings, a city that in
the 19th century was called the “Sultan of the Pacific” because of its oriental
physiognomy (fig. 4).
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Fig. 5. On his trip to Spain in the
mid-1500s, Christoph Weiditz
portrayed everyday scenes

of Granada in his publication
Trachtenbuch, 1530-1540. The
images of the Moors in which
Weiditz portrays in detail the

use of the Arab almalafa are
particularly noteworthy in it (left).
The watercolour (right) India Coya,
wearing a chumpi and acso, is one
of the illustrations made by the
Spanish monk Diego de Ocanfa for
his chronicle Viaje por el Nuevo
Mundo de Guadalupe a Potosi
1599-1565. Ocafa also describes
the uses of local dress.
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There are various theories as to the origins of the tapada. This study suggests

that it developed as a result of the cultural interaction of the Viceroyalty.

The use of the shawl, like the use of the almalafa in the Orient, is attributed

to the fact that the women who arrived during the initial phase of the conquest
were mostly enslaved women, called “esclavas blancas”, in other words,
Moorish women of Caucasian Berber descent born in Spain, converted to
Christianity and Spanish-speaking. We also argue that the straight design style
of the saya and the tradition of fitting the dress closely to the body symbolised
an evolution of pre-Columbian dress practices. The chumpi was used to girdle
the acso, which was the female dress in ancient Peru (fig. 5).

Flora Tristan, a French writer and pioneer of early feminism in Europe,
recounted in her book Peregrinaciones de una paria [Peregrinations of a Pariah]
(1838) the emancipatory power of the tapada outfit for women in contrast to
European dress. She likewise painstakingly described the process of creating
the pleats of the close-fitting saya:

There is no place on earth where women are so free and exercise so
much power as in Lima. Lima is the only city in the world where

this dress has appeared. I can already hear our elegant Parisians
exclaiming about the simplicity of this dress. But they are forgetting
about just how advantageous it can be in terms of coquetry. [...] An
ordinary saya requires twelve or fourteen yards of satin. It is completely
pleated from top to bottom, in small folds and with such regularity
that it would be impossible to discover the seams. The shawl is also
artistically pleated, although made of very thin fabric (Tristan 1838).
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It is important to note that Tristan was the grandmother of the painter Paul
Gauguin, who, like Fortuny’s father, worked for Goupil & Cie in Paris. Flora
Tristan’s text on the tapada aroused great interest among many European
intellectuals. A good example is the case of the political journalist Edouard
de Pompery, who highlighted the saya pleats of the tapada in the Parisian
magazine LArtiste:

Who would have ever thought that on the other side of the Atlantic,
where we teach how to enslave men, we would be taught how to
emancipate women? There are indeed women in Lima, and very
pretty ones. And fine! You know what makes them happy? Their
local dress makes them happy, and that is what I want to talk to you
about. About some clothing that makes women free and masters,
sovereigns of themselves.

The tapadas limenas are driving all Europeans crazy; it is
impossible to count all the crazy things they have done for them.
Their outfit is bewitching as a talisman. The limenas are beautiful
and irresistible, free, masters of their will, and all this thanks to their
outfit. It makes the Belt of Venus look like a sad mythological trinket.
[...] How is this dress made? Take twelve to fourteen yards of black
satin and reduce these by means of small, ingeniously and admirably
made pleats, transforming them into a close-fitting, empire-style
skirt, but the difference is that these pleats are artistically made,
the pleating making this garment as supple and elastic as a piece of
knitwear. To complete this outfit, a lighter and more elastic fabric is
used to wrap the upper body from head to toe, covering only one eye.
What is certain is that three or four sayas will have to appear at one
of the next opera balls, because in one of the most beautiful shops
in the Place de la Bource, whose decoration surpasses anything that
has ever been seen before, the sayas will dazzle with a truly oriental
luxury, combined with skill and ingenuity for ecstatic passers-by:
to be completed with the inscription: Saya del Peru — Transatlantic
Outfit. No less certain is the fact that, two months ago, one of our
most famous industrialists began asking Peruvian businessmen to
send him twelve Peruvian tailors who are experts in making these
sayas, because they can only be made well if they are made by tailors
from Lima. [...] May heaven help the saya and may it soon, as a
new aegis, cover our European women with its holy veil of freedom!
(Pompery 1838, 33-38) (Fig. 6)
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There are images that give us an idea of how the pleating of the close-fitting
saya was made. In the French publication Costumes péruviens, scénes de la
vie religieuse et populaire a Lima. 1837-1849, written by the French diplomat
Léonce Angrand, the Peruvian painter Ignacio Merino, who contributed to
the chronicle, not only depicted the tapada, but also drew a few of the tailors
who made the pleats of the close-fitting saya. Ignacio Merino became friends
with Fortuny’s father on a trip he made to Rome in 1865 (Merli 1975) (fig. 7).

In the seminar “Desvelando a Fortuny” [Unveiling Fortuny], Lucina
Llorente, a leading researcher of Fortuny’s fabrics, commented that it is likely
that two machines were needed to make the pleats of the Delphos gown: the
first, of which there is only a sketch, would have been for the vertical pleats,
and the second would have been used for the undulating pleats (Llorente
2020). It is interesting to note that the base frame of the patent mentioned by
Llorente is similar to the frame used by Lima tailors to make the pleats of the
close-fitting saya (fig. 8).
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Academic experts on Fortuny’s life, such as Guillermo de Osma and
Claudio Zulidn, agree that Mariano Fortuny’s artistic value lies in his
eclecticism, which unites different cultures regardless of their origins.

This is why his art is considered to be a fusion of symbols from the past
converted into contemporary objects, differing from conventional art in their
everyday use (De Osma and Zulidn 2014). The Delphos gown, a functional
garment created from various oriental influences, including Greek, would

be an example of Fortuny’s vision. We therefore believe that the cultural
hybridisation with Eastern roots that characterises the clothing of the tapada
limeria, whose representation was widely displayed in European intellectual
and artistic circles, was not unrelated to the influences Fortuny documented
in the creation of the pleats for the Delphos gown (fig. 9).
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Fig. 10. Pictured left: Vestido

en satén de seda Delphos,
1920-1949, by Mariano Fortuny.
Costume Museum (CIPE), Madrid.
Pictured right: Saya ajustada
rayada y negra del s. xix. Lima Art
Museum (MALI).

The initial motive for this research was the similarity between the pleating
of the Delphos gown and that of the close-fitting sayas exhibited in the Lima
Art Museum (MALI). Over the course of this study, we have compiled a
significant body of data that supports the need for further research into the
pleating of the tapada limefia’s close-fitting saya, a textile method that has
limited documentation despite its historical significance (fig. 10).
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Paisley:
The Persian Teardrop

by MoNicA DORIA TORRES,
ARIADNA RODRIGUEZ MONTFULLEDA
and CARME TorM ELIES

The exhibition Caixmir. La llagrima persa [Paisley: The Persian Teardrop],
which can be visited until 27 April 2025, is dedicated to a printed motif that is
very much present in the collections of the Premia de Mar Printing Museum
(MEP). The museum itself conserves items from many collections of the most
important printing industries of Catalonia and Spain from the 19th and 20th
centuries, including La Espafa Industrial SA, Farrer6 SA, Pafiolerias Helvetia
SL, Vilumara SA, Sanpere SA, Lyon-Barcelona and Ponsa SA.

Objectives and criteria

The exhibition’s main objectives are to promote part of the MEP’s collection, to
showcase paisley as a printed motif that has been revived over the centuries and
to highlight its relevance today.

The exhibition also provides a chronological explanation of the beginnings
of this motif and its expansion, focusing on the necessary technical innovations
that allowed it to develop.

Most of the pieces on display are from the MEP collection, although it has
also collaborated with other museums that similarly conserve important pieces,
such as the Textile Museum and Documentation Centre (CDMT) in Terrassa,
Arenys de Mar Museum and Barcelona Design Museum. The Escola Illa in
Sabadell has also collaborated with a reinterpretation of the paisley motif, as has
the eco-fashion designer Sylvia Calvo, who has produced a sustainably minded
dress specifically for the exhibition.

Structure

The exhibition has been divided into four sections. The first, “Origen del
caixmir. Un llarg viatge” [Origins of paisley: A Long Journey] focuses on the
origins of the boteh motif and explores the routes by which it came into the
hands of Europeans.

Paisley was not a printed motif in its origins, but rather one that was woven
on large looms on which the kanikar was made, an entire garment woven by

PAISLEY: THE PERSIAN TEARDROP


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

See detail

1 The search turned up a
video created by the Indian
designer Sandeep Sangaru,
showing artisans making a
kanikar. This can currently be
seen in the first room.

several artisans who could work on it for years.' The woven Kashmir shawl is
the element from which the paisley, or boteh, motif was introduced to Europe at
the end of the 18th century. An important figure in its spread was the Empress
Josephine Bonaparte, who received Kashmir shawls as a gift from Napoleon
during his campaign in Egypt (1798-1801), making this accessory fashionable at
the French court.

The MEP has collaborated with the CDMT in Terrassa to illustrate this
section, with the latter having contributed original pieces and images to the
exhibition. One highlight is the piece NR 23214, a large rectangular shawl
(3.5 m) made of woven fabric with coloured cashmere wool fibres and silk warp.
These woven pieces began to be made in Europe because the high demand for
shawls could not be met by imports. Local production was chosen, especially
with the spread of jacquard looms.

Collaboration with the CDMT in Terrassa has also resulted in the
exhibition including two fragments of woven fabric from the end of the 18th
century, originally from India (MTT 7777 and MTT 2963). These are two
small fragments with paisley motifs surrounded by floral and vegetal motifs,
decorated with borders, embroidery and canvas painting. The pieces belong to
the collection of Carmen Tértola Valencia.
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2 The shape of the shawl, first
long and then square with a
hood, was adapted to women’s
fashion at the time, according
to the style of dresses and
skirts. A cover article in

the magazine La moda
elegante ilustrada [Illustrated
Elegant Fashion] responded
to readers’ requests for the
most elegant ways to wear
along or square cashmere
shawl. “Modas de Paris”[Paris
Fashions], La moda elegante
ilustrada, year I, no. I, 10
October 1861, Cadiz.

3 Asarepresentation of the
importance of the jacquard
technique, the exhibition
includes a reproduction of a
pattern with a printed drawn
piece, item number 15000(3)-
151 from the CDMT in
Terrassa. The jacquard fabric
collections of the CDMT in
Terrassa include a significant
number of jacquard patterns
in rayon and silk with paisley
motifs, such as item number
14177.
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The aim of the exhibition’s second area, “Expansi6 del caixmir. Innovacions
técniques i canvis en la moda” [Expansion of Paisley: Technical Innovations and
Changes in Fashion], is to illustrate the expansion of this motif and its various
textile manifestations, taking into account the changes in fashion during the
18th and 19th centuries® and the technical innovations in the textile industries.
The intention is to highlight the incorporation of the paisley teardrop motif in
the production of European printed fabrics in the latter half of the 19th century.

With this aim in mind, a selection of objects dealing with the evolution
of printing technology and the engraving of moulds and cylinders has been
chosen. The display begins with the manual engraving of wooden moulds,
pyro-etched blocks and metal plates (NR 8838 and 4941) from the MEP
collection. These techniques helped to emboss motifs with delicate profiles,
such as those of paisley, and the selection continues with samples printed with
copper roller machines in up to twelve colours, in which paisley teardrop motifs
sparkle on cotton percale. These represent true multicoloured filigrees that were
printed at the end of the 19th century at the La Espafia Industrial SA factory in
the Sants district of Barcelona.

Although the collection of the Premia de Mar Printing Museum contains pieces
of foreign production, such as mid-19th-century wool and cotton percale prints
from the Alsace region of France, the selection of pieces from the museum’s
collection has prioritised those from Catalan industry for the exhibition.

Research into the collections of other textile museums, such as the CDMT
in Terrassa, has revealed the great expansion of the motif in all its textile
manifestations, especially in the jacquard technique, with a large number of
samples of woven jacquard damask?® produced in Catalonia.
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See detail

4 Rug NR 80189 is a hand-
knotted example with a
geometric interpretation of
paisley motifs that reproduces
a Shirvan rug from the
Caucasus. The knotting

is of the Persian type,
asymmetrical or senneh, with
wool thread on wool warp and
cotton weft dyed with natural
dyes.

5 Printed on paper from
1970-1980 using silkscreen
moulds, Gravats Palacios in
Vilassar de Dalt, item number
MEP 12153.
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The textile heritage in Catalan museums testifies to the presence of the
paisley motif in both men’s and women’s fashion, especially in woven and
printed shawls and scarves, in men’s waistcoats from the 18th and 19th
centuries as well as in other accessories, such as bags embroidered with glass
beads, pointed hats and tulle.

The black lace veil on silk (NR 1966) dating from 1930-1940, on loan
from Barcelona’s Col-legi Major de ’Art de la Seda [Silk Art Association]
and deposited in the Arenys de Mar Museum, and the prayer rug from the
Alfombras Turkestan collection have allowed us to offer another unprinted view
of the paisley pattern.*

The third area of the exhibition, “Per qué ha esdevingut un classic?”

[Why Did It Become a Classic?], is to highlight how the paisley design is still
present and how it is reproduced in the patterns of the 20th and 21st centuries.

The large number of pieces in the MEP’s collection printed with paisley motifs
in the 20th century has helped us to identify and demonstrate the great versatility
of this design, whose pattern can be combined with other vegetal, floral, figurative
and animal decorations, while at the same time offering a significant sample of
the various interpretations and printing styles of the 20th century.

The emphasis is on the presence of paisley in both hippie and classic fashion
for men and women, as well as in household linen, and the selection includes
printed proofs on paper,’® original designs, fabric samples, stereotype plates,
screen printing moulds, clothing items and accessories, such as scarves and
ties, from the collections of Catalan companies such as Farrer6 SA, Pafiolerias
Helvetia SL, Vilumara SA, Sanpere SA, Lyon-Barcelona SA, La Espaia Industrial
SA and Ponsa SA. Also on display are works by draughtspersons and engravers
from Barcelona and the Maresme region, as well as donations from individuals,
including pieces by Italian brands such as La Rinascente, printed in India, and
the Parisian company Montagut, which has specialised in knitwear since 1880.
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Most of the textile motifs have been used to decorate women’s clothing, but
one of the few exceptions to the rule is paisley. Its sinuosity makes it a motif

that can be adapted to any outfit, and it has meant that is also present in the few
fantasy pieces that can be found in men’s fashion, such as waistcoats and ties.

A large part of the MEP’s necktie collection comes from a donation by Josep
M. Garrut i Roma in 2010, when he donated to the museum a collection of 504
printed ties, including 25 with a paisley motif. Most are made of natural silk,
but there are also some in cotton and polyester. Their chronology is varied,
ranging from 1940 to 2015.
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6 Museum of Traditional
Clothing (MITLE) in the
province of Leén and
Costume Museum in Madrid.
7 Stereotype plates were

all drawn by hand until

the 1990s. The acetate plate
printed by the draughtsman
and engraver Jordi Vidal,
ANVI SA, typifies the
digitalisation of the process in
the 1990s, working from an
original design that is scanned
and colour separated to record
the forms, one for each colour,
using specific software.
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Most of the neckties on display were made in Catalonia by the Girardi and
Andreu 1940 brands. They feature usually randomly arranged paisley motifs, with
additional decoration that lacks very obvious floral and vegetal motifs, but instead
these motifs are accompanied by small designs of flowers, animals, chains,
straight lines and other smaller paisley designs. There are obvious differences in
composition between the prints designed for men’s and women’s clothing.

The scarfs and designs for the corners of neckerchiefs from the Ponsa SA and
Paiiolerias Helvetia SL companies in the MEP collection, as well as the use of the
motif on waistcoats and shawls typical of traditional dress, which can be found in
the collections of other museums of Spanish dress,® represent the classic woven,
embroidered or printed version that was used throughout the 20th century.

Within the group of locally produced items, the sample of Lyon-Barcelona
SA prints from 1971-1972 (MEP 11306-11330) is indicative of large-format
silkscreen printing, also known as the “Lyonnaise printing”, which is typical
of the town of Premia de Mar, where these kinds of designs passed through
the hands of many engravers and draughtspersons of stereotype plates. The
definition of the outlines and richness of colours, as well as the fabric on which
they were printed, were extremely important aspects when it came to obtaining
a paisley print of great beauty and quality. In the drawing and engraving
workshops, the simplest tasks, such as the “filling in of stereotype plates”, were
usually assigned to apprentice draughtspersons, while the drawing of stereotype
plate outlines was considered one of the most difficult tasks and was entrusted
to the best and most experienced draughtspersons.”
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The transition between the last rooms of the exhibition features an

installation of around twenty items of contemporary clothing, lent by donors
and the technical team itself, and stamped with the boteh. These pieces, hanging
from the ceiling, are there to make visitors think about the presence of paisley
in their everyday lives. Highlights include a blouse from 2000 by the Italian
designer Annarita Noviello, a “Lyonnaise print” on silk gauze with a patchwork
construction. The set also includes items printed with a digital printer from the
beginning of the 21st century.
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MODa
CIRCULAR

The final area reflects on sustainability and the reinvention of paisley today.
Two projects were chosen to illustrate this idea during the process of creating
the exhibition: that of the Escola Illa d’Art i Disseny [Illa Art and Design
School] in Sabadell and that of the textile artist Sylvia Calvo.

The Escola Illa project is a joint work item that was created by the first-year
students of the Higher Degree Course in Clothing Design. They have created
an urban knit with various woven paisley motifs, as if it were a mosaic, using
recycled fabrics and the T-shirt yarn technique.

The work Espresso Caixmir Reborn by the Catalan designer Sylvia Calvo is a
dress that likewise applies the sustainability criteria of circular fashion, made
with fabric from recycled jute and cotton coffee sacks from Indonesia and
printed with natural dyes (Indian blue, shell and coffee brown). @
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1 Degree in Clothing

Design from the Provincial
University of Cérdoba,
Argentina (2020-2024). Since
2021, she has been researching
and working in the fields of
design, textile art and writing,
complementing her training
with practical courses and
seminars. She received an
International Mobility Grant
to study at the Higher School
of Design of the Region of
Murcia, Spain (2021-2022).
She is a teacher at the Higher
Level in Design. She lives and
works in Cérdoba, Argentina.
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Intertwining
pasts and futures:

learning the textile trade within the home
and its influence on the professional
practice of clothing designers

by MARiA PAzZ COLIGUANTE!

In the living room of a country house in the interior of the province of Cérdoba
in Argentina, Susana says: “... This has a specific result. When you spin, you
can do it for different purposes, but ultimately you are left with a ball of wool...”
(Fey 2022), as a way of materialising knowledge. A ball of wool that is formed
from loose, soft fleece, moving the hands and coordinating with the distaff, the
rhythmic sound of the movement of passes, the fleece that is twisted, the thread
that is formed and wound onto a spool. There are many instances that the
fleece goes through to become wool, such as the process required by learning.
This publication suggests thinking about crafts — in this case textiles — as
producers of knowledge, in which not only garments are made, but also
gestures, questions and wisdom.

This article, originating from a final project of the Bachelor’s Degree in
Clothing Design at the Provincial University of Cérdoba (Argentina), explores

Photographic record of interviews. Susana Fey's textile workshop. Despefaderos, Province of Cérdoba, Argentina. .
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the influence of the first textile learning experiences within the home and
their impact on the professional practice of the designer. These experiences,
alongside academic training, have a significant impact on professional practice
by integrating the emotional dimension, techniques and procedures, and

the people involved in transmitting textile wisdom, which permeate design
practice.

