1 VOLTAS, Jordi,

El vestuario, La Galera,
Barcelona, 1991.

2 “Exoticism”, which is a
term belonging to the time

in question, was a product

of an imperialist society and
mindset that we do not share.
3 Tortola Valencia Bequest
(1882 -1955). Tortola Valencia
was an ‘exotic’ dancer raised
in London by a Catalan father
and an Andalusian mother.
Her professional career
spanned the period from 1908
to 1930, during which she
became a model of beauty.
She merged oriental dance
with Spanish folklore to create
dances such as La Tirana.

The MAE has 108 articles of
clothing out of a total of 1,575
objects including photos,
postcards, oils, albums of
press clippings, etc.
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Theatre costumes:
A look at the collections

of the Catalan Museum
of Performing Arts (MAE)

by CARME CARRENO, curator at the MAE,
and LAURA ARs, graduate in Art History

Creating a character

“To put on a costume is to dress up as a character: one must inhabit the
clothing as one inhabits the character.”
Lydia Azzopardi'

When we call to mind a play, it is the actors who appear in the memory. Acting
steals the limelight, eclipsing all the behind-the-scenes professions that have
made the performance possible, credible and emotionally engaging. By dressing
actors, for example, the costume designer plays a hugely active role in the
challenging task of creating characters. Through costumes, actors must feel that
they are the characters they embody, transforming themselves and becoming
someone they are not in order to take on the trappings of another person’s life.

Conveying the message

Every costume designer has an individual methodology when it comes

to constructing character, and the MAE collections contain samples that
illustrate the full variety. In her quest for exoticism? and colour, the dancer
Toértola Valencia?, for instance, succeeded in turning prét-a-porter into unique,
magnificent articles of clothing, blending fabrics that transported audiences to
foreign lands and remote, opulent and sensual worlds. She did not design; she
constructed. Experience was her studio and her alterations were pure intuition,
enhancing comfort and flexibility through ceaseless trial and error. She not
once renounced magnificence, simplicity was unknown to her, and the sight of
her fabrics evoked riches, the ecstasy of Greek temples and the thousand and
one nights of dreams. Valencia was a master of body language, understood
aesthetics, and has left us a major collection of free bodies and corseted figures
that span the fashions of the twentieth century.
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See detail more




4 RIUS, Claudia, Curiositats
sobre el vestuari de I’Avar,
Nuvol, Lapuntador, 31
January 2017.
https://goo.gl/uUY lyp.
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“My work is thankless: when it is done well nobody sees it, and when it is
done poorly everybody takes note.”
Maria Araujo*

The MAE collections conserve nearly half of all the output of another woman
who chooses her fabrics meticulously, the designer Maria Araujo. Araujo
studies the fashion and reality of the period being represented and works
painstakingly on even the most intimate details. The actors are subsumed into
the time machine of her costumes. She studies the body, takes its measure, and
dresses the character in what will be only one more piece - but, like all the
other pieces, a crucial one - in the precise jigsaw puzzle that is the show.
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5 Francesc Soler i Rovirosa
Collection (1836-1900).
Francesc Soler i Rovirosa
was one of the foremost set
designers of the nineteenth
century. He renewed stage
machinery in Catalonia. Of
his output, 1,400 items are
conserved.
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From role to fabric

There is an unshakable linkage between wardrobe and the text from which the
actors — though not solely the actors — draw great benefit. Design sketches and
illustrations are a means of expression that seeks to translate the director’s idea
faithfully into fabric, even if the reality of what is ultimately made often differs.
A costume fulfils two related missions: one is obviously to shape a character

by dressing the actor, but the other is to show or convey the director’s message
to the audience. It is not necessary to honour the historical time of the text,

nor is it unforgivable to decontextualise the period. The aim is to enable the
codes of communication to flow with delicacy and skill. Roles, however, do not
share the physical and financial limitations of costume-making, which requires
seeking out textures, colours and volumes that are not always within reach,

are sometimes merely the product of the artist’s imagination, and yet must be
turned into a real article of clothing. Fine examples are offered by the designs of
Francesc Soler i Rovirosa.®
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6 ECHARRI, Marisa, SAN
MIGUEL, Eva, Vestuario
teatral, Naque Editora, 1998.
7 Enric Borras Collection
(1863-1957). Enric Borras was
a legendary actor remembered
for playing the role of Manelic
in Terra Baixa. He took
Catalan theatre to Spain and
the New World. He formed

a theatre company with
Margarida Xirgu that created
synergies from their mutual
involvement. The MAE has
roughly a hundred items,
including the actor’s own
costumes.