The overall aim of the work lies in motivating the recognition of non-formal
learning of textile practice and its contribution to academic training in design
in order to enrich the discipline. The specific aims consist of recording textile
learning experiences within the home, acknowledging how designers integrate
this informal knowledge into their professional practice, and evaluating the
influence of formal and informal educational instances on their practice.

The article follows a sequential structure, beginning with the methodology
employed, then presenting the three key stages of the research and ending with
the conclusions reached.

CONCEPTUAL SUMMARY DIAGRAM*

~ ,
\ /
1 |
TEXTIL TRADE | I FORMACION ACADEMICA
Informal transmission I | Instancias de educacioén
of knowledge i \ de caracter formal
/ \
_____ o N - ——-
I I
v VALIDATION OF VARIOUS M
WITHIN WAYS OF BUILDING e s = CONTEXTO
THE HOME KNOWLEDGE ACADEMICO
(family environment) ARQUND TEXTILE
| . I
I ! I
: 1 Determining a |
| v !
! PROFESSIONAL PRACTICE .
v OF THE CLOTHING :
ETHNOGRAPHY DESIGNER. !
as a methodology I !
| I :
[ v ,‘
e e e e e > SYSTEMATIZATION ] = = o R 1) ) oy (o (o ’
OF EXPERIENCES
Compilation and analysis of case studies
(clothing designers and textile makers)
,,,,,,,,,,,,,, >
1
A4

DESCRIPTIVE STAGE (C.1)
1
4
ANALYTICAL STAGE (C.2)
I

\d
REFLECTIVE STAGE (C.3)

*Bachelor’s Degree Final Project. Maria Paz Coliguante, Provincial University of Cordoba, Argentina.
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Methodology: qualitative, ethnographic and participatory

This decision is based on the richness that this methodology offers for
understanding and reflecting on previous experiences that motivate textile
learning and practice of the case studies. Ethnography in the field of design acts
as a mediator, companion, translator and carer of a process that relates human
experiences (Pérez-Bustos 2016).

As Guerrero Arias (2002) explains, qualitative methods imply the
consideration of spatial and temporal dimensions, but above all the dimensions
of meaning, significance and relevance of social action.

This is the chosen approach because of its ability to enrich the analysis based
on interviews that set forth the experiences of those involved in the textile trade,
thereby helping to understand its practice, both individually and collectively,
with the professional community.

How are stories organised and discussed?
The systematisation of experiences

According to Bautista (2011), people construct knowledge about their social
or cultural context, both individually and collectively, interpreting their
reality based on their experiences. The aim is to visualise how the textile
trade generates knowledge by studying these experiences through participant
observation and the exchange of wisdom.

The case studies are approached by using the systematisation of experiences
proposed by Oscar Jara (2015). This tool implies critically interpreting
experiences and ordering and reconstructing them to reveal the logic of the lived
process, including the factors that intervened and how they relate to each other.

The purpose is to compare experiences in textile practice in order to critically
analyse and reflect on the proposed topic.

To systematise is to reconstruct: three stages of study

Case studies

This stage involves developing the information in terms of systematisation.
Later, two sets of case studies are defined: the first is exemplary of the
learning experiences of three clothing design professionals, encompassing
their academic and experiential training and their contributions to
professional practice. The second group examines the experiences of three
textile makers with no academic training in design, thereby providing
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Graph of case studies. Bachelor’s
Degree Final Project. Marfa Paz
Coliguante, Provincial University
of Coérdoba, Argentina
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CLOTHING DESIGNERS

Agostina Battisti Laura Gauna

TEXTILE MAKERS

Cecilia Cristante Susana Fey

an insight into another type of trajectory that is common in the field of
textile making and clothing.

Ethnographic interviews

A semi-structured interview is designed in this stage to obtain
information on several variables that are key to the research: the
beginning and permanence of the textile activity, the people involved in
the transmission of wisdom, techniques and materials, notions of gender
and the instances of (academic or informal) training and (professional or
work) practice.

This approach helps us to obtain an overall vision, creating links and
reflections on the experience of the textile trade. The interviews were
recorded on sound video, with the consent of the interviewees, in order to
better record their testimonies.
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Photographic record of interviews.

Susana Fey's textile workshop.
Despenaderos, Province of
Cérdoba, Argentina.
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It is necessary to have order in all research, a line upon which to begin

to classify the information obtained. A matrix is developed in this stage
that systematises the experiences, consisting of a table that reconstructs
and orders the information from each participant in sections according
to the aforementioned variables. This step helps to retrieve and order the
information within a single scheme in order to analyse, link and contrast
the experiences.

A process of critical analysis is carried out in this instance, taking into
account everything that has been described, compiled and classified.

It consists of a process of abstraction in order to construct the meaning
of what the experience offers, making it possible to identify transversal
links in relation to significant events occurring at the same time in the
different people involved, identifying the impact that they generate and
promoting the generation of critical questions that favour interpretation.
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The following reflections were reached:

Who shares what they know

The role of women as transmitters of textile wisdom is particularly prominent,
as in all cases they maintain family or close links with those women who
receive this instruction. This dynamic reflects the deep-rooted notion of care
historically associated with women in the domestic sphere and in work activity,
a binomial that reinforces the coexistence of subject-context.

This process favours “ritualisation” scenarios of textile practices, contributing
to the construction of a sense of belonging, a means of communication and
resistance, and underlining its sensitive and significant nature in the lives of
those who participate in it.

Who teachers and who learns

People who transmit wisdom share knowledge learned from others, following
the traditional pattern of trades. It is important to distinguish that the initial
learner, with time and practice, becomes the one who teaches, integrating the
acquired knowledge with his or her own experience.

This suggests that the transmission of knowledge is not static but dynamic,
enriched by context, aesthetic-functional quests and a symbolic dimension. This
is also influenced by emotional links, given that techniques learned in a playful
and intuitive manner are associated with the people who taught them. The
learning experience can therefore be said to be comprehensive, encompassing
more than just the technical aspect.
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Photographic record of interviews.

Cecilia Cristante’s textile workshop.

Justiniano Posse, Province of
Cérdoba, Argentina.
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From learning to doing: from experience to professional practice

Women designers and makers transfer their non-formal learning experiences
into their professional practice, which is reflected in their relationship with
clients and in the way they tackle design. The sensitive experience is reflected
in the creation of a bond of trust that facilitates conversations about the bodies,
contexts and uses of garments.

The women interviewed emphasised their responsibility to accompany other
people through textiles, valuing listening, closeness and taking into account
that what they produce will be received by another person who will not only
wear it, but also allow them to move through social life.

Although non-formal learning may at first appear to be divorced from
affective aspects, it clearly influences their professional approach. They choose
to offer a bespoke, timeless, versatile and durable service, rather than opting for
high-volume production.
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Photographic record of interviews.

Agostina Battisti's textile
workshop. Villa Maria, Province of
Cordoba, Argentina.
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Educational paths: the contribution of academic and non-formal
learning to the professional practice of a clothing designer

In the case of female designers, academic training is validated by a degree

that reflects their career. This training offers an overall knowledge of the
discipline, understanding the relationship between different curricular spaces
and the ability to make appropriate proposals for professional practice. Formal
education provides theoretical and practical tools that help to understand the
body-dress relationship and to apply theory to practice and vice versa.

On the other hand, self-taught learners within a family context value
experiential practice. They feel that immersion in prolonged technique and
manipulation of materials makes their learning more conscious and sensitive.
These people explore and question techniques, considering this experimentation
as part of the learning process and emphasising the importance of care and
interaction between body and textile in their practice.

Conclusions

This article highlights the diversity of paths that may exist to construct
knowledge of textile craft and its validation, with the aim of enriching the
discipline. It has shown that knowledge is not static but is dynamically
constructed through the interaction of practice, academic training and personal
experience in terms of textiles.
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Photographic record of interviews.
Laura Gauna's textile workshop.
City of Cérdoba, Argentina.
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Acknowledging that the transmission of textile practice has its own
characteristics of notions of care subordinated to the female gender, it becomes
necessary to revise its history. This new reading enables an understanding
of textile making as a political act that can be transformed into this when its
history and the actors involved are known and vindicated.

The qualitative methodology, centred on ethnography, has been key to
achieving the proposed aims. Participant observation of the case studies has
revealed how the trade permeates all aspects of their lives and contributes
significantly to various areas, such as the affective, occupational, cognitive
development and household economy.

The study also underlines the need to rethink how knowledge is transmitted
and validated in the academic sphere. It calls for a broadening of the concept of
“design practice” in order to include cultural, social and personal dimensions,
as well as limiting its function to the production of objects to satisfy human
needs.

On the other hand, it has been shown that the experience of non-formal
learning is translated to the labour of women designers, who lean towards craft
and customised work rather than towards mass production. In light of the
above, this article calls for fostering participatory dialogue and actions between
academia and non-formal education, constructing proposals that invite us
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to build bridges and to experiment from personal experience, so that every
formative experience is a way of thinking and doing design.

It is hoped that these reflections will promote a more inclusive, respectful and
conscious design practice that encourages dialogue and diverse wisdom values,
as well as vindicating the history and actors of the discipline.
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The Manresa Water

and Textile Museum:

a national benchmark in the
history of the ribbon industry

by EUDALD SERRA GIMENEZ,
Director of the Manresa Water and Textile Museum

The Water and Textile Museum is the benchmark space when referring to
Manresa’s industrial heritage. Part of the mNACTEC Territorial System, the
museum explains the history and development of the ribbon industry through
an outstanding collection of machines built and used in the same city. It also
explains the importance of water for local development, thanks to the Séquia
de Manresa canal, which has contributed to the area’s social and economic
growth. The museum aims to be an element of development for the Bages plain,
and its action plan is geared towards this goal: to be the benchmark museum
of industrial heritage in an area located between two of the most industrialised
rivers in Catalonia: the Llobregat and the Cardener. The collection focuses
primarily on textile and water-related heritage, and it currently has almost
3,000 inventoried items, including some truly outstanding pieces, forming the
most important ribbon industry collection in southern Europe.

.
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History of the museum

The museum was set up in 1992 as the Manresa Technical Museum, the result of
collaboration between several institutions, including the Association of Industrial
Engineers, Aigiies de Manresa, Manresa City Council and the National Museum
of Science and Technology of Catalonia. This led to the creation of the Foundation
for the Promotion of the Manresa Technical Museum.

The site chosen to house the museum was the building of Manresa’s Diposits
Vells [old water tanks], constructed between 1861 and 1865 by the architect
Maria Potd, which was used as a water reservoir until 1980, when it was
emptied and a process of restoration and adaptation began to transform the
space finally into a museum.

The museum began collecting pieces and documentation from the
factories that were gradually closing down in the city, thereby accumulating
an important body of items that allowed for the creation of two different
collections, one related to the narrow fabric or ribbon industry and another
to the water industry and Manresa’s Séquia. The latter was built in the 14th
century, and its construction generated a great deal of subsequent heritage
in terms of water management and use, from irrigation to industrial and
ultimately domestic uses.

Two of the museum’s three old water tanks are dedicated to permanent
exhibitions and the other has been converted into a multi-purpose space that
serves the city, where major public and private events are currently held.

THE MANRESA WATER AND TEXTILE MUSEUM:
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In order to mark the celebration of its 30th anniversary, the museum was
added to the register of Catalan Museums in 2022, changing its name to the
Water and Textile Museum, a description that brings it more in line to the space
it occupies and its collections.

Permanent exhibitions

Two permanent exhibitions have been created from the museum’s original
collection: a textile exhibition that deals with the narrow fabric or ribbon
industry, and a Séquia exhibition, linked to the construction of the canal and
the use of water over time.

Today’s permanent exhibitions were inaugurated in 2008 and 2009,
providing a chronological overview of the main forms of the most traditional
and artisanal production of fabrics. This ranges from the production of
silk garments in the Middle Ages and modern times to the beginning of
industrialisation in the 18th century, especially in the form of passementerie
and ribbon looms, and later industrialisation with wool and cotton, concluding
with the production of synthetic fibres and ribbons in the 21st century.

The water exhibition also provides an overview of the origins of Manresa’s
Séquia, dedicating a space to hydrometry and hydrology and ending with a
display on the various uses of water, from the industrial to the domestic as well as
irrigation. This second exhibition is currently undergoing a period of rethinking,
primarily due to the major changes brought about by the climate crisis and the
needs and opportunities that are constantly arising from the use of water.

THE MANRESA WATER AND TEXTILE MUSEUM:
A NATIONAL BENCHMARK IN THE HISTORY OF THE RIBBON INDUSTRY
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The Séquia was built in the 14th century against a backdrop of famine
and hardship caused by a series of bad harvests. The city council obtained
permission from King Pere III to collect water from the river Llobregat at the
level of Balsareny to bring it to Manresa through a 26 kilometre-long canal,
Manresa’s Séquia, designed by the master builder Guillem Cata.

In the late 14th century, after more than forty years of construction, water
began to arrive in the city, marking a turning point that can still be seen
today. Thanks to this water, the land used for dry farming around the city was
transformed into irrigated fields. These are still in use today and we do our
utmost to cultivate them as producers of quality, local and organic food. Later,
in the 18th century, the first domestic factories utilised the surplus water from
the Séquia, which is drained by the streams of Sant Ignasi and Predicadors,
to power the first turbines and looms, precursors of the large river factories
and industrial colonies [the Catalan equivalent of Britain’s model villages]. An
ecosystem was created around the Séquia, especially with the construction of
the Agulla lake, a true environmental corridor of animal and plant species of
great interest. Finally, in the more urban area, the distribution of water in the
city, its purification, filtering and management are explained, a topic of great
interest today, in which the priority is to explain the water footprint or the
distribution of water in the world.

THE MANRESA WATER AND TEXTILE MUSEUM:
A NATIONAL BENCHMARK IN THE HISTORY OF THE RIBBON INDUSTRY
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Extensions of the museum

The Water and Textile Museum belongs to a conglomerate of heritage and
tourist buildings that have been brought together under the Parc de la Séquia
brand, which has been used by the Fundacié Aigiies de Manresa-Junta de la
Séquia ever since it was created in 2011, when the former Foundation for the
Promotion of the Manresa Technical Museum changed its name and statutes
and expanded its scope of action to include the environment, tourism and
leisure.

Among the buildings forming part of the new foundation is the Can Font
Water Centre, a medieval farmhouse owned by the city council and restored by
Aigiies de Manresa in 2005, where the new foundation has had its headquarters
since 2011. Two small exhibitions on the distribution of water in the city
and the good use of water can be found inside the Water Centre, as well as
several educational spaces and a laboratory where a large number of schools
and institutes from the area come to learn about the physical and chemical
characteristics of water and the biodiversity of the environment.

The Water Centre, which officially became an extension of the museum in
2023, also houses a documentation centre containing a substantial collection
from both Aigiies de Manresa and the Junta de la Séquia, Manresa’s community
of irrigators.

Another building that belongs to this conglomerate is InfoSéquia, a tourist
information centre located in Parc de I’Agulla, a place that is home to the
current water reserve of the city of Manresa, with more than 200 million litres,

THE MANRESA WATER AND TEXTILE MUSEUM:
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which can supply the city and its surroundings (around 130,000 inhabitants) for
almost a week in the event that repairs need to be made to the canal. InfoSéquia
is also a good starting point for exploring the various hiking trails around

the canal or Manresa’s irrigation system, as well as for schools and families to
conduct environmental activities that are offered by the same foundation.

The most recent addition was Casa de la Culla, a farmhouse also of medieval
origin that was incorporated into the project in 2016. Casa de la Culla is located
in a sector of Manresa that contains important irrigated areas, although it also
allows us to talk about dry farming and especially wine, as the farmhouse was a
major producer in the modern era.

It is not out of the question that in the coming years new areas will be added
as extensions to the museum, especially elements related to the industrial
heritage of the city of Manresa, which the city council is recovering with new
projects for the adaptation of these buildings.

Collaboration forums at a non-local level

In addition to local collaborations, the museum also works with several
national and international institutions. The most important is its affiliation with
the Territorial System of the National Museum of Science and Technology of
Catalonia, which includes 26 museums and reference heritage centres, in order
to understand the industrialisation of Catalonia and its social and economic

THE MANRESA WATER AND TEXTILE MUSEUM:
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consequences in various parts of the territory. It is a national museum that is
present throughout the country, where each town and city shows the impact
and the type of industry that proliferated the most.

The museum is also part of XATIC, the Industrial Tourism Network of
Catalonia, set up in 2006 and in which municipality members pay a fee to
improve their positioning in the world of industrial tourism. The network also
organises joint activities involving many of its members, such as the Industrial
Tourism Week, and it offers companies a guide for adapting their premises for
public visits, with a programme called Industria Viva.

The principal collaborative network at an international level is Wamu-net
(Global Network of Water Museums), an organisation supported by UNESCO
that aims to provide a collaborative tool for museums across the five continents.
It currently has over 100 members from 40 different countries.

The museum is now in the process of joining two other networks: the
Barcelona Provincial Council Local Museum Network and the Textile
Museums Network. This will help to establish collaborative relationships with
other members of a highly diverse sector that has had and continues to have a
significant social and economic impact in Catalonia. @

THE MANRESA WATER AND TEXTILE MUSEUM:
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Frustrated Bastard

by Lypia JuraDpo ORTIZ, Fashion Designer

My name is Lydia Jurado Ortiz. I was born in the city of Mataré (Barcelona) on
3 September 1998. I am Catalan with Andalusian roots on both sides. I started
dancing flamenco at the age of five, while my mother was sewing flamenco
dresses and my father was organising events with flamenco singers. I always
knew that I wanted to be an artist, but I didn’t know how. Both my mother’s
and my father’s families had dedicated their lives to the world of textiles, which
had never caught my eye. After a few years of frustration because I didn’t know
what to continue studying, my intuition told me to enrol in Pattern Making and
Fashion, and although I hadn’t paid attention to the family profession, I wanted
to give it a go. It was then, and at that very moment, that I started my higher
education in pattern making, surprised by the great success of my intuition,
because for the first time I felt that I liked something and that I was good at it.

FRUSTRATED BASTARD
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Thanks to these studies, I began my work experience in a boho bridal atelier,
making multi-position knitted dresses. There, I was designing and making
patterns and simultaneously learning about the reality of the fashion labour
market. Doubts remained, but I decided to continue my education in fashion
design and styling, thus learning to express myself the best way I know how
today: through design and the creative history of fashion. As a result, I created
something very important to me, the Lydia Jurado Studio, which not only
defined my brand, but also me as a person and my profession: Lydia Jurado, as
a designer. The artistic character I had always been seeking, leaving behind the
frustration and learning from it, thus creating a brave, creative woman capable
of expressing herself through art. All those years of waiting were worth it.

Since then, I have been working as a pattern maker in a company that
produces for various brands in the sector. However, I wanted to continue
learning, so I decided to go and study a design course design course specialising
in flamenco fashion a thousand kilometres away, in Seville, its birthplace.

I travelled, studied and learned a lot about the world that had always
surrounded me and for which I had always had a special affection.

FRUSTRATED BASTARD
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Fate had prepared for me a truly unexpected opportunity: to present myself
at the Young Talent Competition of the International Flamenco Fashion
Week (SIMOF). I had visited the show in previous years, as it was my mother’s
unfulfilled dream to take part.

Despite the setbacks, the distance and all the aspects that went against me,
I accepted the offer and thus I began to create my first professional collection:
Bastardas. Bastardas is a [Spanish] term that refers to illegitimate daughters
or daughters of unknown parentage. It can likewise be used as an adjective
in a derogatory manner to describe people who turn away from their original
characteristics or who degenerate from their origins or nature. In short, it refers

to a person who deviates from what is “normal”, in other words, from what
is socially established, as well as from what is conventional and supposedly
correct. People who are stigmatised, discriminated against and excluded by
society. This collection was created to give a voice to all those boys who wanted
to dress as a female flamenco dancer, but society and education at the time did

FRUSTRATED BASTARD
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not allow them to do so. To all those girls who didn’t want to wear a ruftled
skirt, but preferred a suit with trousers and jacket. To all those boys and girls
who break the mould of masculinity and femininity. This collection is the voice
of all those children who could not use theirs to say “I DON’T WANT TO”.
SIMOF arrived and not only Bastardas came to light. An effort, a struggle, a
dream, an illusion and a frustration came to light. The girl who a few years ago
was frustrated in her room because she didn’t know what to do with her life

emerged. Lydia, Lydia Jurado Ortiz and Lydia Jurado Studio emerged.
The collection had a major impact, as I was the first female designer to do a
fashion show in which male models defended traditional female flamenco dress.

I won the Revelation prize and also the prize for the Best Poster at SIMOF 2024,
which led to a lot of press and visibility in general and in the professional world
of fashion. It was a great start to my career as a designer.

On arriving back home, after thinking that the collection had been put away;,
my town council decided to confide in me to create a unique and special event

FRUSTRATED BASTARD



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

for Bastardas, to give it a voice in Mataré. Truly thrilled by this proposal, we
accepted this gift they were offering not only me, but also all the people who
wanted to see the catwalk but were unable to do so because of the distance.

A few months after the launch of Bastardas in Seville, I found myself creating
an event that brought together many people to see the fashion show as well as
an exhibition about my career as a designer and the development of the project.
I felt so loved and respected. I recalled that frustrated Lydia again as I looked
at an exhibition that was inspired by me and my work, and that also was held
in exceptional venue like Can Marfa, one of the most beautiful and important
museums in Mataro.

I will always be very proud of the decisions I have made, with fear and
nerves, but with a lot of determination, respect and love. Thanks to all of these,
Bastardas came into being and was created just at the right time. Thanks to all
the people who supported me, trusted me and gave my project a voice. They
were the ones who created a Lydia Jurado Ortiz who wants to take on the world
and a Lydia Jurado Studio that is eager to continue growing, without fear and
with more confidence than ever.

I will continue to denounce aspects of this society through ruffles. e

FRUSTRATED BASTARD
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1 GARDUNO LARA etal.
2006, compiles and analyses
almost the entire bibliography
on Sevillian embroidery

since the publication of José
Gestoso in 1885 on the city’s
banner, including notable
contributions by Turmo,
Fernédndez de Paz and
Gonzalez Mena y Mafies,
among many others. New
interesting contributions have
subsequently been made,

such as the following: GELO
PEREZ 2017, pp. 194-206;
2018, pp. 237-270; NAVARRO
AMBROJO 2019, pp. 210-230;
LUQUE TERUEL 2020;
GARCIA RODRIGUEZ 2020,
pp- 243-269.

2 Although we have not been
able to locate our protagonist’s
baptismal or death certificate,
or any neighbourhood census,
the parish church of San
Vicente Martir in Seville
records the baptisms of her
daughters. The names of
Rafaela’s parents are specified
in three of these.

3 For more about this
embroiderer, we recommend
consulting the following:
SANTOS MARQUEZ 2023 [in
print]; AMORES MARTINEZ
2023, pp. 836-843 and
GARCIA RODRIGUEZ, 2025
[in print].

4 T would like to thank

Dr Antonio Joaquin Santos
Marquez, mentor and good
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Notes on the embroiderer
Rafaela Monferrin Fernandez

by Jost MANUEL GARC{A RODRIGUEZ,
Conservator-Restorer of Cultural Heritage

Interesting research has provided a wealth of information to historiography ever
since textiles began to be appreciated as authentic works of art in the late 19th
century. One of the first artistic centres to be studied was that of Seville, for the
so-called “New Rome” had been home to first-class production ever since the
15th century and continues to remain active today. As a result, despite a vast
bibliography, the names of unknown artists and works continue to emerge, so
that attention to them is therefore as necessary as it is productive.!

This article aims to examine the life and work of an artist hitherto unknown
to scholars who belonged to a prominent family of embroiderers: Maria
Rafaela Monferrin Ferndndez (DOC. 1794-1828). Little is known about her
life, although it can be deduced that she was born in Seville, the result of the
union between Francisco Monferrin and Antonia Ferndndez,> most likely in
the mid-to-late 18th century. In 1794, she was listed as a craftswoman in the
workshop of the embroiderer Antonia Bazo Davied.? This information, gathered
from a document found on the banner of the Sacramental Brotherhood of the
church of Santa Ana in Seville, is the only one that currently attests to her status
as a professional gold embroiderer, thereby becoming of paramount importance
for the progress of this research? (doc. 1 and fig. 1).

The position that defined her at the time indicates that her career would have
involved a certain amount of experience. It is important to remember that the
guild structure remained in place until 1836 and that the craft of embroidery
was therefore to some extent subject to its regulations (Turmo 1955, 25-31;
Gonzalez Gémez 2006, 71-142). It is worth nothing that the implementation
of Charles IIT’s Royal Decree of 1779, which stipulated that women should
engage in “gender-appropriate” labour, meant that the centuries-old craft of
embroidery gradually shifted towards a new condition of mere domestic or

friend, for contributing

this news item, as Rafaela
Monferrin’s name was not
recorded in the publication
that revealed the document:
AGUILAR DIAZ 2016, p- 592.
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5 This refers to Calle Dados,

currently named Puente y
Pellon.

6 Today’s Calle de Don
Alonso el Sabio.

7 Her husband was the
legitimate son of Antonio
Janin and Maria Prensiz.
We do not know the date
on which he emigrated to
Seville from his hometown.
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Figure 1. Image published in: Aguilar Diaz, J., op. cit., p. 592.

DOCUMENT 1: 14/04/1794
Authorship of the sacramental banner

HISTORICAL ARCHIVE OF THE PARISH OF SANTA ANA IN SEVILLE
AHPSAS, various papers, n.p.
En la Ciudad de Sevilla en 14 de abril de 1794/ **** y en el antecedente se bordd/ el simpecado, siendo
directora y maestra de/ *** alajas [sic] para su construccion D* Antonia/ Bazo en calle Daos,> en la
esquina de la calle del/ Burro,® con no. 33, trabajaron de oficialas/ **** de obra las sefioras siguientes/
Dofia Maria ;Antonia? Gonzdlez/ Dofia ;Maria? Santos Caro/ **** Martinez/ Dofia Maria de los
Dolores Sinchez/ Dofia Ana Maria Sdnchez/ Dofia Rafaela Monferrin/ Arreglado por Esperanza
Rodriguez 1940 [afiadido posterior]/ *** por nuestras Almas.” [In the city of Seville on 14 April 1794/
% and for the record was embroidered/ the simpecado, being director and master of/ **** alajas [sic]
for its construction Dofia Antonia/ Bazo in Calle Daos, on the corner of Calle del/ Burro, no. 33, the
following ladies worked as journeywomen/ *** for the work/ Dofia Maria Antonia? Gonzdlez/ Dofia
Maria? Santos Caro/ **** Martinez/ Dofia Maria de los Dolores Sdnchez/ Dofia Ana Maria Sinchez/
Doria Rafaela Monferrin/ Reworked by Esperanza Rodriguez 1940 [later addition]/ **** for our Souls.]

artisan work, primarily performed by women, which must have made it easier
for this craftswoman to receive proper training and develop in the profession
(Pérez Sanchez 1999, 20-21, 70-71; Gonzalez Mena 1988, 680, 690).

Several years after this event, during the first decade of the 19th century,
our protagonist apparently married Antonio Janin Prensiz” from Cadiz. She

NOTES ON THE EMBROIDERER RAFAELA MONFERRIN FERNANDEZ
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Among the few details we

do know about him, one is
that he worked as a carpenter
— Municipal Archives Of
Seville (AMS), Marriages
1841, f. 26 — the other is that
he belonged to the Venerable
Third Order (V.O.T.) of Saint
Francis, thereby indicating
the strong spirituality he
would have had. This is
attested to by his acceptance
into the Capuchin Order of
the monastery of the same
name in Seville in 1847,
although since 1817 he had
belonged to the monastery of
Saint Anthony of Padua in the
same city. For your interest,
we reproduce the inscription
below: “En once de junio de
1847 se incorporo y vistio

el S.° Habito de este V.O.T.

/ D.” Antonio Janin hijo

de otro y D.* Maria Prinsis
(sic), en virtud/ de Patente
que present6 del V.O. de

S.» Antonio de esta Ciudad/
su fecha diez de Julio de 1817,
firmada por el P. Visitador Fr.
Juan/ Antonio Rodriguez, de
D.n Manuel Ramirez Gallardo
Ministro, y/ refrendada de

su Srio. 2° D." Lorenzo José
Valera; y fue en manos/ de N.°
P.¢ Com.° Fr. Fran.© de Paula
de Estepa, y fue su Padrino/
D.” Antonio Giralde, de que
doy fe=/ R.C.Y.P.A./ +/ Por
mandado del V.O.T/ Ant.°
Blanco/ S.1° [rubrical.”
Archivo Histdrico Provincial
De Capuchinos De Andalucia
(AHPCA), Bundle 257,
Register of the Brothers of
the V.O.T. of Capuchin Order
of Seville: 1706-1874. Libro
Segundo de Recepciones y
Profesiones del V. Ord.” 3° de
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set up home with him in the parish of San Vicente and gave birth to seven
children: Rosario, Dolores, Manuel, Amparo, Antonia, Rafela and Mercedes.?
The best known of all of them, precisely because they followed in their mother’s
footsteps, were Antonia and Mercedes. Despite being direct disciples of the
Zuloaga sisters,’ they most likely received extensive knowledge of the profession
from their mother."®

But to return to our protagonist’s working life, the number of her jobs
perhaps decreased with her marriage, especially by devoting herself to
motherhood. Nonetheless, a new work of hers was apparently documented in
1828. This time, she was working alone, as if she were the owner of a workshop,
in violation of still existing guild restrictions, although now more lenient due to
the aforementioned regulations promulgated by Charles III.

This information can be found in the accounts of the Brotherhood of the
Holy Burial of Seville, where it is stated that “Maria Monferrin” made a black
tunic with gold embroidery for the image of the Our Lady of Villaviciosa on
the aforementioned date.! In fact, although her middle name does not appear,
it is difficult to believe that there were two women embroiderers with the
same surname and first name in Seville during that time, and thus, with some
caution, this work can be attributed to her catalogue. Especially since we know

RR. PP. Cap. desdeel Afio de
1757 hasta 1872, f. 469v.

Her daughter Antonia followed
in the same footsteps. See:
GARCIA RODRIGUEZ 2022,
pp- 30-34.

8 Except for the eldest of her
children, whose baptismal
certificate we have not located
and whose date we can glean
from the local census (ca. 1802),
it can be stated that they were
born in the following years:
1810, 1812, 1814, 1817, 1819 and

GARCIA RODRIGUEZ, J. M.,
“The embroiderers Antonia and
Mercedes Janin Monferrin: two
unknown Sevillian artists of
the 19th century”, Datatéxtil,
no. 42, 2023, pp. 30-39.

Cerverales (AHMC), Natalia
Reyna and Judrez de Negron
Collection, Bundle 85, letter
from Emigdio Serrano Davila
to José Ramos Mejias dated
between 6 and 29 October

9 Inibid. pp.30-39, wenoted ~ 1892. Published in: GARCIA
the hypothesis that the training ~ RODRIGUEZ 2024, pp. 44-
of the Janin Monferrin sisters 73.

may have taken place in 10 Antonia managed to
Manuel Maria Ariza Campelo’s ~ run her own workshop,
workshop, a conjecture that we which produced major

must now discard in these pages ~ works, such as a robe for

as we have fortunately found the First Temple of the City.

1821 respectively. Historical a letter, signed by the designer GARCIA RODRIGUEZ 2022,
Archive of the Parish of San Emigdio Serrano Davila and pp. 30-34.

Vicente Martir (AHPSVM), dated 1892, in which they are 11 Archive Of The

Box 312, Baptisms, Book 28 cited as “the elderly Janin sisters, ~Brotherhood Of The Holy

(1802-1815), ff. 228v, 292r,
330v; Book 29 (1816-1825),

ff. 33v, 104r, 190v. The
information was published in:

Burial In Seville (AHSES),
Stewardship, Receipts, Bundle
17, folder 10, ff. 2r/v. MESTRE
NAVAS 2010, p. 186.

disciples of the Zuloaga sisters”.
We have managed to locate this
information in the Historical
Archive of the Marquises of

NOTES ON THE EMBROIDERER RAFAELA MONFERRIN FERNANDEZ


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

that the Brotherhood was headquartered in the San Vicente neighbourhood,
where the Janin-Monferrin family also lived.

Returning to her work for the Holy Burial, it is not entirely clear whether the
Brotherhood has preserved the aforementioned tunic as well as the mantle that
accompanied it. The latter was commissioned on the same date from Francisca
de Paula Zuloaga, a teacher, as we have mentioned, of her daughters, and who,
together with her sister Rita, ran the workshop in which Monferrin was able to
work closely after the death of Antonia Bazo. Despite all this, the Our Lady of
Sorrows has an old tunic and mantle set that has been very much altered (fig. 2).
The embroidery is very different from the aesthetics used by the aforementioned
Zuloaga sisters (Sierra Lozano 2024). In fact, they seem to have been reused
from a previous liturgical item (Sanchez de los Reyes 2023), so if they were the
aforementioned works, both embroiderers were only responsible for adjusting
some old embroidery for the Our Lady of Sorrows to wear. This, together with
the fact that we have no precise data on her style and technique, is nothing
more than a hypothesis. Consequently, we can only mention the documentary
record of this woman as an artist of Sevillian embroidery, without being able to
attribute her with certainty, at least for the moment, to any preserved piece. ®
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por SiLvia VENTOSA MUNOZ 1 AsSUMPTA DANGLA RAMON
Fotografia: EL1a L6PEZ, Museu Nacional d’Art de Catalunya,
Museu del Disseny-DHub, Josep VENTOsA PALANCA

Lartista Aurelia Mufioz (Barcelona, 1926-2011) va investigar, en la doble
vessant d’estudi i de posada en practica, tecniques, materials i formes d’obres
que va desenvolupar amb llenguatge textil. Les primeres peces que va fer, i
que han estat poc estudiades, eren d’arpillera de jute serigrafiades en negre.
Algunes d’elles es van brodar amb fils de llana. Mildred Constantine, directora
del MoMa, i el dissenyador Jack Lenor Larsen (Constantine, Lenor Larsen,
1972) descriuen I'obra d’Aurélia Mufioz com un treball inspirat en grans
tradicions textils i de tapisseria espanyoles, per les quals sent una «simpatia
real» acompanyada d’un vast coneixement, que porta al present la riquesa

de tecniques oblidades dels antics brodats, tapissos i macramés. En un text
mecanoscrit, inedit i sense data, titulat Proceso de trabajo, Aurelia Mufioz feia
memoria de la seva recerca sobre el textil:

B0 mis primeros afios de actividad pldstica, me interese por di=-
ferentes téenicas y expresiones plésticas siempre dentro del ambib
to textil. Era como si una fuerza o interés me empujase a desempol
var viejas técnicas como el estampado, el patchwork, el bordado tan
rico en Ispafia, el repostero o trabajo de aplicacidn, y el collage
(mas actual). Asi, desde 1962 hasta 1968, estuve trabajando en di-
versas obras planas o con relieve destinadas a cubrir el muro.

Aurelia Mufioz va estudiar a la Institucié Montserrat de Sants, segons
el metode Montessori, que donava una gran importancia al dibuixiala
manipulacié de materies com a base de I'aprenentatge. Ella, des de molt
petita, com el seu germa Antonio, passava hores pintant i dibuixant, i en els
anys 1959-1960 va canviar del dibuix al teixit. Les primeres obres amb base
téxtil eren tapissos murals i cobretaules, que daten del 1959. Amb Montserrat
Nogareda va crear, llavors, una petita empresa d’estampats que es deia Yuti,
on estampaven els dibuixos de Muoz i confeccionaven arpilleres estampades
per convertir-les en peces d’aixovar, com ara cortines i cobrellits per a cases
i hotels. Fins i tot, un hotel de Sitges va ser enterament decorat amb els seus
estampats, com hem sabut arran d’una entrevista amb la seva ajudant Josefina
Salazar (7 de marg de 2024).

Sabem que Mufioz no valorava aquestes peces estampades com a obres
d’art, perqué no estan relacionades a la seva llibreta de referencia Aurelia
Murioz Ventura / Resumen de todas las obras creadas. Perd si que hi va haver
la voluntat de fotografiar-les una per una per als albums familiars i son les
primeres imatges del seu arxiu fotografic.
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Fig. 1. Peces estampades
per Mufoz, disposades a casa
de Juan Mas, 1962.

L ]
L]

Lany 1963, el galerista Juan Mas organitza a la Galeria Belarte la primera
exposicié d’Aurelia Mufioz, amb serigrafies, «pintados», collages i brodats. Era
una galeria que tenia com a objectiu difondre I’art contemporani catala, amb
resso a escala estatal i internacional, tal com ens ha explicat Jordi Pericot (7 de
mar¢ de 2024). El galerista va creure tant en els estampats d’Aurelia Mufoz que
va decorar casa seva amb camins de taula i tapissos (fig. 1). A La Vanguardia
(5 de febrer de 1963), una noticia de I'exposici6 presenta la imatge d’un gall
serigrafiat i brodat, i en el fullet6 de 'exposicid es parla també de les serigrafies.
Pero les peces estampades d’Aurelia Mufioz que s’han pogut preservar sén
escasses. A I'actual Museu del Disseny-DHub, que custodia les col-leccions de
I'antic Museu Textil de Barcelona, es conserven dos camins de taula i un tapis,
serigrafiats sobre arpillera de jute. En el Museu Teéxtil, que es va obrir el 1961
a I'antic Hospital de la Santa Creu i de Sant Pau, ella estudiava els teixits i els
brodats historics. El 1968 va aconseguir una beca de la Fundacién Juan March
per fer recerca sobre la historia del brodat i la directora del museu, erudita
Pilar Tomas, va actuar de bon suport. Com a agraiment a la informacié rebuda,
se suposa que va fer donacié d’aquestes peces.

Aurelia Mufoz estava al corrent de les noves tendencies en art téxtil. A
les Biennals de Lausana, on va participar des del 1965, va coneixer Jean
Lurgat i Pierre Pauli, impulsors de la Nouvelle Tapisserie, moviment que vol
deslliurar l'art téxtil de la seva dependencia de la pintura (Kuenzi, 1973).
Possiblement queda encisada pels galls pintats i brodats de Jean Lurgat, i pels
galls portuguesos, i en va fer una versié propia. S’han pogut conservar alguns
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Fig. 2. Gall, Aurelia Munoz,
1959. Estampat sobre arpillera
de jute i brodat amb fils de
llana..
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exemplars de la série de Galls (fig. 2), uns éssers ben presents a I'obra d’Aurelia
Muioz, i alhora unes peces que, malgrat ser serigrafiades sobre jute, van
suposar el pas cap al brodat.