8 Fabia Puigserver
(1938-1991). Set designer,
costume designer, theatre
actor and director, and
founder of the theatre Teatre
Lliure, Fabia Puigserver is
considered to be a significant
force for renewal in Catalan
theatre. The MAE collections
house over a thousand pieces
of costume design produced
throughout his professional
career.
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As Marisa Echarri and Eva San Miguel show in their book El Vestuario
teatral,® all staging calls for planning, a production schedule and management;
that is, a ceaseless battle against the threat of a deadline and the terror of a
budget. In light of all this, it is clearly necessary to achieve perfect coordination
among a team whose members have different profiles. Costume design must
be broken down into the artistic team (designer) and the technical team (the
costume workshop and the theatre’s tailor, who is a member of the stage
production staff). The designer is an artist who develops the overall idea, starts
work when a text is put forward and finishes when the play opens. Similarly,
the costume workshop - usually a private firm - finishes on the opening day,
but cannot start work until the designs or illustrations are received. Lastly, the
tailor is concerned with day-to-day performance, assisting on stage in costume
changes and so on. The tailor’s work begins when the costumes reach the
theatre and continues throughout the run of the show.

The value of theatre costumes

Theatre costuming on a proscenium stage has two major allies in distance

and lighting, which can transform the way a body is ultimately perceived.
Traditionally, theatre costumes have not been valued as textiles because they
are quickly resolved or constructed over the body, created without pretentions
of excellence of production or precision in the cut or treatment of the fabric.
The earliest actors in major companies, such as the company of Enric Borras,”
had their own wardrobe, reflecting the quality standards of that period. As the
twentieth century progressed, however, quality gave way to effect. Technological
advances, such as those of lighting, made it possible to create characters and
costumes without putting so much effort into individual items of apparel, but
instead drawing on grand visual effects that had once relied on fabrics. Over
time, spotlights on stage gained in importance over the preceding century’s
embroidery and lace, illuminating new, cheaper and simpler materials that were
much less extraordinary.

Not until the arrival of the director, set designer and costume designer Fabia
Puigserver® in the nineteen-seventies was a taste for textile production, detail
and quality revived. Because of the new proximity of the audience, costuming
overtook set design, going beyond its own particular function of dressing the
actor and now playing a role in the creation of an atmosphere and the evocation
of a time and space.
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Design by Fabia Puigserver

for Lorenzaccio and photograph
of Juanjo Puigcorbé at the Teatre
Lliure, Barcelona, 1987.
Photograph: Ros Ribas.
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9 SERRA, Laura, Vestuari de
dansa, peca de museu, Diari
Ara, 21 December 2013.

10 Gelabert-Azzopardi
Company Collection. The
company, under the direction
of Cesc Gelabert and Lydia
Azzopardi, has been the
recipient of several awards,
such as the Spanish National
Prize for Dance in 1997 and
the Butaca Award in 2011 for
its performance of Belmonte.
The collection contains 275
objects from costumes to
accessories, the majority made
by Lydia Azzopardi herself.

11 “El estilo ecléctico de
Lydia Azzopardi”, EI Pais, 29
October 2011.
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Photograph: Ros Ribas.

Dance and the plastic arts

“Nowadays, you don’t do costume design, you do fashion design, unless
you’re a major opera or classical ballet company [...]. You get items here
and there, at Mango, at Zara.”

Lydia Azzopardi’

One of the most recent costume collections to be acquired by the MAE is
the collection of the contemporary dance company Gelabert-Azzopardi.'
Its creator, Lydia Azzopardi,' maintains that the exploration of fabrics was a
constant feature of her travels; she mixed them and was unable to discard any
of their unique qualities. In her tireless pursuit of comfort in movement, she
came upon new flexible fabrics that were being promoted by the European
textile industry as replacements for cotton and linen and yet were unknown in
Barcelona at the time. These were polyester, elastane and synthetic fibres, which
have changed our approach to costumes and which the young dance company
adopted in the nineteen-eighties to enhance the fluidity of its productions.
Gelabert-Azzopardi also took an important decision to collaborate with
artists of varying kinds, giving the company’s work a unique synergistic value.
A fine example is the enriching and fantastical creation of the “traje de luces” in
Belmonte, a work of marine inspiration from the painter Frederic Amat.
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12 Victoria dels Angels
Collection (1923-2005). An
internationally renowned
soprano, Victoria dels Angels
won a radio contest called
“Concursos viventes” in 1940.
Her prize was to perform La
Bohéme on stage at the Teatre
Victoria in a performance that
would launch her on her way
to singing opera in the leading
theatres of the world. In the
nineteen-sixties, she began
focusing more on concert
performances, particularly
lieder recitals. The MAE
houses a total of 100 items of
costume.

A creation of one’s own

Returning to our starting point, the legend surrounding the dancer Tortola
Valencia lacked nothing in textile design, creation and production. Like many
other artists, we know that she drew inspiration from her travels and the places
she explored and that she rapidly incorporated these in her costumes and
accessories. In the same way, the soprano Victoria dels Angels,'? who has left us
all of her costumes, particularly those from her concerts, created her garments
with her own hands out of a clear-cut, minimalist pattern, making a striking
impression because of the quality of the fabrics and the intention of the colours
that she herself selected.

From the stage to history

The task of the MAE is to preserve the memory of the performing arts, but
performances of plays and dance cannot be kept in conservation boxes. This

is why collections like the one on stage costumes are an indispensable part of
theatre memory, enabling us to rediscover, restore and relive unique experiences
from past lives. ®
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COSTUME BY TORTOLA VALENCIA FOR THE BALLET LA BAYADERE AND DESIGN SKETCH, 1915 (DETAILS) Photo / Foto:
Vestit de Tértola Valencia per la dansa La Baiadera i detalls del vestit, 1915 (detalls) © MAE
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Photo / Foto:

Costume by Tortola Valencia for the ballet La Bayadeére: signed photograph, 1915
© MAE

Vestit de Tértola Valencia per la dansa La Baiadera: fotografia signada, 1915
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1 VOLTAS, Jordi, El
vestuario, La Galera,
Barcelona, 1991.

2 “Exotisme” és un terme
propi del moment al qual
fem referéncia, producte
d’una societat i pensament
imperialistes amb els quals no
convenim.

3 Llegat Tortola Valencia
(1882 -1955). “Exotica”
ballarina criada a Londres de
pare catala i mare andalusa.
La seva carrera professional
es desenvolupa entre 1908 i
1930 esdevenint un model

de bellesa. Fusiona la dansa
oriental amb el folklore
espanyol creant balls com La
Tirana. El MAE disposa de
108 peces d’indumentaria
d’entre les 1.575 peces del
fons amb fotografies, targetes
postals, olis, albums de
premsa, etc.

4 RIUS, Claudia, Curiositats
sobre el vestuari de I’Avar,
Nuvol, apuntador, 31 de
gener de 2017.
https:/goo.gl/uUY lyp.

La indumentaria teatral.
Una aproximacio a les col-leccions
del MAE

per CARME CARRENO, Conservadora del MAE
i LAurA ARs, Graduada en Historia de I'Art

Creacio de personatge

“Disfressar-se és vestir-se d’un personatge:
cal entrar al vestit com un entra al personatge”
Lidia Azzopardi'

Quan evoquem una obra de teatre en el nostre record, rere les nostres pupiles
emergeixen sempre els actors. La interpretaci6 absorbeix el protagonisme,
eclipsant totes aquelles professions que —entre bambolines— han fet de la
representacié quelcom possible, creible i emotiu. Intervé de manera molt activa
el figurinista que, en la seva funci6 de vestir a I'actor, senfronta a la dificil tasca
de crear el personatge. A través de la indumentaria, el interpret ha de sentir
aquell a qui representa, transformar-se, esdevenir qui no és i prendre les regnes
de la vida d’algu altre.