El dibuix de la figura 3 representa dos personatges vestits amb indumentaria
popular inventada. Es tracta d’una parella sobre un fons d’arcs gotics i de
motius vegetals: ella duu un vestit curt tipic de la moda de les decades del
1960 i el 1970 i ell porta casaca, pantalons i barret de torero (fig. 3). En aquesta
época la seva obra buscava I’abstraccié geometrica. Hi va realitzar un gran
treball d'analisi i assimilaci6 dels moviments artistics de decades anteriors, i
de reinterpretacioé de formes i temes, amb l'objectiu, a partir d’aquest treball,
d’aconseguir una obra nova, molt personal.

ELS ESTAMPATS D'AURELIA MUNOZ: EL CAMI CAP A L'ABSTRACCIO
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Fig. 3. S. n., Aurélia Mufoz, 1962.

Dibuix original per a estampacio
textil sobre arpillera de jute.

Fig. 4. Aurelia Munoz, Ibicencas,
1960. Dibuix original per a
estampacio téxtil sobre arpillera
de jute.

E \

En la década del 1960 va comengar a definir la seva iconografia de personatges
esquematics, en un entorn geometric i vegetal. En un primer moment, les
obres estampades sobre jute semblen una transposicié del llenguatge pictoric
del constructivisme, traslladat sobre aquesta mateéria téxtil, per fer obres de
paret. El llenguatge que hi empra, més que no pas una assimilacié dels dissenys
originals per a I'estampaci6 d’indumentaria, és una translacio i reinterpretacio
de la pintura constructivista, sotmesa a un tractament d’abstraccié geomeétrica,
de la qual podem trobar el resso de diversos referents, un estil que es relaciona
amb el cubisme, el futurisme i el dadaisme, i que presenta una forta abstraccio
i geometria. Les obres més esquematiques d’Aurélia Muiioz s6n properes a les
de Joaquim Torres Garcia (1874-1949), que va passar una part de la seva vida a
Barcelona i treballava amb linies pures, formes sobries i pesades, marcades per
la geometria.

Ibicencas representa d’'una manera geometrica el vestit popular de les dones
d’Eivissa (fig. 4). A la decada del 1960, aquesta indumentaria constituia un dels
darrers vestits populars en us a la Peninsula Iberica, i estava considerada una

ELS ESTAMPATS D'AURELIA MUNOZ: EL CAMI CAP A LABSTRACCIO
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Fig. 5. L'artista a Eivissa, 1962.

de les més extraordinaries pel seu aire arcaic. Era tan especial que, al mateix
temps, va ser dibuixada per Joan d’Ivori a Vestits tipics d’Espanya (1936),
recollida per la colleccionista Maria Regordosa el mateix any i, juntament amb
altres vestits populars, va ser exposada al Museu de les Arts Decoratives de
Barcelona i fotografiada per 'enginyer José Ortiz Echagiie des de la primera
edici6 del seu llibre Esparia, tipos y trajes del 1933 (Ortiz Echagiie, 1947), una
obra que l'artista tenia a la seva biblioteca. Les quatre eivissenques d’Aurélia
Muioz van vestides per anar a I'església, amb una mantellina blanca de vores
negres al cap, una d’elles amb llargs serrells al darrere, i lligada al davant
emmarcant la cara. La peca més original és la llarga gonella (faldilla) de llana
amb un prisat molt petit que és representat en el tapis per ratlles verticals. La
part abdominal esta decorada amb un treball espés, com de tapisseria de seda
groga, verda, vermella i blanca, amb un brodat floral a sobre. Al cos duen un
gipo tapat per un mocador d’espatlles i davantal clar, collars d’argent i corall
amb una cadena de la qual penja un reliquiari. Una llarga trena de cabell
penja al darrere, amb un llag de cinta a l'extrem. El fons del tapis representa, a
I'esquerra, les cases blanques geometriques del camp d’Eivissa i, a la dreta, la
ciutat antiga. Aquests vestits populars encara es veien pels carrers d’Eivissa els
anys seixanta, i Munoz els devia veure en el viatge que hi va fer el 1962, després
de coneixer les il-lustracions i les fotografies publicades (fig. 5). Com hem dit,
en les obres sap copsar el volum de la indumentaria dels personatges, i fer-ne
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Fig. 6. El Tinell. Barcelona gotica,
Aurelia Munoz, 1960. Dibuix b 5 _ Bk 3 T

original per a estampacio téxtil - e : e : s — _J
sobre arpillera de jute. ' Lt

abstraccié amb un llenguatge molt proper a l’estil de Joaquim Torres Garcia,
recollit en el llibre Universalismo constructivo del 1944.

Emparentat amb els personatges d’Ibicencas, El Tinell. Barcelona gotica
mostra sis personatges plans i geometrics, amb el cap quadrat, en un entorn
arquitectonic imaginat, d’aire romanic i gotic amb rectangles i arcs, estil que
reprén a la Barcelona gotica (1967) (figs. 61 7). En aquesta obra, Aurelia Mufioz
crea una composicié a partir de quadres juxtaposats que representen elements
arquitectonics gotics, com ara arcs i finestres ogivals, i que formen un conjunt
amb geometries molt marcades d’amplis perfils. Els reis sén una familia de

Fig. 7. Barcelona gotica, Aurélia
Munoz, 1961. Estampat sobre
arpillera de jute. MTIB 101.147.
Museu del Disseny-DHub, donacié
d'Aurelia Mufoz.
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Fig. 8. Els reis, Aurélia Muhoz,
1960-1962. Estampat sobre
arpillera de jute. Museu Nacional
d’'Art de Catalunya, donacio6 dels
hereus d'Aurélia Munoz, 2019.
Foto: Museu Nacional d'Art

de Catalunya, Barcelona, 2024
© Arxiu Aurelia Mufoz.

Fig. 9. (esquerra) Tres reyes,
Aurélia Muhoz, 1961. Dibuix
original per a estampacio téxtil
sobre arpillera de jute.

Fig. 10. (dreta) Personatges
i lluna, 1965. Brodat sobre arpillera
de jute.

set personatges plans i geomeétrics, un dins l'altre (embaras), que tenen les
mans unides (fig. 8). Porten una indumentaria que recorda els vestits populars,
pero també el vestit de cort hieratic i rigid dels segles xv1i xv11, anomenat
«vestit a I'espanyola». Aquestes obres tenen una relacid plastica amb les obres
constructivistes de Torres Garcia del 1910 al 1930.

Tres reyes és un dibuix del 1961 amb un tema que es reprén en el projecte
de Personatges i lluna del 1965 (figs. 9 i 10). El mateix any 1965 va realitzar
Construccié abstracta (fig. 11), que és seleccionada a la Segona Biennal
Internacional de la Tapisseria de Lausana, i, juntament amb Personatges i lluna,
representa el salt d’Aurelia Mufoz a I'abstraccid. A 'obra Tres reyes ha dut a terme
un primer exercici d’abstraccié geometrica, en el qual es poden veure els tres reis

Tl fis Raagn
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Zifré Ti;-'\%gif”fggo';gigzzf' d’Orient coronats, amb un obsequi a les mans i una estrella de quatre puntes a la
sobre arpillera de jute. Col-lecciéd part superior esquerra. Amb el mateix tema i diferent titol en realitza un brodat,
Provincie Noord-Brabant, Holanda.  Personatges i lluna, que ens apropa a I'imaginari de Paul Klee per la varietat

i el ritme del color, les formes sintetiques i els jocs de volums. En les pintures

de Klee, que sovint realitzava sobre jute gruixut, dominen els colors brillants,

la geometria i 'abstraccid, caracteristiques que trobarem en els grans tapissos

brodats d’Aurelia Mufioz que seguiren a aquesta epoca.

ELS ESTAMPATS D'AURELIA MUNOZ: EL CAMI CAP A L'ABSTRACCIO
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Fig. 121 13. Dissenys originals per a estampaci¢ téxtil, Aurelia Mufioz, década del 1960.

En els dissenys per a estampats que Mufioz va proposar a Tapicerias
Gancedo (figs. 12 i 13), hi trobem alguna relacié amb els del grup
La Cantonada. Segurament coneixia la botiga de Jordi Vilanova, ja que tenia
a casa la taula Pinya del grup La Cantonada que ella valorava especialment.
També tenia relacié d’amistat amb el joier i orfebre Aureli Bisbe i amb
l'arquitecte Jordi Bonet, ambdés d’aquest grup. Els seus dibuixos tenen un
aire de familia amb els de Marfa Angeles Gonzalez i Joan Vila Grau, que
treballaven per a La Cantonada. Lestil de Joan Vila Grau es caracteritza per
emprar unes solides linies negres de perfil i colors plans, com és el cas de les
teles Soldadets i Galzeran, que va rebre el Premi FAD 1964.

ELS ESTAMPATS D'AURELIA MUNOZ: EL CAMI CAP A L'ABSTRACCIO
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Fig. 14. L'autora Silvia Ventosa vestida amb una arpillera pintada Fig. 15. Caseta familiar amb cortines estampades de Yuti, 1962-63.
per Aurélia Mufoz..

Els estampats destinats a indumentaria i a parament de la llar presenten
un llenguatge molt de la década del 1960 (figs. 14 i 15). A Espanya, durant
la postguerra, s'endarreri I’entrada dels corrents estrangers, pero finalment
en aquests anys es van assimilar les tendencies europees dominants. En
aquells moments, Aurélia Muifioz va fer una serie de dibuixos amb formes
florals i vegetals molt estilitzades, gairebé geometriques, amb colors terrosos
o poc brillants, que responen al gust de ’época. En el moment del pas de la
pintura als seus primers treballs amb textil (1962-1968), Aurelia Mufioz va
saber assimilar referents de la tradicid i, alhora, de les tendéncies artistiques
d’avantguarda, i va conformar un estil propi, caracteristic, un cami cap a
'abstracci6 al qual va donar continuitat en les segiients etapes de tapissos
brodats i d’escultures de macramé i paper.

Agraim els comentaris i els records d’Antonio Mufioz, Josefina Salazar
i Josep Ventosa Mufoz.e
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Bastarda frustrada

por LypIia JuraDO ORTIZ,
Disefiadora de Moda

Soy Lydia Jurado Ortiz, naci el 3 de septiembre de 1998 en la ciudad de Mataré
(Barcelona). Una catalana con raices andaluzas por ambas partes. Desde los
cinco afos, mientras mi madre cosia trajes de flamenca y mi padre creaba
eventos con cantantes de ese mismo palo, yo comenzaba a bailar flamenco.
Siempre tuve claro que queria ser artista, pero no sabia de qué forma. Tanto
familiares por parte materna como paterna se dedicaron toda su vida al
mundo textil, el cual nunca me habia llamado la atenciéon. Después de unos
afos frustrada por no saber qué seguir estudiando, mi intuicién me dijo que
me apuntara a Patronaje y Moda y, a pesar de no haber prestado atencion a la
profesion familiar hasta aquel momento, quise apostar por ello. Fue entonces,
en ese mismo momento, cuando comencé el ciclo superior de patronaje,
sorprendida por el gran éxito que tuvo mi intuicién, ya que por primera vez
sentia que algo me gustaba y se me daba bien.

Gracias a esos estudios, inicié mi experiencia laboral en un atelier de novias
boho, haciendo vestidos multiposicion de punto. Alli confeccionaba y realizaba
patrones y, al mismo tiempo, aprendia la realidad del mundo laboral de la
moda. Segui con dudas, pero decidi continuar formandome en disefio de moda
y estilismo, aprendiendo asi a expresarme de la mejor manera que sé a dia de
hoy: a través del disefio y la historia creativa de la moda. Como desencadenante
creé algo muy importante para mi, Lydia Jurado Studio, que no solo definié
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mi marca, sino también a mi persona y mi profesion; a Lydia Jurado, como
disefiadora, al personaje artistico que siempre habia buscado, dejando atras y
aprendiendo de aquella frustracion, creando asi a una mujer valiente, creativa
y capaz de denunciar lo que piensa a través del arte. Todos esos afios de espera
merecieron la pena.

Desde entonces trabajo como patronista en una empresa en la cual se
realizan producciones para varias marcas del sector. No obstante quise seguir
aprendiendo y decidi ir a estudiar un curso de disenio especializado en moda
flamenca a mil kilémetros de distancia, a Sevilla, su cuna. Viajé, estudié y
aprendi mucho del mundo que siempre me habia rodeado y al que siempre habia
tenido un carifio especial.

El destino me tenia preparada una oportunidad muy inesperada: presentarme
al Concurso de Talentos Jovenes del Salon Internacional de la Moda Flamenca
(SIMOF). En afios anteriores ya habia visitado el salon, ya que participar en él
era el suefio frustrado de mi madre.
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Acepté la oferta, a pesar de los contratiempos, de la distancia y de todos
las aspectos en contra que iban surgiendo, y empecé asi a crear mi primera
coleccion profesional: Bastardas. Bastardas es una palabra que hace referencia
a aquellas hijas ilegitimas o cuyo progenitor se desconoce. Asimismo, puede
tratarse de un adjetivo que se aplica de forma despectiva para representar a
personas que se apartan de sus caracteristicas originales o que degeneran de su
origen o naturaleza. En definitiva, hablamos de una persona que se aleja de lo
«normal, es decir, de lo establecido socialmente, asi como de lo convencional y
lo supuestamente correcto. Personas estigmatizadas, discriminadas y excluidas
por la sociedad. Esta coleccion fue creada para dar voz a todos aquellos nifios
que quisieron vestirse de flamenca, pero la sociedad y la educacién del momento
no se lo permitieron. A todas aquellas niflas que no querian ir vestidas con
una falda de volantes, y que preferian un traje de pantaldn y chaqueta. A
todos aquellos nifios y nifias que rompen con los esquemas de masculinidad
y feminidad. Esta coleccion es la voz de todos aquellos nifios que no pudieron
utilizarla para decir <NO QUIERO».
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Llegé el SIMOF y no solo Bastardas sali6 a la luz. Salié también a la luz un
esfuerzo, una lucha, un suefio, una ilusién y una frustracion. Salié aquella nifia
que hacia unos anos estaba frustrada en su habitacién porque no sabia qué hacer
con su vida. Sali6 Lydia, Lydia Jurado Ortiz y Lydia Jurado Studio.

La coleccion tuvo mucha repercusion ya que fui la primera diseiadora en
hacer un desfile en el cual modelos hombres defendian el vestido tradicional
de flamenca. Gané el premio Revelacion y también el premio al Mejor Cartel
del SIMOF 2024, lo que conllevé mucha presencia en la prensa y mucha
visibilizacién en general y en el mundo profesional de la moda. Un gran
principio en mi carrera como disefiadora.
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Al aterrizar en casa, pensando que la coleccion habia quedado guardada, el
Ayuntamiento de mi ciudad decidi6 contar conmigo para crear un evento tnico
y especial para Bastardas, que le daba voz en Matard. Muy emocionada por esa
propuesta, aceptamos el regalo que me estaban ofreciendo tanto a mi como a
todas aquellas personas que quisieron y no pudieron ver la pasarela en directo
por la distancia.

Unos meses después de lanzar Bastardas en Sevilla, me encontraba creando

un evento, que reuni6 a muchas personas para ver el desfile y también una
exposicion de mi trayectoria como disefiadora y del desarrollo del proyecto.
Me senti muy querida y respetada. Volvi a pensar en aquella Lydia frustrada,
mientras veia una exposicion inspirada en mi y en mi trabajo, y que ademas
tenia lugar en el entorno privilegiado de Can Marfa, uno de los museos mas
bonitos e importantes de Mataro.

Siempre estaré muy orgullosa de las decisiones que tomé, con miedo y nervios,
pero con mucha decisidn, respeto y amor. Gracias a todas ellas, Bastardas surgio
y se cre6 en el momento justo y oportuno. Gracias a todas aquellas personas
que me apoyaron, y confiaron y dieron voz a mi proyecto. Fueron ellas quienes
crearon a una Lydia Jurado Ortiz con ganas de comerse el mundo y un Lydia
Jurado Studio con ganas de seguir creciendo, sin miedo y con mas confianza que
nunca.

Continuaré denunciando aspectos de esta sociedad a través de los volantes. ®
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1 Durant la recerca es va
localitzar un video, creat pel
dissenyador indi Sandeep
Sangaru, en que uns artesans
elaboren un kanikar. Es pot
visualitzar en el primer ambit
de 'exposicio.

per MONICA DORIA TORRES, ARIADNA RODRIGUEZ MONTFULLEDA
i CARME TorM ELIES

Lexposici6 «Caixmir. La llagrima persa», que es podra visitar fins el 27

d’abril de 2025, és una mostra dedicada a un motiu estampat molt present en
les col-leccions del Museu de ’Estampacié de Premia de Mar (MEP), on es
conserven peces de moltes col-leccions de les principals industries d’estampacio
de Catalunya i d’Espanya dels segles x1x i xx, entre elles La Espafia Industrial
SA, Farrer6 SA, Pafolerias Helvetia SL, Vilumara SA, Sanpere SA, Lyon-
Barcelona SA i Ponsa SA.

Objectius i criteris

Lexposici6 té com a principals objectius donar a coneixer una part del fons del
MEDP, posar en valor el caixmir com un motiu d’estampat que ha renascut amb
el pas dels segles i destacar-ne la vigencia actual.

Aixi mateix, l'exposicié explica de forma cronologica els inicis del caixmir i
la seva expansid, i incideix en les innovacions técniques necessaries que en van
permetre el desenvolupament.

El gruix de les peces exposades pertanyen al fons del MEP, perd hem comptat
amb la collaboraci6 d’altres museus que conserven també peces significatives,
com sén el Centre de Documentacié i Museu Textil (CMDT) de Terrassa, el
Museu d’Arenys de Mar i el Museu del Disseny de Barcelona. També hi han
collaborat I’Escola Illa de Sabadell, que ha fet una reinterpretacié del motiu del
caixmir, i la dissenyadora ecofashion Sylvia Calvo, que ha preparat un vestit en
clau sostenible especificament per a I'exposicio.

Estructura

Lexposici6 sestructura en quatre ambits. El primer, «Origen del caixmir. Un
llarg viatge», es centra en els origens del motiu del boteh i explora les vies per les
quals va arribar a mans dels europeus.

En origen el caixmir no és un motiu estampat, sind un motiu teixit a partir
d’uns grans telers on selaborava el kanikar, una peca sencera teixida per
diversos artesans i en la qual podien treballar durant anys.' El xal de caixmir
teixit és 'element a partir del qual, a finals del segle xv111, s’introdueix el motiu
del caixmir o boteh a Europa. Un personatge rellevant en la seva difusié és
I'emperadriu Josefina Bonaparte, qui rep com a obsequi uns xals de caixmir per
part de Napoled durant la campanya d’Egipte (1798-1801) i posa de moda aquest
complement a la cort francesa.

El Museu de I’Estampaci6 ha comptat amb la col-laboracié del Museu Textil
de Terrassa per illustrar aquesta part, el qual ha aportat peces originals i
imatges a l'exposicid. Destaquem la peca nim. reg. 23214, un xal rectangular de
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grans dimensions (3,5 m), elaborat amb teixit llavorat, fibres de llana de caixmir
de colors i ordit de seda. Aquestes peces teixides van comencar a fabricar-se a
Europa davant la impossibilitat de cobrir I'alta demanda de xals mitjangant la
importacio. Es va optar per la produccié local, sobretot a partir de la difusio
dels telers jacquard.