Transmetre el missatge

Cada dissenyador té una metodologia particular a I’hora de construir el
personatge i en les colleccions dels MAE hi ha mostres de tot tipus. En la seva
recerca d’exotisme? i vistositat, la ballarina Tértola Valencia® va aconseguir —per
exemple— convertir el prét-a-porter en peces uiniques i esplendoroses, mescla

de teixits que transporten a terres foranies i mons llunyans, opulents i sensuals.
No dissenyava, construia. Lexperieéncia era el seu taller i les alteracions eren
simplement sensacions: la comoditat, la flexibilitat, I'assaig constant. No va
renunciar mai a la magnificéncia, la senzillesa li era desconeguda i la visié de les
seves teles evocava riquesa, éxtasi de temples grecs i mil i una nits de somnis.
Tértola Valencia dominava el llenguatge corporal tal com comprenia I'estetic

i ens va llegar un gran mostrari de cossos lliures i figures encotillades que
recorren la moda del segle xx.

“La meva feina és poc agraida, quan es fa bé ningii la veu,
i quan es fa malament tothom la nota”
Maria Araujo*

Conservem alhora fins al 50% de la produccié de les mans d’una altra dona
que escull minuciosament els seus teixits. La dissenyadora Maria Araujo,
a més, investiga la moda i la realitat de I’época que representa i treballa

LA INDUMENTARIA TEATRAL. UNA APROXIMACIO A LES COL-LECCIONS DEL MAE
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Vestit de Tértola Valencia per la dansa La Baiadera
fotografia signada per la ballarina i detalls del vestit, 1915.

Vegeu detalls i més.
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Figurins de Maria Araujo per
Amadeus, premi Max de las Artes
Escenicas Espanolas, 2009.

ESC:10 CARNAVAL

5 Fons Francesc Soler exhaustivament fins al més intim dels detalls. Els actors desapareixen sota el
i Rovirosa (1836-1900). tunel del temps que suposen els seus vestits. Estudia el cos, observa la mesura,

Va ser un dels escenografs . . . , .
més destacats del segle x1x i despulla la persona i vesteix al personatge amb la que sera una pega més —pero,

renovador de la maquinaria com totes, imprescindible— del precis trencaclosques que és I'espectacle.
teatral a Catalunya, del qual
es conserven 1.400 peces. Del paper a la tela

Hi ha doncs un vincle indestructible entre el vestuari i el text del qual es
beneficien —primerament, perd no unica- els interprets. Els esbossos i figurins
son un medi d’expressié que pretén traslladar fidelment la idea del director a
la tela, malgrat que la realitat final de la confecci6 sigui sovint una altra. La
indumentaria compleix dues missions connexes: evidentment, configurar un
personatge en vestir a l’actor, perd també exposar o transmetre al public el
missatge que envia el director. Ni és necessari ser honest al moment historic
del text, ni és imperdonable descontextualitzar I’época, es tracta de fer anar els
codis amb pulcritud i habilitat, de comunicar. Tanmateix, el paper no compta
amb les limitacions fisiques i economiques que suporta la confeccio, que ha

de cercar textures, colors i volums no sempre a I'abast, a vegades producte
unicament de la imaginacié de I'artista, i aconseguir elaborar un article real. En
sén bon exemple els dissenys de Francesc Soler i Rovirosa.’

LA INDUMENTARIA TEATRAL. UNA APROXIMACIO A LES COLLECCIONS DEL MAE
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Figuri de Francesc Soler i Rovirosa i fotografia
del vestuari per la ballarina Pauleta Pamies,
Lohdkeli al Teatre Tivoli de Barcelona, 1882.

Fotografia: A. Torija.
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6 ECHARRI, Marisa, SAN
MIGUEL, Eva, Vestuario
teatral, Naque Editora, 1998.
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Tal com exposen Marisa Echarri i Eva San Miguel a El Vestuario teatral,
tota posada en escena exigeix una planificacid, un pla de produccié i una gestio;
és a dir, una disputa continua amb 'amenaca de la data limit i el terror del
pressupost. Davant aixo, és clarament necessaria una coordinacié perfecta de
l'equip, format per diferents perfils. En el disseny de vestuari cal distingir entre
l'equip artistic (dissenyador o figurinista) i l'equip tecnic (el taller de realitzacié
i el sastre del teatre, que forma part del personal de muntatge i assistencia
en escena). El primer és el ideoleg o artista, comenga la seva tasca quan se li
proposa el text i acaba quan s’estrena l'obra; de la mateixa manera, el taller de
realitzacié —usualment una empresa privada- finalitza el dia de I'obertura, pero
no pot iniciar la confeccié fins que no rep els figurins o dissenys ja plantejats.
Per acabar, el sastre s'ocupa del dia a dia de les representacions, assistint a
escena en el canvi de vestuari, etc. La seva funcié comenga quan el vestuari
arriba al teatre i es manté en cartell mentre ho fa I'espectacle.

LA INDUMENTARIA TEATRAL. UNA APROXIMACIO A LES COL-.LECCIONS DEL MAE
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7 Fons Enric Borras (1863-
1957) Mitic actor recordat
per encarnar Manelic a
Terra Baixa. Va portar el
teatre catala a Espanya i
ales Ameriques. Forma
companyia amb Margarida
Xirgu creant sinergies fruit de
la seva complicitat. El MAE
té un centenar de peces amb
la caracteristica que també es
va donar la roba personal de
’actor.

8 Fabia Puigserver
(1938-1991) Escenograf,
figurinista, actor i director
teatral i fundador del

Teatre Lliure. Se’l considera
un renovador de I’'escena
catalana. Més d’un miler de
dissenys de vestuari que va
fer al llarg de la seva vida
professional es conserven a
les col-leccions del MAE.
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El valor del vestit teatral

La indumentaria del teatre a la italiana té dos grans aliats en la distancia
i la luminotécnia, que poden transformar la percepcié final d’un cos.
Tradicionalment, els vestits de teatre han estat poc valorats com a produccio6
téxtil a causa dels models de rapida resoluci6 o construccié sobre el cos,
que no busquen l'excel-léncia de la confeccid, ni en la precisié del tall, ni en
el tractament del teixit. Els primers actors de les grans companyies, com la
d’Enric Borras,” tenien el seu propi vestuari, que responia als estandard de
qualitat d’una altra época, perd a mida que ens endinsem el segle xx la qualitat
va deixant pas a I’efecte. Els avengos tecnologics com la il-luminacié van
permetre crear personatges i vestits sense quasi esmergar esforcos en la pega,
a partir d’uns grans efectes visuals que abans s’exigien als teixits. Els focus de
'escenari va anar prenent protagonisme als brodats i encaixos del segle anterior,
il luminant nous materials més barats i senzills, molt menys extraordinaris.
Fins a l’arribada del director, escenograf i figurinista Fabia Puigserver® als
anys 70 no es va recuperar el gust per la manufactura, el detall o la qualitat
téxtil. A causa de la nova proximitat de I'espectador, el vestuari va desbancar
'escenografia, superant-la, sobreposant-se a la seva propia funci6é d’engalanar a
un actor i col-laborant ara en la creacié d’'una atmosfera i 'evocacié d’un temps
i un espai.

Figuri de Fabia Puigserver per Lorenzaccio i fotografia
de Juanjo Puigcorbé al Teatre Lliure, Barcelona, 1987.
Fotografia: Ros Ribas.
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9 SERRA, Laura, Vestuari de
dansa, pe¢a de museu, Diari
Ara, 21 de desembre de 2013.
http://g00.g1/9Y56 Y W.