Fruit de la collaboracié amb el Museu Textil de Terrassa, 'exposici6 també
compta amb dos fragments de teixit llavorat, datats de finals del segle xv11r i
originals de I'India (NR 7777 i NR 2963). S6n dos petits fragments amb motius
de caixmir envoltats per motius florals i vegetals, i decorats amb sanefes,
brodats i pintura sobre tela. Aquestes peces formen part de la col-leccié Carmen
Toértola Valencia.

Xal teixit de llana de caixmir

de la segona meitat del

segle xix. Teixit llavorat de trames
llacades de fibra de cabra de
caixmir tintada amb diferents
colors i ordit de seda. Dimensions
peca original: 358 x 152 cm.

NR 23214 Museu Téxtil

de Terrassa ©Museu Téxtil

de Terrassa/Quico Ortega.

Vegeu detall
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2 Laforma del xal, primer
llarg i posteriorment quadrat
i amb capellina, s’adapta a la
moda femenina de I’¢poca,
segons lestil dels vestits i

les faldilles. En un article

de portada de la publicacié
periodica La moda elegante
ilustrada, es dona resposta,

a petici6 de les lectores, a

les maneres més elegants de
portar un xal de caixmir llarg
o quadrat. «<Modas de Paris»,
La moda elegante ilustrada,
any I, n°. I, 10 d’octubre de
1861, Cadis.

3 Com a representacio6 de

la importancia de la técnica
del jacquard, 'exposicid
mostra una reproduccié

de posada en carta amb un
dibuix d’una peca tirada,
registre 15000(3)-151 del
Museu Teéxtil de Terrassa. En
les col-leccions de teixits de
jacquard del Museu Textil
de Terrassa s’hi conserva un
nombre important de mostres
de jacquard en raid i seda
amb motius de caixmir, com
la NR 14177.

Lobjectiu del segon ambit de I'exposicid, «Expansid del caixmir. Innovacions
técniques i canvis en la moda», és mostrar l'expansié del motiu del caixmir i les
diferents manifestacions textils tenint en compte els canvis produits en la moda
durant els segles xv1r i x1x* i les innovacions tecniques en les industries textils.
S’ha volgut destacar la incorporaci6 del motiu de la llagrima de caixmir en la
manufactura dels teixits estampats europeus de la segona meitat del segle x1x.

Amb aquesta finalitat hem escollit una mostra d’objectes que parlen de
'evoluci6 en la tecnologia de I'estampat i del gravat de motlles i cilindres.
Lexposici6 s’inicia amb el gravat manual amb motlles de fusta, blocs
pirogravats i planxes metal-liques (NR 8838 i 4941) del fons del MEP que
permeten realitzar estampacions de dissenys amb perfils delicats, com el del
caixmir, i continua amb mostres estampades amb maquines de corrons de
coure, de fins a dotze colors, on els motius de la llagrima de caixmir llueixen
sobre percala de cotd. Constitueixen veritables filigranes multicolors que a finals
del segle x1x s'estampaven a la fabrica de La Espafia Industrial SA, ubicada al
barri de Sants de Barcelona.

Tot i que al fons del Museu de ’Estampacié de Premia de Mar s’hi conserven
peces de produccié estrangera, com les estampades en llanes i percales de coto6
de mitjan segle x1x i originaries de la zona alsaciana de Franga, en la seleccio de
peces del fons del museu per a 'exposicié hem prioritzat les que provenen de les
industries catalanes.

La recerca en les colleccions d’altres museus teéxtils, com el Museu Textil
de Terrassa, fa evident la gran expansié del motiu en totes les manifestacions
textils, sobretot en la tecnica del jacquard, amb una gran quantitat de mostres
de domas teixit de jacquard produit a Catalunya.?

El patrimoni téxtil en els museus catalans és testimoni de la preséncia del
caixmir tant en la moda femenina com en la masculina, sobretot en mantons
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4 La catifa NR 80189 és un
exemple de teixit i nuata

ma amb una interpretacio
geomeétrica dels motius de
caixmir i que reprodueix una
catifa Shirvan del Caucas.

El nus és de tipus persa,
asimeétric o senneh, amb fil
de llana sobre ordit de llana i
trama de coté acolorits amb
tints naturals.

i mocadors teixits i estampats, en armilles per a home dels segles xvir i x1x, i
també en altres complements, com bosses brodades amb granadures i barrets de
punta i tul.

El vel negre de punta sobre seda (NR 1966) dels anys 1930 i 1940, cedit pel
Col'legi de ’Art Major de la Seda de Barcelona i en diposit al Museu d’Arenys de
Mar, aixi com la catifa d’oraci6 de la col-leccié d’Alfombras Turkestan ens han
permes oferir una altra visié no estampada del dibuix del caixmir.*

En el tercer ambit de I'exposicid, «Per que ha esdevingut un classic?», hem
volgut destacar com el disseny del caixmir continua present i de quina manera
es reprodueix en els estampats dels segles xx i xx1.

El gran volum de peces del fons del MEP estampades amb caixmir al
segle xx ens ha permes detectar i mostrar la gran versatilitat d’aquest motiu,
que en l'estampat s’arriba a combinar amb altres decoracions —vegetals,
florals, figuratives i animals—, i a la vegada ens ha permés oferir una mostra
significativa de les diverses interpretacions i estils estampats que se n’han fet
durant el segle xx.

Vel negre de punta de seda sobre tul, 1930-1940 de la col-leccié Carmen Tértola Valencia del Col-legi Major de la Seda de Barcelona.

NR 1966 Diposit al Museu d’Arenys de Mar. Una part de la peca esta decorada amb tiges de 25 fulles de punt sencer i quatre flors a l'interior, les fulles
imiten I'estil dels xals de caixmir. L'altra mitja part té tres rams amb flors i fulles. Tota la peca esta rematada amb un volant formant flors de punt sencer
amb interior de filigrana. La peca esta restaurada i porta un doble tul mecanic de reforg.
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Catifa nuada a ma, 1990, Egipte.

NR 80189 Alfombras Turkestan.
Es tracta d'una reproduccié de
catifa Shirvan antiga del Caucas
amb dibuix de capella d'oracié

i decoracié amb motius de Botehs
al camp central. Ordits de llana

i trames de cot6 acolorits amb
tints naturals. Nus de llana, tipus
de nus persa, asimétric o Senneh,
densitat ca. 175.000 nusos/m?2.

5 Estampa sobre paper
realitzada entre els anys
1970 i 1980 amb motlles de
serigrafia. Gravats Palacios
de Vilassar de Dalt, registre
MEP 12153.

Hem posat de relleu la preséncia del caixmir tant en la moda hippie com
en la classica, per a dona i per a home, i en la roba per al parament de la llar, i
hem seleccionat estampes de prova sobre paper,® dissenys originals, mostraris
de teixit, clixés, motlles de serigrafia, peces d’indumentaria i complements,
com mocadors i corbates, provinents de les col-leccions d’empreses catalanes
com Farrerd SA, Pafolerias Helvetia SL, Vilumara SA, Sanpere SA, Lyon-
Barcelona SA, La Espafia Industrial SA i Ponsa SA. Es mostren també obres de
dibuixants i gravadors de Barcelona i la comarca del Maresme, i de donacions
de particulars, amb peces de marques italianes com La Rinascente, estampades
al'India, i de la casa parisenca Montagut, especialitzada en teixits de punt
des del 1880.
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6 MITLE, Museo dela La majoria dels motius téxtils shan utilitzat per decorar la indumentaria
Indumentaria Tradicional.a - fornenina, perd una de les poques excepcions a la norma és el caixmir. La

la provincia de Lleo, i Museo . . . .

del Traje, a Madrid. seva sinuositat el fa un motiu adaptable a qualsevol vestimenta, per la qual

cosa també és present en les poques peces de fantasia que trobem en la moda
masculina: les armilles i les corbates.

La col-lecci6 de corbates del Museu de ’Estampaci6 prové en bona part de la
donaci6 de Josep M. Garrut i Roma. L'any 2010 va donar al museu una col-leccié
de 504 corbates estampades, entre les quals n’hi ha 25 amb motiu de caixmir.
La majoria estan elaborades amb seda natural, tot i que n’hi ha algunes de cot6 i
poliéster. La seva cronologia és variada, entre 'any 1940 i el 2015.

La majoria de les corbates exposades estan produides a Catalunya i son de
les marques Girardi i Andreu 1940. Presenten caixmirs amb una disposicié
habitualment aleatoria i amb una decoracié complementaria que no té
motius florals ni vegetals molt evidents, sind que els motius de caixmir van
acompanyats de petits dibuixos de flors, animals, cadenes, linies rectes i altres
dibuixos de caixmir més petits. Es perceben diferéncies evidents de composicio
entre els estampats dissenyats per a indumentaria masculina i femenina.

Els mocadors i dissenys de cantonades per a mocador de 'empresa Ponsa SA
i Pafiolerias Helvetia SL del fons del MEP, aixi com I'tis del motiu en armilles i
mocadors propis de la indumentaria tradicional que trobem en el fons d’altres
museus d’indumentaria espanyols,® representen la versio classica teixida,
brodada o estampada que s’ha continuat reproduint durant tot el segle xx.

Fotografia model Pafolerias Helvetia SL, décades 1950-1960. Jersei de punt de llana estampat, 1960-1979, de la marca parisenca Montagut.
NR 13536 Museu de I'Estampacio. NR 13999 Museu de I'Estampacio.
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Dibuix original per a I'estampacié de mocador, anys 1965-1980, de I'empresa catalana Ponsa SA (Barcelona). Tinta i gouache sobre paper.
NR 9702 Museu de I'Estampacio.

7 Els clixés es dibuixaven
tots a ma fins a la década

del 1990. El clixé d’acetat
imprés del dibuixant i
gravador Jordi Vidal, ANVI
SA, és representatiu de la
digitalitzaci6 del procés en
la década del 1990, on es
treballa a partir d’un disseny
original escanejat i es realitza
la separaci6 de colors, per

a gravar els motlles, un per

a cada color, mitjangant
programaris especifics.

Dins els grups de peces de produccié local, el mostrari d’estampes de Lyon-
Barcelona SA dels anys 1971 1 1972 (MEP 11306-11330) és representatiu dels
grans formats en serigrafia, també anomenada «estampaci6 a la lionesa»,
representativa de la localitat de Premia de Mar, on aquest tipus de dissenys
passava per les mans de molts gravadors i dibuixants de clixés. La definicid
dels perfils i la riquesa cromatica, a més del teixit sobre el qual s'estampava,
eren aspectes molt importants a I’hora d’aconseguir un estampat de caixmir de
gran bellesa i qualitat. En els tallers de dibuix i gravat era habitual assignar les
feines més facils, com la d’omplir clixés, als aprenents de dibuixant. En canvi,
el dibuix de perfils de clixés es considerava una de les tasques més dificils i
s’encomanava als dibuixants més bons i experimentats.’

CAIXMIR. LA LLAGRIMA PERSA
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MODA
CIRCULAR

A Enredant el caixmir, 2024. Obra dels alumnes de 1r del Cicle Formatiu
de Grau Superior d'Estilisme d'Indumentaria de I'Escola llla d'Art i Disseny
de Sabadell. Peca elaborada amb malla metal-lica de 2,50 x 2 m teixida
amb drapet.

» Espresso Caixmir Reborn, 2024. Vestit de la dissenyadora i artista

téxtil Sylvia Calvo (Castelldefels). Cadascun dels materials del vestit és
reutilitzat i té una historia al darrere, els sacs de café del Brasil, els brodats
de cotd, la bambula de cotd organic provinent d'un vestit de nuvia cedit
per la Sra. Martina Sposa i els sacs de cafe d'Indonésia estampats amb
serigrafia manual i colorants naturals. Molenbernatie pels sacs de jute

i This Side Up Coffe pels sacs de coto.

La transicio entre els ambits finals de I'exposicié té com a protagonista
una instal-lacié amb prop d’una vintena de peces de roba actuals, cedides per
donants i pel propi equip tecnic, estampades amb boteh. Les peces, penjades
del sostre, tenen la missi6 de fer reflexionar els visitants sobre la preséncia del
caixmir en la seva vida quotidiana. En destaquem una brusa de I’any 2000 de la
dissenyadora italiana Annarita Noviello, estampada a la lionesa en gasa de seda
amb confeccid en patchwork. Dins el conjunt també hi trobem peces d’inicis del
segle xx1 estampades amb impressora digital.

En I'altim ambit es fa una reflexi6 sobre la sostenibilitat i sobre la reinvencié
del caixmir en l'actualitat. Durant el procés de creacié de 'exposicié es van
seleccionar dos projectes per a il-lustrar aquesta idea: el de ’Escola Illa d’Art i
Disseny de Sabadell i el de I'artista textil Sylvia Calvo.

El projecte de I’Escola Illa és una pega col-lectiva elaborada pels alumnes de
primer curs del cicle formatiu de grau superior Estilisme d’Indumentaria. Han
elaborat un urban knitting amb diversos caixmirs teixits, com si es tractés d’un
mosaic, utilitzant teles reciclades i la técnica del drapet.

D’altra banda, I'obra Espresso Caixmir Reborn, de la dissenyadora catalana
Sylvia Calvo, és un vestit on aplica els criteris de sostenibilitat de la moda circular,
elaborat amb tela de sacs de cafe reciclats de jute i cotd, procedents d’Indonesia, i
estampats amb tints naturals (blau indi, closques i marro del cafe). o

CAIXMIR. LA LLAGRIMA PERSA
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CASHMERE WOOL SHAWL FROM THE LATTER HALF OF THE 19TH CENTURY. NR 23214 (DETAIL) Photo / Foto:
Xal teixit de llana de caixmir de la segona meitat del segle xix. NR 23214 (detall) © Museu Textil de Terrassa/Quico Ortega
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Museu dArenys de Mar

BLACK VEIL IN SILK LACE ON TULLE, 1930-1940, CARMEN TORTOLA VALENCIA COLLECTION, COLLEGI MAJOR

DE LA SEDA DE BARCELONA [SILK ART ASSOCIATION OF BARCELONA]. NR 1966 (DETAIL)

Vel negre de punta de seda sobre tul, 1930-1940 de la col-lecciéo Carmen Tortola Valencia del Col-legi Major de la Seda

de Barcelona. NR 1966 (detall)
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por TAMAR MEJfAs GUILLEN,
Doctoranda en Culturas Medievales (Universidad de Barcelona)

Durante los siglos xv y xv1, los tapices —también conocidos como draps
de ras—, fueron tejidos estimados por sus cualidades materiales, artisticas
y decorativas. En la Europa bajomedieval y moderna, fueron objetos muy
celebrados entre los estamentos mas privilegiados de la sociedad.

Del mismo modo, altos cargos eclesiasticos los adquirian a fin de
desplegarlos durante los dias sefialados del calendario litargico. Por su
mediacion, muchas catedrales hispanicas fueron depositarias de importantes
colecciones de tapices. Por ese motivo, este articulo tiene la doble finalidad de
reivindicar, por un lado, la valoracién de la tapiceria en contextos catedralicios
y por el otro, el estudio de los tejidos a partir de sus fuentes documentales.

Como otros muchos tejidos histdricos, los tapices han requerido durante
siglos, de mantenimientos especificos para alargar su vida util y asegurar
su integridad. En caso contrario, pueden deteriorarse hasta el punto de
fragmentarse y, en consecuencia, desaparecer de sus colecciones originales.
Aqui entra en juego la importancia de la documentacion textual, ya que resulta
fundamental a la hora de abordar uno de los principales problemas que derivan
del patrimonio textil: su deterioro y desaparicion.

Frente a este vacio patrimonial, podria considerarse que algunas sedes del
principado catalan nunca estuvieron equipadas con tapicerias, pero ;eso quiere
decir que permanecieron ajenas a unas tendencias decorativas consolidadas en
plena vigencia? La respuesta es no. Si bien es cierto que las sedes de Tarragona
y Lleida han conseguido mantener gran parte de su coleccién de draps de ras
relativamente intacta, desafortunadamente, no es asi en el resto de sedes
catalanas. Si en la actualidad podemos ver pocos tapices pertenecientes
al acervo original de los siglos xv y xv1 en las sedes de Tortosa, Girona o
Barcelona, ninguno queda en las sedes de Vic o Urgell. Este hecho, no solo
supone una pérdida material muy valiosa para el templo en cuestion, sino
que también entrafia una pérdida que afecta al patrimonio textil de nuestro
pais (Morral 2015, 9).

Precisamente aqui radica la importancia de acceder a las fuentes escritas,
especialmente cuando la sede en cuestion ha perdido la mayoria de los tapices,
ya que contienen registros conservados que testifican la existencia de tapices en
inventarios, libros de cuentas y otros libros de tesoreria.

En ese sentido, las catedrales de la Santa Creu i Santa Eulalia de Barcelona
y Sant Pere de Vic, contienen en su documentacion capitular registros de
draps de ras que no solo hablan de su integracion en el tesoro del templo,
sino también de sus usos, su mantenimiento, asi como de las relaciones
contractuales con maestros tapiceros que contribuian a mantenerlas en buenas
condiciones.
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Tapices de la serie Alegérica.
Catedral de Tarragona, 1928.
O©IAAH.

1 ACB. Inventario de
sacristia, 1596, fol. 32r.

2 Diversos autores han
definido bancal. GUDIOL,
Josep M2. Nocions
d’arqueologia sagrada
catalana, 2@ ed., Vic:
Impremta Balmesiana, 1931,
p- 301. Y, finalmente, M2 Rosa
Terés se refiere a estos como
«una forma més econdmica
dels tapissos», en TERES,

M2 R. «Art profa i vida
quotidiana entorn a 1400: els
inventaris barcelonins». Acta
historica et archaeologica
mediaevalia, 19. 1988,

pags. 295-317, 298.

La catedral de la Santa Creu i Santa Eulalia de Barcelona,
testimonios de una coleccion

Por todo lo mencionado anteriormente, la documentacion textual juega un
papel determinante a la hora de evidenciar el registro de objetos del tesoro
catedralicio. Concretamente, por la documentacion de sacristia, sabemos que
el altar se decoraba con tapicerias de diversos tamaiios, segun la solemnidad
requerida en cada caso.

Asi se indica en una descripcion del inventario de sacristia de 1596.

Entre muchos otros items y tejidos litirgicos, se sabe que el templo custodiaba
«quatre bancals de drap de ras», empleados en los bancos de piedra del

altar mayor para decorar el espacio reservado a personajes de alto rango.
Asilo especifica la referencia «a hont se assenten los ma[gnifichs] consellers

y cavallers y ciutedas [...]».!

Si bien la referencia no describe la imagen del bancal,? es probable que se
trate de un escudo heraldico. En cambio, si prioriza en la descripcion el estado
de los bancales como «usat» (usado), como un rasgo caracteristico propio de
ese grupo de bancales. De este modo, permite considerar que lejos de estar
en condiciones dptimas, se encontraba visiblemente desgastado y, aun asi, era
empleado frecuentemente.

De igual forma, el inventario de sacristia de 1537 nos habla de la existencia
de mas bancales. Este indica un total de nueve bancales con las armas de
Carlos V, monarca que visito la ciudad condal y la catedral por primera vez el
15 de febrero de 1519 (Foronda y Aguilera 1914, 138). En honor a la celebracion
de las fiestas del Toison de Oro, la catedral se decor6 en consonancia a la
envergadura del acto. Asi lo expresa en el inventario: «nou peces de ras de
bancaler estrets blancs amb les armes del princep don Carles», por lo que es
probable que dichos tejidos fueran tejidos ex profeso para la glorificacion de su
reinado a su paso por la ciudad.

DRAPS DE RAS EN LA DOCUMENTACION CAPITULAR.
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ACB - Inventario de sacristia, 1596, fol. 32r.

ACB - Inventario de sacristia, 1537, fol. 13
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3 ACB. Libro de cuentas de la
sacristia, 1519-1521, fol. 40v.
4 Rosa M* Martin i Ros,
quien ha analizado el tejido
des de un punto de vista
iconografico y técnico, lo
sittia cronoldégicamente en

el ultimo tercio del siglo xv.
MARTIN, Rosa M. «Els
teéxtils medievals a la catedral
de Barcelona». Dart. 1993,
pags. 187-203, 199.

5 ACB. Inventario de
sacristia, 1522, fol. 9v.

A -~m kil T

ACB. Inventario de sacristia, 1522, fol. 9v..

Ahora bien, los draps de ras no solo aparecian en los inventarios. Al ser
objetos que requieren de un mantenimiento periédico por parte de maestros
tapiceros, también aparecen mencionados en los libros de cuentas. En
noviembre de 1519, el libro de cuentas de sacristia registra un pago de 48
sueldos al maestro tapicero Joan de la Cort, en concepto de «adobar y reparar
los tapis del altar major de misser Gualbes».?

No obstante, de entre los tapices de la coleccion primitiva, destaca el tapiz
conocido como Bautismo de Cristo, el unico conservado del acervo original del
siglo xvI1. La escena tejida, presenta el momento preciso del bautismo en el rio
Jorddn, en una composicién equilibrada y practicamente simétrica.*

Registrado en el inventario de 1522 como un «dosser de ras fi», sus reducidas
dimensiones se asemejan a las de un bancal. Se trata de la tnica referencia
textual en el inventario de 1522, publicado por mosén Mas, donde aparece bajo
una descripcidon que, aunque breve, resulta suficientemente ilustrativa como
para vincular el objeto con la descripcion, de forma practicamente inequivoca:
«Item un dosser de ras fi ab baptisteri de sant johan ab una verge y sant lloreng
y un angel».’
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La catedral de Sant Pere de Vic: tapices y documentos

La catedral de Vic ha sido depositaria de multiples tesoros textiles, de los
cuales muchos han perdurado hasta nuestros dias gracias a la creacion del
Museo Episcopal de Vic a finales del siglo x1x (Verdaguer i Serrat 2016). En
ese contexto, figuras como la de mosén Josep Gudiol i Cunill (Gudiol 1918),
fueron clave en el estudio de las colecciones artisticas de la catedral de Vic

¥, por extension, también dedicé algunos de sus estudios a los tapices. Entre
ellos, publica un acuerdo entre el capitulo de la catedral y un maestro tapicero,
Cristobal de Valladolid, para la realizacion de dos piezas de tapiceria en 1539
(Gudiol 1915).

Ese hecho es relevante porque se trata de una de las pocas publicaciones
que tratan el asunto de los draps de ras custodiados en Vic. No obstante, aqui
radica la importancia de consultar las fuentes documentales. Desde el punto
de vista del estudio del coleccionismo de tejidos en catedrales, los inventarios
custodiados en Sant Pere de Vic son testimonio del uso, mantenimiento y
valoraciéon de multiples de estos. Esto es posible gracias a que la Biblioteca
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ABEV. Archivo Capitular de Vic (ACV), 34/5, Inventario de sacristia, 1494, fol. 37r.
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6 ABEV. Archivo Capitular
de Vic (ACV), 34/5, Libro de
sacristia, 1492, 1464, 1494.

7 ABEV. Archivo Capitular
de Vic (ACV), 34/5,
Inventario de sacristia, 1462,
fol. 6.

Episcopal y Archivo Capitular de Vic (ABEV) actualmente conserva
documentos de gran valor para el estudio de estos tejidos.

Ahora bien, ;qué tapices tenia la catedral en los siglos xv y xv1? El estudio de
las fuentes textuales aporta nuevos datos que confirman que la sede acumuld
una notable coleccion de tapices desde el siglo xv. Se conoce gracias a los
numerosos inventarios de la sacristia realizados a lo largo de ese siglo, que
permiten trazar el comportamiento de las piezas durante casi noventa afos.

Sabemos que en el ultimo cuarto del siglo xv comenz6 a aparecer por
primera vez una acumulacion considerable de tapices. Concretamente, segun
los inventarios de sacristia, sabemos que ya en 1462 la sede contenia un gran
total de 8 tapices.® Ya el inventario de 1462 nos ofrece descripciones detalladas
de las escenas de algunos tapices. Tal es el caso de un tapiz ilustrado con dos
figuras, una femenina y otra masculina, ambas rodeadas de «molts brots e flors
de diverses colors».” Otro item describe dos bancales con escenas de hombres
y mujeres, aparentemente situados en la naturaleza que contienen «homens
com de fembres, de diverses colors ab arbres al mig de les ymages, los quals en
Jacme de Campamar quondam ha dats a Sent Pere».

Finalmente, la referencia mds antigua sobre la presencia y uso de tapicerias
en la sede de Vic, no esta contenida en un inventario, sino en un libro de
tesoreria. Concretamente, el denominado Libri Receptionum de 1427, que,
aunque indirectamente, confirma la presencia y el uso de tapicerias durante la
festividad del santo titular: «Item compri. Sis demés de claus [...] Per posar els
draps deras del sefior bisbe por la fiesta de Sant Pere».

BIBLIOGRAFIA

FORONDA Y AGUILERA, Manuel de.
Estancias y viajes del emperador Carlos V,
desde el dia de su nacimiento hasta el de su
muerte... [S.1.: s.n.], 1914, p. 138.

GUIDOL I CUNILL, Josep. «Per la historia de
la tapisseria a Catalunya II». Pagina Artistica
de la Veu de Catalunya, n°. 418 (11 febrero),
1918.

GUIDOL I CUNILL, Josep. «Tapiceries per la
seu de Vich». Butlleti del Centre Excursionista
de Vich, n°. XIII (enero-marzo), 1915, p. 11.

DRAPS DE RAS EN LA DOCUMENTACION CAPITULAR.

MORRAL, Eulalia. «El Centre de
Documentacid i Museu Téxtil, petita historia
d’un gran desconegut». Datateéxtil, n°. 33,
2015, p. 9.

VERDAGUER I SERRAT, Judit. «Un museu
dins d’un museu: la col-leccié textil del
Museu Episcopal de Vic». Datateéxtil, n°. 35,
2016.

TAPICES EN LAS CATEDRALES DE BARCELONA Y VIC, SIGLOS XV Y XVI

6










Datatextil 43

1 Licenciada en Disefno

de Indumentaria por la
Universidad Provincial

de Cérdoba, Argentina
(2020-2024). Desde 2021
investiga y trabaja en diseno,
arte textil y escritura, y
complementa su formacién
con clases practicas y
seminarios. Obtuvo una Beca
de movilidad internacional
para estudiar en la Escuela
Superior de Disefio de la
Region de Murcia, Espafia
(2021-2022). Se desempena
como docente de Nivel
Superior en Disefio. Vive

y trabaja en Cérdoba,
Argentina.

por MARfA Paz COLIGUANTE!

En el living de una casa de campo en el interior de la provincia de Cérdoba
(Argentina), Susana cuenta: «... Esto tiene un resultado concreto. Cuando hilas,
puedes hacerlo con diferentes finalidades, pero al final, tendras un ovillo de
lana...» (Fey 2022), como una forma de materializar el conocimiento. Un ovillo
de lana que se va formando desde el vellon suelto, suave, con el movimiento
de las manos y la coordinacién con la rueca, el sonido ritmico del movimiento
de pasadas, el vellén que se retuerce, el hilo se forma y se ovilla en un carretel.
Muchas son las instancias que atraviesa el vellon para convertirse en lana, como
el proceso que requiere el aprendizaje. Esta publicacion propone pensar los
oficios —en este caso el textil— como productores de conocimiento, donde no
sélo se construyen prendas, sino también gestos, preguntas y saberes.

Este articulo, derivado del trabajo final de la Licenciatura en Disefio
de Indumentaria de la Universidad Provincial de Cérdoba (Argentina),
explora la influencia de las primeras experiencias de aprendizaje textil en el
contexto doméstico y su impacto en la practica profesional del disefiador.
Estas experiencias, en conjunto con la formacién académica, inciden
significativamente en la practica profesional al integrar la dimension emocional,
las técnicas y procedimientos, y a las personas involucradas en la transmisiéon de
los saberes textiles, que permean asi la practica del disefo.

Registro Fotogréfico de entrevistas. Taller textil de Susana Fey. Despenaderos, Provincia de Cérdoba, Argentina.

ENTRELAZANDO PASADOSY FUTUROS: EL APRENDIZAJE DEL OFICIO TEXTIL EN EL CONTEXTO DOMESTICO
Y SU INFLUENCIA EN LA PRACTICA PROFESIONAL DE LOS DISENADORES DE INDUMENTARIA
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'
Investigacion
cualitativa

OFICIO TEXTIL

del conocimiento

El objetivo general del trabajo radica en motivar el reconocimiento del
aprendizaje no formal de la practica textil y su aporte a la formacién académica
en disefio para el enriquecimiento de la disciplina. Los objetivos especificos
consisten en registrar las experiencias de aprendizaje textil en el contexto
doméstico, reconocer como los disefiadores integran estos conocimientos
informales en su practica profesional y evaluar la influencia de las instancias
educativas formales e informales en su practica.

El articulo sigue una estructura secuencial, comenzando con la metodologia
empleada, presentando luego las tres etapas clave de la investigacion y
finalizando con las conclusiones alcanzadas.

ESQUEMA DE SINTESIS CONCEPTUAL *

~ 4
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/ \
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(diseiadoras de indumentaria y hacedoras textiles)
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I

v
ETAPA ANALITICA (c.2)
|

\d
ETAPA REFLEXIVA (C.3)

*Trabajo Final de Licenciatura. Maria Paz Coliguante, Universidad Provincial de Cordoba, Argentina.

Metodologia: cualitativa, etnografica y participativa

Esta decision se fundamenta en la riqueza que ofrece dicha metodologia para la
comprension y reflexion de las experiencias previas que motivan el aprendizaje
y la practica textil de los casos de estudio. La etnografia en el campo del disefio
actiia como mediadora, acompanante, traductora y cuidadora de un proceso
que relata experiencias humanas (Pérez Bustos 2016).

Como expone Guerrero Arias (2002), los métodos cualitativos implican
la consideracion de las dimensiones espaciales y temporales, pero sobre
todo las dimensiones del sentido, de los significados y las significaciones de
la accién social.

Se opta por este enfoque, por su capacidad para enriquecer el analisis a partir
de las entrevistas que exponen las experiencias de las involucradas en torno
al oficio textil, que ayuda a comprender su practica, tanto individual como
colectivamente, con la comunidad profesional.
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{Como se organizan y dialogan las historias?
La sistematizacion de experiencias

Para Bautista (2011), las personas construyen conocimiento sobre su contexto
social o cultural, tanto individual como colectivamente, interpretando su
realidad a partir de sus experiencias. El objetivo es visibilizar como el oficio
textil genera conocimiento, mediante el estudio de estas experiencias a través de
la observacion participante y el intercambio de saberes.

Se abordan los casos de estudio utilizando la sistematizacion de experiencias
propuesta por Oscar Jara (2015). Esta herramienta implica interpretar
criticamente experiencias, ordenarlas y reconstruirlas para revelar la 16gica del
proceso vivido, incluyendo los factores que intervinieron y cémo se relacionan
entre si.

El propdsito es cotejar experiencias en la practica textil para analizar y
reflexionar criticamente sobre la tematica propuesta.

Sistematizar es reconstruir: Tres etapas de estudio

Los casos de estudio

En esta etapa, se desarrolla la informacién en relacién a la
sistematizacion. Luego, se definen dos grupos de casos de estudio: el
primero, es ejemplificador para las experiencias de aprendizaje de tres
profesionales del disefio de indumentaria, que abarca su formacion
académica y experiencial, y sus aportes a la practica profesional. El
segundo grupo examina las experiencias de tres hacedoras textiles sin
formacion académica en disefo, lo que permite conocer otro tipo de
trayectoria frecuente en el campo del hacer textil y de la indumentaria.

Las entrevistas etnograficas

En esta etapa, se disefla una entrevista semiestructurada a fin de

obtener informacion sobre diversas variables que resultan claves para la
investigacion: el inicio y la permanencia en la actividad textil, las personas
involucradas en la transmision de saberes, las técnicas y materiales, las
nociones de género y las instancias de formacién (académica o informal)
y practica (profesional o laboral).

Este enfoque permite obtener una vision integral, que genera vinculos y
reflexiones sobre las experiencias en el oficio textil. Las entrevistas fueron
grabadas en video y audio para captar mejor sus testimonios, con el
consentimiento pertinente de las entrevistadas.

En toda investigacion, es necesario un ordenamiento, una linea sobre

la cual comenzar a clasificar la informacién obtenida. En esta etapa se
desarrolla una matriz que sistematiza las experiencias, la cual consiste en
un cuadro que reconstruye y ordena la informacién de cada participante
en secciones, de acuerdo con las variables antes mencionadas. Este paso
permite recuperar la informacion y ordenarla en un mismo esquema a fin
de analizar, vincular y poner en tension las experiencias.
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DISENADORAS DE INDUMENTARIA

Maricel Gonzalez Agostina Battisti Laura Gauna

HACEDORAS TEXTILES

LEEFF

Agustina Viazzi Cecilia Cristante Susana Fey

Grafico de casos de estudio.
Trabajo Final de Licenciatura. . . S L. .
Marfa Paz Coliguante, Universidad En esta instancia se lleva adelante un proceso de analisis critico, teniendo

Provincial de Cordoba, Argentina en cuenta todo aquello que se ha descrito, recopilado y clasificado.
Consiste en un proceso de abstraccion para construir sentido de
aquello que brinda la experiencia, que posibilita el reconocimiento de
vinculaciones transversales en relacion a acontecimientos significativos
que se dan al mismo tiempo en las diferentes personas involucradas,
identifica el impacto que generan y promueve la generacion de
interrogantes criticos que favorezcan la interpretacion.

Se realizaron las siguientes reflexiones:

Quiénes comparten lo que saben

Se destaca especialmente el papel de las mujeres como transmisoras de saberes
textiles, quienes, en todos los casos, mantienen lazos familiares o cercanos con
aquellas que reciben esta ensefianza. Esta dinamica refleja la nocién arraigada

ENTRELAZANDO PASADOSY FUTUROS: EL APRENDIZAJE DEL OFICIO TEXTIL EN EL CONTEXTO DOMESTICO
Y SU INFLUENCIA EN LA PRACTICA PROFESIONAL DE LOS DISENADORES DE INDUMENTARIA

a





Datatéxtil 43

Registro fotogréfico de entrevistas.

Taller textil de Susana Fey.
Despefiaderos, Provincia
de Cérdoba, Argentina.

de cuidado, histéricamente asociada a las mujeres en el ambito doméstico, y a la
actividad laboral, binomio que refuerza la convivencia entre sujeto-contexto.

Este proceso favorece escenarios de «ritualizacion» de las practicas textiles,
que contribuyen a la construccion de un sentido de pertenencia, un medio para
comunicar y resistir, y resaltan su caracter sensible y significativo en la vida de
quienes participan en él.

Quién ensena y quién aprende

Las personas que transmiten saberes comparten conocimientos aprendidos de
otros, siguiendo el patron tradicional de los oficios. Es relevante distinguir que
quien aprende inicialmente, con el tiempo y la practica, se convierte en quien
ensefa, integrando el saber adquirido con sus propias experiencias.

Esto sugiere que la transmisiéon de conocimiento no es estatica, sino
dinamica y se enriquece con el contexto, las busquedas estético-funcionales
y la dimensién simbdlica. Ademas, esta se ve influenciada por vinculos
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Registro fotogréfico de
entrevistas. Taller textil de Maricel
Gonzélez. Ciudad de Cérdoba,
Argentina.

emocionales, ya que las técnicas aprendidas de manera ladica e intuitiva se
asocian a las personas que las ensefiaron. Asi, se puede decir que la experiencia
de aprendizaje es integral, y no abarca solo el mero aspecto técnico.

Del aprender al hacer: de la experiencia a la practica profesional

Las diseiadoras y hacedoras trasladan sus experiencias de aprendizaje no
formal a su practica profesional, reflejada en la relacion con los clientes y en la
forma en que abordan el disefio. La vivencia sensible se refleja en la creacion de
un vinculo de confianza que facilita conversaciones sobre los cuerpos, contextos
y usos de las prendas.

Las entrevistadas destacan su responsabilidad de acompaiar a otras personas
a través del textil, valorando la escucha, la cercania y teniendo presente que
aquello que producen sera recibido por otra persona que no solo lo usar4, sino
que permitira transitar la vida social.

Aungque inicialmente el aprendizaje no formal puede parecer desvinculado
de aspectos afectivos, influye claramente en su enfoque profesional. Optan por
ofrecer un servicio de trabajo a medida, atemporal, versatil y durable, en lugar
de optar por grandes voliumenes de produccion.
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Registro fotogréfico de
entrevistas. Taller textil de Cecilia
Cristante. Justiniano Posse,
Provincia de Cérdoba, Argentina.

Recorridos formativos: el aporte de la academia
y del aprendizaje no formal en la practica profesional
del disenador de indumentaria

En el caso de las disefiadoras, la formacion académica es validada con una
titulacion que refleja su trayectoria. Esta formacion ofrece un conocimiento
integral de la disciplina, al entender la relacion entre los diferentes espacios
curriculares y la capacidad para llevar adelante propuestas idoneas para la
practica profesional. La educacion formal proporciona herramientas tedricas
y practicas, que ayudan a comprender la relacién cuerpo-vestido y a aplicar la
teoria a la practica y viceversa.

Por otro lado, quienes aprenden de manera autodidacta en un contexto
familiar valoran la practica experiencial. Consideran que la inmersién en
la técnica y la manipulacion prolongada de materiales hacen su aprendizaje
mas consciente y sensible. Estas personas exploran y cuestionan las técnicas,
considerando estas experimentaciones como parte del proceso de aprendizaje,
y destacan la importancia del cuidado y la interaccion entre el cuerpo y el textil
en su practica.
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Registro fotogréfico de
entrevistas. Taller textil de
Agostina Battisti. Villa Maria,
Provincia de Cérdoba, Argentina.

Conclusiones

Este articulo destaca la diversidad de caminos que pueden existir para la
construccion del conocimiento en torno al oficio textil y su validacién, con el
fin de enriquecer la disciplina. Se evidencidé que el conocimiento no es estatico,
sino que se construye dindmicamente a través de la interaccion entre la practica,
la formacion académica y las experiencias personales en torno al textil.

Al reconocer que la transmision de la practica textil tiene caracteristicas
propias de las nociones de cuidado supeditadas al género femenino, resulta
necesaria la revision histdrica de la misma. Esta nueva lectura habilita la
comprension del hacer textil como un acto politico que puede transformarse en
tal cuando se conoce y reivindica su historia y los agentes involucrados.

La metodologia cualitativa, centrada en la etnografia, ha sido clave para
alcanzar los objetivos propuestos. La observacion participante de los casos de
estudio ha revelado cémo el oficio permea todos los aspectos de sus vidas y
contribuye significativamente a diversos &mbitos como el afectivo, el laboral, el
desarrollo cognitivo y la economia familiar.