10 Fons de la Companyia
Gelabert-Azzopardi.
Dirigida per Cesc Gelabrt i
Lydia Azzopardi. Ha rebut
diversos reconeixements
com ara el Premi Nacional
de Dansa 'any 1997 i el
Premi Butaca el 2011 per a
Pespectacle Belmonte. Consta
de 275 peces entre vestits i
complements, la majoria amb
autoria de la mateixa Lydia
Azzopardi.

11 El estilo ecléctico de Lydia
Azzopardi, El Pais, 29 de
octubre de 2011.
http://goo.gl/L8gZRa.
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La dansa i les arts plastiques

“Avui en dia ja no es fa vestuari, es fa estilisme,
si no és que ets una gran companyia d’opera o de ballet classic |[...].
Es compren peces aqui i alla, a Mango, a Zara”
Lidia Azzopardi’

Una de les darreres colleccions de vestits adquirides pel MAE ha estat la de
la Companyia de dansa contemporania Gelabert-Azzopardi.'” La seva creadora,
Lydia Azzopardi," assegura que I'exploracid de teixits era una constant dels
seus viatges; la barreja i la incapacitat de descartar res les seves peculiaritats. En
la incansable recerca de comoditat dins el moviment va descobrir nous teixits
flexibles, promoguts per la industria téxtil europea com a substituts del coté i el
fil, desconeguts a la Barcelona del moment. Poliester, elasta i fibres sintetiques
que han canviat la nostra manera de vestir i que la jove companyia de dansa
va incorporar als anys 80, amb l'objectiu de millorar la fluidesa de les seves
produccions.

Gelabert-Azzopardi va apostar a més per la col-laboracié amb artistes, de
diferent naturaleses, que li varen atorgar un valor sinergetic unic. Un treball
enriquidor i fantasios com és per exemple el “traje de luces” de Belmonte, obra
d’inspiracié marina del pintor Frederic Amat.

Cosset de Cesc Gelabert per a Belmonte amb col-laboracié
amb el pintor Frederic Amat, Teatre Lliure, 1988.
Fotografia: Jesus Atienza i Ros Ribas.
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12 Fons Victoria dels Angels
(1923-2005). Soprano
reconeguda mundialment.
E1 1940 guanya el concurs de
radio “Concursos viventes”
iel premi era interpretar La
Boheme al Teatre Victoria.
Aquest fet va ser el tret de
sortida per aconseguir el
passaport per interpretar
oOperes als teatres més
importants del moén. Cap

als anys seixanta s'orienta
més com a concertista,
especialment lieds. Al MAE
es conserva la indumentaria

que s6n un total de 100 peces.

Creacio propia

Acabant des del principi, a la llegenda que envolta la ballarina Tortola Valencia
no li manca disseny, creaci6 i manufactura textil. Com molts altres artistes,
sabem que trobava la seva inspiracid en els seus viatges, en els indrets que
explorava, i els incorporava rapidament al seu vestuari, als seus complement.
De la mateixa manera, la soprano Victoria dels Angels,'? de la qual se’ns ha
llegat tota la seva indumentaria, especialment de concerts, confeccionava amb
les seves propies mans sobre patrd net i minimalista, lluent per la qualitat
d’unes teles i la intencié d’un color que ella mateixa escollia.

De l'escenari a la historia

El MAE s’encarrega de preservar la memoria de les arts escéniques, pero

les obres de teatre i els nimeros de dansa no es poden tancar en caixes de
conservacio. Per aixo, col-leccions com la d’Indumentaria escénica son part
indispensable del record teatral que ens permet —~d’alguna manera- retrobar,
recuperar i reviure experiéncies uniques de vides passades. ®
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Enllagos disponibles

Escena Digital - Col-leccions del MAE
(http://colleccions.cdmae.cat/)

Museu de les Arts Escéniques
(http://www.cdmae.cat/)

Institut del Teatre
(http://www.institutdelteatre.cat/)
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