El estudio también resalta la necesidad de replantear como se transmite y
valida el conocimiento en el &mbito académico. Invita a ampliar el concepto de
«practica del disefio» para incluir dimensiones culturales, sociales y personales,
ademds de limitar su funcion a la produccion de objetos para la satisfaccion de
las necesidades humanas.
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Registro fotogréfico de
entrevistas. Taller textil de Laura
Gauna. Ciudad de Cérdoba,
Argentina.

Por otra parte, se ha evidenciado que la experiencia de aprendizaje no formal se
traslada a la labor de las disefiadoras, que se inclinan hacia un trabajo artesanal y
personalizado en lugar de hacia la producciéon masiva. Considerando lo expuesto
anteriormente, este articulo invita a favorecer didlogos y acciones participativas
entre la academia y la educacion no formal, construyendo propuestas que inviten
a tender puentes y a experimentar desde la propia vivencia, que toda experiencia
formativa es una forma de pensar y hacer disefo.

Se espera que estas reflexiones promuevan una practica de disefio mas
inclusiva, respetuosa y consciente, que promueva el didlogo, valores saberes
diversos y reivindique la historia y a los actores de la disciplina.
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El Museu de I'Aigua i el Textil
de Manresa. Referent nacional
de la historia de la industria cintaire

per EUDALD SERRA GIMENEZ,
director del Museu de I'Aigua i el Textil de Manresa

El Museu de ’Aigua i el Textil és I’'espai de referéncia quan parlem de patrimoni
industrial a Manresa. Al museu, que forma part del Sistema Territorial del
mNACTEC, s’hi explica la historia i I'evolucid de la industria cintaire, a

partir d’una colleccié excepcional de maquines, construides i posades en
funcionament a la mateixa ciutat. També s’hi explica la importancia de I'aigua
per al desenvolupament local gracies a la Séquia de Manresa, que va contribuir
al creixement social i economic del territori. El museu vol ser un element de
desenvolupament del pla de Bages i el seu pla d’accié va encarat en aquest sentit,
en el de ser el museu de patrimoni industrial de referéncia en un territori situat
entre dos dels rius més industrialitzats de Catalunya: el Llobregat i el Cardener.
La col-leccio se centra, sobretot, en el patrimoni textil i el relacionat amb 'aigua,
i disposa actualment de gairebé tres mil peces inventariades, entre elles algunes
d’excepcionals, que formen el fons d’industria téxtil cintaire més important del
sud d’Europa.
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La historia del museu

El museu va néixer 'any 1992 com a Museu de la Técnica de Manresa, fruit

de la col-laboracié de diverses institucions, entre elles el Col-legi d’Enginyers
Industrials, Aigilies de Manresa, l’Ajuntament de Manresa i el Museu Nacional
de la Ciéncia i la Tecnica de Catalunya, que va fructificar en la creaci6 de la
fundacid per a la promocié del Museu de la Técnica de Manresa.

La ubicaci6 que es va triar per acollir el museu va ser l'edifici dels Diposits Vells
de Manresa, construits entre el 1861 i el 1865 pel mestre d’obres Maria Potd, i que
va servir com a espai d’ emmagatzematge d’aigua fins 'any 1980, moment en que
van ser buidats i s’inicia un procés de restauracio i adequacié de 'espai que es va
convertir finalment en museu.

El museu va anar recollint peces i documentacio6 de les fabriques que
progressivament s'anaven tancant a la ciutat i, d’aquesta manera, es genera un
important fons que permeté crear dues col-leccions diferenciades, relacionades
amb la industria del teixit estret o cinteria i la vinculada amb I'aigua i la Séquia
de Manresa, construida al segle x1v i que amb la seva construcci6 va generar
una gran quantitat de patrimoni posterior, relacionat amb la gestié i els usos
de l'aigua, des del regadiu, passant pels usos industrials, fins a arribar als usos
domestics.

Dels tres diposits del museu, dos es van dedicar a acollir les exposicions
permanents i l’altre es va adaptar com a espai polivalent al servei de la ciutat i
actualment acull importants esdeveniments de diversos ambits publics i privats.
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La sepa
a manrgeEsa A#Aid

L'any 2022, coincidint amb la celebracié del seu trente aniversari, el museu va
entrar al registre de Museus de Catalunya i va canviar el nom pel de Museu de
I’Aigua i el Textil, una denominacié que I'apropa més a I'espai que ocupa i a les
seves col-leccions.

Les exposicions permanents

De la collecci6 original del museu, se’n van acabar generant dues exposicions
permanents, la del textil, relacionada amb la industria del teixit estret o
cinteria, i la de la Séquia, vinculada a la construccié del canal i als usos de
'aigua al llarg del temps.

Les actuals exposicions permanents van ser inaugurades els anys 2008 i
2009 i repassen de manera cronologica les principals formes de produccié
més tradicional i artesanal dels teixits, que comprenen des de la produccié de
peces de seda en época medieval i moderna fins a la incipient industrialitzaci6
del segle xv111, sobretot en forma de passamaneria i telers vetaires, i la
industrialitzaci6 posterior, amb la llana i el cotd, i acaben amb les fibres
sintétiques i la produccid de cintes del segle xx1.

Lexposici6 de I'aigua també fa un recorregut pels origens de la Séquia de
Manresa, dedica un espai a la hidrometria i a la hidrologia, i finalment mostra
els diversos usos de I'aigua, 'industrial i el domestic, i el regadiu. Aquesta segona
exposicio es troba actualment en un moment de replanteig, a causa, sobretot, dels
importants canvis derivats de la crisi climatica i de les necessitats i oportunitats
que sorgeixen continuament derivades dels usos de 'aigua.

EL MUSEU DE LAIGUA | ELTEXTIL DE MANRESA.
REFERENT NACIONAL DE LA HISTORIA DE LA INDUSTRIA CINTAIRE

3





Datatextil 43

La Séquia es va construir al segle x1v en un context de fams i pentries
provocades per una serie d’anys de males collites. Els consellers de la ciutat van
aconseguir el permis del rei Pere III per captar aigua del riu Llobregat a I’alcada
de Balsareny i portar-la fins a Manresa a través d’un canal de 26 km, la Séquia de
Manresa, que va ser projectat pel mestre major d’obres Guillem Cata.

A finals del segle x1v, després de més de quaranta anys d’obres, 'aigua entrava
a la ciutat, i representava un punt d’inflexié que encara podem veure avui.
Gracies a l'aigua, els camps de seca de I'entorn de la ciutat es van transformar en
regadius, uns regadius encara en us i que avui dia en esforcem per posar en valor,
com a productors d’aliments de qualitat, de proximitat i ecologics. Més tard, ja al
segle xv111, les primeres fabriques domestiques van utilitzar el sobrant de I'aigua
de la Séquia, que es desaigua pels torrents de Sant Ignasi i dels Predicadors, per
fer funcionar les primeres turbines i els telers, precursors de les grans fabriques
de riu i de les colonies industrials. Al voltant de la Séquia, i sobretot amb la
construccié del llac de ’Agulla, s’ha creat un ecosistema, un autentic corredor
ecologic d’especies animals i vegetals de gran interés. Finalment, i en I’ambit més
urba, sexplica la distribucié de I'aigua dins de la ciutat, la seva potabilitzacio,
depuracié i gestid, un tema actual i de maxim interes, en qué es prioritza explicar
la petjada hidrica o la distribucié de I'aigua al mon.

Extensions del museu

El Museu de I’Aigua i el Textil forma part d’un conglomerat d’edificis
patrimonials i turistics que s’ha unit sota la marca comercial de Parc
de la Séquia, sota la qual funciona la Fundacié Aigiies de Manresa-Junta

EL MUSEU DE LAIGUA | ELTEXTIL DE MANRESA.
REFERENT NACIONAL DE LA HISTORIA DE LA INDUSTRIA CINTAIRE

a





Datatéxtil 43

de la Séquia des de la seva creacio, I'any 2011, moment en que I’antiga Fundacié
per a la promoci6 del Museu de la Técnica de Manresa canvia de nom i
d’estatuts i amplia I’ambit d’actuacié cap a temes ambientals, turistics i de
lleure.

Entre els edificis que entren a formar part de la nova fundacid, hi tenim
el Centre de ’Aigua de Can Font, una masia medieval de propietat municipal
que 'any 2005 va ser restaurada per Aigiies de Manresa i on la nova fundaci6
hi té la seu des de I'any 2011. Dins el centre de 'aigua, s’hi poden trobar dues
petites exposicions sobre la distribucié de I'aigua a la ciutat i els bons usos
de l'aigua, com també diversos espais educatius i un laboratori, on una gran
quantitat d’escoles i instituts de I'entorn venen a conéixer les peculiaritats fisiques
i quimiques de I'aigua, i la biodiversitat de I'entorn.

El Centre de ’Aigua, que el 2023 es va convertir oficialment en extensio
del museu, també acull un centre de documentacié amb un important fons
procedent tant d’Aigilies de Manresa com de la Junta de la Séquia, la comunitat de
regants de Manresa.

Un altre dels edificis que forma part del conglomerat és I'InfoSéquia, un punt
d’informacié turistic situat al Parc de I’Agulla, indret que acull I'actual reserva
d’aigua de la ciutat de Manresa, amb més de 200 milions de litres que poden
donar servei a la ciutat i el seu entorn (uns 130.000 habitants) durant gairebé una
setmana en cas que calgui fer reparacions al canal. LInfoSéquia és també un bon
punt d’inici per recérrer diverses rutes de senderisme a I'entorn del canal o del
regadiu de Manresa, i també perque escoles i families duguin a terme activitats de
caire ambiental, que s'ofereixen des de la mateixa fundacio.
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La darrera incorporacié va ser la Casa de la Culla, una masia també d’origen
medieval, i que I'any 2016 es va sumar al projecte. La Culla es troba situada en un
dels sectors de Manresa on es troben importants zones de regadiu, perd també
permet parlar del seca i especialment del vi, en haver estat una important masia
productora en época moderna.

No es descarta que en els propers anys s’hi puguin afegir nous espais com a
extensions del museu, sobretot elements relacionats amb el patrimoni industrial
de la ciutat de Manresa, que ’Ajuntament esta recuperant amb nous projectes
d’adequaci6 d’aquests edificis.

Espais de col-laboracio fora de I'ambit local

A part de les collaboracions a escala local, el museu també col-labora amb
diverses institucions a escala nacional i internacional. La més destacada n’és
que forma part del Sistema Territorial del Museu Nacional de la Ciéncia i la
Tecnica de Catalunya, que inclou 26 museus i centres patrimonials de referéncia
per entendre la industrialitzacié de Catalunya i les seves conseqiiéncies socials
i economiques en diferents punts del territori. Es tracta d’'un museu nacional
estes arreu del pais i en que cada localitat exposa I'impacte i la tipologia
d’industries que més hi van proliferar.

El museu també forma part de la XATIC, la xarxa de turisme industrial
de Catalunya, creada I'any 2006 i en que els municipis associats paguen una
quota per millorar el seu posicionament dins el mén del turisme industrial.
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A més, la xarxa crea activitats conjuntes amb la participacié de bona part dels
associats, com ara la Setmana del Turisme Industrial, i ofereix a les empreses en
funcionament un manual per adaptar els seus espais a les visites obertes al public,
amb un programa anomenat Industria Viva.

En I’ambit internacional, la principal xarxa de col-laboracié és la Wamu-net
(Water Museums Global Network), que és un organisme avalat per la UNESCO
i que busca dotar els museus dels cinc continents d’una eina de col-laboracié.
Actualment inclou més de cent membres de quaranta paisos diferents.

A dia d’avui, el museu es troba en procés d’entrada a dues xarxes més, la
de Museus Locals de la Diputaci6 de Barcelona i la Xarxa de Museus Textils,
que permetran establir linies de col-laboracié amb la resta d’integrants d’una
inddstria molt diversa i que a Catalunya ha tingut i continua tenint un gran
impacte social i economic.
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1 En GARDUNO LARA

et al. 2006, se compila 'y
analiza practicamente toda la
bibliografia sobre bordados
sevillanos realizada desde la
publicacion de José Gestoso
en 1885 sobre el penddn de

la ciudad, pasando por las
notables contribuciones de
Turmo, Fernandez de Paz,
Gonzélez Mena y Maiies, entre
otros muchos. Posteriormente,
se han realizado nuevas e
interesantes aportaciones,
como las de GELO PEREZ
2017, pags. 194-206; 2018,
pags. 237-270; NAVARRO
AMBROJO 2019,

pags. 210-230; LUQUE
TERUEL 2020; GARCIA
RODRIGUEZ 2020,

pags. 243-269.

2 Aunque no hemos

podido localizar la partida
de bautismo o defuncién

de nuestra protagonista ni
ningln padrén vecinal, en

la parroquia de San Vicente
Martir de Sevilla se recogen
los bautismos de sus hijas. En
tres de ellas se especifican los
nombres de los progenitores
de Rafaela.

3 Para conocer a esta
bordadora recomendamos

la consulta de SANTOS
MARQUEZ 2023 [en
imprenta]; de AMORES
MARTINEZ 2023,

pags. 836-843 y GARCIA
RODRIGUEZ 2025 [en
imprenta].

4 Quisiera agradecer al

Dr. D. Antonio Joaquin
Santos Marquez, mentor y
buen amigo, la aportacion

de esta noticia ya que el
nombre de Rafaela Monferrin
no se transcribid en la

por JosE MANUEL GARCIA RODRIGUEZ,
Conservador-restaurador de Bienes Culturales

Desde que a finales del siglo x1x los textiles se comenzasen a valorar como
auténticas obras artisticas, interesantes investigaciones han aportado cuantiosos
datos a la historiografia. Entre los primeros focos artisticos estudiados se
encontraba el sevillano, ya que la que fuese conocida como «nueva Roma»
albergd desde el siglo xv una produccion de primer orden que se ha mantenido
en activo hasta nuestros dias. Por ello, y pese a que la bibliografia es prédiga,
todavia siguen apareciendo nombres de artifices y trabajos desconocidos, por lo
que su atencion sigue siendo tan necesaria como productiva.'

En las presentes paginas trataremos sobre Maria Rafaela Monferrin
Fernandez (DOC. 1794-1828), una, hasta la fecha, desconocida artista que
form¢ parte de una significativa saga de bordadoras. Sobre su vida sabemos
poco, aunque podemos aseverar que nacié en Sevilla, fruto del matrimonio
formado por Francisco Monferrin y Antonia Fernandez,” probablemente a
mediados de la segunda mitad del siglo xv1i1. En 1794 aparece registrada
como oficiala del taller de la bordadora Antonia Bazo Davied;? este dato, que
se recoge en un documento encontrado en el estandarte de la Hermandad
Sacramental de la sevillana iglesia de Santa Ana, es el tnico que, de momento,
la certifica como profesional del bordado en oro, lo cual ha sido de suma
importancia para el desarrollo de esta investigacion* (doc. 1y fig. 1).

El cargo con el que se la define denota que por aquellos momentos su carrera
tendria cierto bagaje. No hay que olvidar que hasta 1836 no desaparecio
completamente la estructura gremial y que, por lo tanto, el oficio del bordado
estaba, en parte, supeditado a sus ordenanzas (Turmo 1955, 25-31; Gonzélez
Gomez 2006, 71-142). Si bien no podemos obviar que la aplicacion durante
las décadas finales del siglo xvi11 de la Real Orden de Carlos III de 1779, que
resolvia que las mujeres se dedicasen a las labores «propias de su naturaleza,
hizo que el inmemorial oficio de bordador fuese tornando gradualmente
a una nueva condicién de mera labor doméstica o artesanal, desarrollada
principalmente por mujeres, lo que debi6 de facilitar a esta artifice acceder a
una buena formacién y desarrollo en la profesion (Pérez Sanchez 1999, 20-21,
70-71; Gonzalez Mena 1985, 680, 690).

Unos anos después de ese hecho, durante la primera década de 1800,
nuestra protagonista debié de contraer matrimonio con el gaditano Antonio
Janin Prensiz.> Con él estableci6 su domicilio en la feligresia de San Vicente

Prensiz. No sabemos la fecha
en la que emigro a Sevilla
desde su ciudad natal. De los
parcos datos que conocemos
sobre ¢él, sabemos que

desempeiiaba la profesion

de carpintero —Archivo
Municipal De Sevilla (AMS),
Matrimonios 1841, fol. 26—,

y que pertenecia a la Venerable

publicacion que dio a conocer
el documento de AGUILAR
DIAZ 2016, p. 592.

5 Sumarido era hijo legitimo
de Antonio Janin y Maria
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Orden Tercera (V.O.T.) de
San Francisco, lo que denota
su fuerte espiritualidad.

De ello da fe su aceptacion en
la orden de los Capuchinos
del convento homénimo de
Sevilla en 1847, aunque desde
1817 pertenecia a la orden del
convento de San Antonio de
Padua de la misma ciudad.
Por su interés reproducimos la
inscripcion:

«En once de junio de 1847 se
incorporé y visti6 el S.' Habito
de este V.O.T./ D.» Antonio
Janin hijo de otro y D.* Maria
Prinsis (sic), en virtud/ de
Patente que presento del

V.O. de S." Antonio de esta
Ciudad/ su fecha diez de Julio
de 1817, firmada por el P
Visitador Fr. Juan/ Antonio
Rodriguez, de D." Manuel
Ramirez Gallardo Ministro,
y/ refrendada de su Srio. 2°
D." Lorenzo José Valera; y fue
en manos/ de N.° P.* Com.°
Fr. Fran. de Paula de Estepa,
y fue su Padrino/ D." Antonio
Giralde, de que doy fe=/
R.CY.P.A./ +/ Por mandado
del V.O.T/ Ant.° Blanco/ S.1°
[rubrical]». Archivo Historico
Provincial de Capuchinos

de Andalucia (AHPCA),
Legajo 257, Registro de
hermanos de la V.O.T. de
Capuchinos de Sevilla:
1706-1874. Libro Segundo de
Recepciones y Profesiones del
V. Ord.” 3°de RR. P. Cap.*
desdeel Aio de 1757 hasta
1872, fol. 469v.

Su hija Antonia sigui6

los mismos pasos. Véase
GARCIA RODRIGUEZ 2022,
pags. 30-34.

6 Hace referenciaala

calle Dados, actualmente
denominada de Puente y
Pellén.

7 Ahora calle de Don Alonso
el Sabio.

8 Menos de la mayor de sus
hijos, de quien no hemos
localizado la partida de
bautismo y conocemos la fecha
por medio de los padrones
vecinales (c. 1802), podemos
apuntar que nacieron en 1810,
1812, 1814, 1817, 1819 y 1821,
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Figura 1. Imagen publicada en Aguilar Diaz, J., en Santa Ana de Triana: Aparato histérico-artistico,
Sevilla, Fundacién Cajasol, 2016, p. 592.

DOCUMENTO 1: 14/04/1794
Autoria del estandarte sacramental

ARCHIVO HISTORICO PARROQUIA DE SANTA ANA DE SEVILLA

AHPSAS, papeles varios, s. p.

EnlaCiudaddeSevillaen 14 deabril de 1794/ **** y en el antecedente se bordd/ el simpecado,
siendo directora y maestra de/ *** alajas [sic] para su construccion D* Antonia/ Bazo en
calle Daos,® en la esquina de la calle del/ Burro,” con n.° 33, trabajaron de oficialas/ ***
de obra las sefioras siguientes/ Dofia Maria ;Antonia? Gonzdlez/ Dofia ;Maria? Santos
Caro/ *** Martinez/ Dofia Maria de los Dolores Sdnchez/ Dofia Ana Maria Sdnchez/
Doiia Rafaela Monferrin/ Arreglado por Esperanza Rodriguez 1940 [afiadido posterior]/

XX por nuestras Almas.”

y engendro a siete retofios: Rosario, Dolores, Manuel, Amparo, Antonia,
Rafela y Mercedes.® De todas, las mas conocidas, precisamente por seguir los
pasos de su madre, fueron Antonia y Mercedes, quienes, pese a ser discipulas

respectivamente. Archivo
Histodrico Parroquia de San
Vicente Martir (AHPSVM),
Caja 312, Bautismos, Libro 28
(1802-1815), fol. 228v, 292r,
330v; Libro 29 (1816-1825),

fol. 33v, 104r, 190v. Los

datos fueron publicados en:
GARCIA RODRIGUEZ 2023,
pags.30-39.
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9 En Ibidem, 30-39,
apuntamos la hipdtesis sobre
la formacion de las hermanas
Janin Monferrin pudo haberse
realizado en el taller de
Manuel Maria Ariza Campelo,
conjetura que ahora en estas
paginas debemos desechar

al encontrar felizmente una
carta, firmada por el diseiador
Emigdio Serrano Davilay
fechada en 1892, donde se las
cita como «las ancianas Janin,
discipulas de las Zuloaga».

El dato hemos podido
consultarlo en el Archivo
Historico de los Marqueses de
Cerverales (AHMC), Fondo
Natalia Reyna y Judrez de
Negron, Legajo 85, Carta de
Emigdio Serrano Davila a José
Ramos Mejias fechada entre el
6y 29 de octubre de 1892, en
GARCIA RODRIGUEZ 2024,
pags. 44-73.

10 Antonia llegé a regentar

un taller propio del que
salieron importantes trabajos,
como un terno para el

Primer templo de la ciudad.
GARCIA RODRIGUEZ 2022,
pags. 30-34.

11 Archivo Hermandad Del
Santo Entierro De Sevilla
(AHSES), Mayordomia,
Comprobantes, Legajo 17,
carpeta 10, fol. 2r/v. MESTRE
NAVAS 2010, p. 186.

Figura 2. ;Rafaela Monferrin Fernandez?
(adaptacion de bordados), Tunica de

la Virgen de Villaviciosa, 1828, Sevilla,
Hermandad del Santo Entierro.

Foto: © Pedro J. Clavijo.

directas de las hermanas Zuloaga,® a buen seguro recibirian de su madre vastos
conocimientos de la profesion.'

Pero volviendo a la vida laboral de nuestra protagonista, es posible que
con su matrimonio los trabajos disminuyesen, especialmente al dedicarse a
la maternidad. No obstante, parece ser que en el afio 1828 se documenta una
nueva obra suya. Esta vez trabajaria en solitario, como si tuviese un taller en
propiedad, contraviniendo las restricciones gremiales todavia existentes, pero
ya mas laxas debido a las mencionadas normas promulgadas por Carlos III.

El dato quedo registrado en las cuentas de la Hermandad del Santo Entierro
de Sevilla, donde se recogié que «Maria Monferrin» realizé una tunica negra
bordada en oro para la imagen de la Virgen de Villaviciosa en la citada fecha."
Y es que, aunque su segundo nombre no aparezca, no creemos que en Sevilla
hubiese en la misma época dos bordadoras de apellidos y nombres iguales, por
lo que, aunque con cierta prudencia, adscribimos a su catélogo la citada obra.
Maxime, sabiendo que la cofradia tenia su sede en el barrio de San Vicente,
donde también vivia la familia Janin-Monferrin.

Volviendo a su trabajo para el Santo Entierro, no esta muy claro si la cofradia
conserva la comentada tunica, al igual que el manto que la acompanaba y que
se encargase en la misma fecha a Francisca de Paula Zuloaga, maestra como
hemos dicho de sus hijas y regenta del taller, junto a su hermana Rita, en el
que Monferrin pudo colaborar estrechamente tras la muerte de Antonia Bazo.
A pesar de todo ello, la dolorosa cuenta con un antiguo conjunto de tunica y
manto que se encuentra muy alterado (fig. 2). Los bordados estan muy lejos
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de la estética que las citadas Zuloaga empleaban ya por esa época (Sierra
Lozano 2024). De hecho, parecen haber sido reutilizados de una pieza litargica
anterior (Sanchez de los Reyes 2023), por lo que, si se tratase de las comentadas
obras, ambas bordadoras se encargaron tan solo de la adaptacién de unos
bordados antiguos para que los vistiese la dolorosa. Esto, ademas de no aportar
datos certeros sobre su estilo y técnica, no es mas que una hipotesis, y debido a
ello, solo podemos mencionar documentalmente el registro de esta mujer como
artista del bordado sevillano, sin poder adscribirle con seguridad, al menos de

momento, ninguna pieza conservada.
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Fig. 1. Similitud en los plisados

de la saya ajustada y el vestido
Delphos. Fotografia (izqda.):
Tapadas limenas, 1902. Eugenio
Courret. Dominio Publico.
Fotografia (dcha.): Model wearing
a Delphos, 1920. Mariano Fortuny.
Archivo Museo Fortuny.

por LAURA REANO VELARDE,
Historiadora de Arte, Universidad de Valencia

Antes de que el iconico vestido Delphos de Fortuny lograra reconocimiento en
el siglo xx en Europa y América, en el siglo xvi1 en Lima, la capital de los reinos
del Peru, existia una vestimenta conocida como la tapada limeiia, cuya saya
ajustada de finos pliegues guarda gran similitud con los pliegues del vestido
Delphos (fig. 1).

El propésito de este estudio es examinar la singularidad de la técnica textil
del plisado de la saya ajustada de la tapada limena, que consideramos como
un antecedente de los plisados del vestido Delphos de Fortuny. Otro aspecto
relevante a destacar es que, ademas de ser prendas anacronicas, también
coincidieron en compartir la misma percepcion social que se tuvo de ellas al
ser valoradas en sus respectivos tiempos como simbolos del movimiento de
liberacion femenina. Sustentaremos estas caracteristicas distintivas a través de
diversas fuentes materiales, escritas y visuales.
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1 La 6pera bufa La Périchole,
de Jacques Offenbach, se
present6 en 1868 en el Théatre
des Variétés de Paris. La
soprano Hortense Schneider,
en el papel principal,
representa a una tapada
limena vestida de forma
oriental.

Fig. 2. Textiles con disefos inspirados en la Cultura del Antiguo Per, realizados por la Casa Fortuny. Tejidos, 1907-
1947. Mariano Fortuny. Museo del Traje CIPE.

Cabe senalar que el presente articulo no tiene la intencién de confirmar si
Mariano Fortuny y Henriette Nigrin conocian los plisados de la tapada antes
de crear el Delphos. No obstante, resulta de interés poder establecer conexiones
entre Mariano Fortuny y la cultura del Perd. Como punto de partida de ese
enfoque destacamos el interés de Fortuny por las culturas antiguas y orientales,
en un momento en el que América era considerada como Oriente. En
relacion con la tapada, hemos identificado vinculos de artistas peruanos que
representaron el traje de la tapada en Europa y que fueron cercanos al entorno
familiar del artista. Otra evidencia de esa aproximacion son los textiles de
tematica peruana realizados por Fortuny (fig. 2).

Para la creacion del vestido Delphos, Mariano Fortuny y Henriette Nigrin,
probablemente se inspiraron en la escultura griega La auriga de Delfos. E1
vestido tipo tinica emula los patrones del quiton griego, si bien para el plisado
emplearon una técnica distinta a la griega. En 1909, patentaron en Paris una
una maquina textil para ondular plisados. Se conoce que para la elaboracién
de los Delphos, los artistas llevaban a cabo una labor de gran secretismo en
su fabrica de Venecia, hasta el punto de que, cuando murié Fortuny, Nigrin
tird toda la documentacion de la técnica del plisado al Gran Canal de Venecia
(Banares 2017, 43-47).

En el siglo xvi1, las damas limefias lucian un atuendo distinto al que
predominaba en Europa. La tapada limefia fue concebida para salvaguardar la
modestia. Sin embargo, con el paso del tiempo, las limenas aprovecharon ese
vestido para exhibir su encanto y coqueteria. Ese comportamiento provoco la
censura de su uso a finales del siglo x1x. Su vestido estaba compuesto por una
saya y un manto. Existe una amplia gama literaria europea, e incluso obras
teatrales y musicales, que hacen referencia a la tapada’ (fig. 3).
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Fig. 3. Portada de la revista
parisina L'lllustration, Journal
Universel, 1845-18486, y litografia
Las tapadas limenas, para el
articulo «Las Limenas», escrito
por el francés Max Radiguet,
escritor, ilustrador y viajero

del siglo XIX. Coleccién Souvenirs
de I'’Amerique Espagnole.

TIDZA

ZAYA ATJUATADA.

Fig. 4. Litografia (izqda.) de

la Saya Ajustada de la Tapada
Limena, pintada por Ignacio
Merino, en la que logra plasmar el
plisado estrecho de la saya. Saya
Ajustada, serie Lima, 1840-1841,
de Ignacio Merino. Museo MALI.
La ciudad de Lima (dcha.) pintada
con una mirada exdtica y oriental
por el pintor aleman Rugendas.
Market in the Plaza of the
Inquisition. Lima, Peru, 1843.
Johann Moritz Rugendas.

Si bien el traje de la tapada contaba con diversas variantes de sayas, fue
la saya ajustada la que capturd la atencion de locales y foraneos. Esto se
debe al detallado procedimiento de elaboracién textil de pliegues finos y
sinuosos que le confieren elasticidad al tejido y consiguen que la vestimenta
se ajuste al cuerpo, para resaltar la figura femenina de forma prominente. La
tapada encapsulé durante tres siglos la identidad cultural de la Ciudad de los
Reyes, ciudad que en el siglo x1x era nombrada la Sultana del Pacifico por su
fisonomia oriental (fig. 4).

Existen diversas teorias sobre el origen de la tapada. Este estudio considera
que se desarroll6 a raiz de la interaccion cultural propia del virreinato. El
empleo del manto, al igual que el uso de la almalafa en Oriente, se atribuye al
hecho de que las mujeres que llegaron durante la fase inicial de la conquista
eran mayormente mujeres esclavizadas, nombradas esclavas blancas, es
decir, mujeres moriscas de ascendencia bereber caucasica, nacidas en Espaiia,
convertidas al cristianismo e hispanoparlantes (Bartet 2009). Sostenemos
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Fig. 5. Christoph Weiditz, en su
viaje a Espana a mediados del
1500, retrat6 escenas cotidianas
de Granada en su publicacién
Trachtenbuch, de 1530-1540.

En ella destacan las imagenes
de los moriscos, en las que
Weiditz retrata al detalle el uso
de la almalafa arabe (izqda.). La
acuarela (dcha.) India Coya, que
viste el chumpi'y el acso, forma
parte de las ilustraciones hechas
por el religioso espanol Diego de
Ocania para su crénica Viaje por
el Nuevo Mundo de Guadalupe a
Potosi 1699-1565. Ocana describe
también los usos del traje local.

también que el disefio de estilo recto de la saya y la tradicion de ajustar el
vestido al cuerpo simbolizaban una evolucién de las practicas del vestir
precolombino. El chumpi se empleaba para ceiiir el acso, que era el vestido
femenino en el Antiguo Perd. (fig. 5)

Flora Tristan, escritora francesa, pionera del feminismo temprano en
Europa, relaté en su obra Peregrinaciones de una paria (1838), el poder
emancipador que conferia a las mujeres el atuendo de la tapada en contraste
con el vestido europeo. Asimismo, detallé minuciosamente el proceso de
creacion de los pliegues de la saya ajustada:

No hay ningiin lugar sobre la tierra donde las mujeres sean mds
libres y ejerzan mayor imperio que en Lima. Lima es la tinica ciudad
del mundo donde ha aparecido este vestido. Ya oigo a nuestras
elegantes parisienses [sic] lanzar exclamaciones sobre la sencillez de
este vestido. Pero estdn muy lejos de pensar en el partido que pueden
sacar de él la coqueteria. [...] Una saya ordinaria necesita de doce o
catorce varas de raso. Estd completamente plisada de arriba abajo, a
pequerios pliegues y con tal regularidad que seria imposible descubrir
las costuras. El manto estd también artisticamente plisado, pero
hecho de tela muy delgada (Tristan 1838).

Es relevante senalar que Tristan fue la abuela del pintor Paul Gauguin, quien
trabajo en Paris para la empresa Goupile»Cie, al igual que el padre de Fortuny.
El texto de Flora Tristan sobre la tapada generd gran interés entre numerosos
intelectuales europeos. Un ejemplo ilustrativo es el caso del periodista politico
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Fig. 6. Portada y litografia Dame
de Lima vétue de la Saya de la
revista L'Artiste: journal de la

littérature et des beaux-arts, Parfs,

1838. Articulo «La Saya», escrito
por el periodista francés Edouard
Pompery.

JOURNAL DE LA LITTEBATURE ET DES BEAUX=ARTS.

LARTISTE

I SERIE, — TOME XV=,

A PARIS,

BEE DE SEINE-SAINT-GERM AN,

Edouard de Pompery, quien destacd los plisados de la saya de la tapada en la
revista parisina LArtiste:

Quién hubiera creido alguna vez que al otro lado del Atlantico,
donde ensefiamos a esclavizar al hombre, se nos ensefiaria a
emancipar a la mujer. En Lima hay mujeres, si, y muy lindas.

;Y bien! ;Sabes qué las hace felices? Las hace felices su traje local,
y es sobre esto lo que quiero hablaros. De una indumentaria que
hace a las mujeres libres y duefias, soberanas de si mismas.

Las tapadas limenias vuelven locos a todos los europeos, no se
pueden contar todas las locuras que han hecho por ellas. Su traje
hechiza como un talismdn. Las limefias son hermosas e irresistibles,
libres, duefias de sus voluntades y todo esto gracias a su traje.

Esto hace ver al Cinturon de Venus como un triste oropel mitologico.
[...] ;Cémo se hace este vestido? Se toman de doce a catorce

varas de raso negro, que se reducen mediante pequerios pliegues
ingeniosamente y admirablemente trabajados, convirtiéndolos

en una falda ajustada de estilo imperio, pero la diferencia es que
estos pliegues estdn realizados artisticamente, el plisado hace que
esta prenda sea tan flexible y eldstica como una pieza de punto.
Para completar este traje se usa una tela mds ligera y eldstica que
envuelve la parte superior del cuerpo desde la cabeza, cubriendo
un solo ojo. Lo cierto es que en uno de los proximos bailes de

la opera tendrdn que aparecer tres o cuatro sayas, porque una

de las tiendas mds bellas de la Place de la Bource, cuya decoracion
supera todo lo realizado hasta ahora, las sayas brillardn con un
lujo verdaderamente oriental, combinado con habilidad e ingenio
para transeuntes en éxtasis: que ird rematado con el epigrafe: Saya
del Perti — Traje Trasatldntico. Lo que no es menos cierto es que
uno de nuestros industriales mds conocidos, desde hace dos meses
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Fig. 7. Acuarela de Ignacio Merino,
en la que retrata a unos sastres
confeccionando sayas ajustadas.
La Acuarela #48 forma parte de
las crénicas Costumes péruviens,
scénes de la vie religieuse

et populaire a Lima. Tome 2,
1837-1849, del diplomético
francés Lednce Angrand.
Biblioteca Nacional de Francia
(BNF).

empezo a dar ordenes para que empresarios peruanos le envien doce
sastres peruanos expertos en la confeccion de estas sayas, porque
solo se pueden confeccionar bien si es que estdn hechos por sastres
limerios. [...] jQué el cielo ayude a la saya y que ella pronto, nueva
égida, cubra a nuestras mujeres europeas con su velo santo de

la libertad! (Pompery 1838, 33-38) (fig. 6).

Existen imagenes que nos brindan una visién de como se realizaba el plisado
de la saya ajustada. En la publicacién francesa Costumes péruviens, scénes
de la vie religieuse et populaire a Lima. 1837-1849, escrita por el diplomatico
francés Léonce Angrand, el pintor peruano Ignacio Merino, que colaboré en
la crénica, no solo retratd a la tapada, sino que también dibuj6 a unos sastres
que confeccionaban los plisados de la saya ajustada. Ignacio Merino entabl6
amistad con el padre de Fortuny en un viaje que realizé a Roma en 1865
(Merli 1975) (fig. 7).

En el seminario Desvelando a Fortuny, Lucina Llorente, destacada
investigadora de los tejidos de Fortuny, comento que es probable que para la
confeccion de los plisados del Delphos se hubieran necesitado dos méquinas: la
primera seria para el plisado vertical, de cuya patente solo se tiene un boceto,

y la segunda seria para ondular los plisados (Llorente 2020). Llama nuestra
atencion, que el bastidor de la patente mencionada por Llorente sea similar al

PLISADOS TRANSATLANTICOS
6





Datatextil 43

Fig. 8. Boceto del bastidor (izqda.)
de la patente Rideau pliable,
1933, de Mariano Fortuny N°
763.964. Ministerio de Comercio
e Industria. Direccion de la
Propiedad Industrial de Francia.
Acuarela (dcha.) de sastre con
bastidor plegando una saya
ajustada. Tailor Shop, 1850 de
Pancho Fierro. Yale University Art
Gallery.

Fig. 9. Acuarela (izqda.) Tapada
with blue saya, 1803-1879. Pancho
Fierro. Gutiérrez collection of
maps and images of the Americas,
1570-1904. Fotografia (dcha.):
Modelo con panuelo Knossos

y vestido Delphos. Fotografia de

la serie Tessili, 1910. Mariano
Fortuny. Biblioteca Fortuny,
Venecia.

N 768004 M. Portany PL usique

bastidor utilizado por los sastres limefos para la confeccion del plisado de la
saya ajustada (fig. 8).

Expertos académicos en la vida de Fortuny, como Guillermo de Osma
y Claudio Zulian, coinciden en que el valor artistico de Mariano Fortuny
radica en su naturaleza ecléctica de unir diferentes culturas sin importar su
procedencia, motivo por el cual su arte es considerado una fusién de simbolos
del pasado convertidos en objetos contemporaneos y que se distinguen del arte
convencional por su uso cotidiano (De Osma y Zulidn 2014). El Delphos, una
prenda funcional creada a partir de distintas influencias orientales, incluida
la griega, seria un ejemplo de la visiéon de Fortuny. Por ello, consideramos
que la hibridacién cultural de raiz oriental que caracteriza la indumentaria
de la tapada limena, cuya representacion fue ampliamente expuesta en los
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Fig. 10. Vestido en satén de seda
Delphos (izqda.), 1920-1949,

de Mariano Fortuny. Museo del
Traje CIPE, Madrid. Saya ajustada
rayada y negra del s. xix (dcha.).
Museo MALI. Lima.

circulos intelectuales y artisticos europeos, no estaria ajena a las influencias
documentadas por los Fortuny para la creacién de los plisados del Delphos

(fig. 9).

En un principio, el motivo que impulsé la realizacién de esta investigacion
fue la similitud del plisado del vestido Delphos con el de las sayas ajustadas
exhibidas en el Museo Mali de Lima. En el transcurso de este estudio, hemos
recopilado un corpus significativo de datos que respalda la necesidad de seguir
investigando sobre los plisados de la saya ajustada de la tapada limefia, método
textil que tiene limitada documentacion a pesar de su trascendencia histérica

(fig. 10).
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