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Throughout the Christian liturgical year, dressed figures of the Virgin Mary,
Christ and other saints from the heavenly court, from dioceses in eastern
Spain, are adorned before they are placed in their respective niches and
altars, or prepared for novenas, ceremonial kissing of the feet, processions
and other liturgical acts. Their attire is rich in historical detail and constitutes
valuable cultural heritage in the field of the decorative arts. A study of the
attire produced for religious statuary reveals changes over time, and enables
us to reflect on the importance of these works of textile art. Each piece is of
great historical and artistic value, full of symbolism, and a window on the
historical evolution of fashions, of aesthetic and formal transformations, and
other social, economic and technical developments. Taking a selection of the
most significant examples, this paper aims to give voice to these unique textile
treasures and their expression of faith and ostentation. They form a singular
body of cultural heritage, yet one that is little valued and largely unknown.
These works warrant greater appreciation and must be conserved for future
generations, to combat the loss of expertise and the inappropriate restoration
that is driving them towards extinction.

Dressed religious figures are a subgenre within sculpture that emerged
mainly in the Late Middle Ages. In creating these statues, the work of the
sculptor was primarily that of the head and hands. The conical internal frame
was constructed with some degree of articulation, and the rest of the statue
was left unfinished so that it could be completed by a dresser. The dresser used
textiles and decorative elements of precious metalwork to finish the artistic
endeavour begun by the sculptor, so that merit for the final appearance of the
icon was shared. The need for a second artist to complete the religious figure
led sculptors such as Francisco Salzillo or Nicolas de Bussy to take an active
interest in the task, giving precise instructions on the appropriate attire for their
work and the materials that should be used to create it. In Spain, where the
spirit of the Counter-Reformation had a profound impact, after the Council of
Trent (1545) and into the early part of the seventeenth century the production
of dressed statues grew exponentially'. However, it was in the Baroque period,
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Baroque textiles for earthly and heavenly royalty. Left, detail of a portrait of Catherine of Habsburg-Lorraine and Queen of Naples.
Source: Museo del Prado. Right, tunic of Our Lady of Grace (Murcia). Source: S. Espada.
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when changing tastes brought new approaches to religious iconography, that
these statues took on a more richly adorned and opulent appearance?. Dressed
figures of the Virgin Mary and Christ, under their various names, were
powerful instructional vehicles that that bolstered Catechism and brought
greater devotion from parishioners. Therefore, these statues required clothing
that was worthy of their heavenly status, with no detail overlooked, and

whose magnificence and propriety were carefully watched over in the synodic
constitutions from the sixteenth century onwards, to safeguard the boundary
between the earthly and the divine. In addition, the contemporaneity of the
sacred attire — a device we find in religious representations produced by Flemish
painters and Italian Renaissance artists — enabled a slight transformation
towards a more human appearance that was more accessible to the faithful.

The luxurious fabrics used in the creation of the clothes, drawn almost from
the new “fashions” of the Renaissance, were illustrative of status and power.
Clearly the Virgin Mary and Christ did not wear such sumptuous attire, but the
richness was entirely justified since, as Fray Luis de Ledesma wrote, “it is right
to diverge from the historical truth to educate the simplest spirits, as the richness
of the clothes is an indication of glory in heaven”.
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Datatextil 37

Our Lady of Grace and Good Will
adorned with Baroque textiles

in the eighteenth-century style.
Source: A. Romero ( ).
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Lustrous silk, velvet, damask, gold and silver threads, brocade and fine
embroidery were the mediums, materials and techniques preferred by
brotherhoods and devotees for the majestically dressed figures of the Virgin and
Christ. However, these historical textile creations are more than just mere items
of clothing to cover the nudity of their statues. They are works of art of great
significance, with a rich history of their own, encapsulated in and expressed
through decorative motifs determined by the trends of each period. Each piece
was executed with such technical skill and artistry that they can be considered
alongside haut-relief and painting. The main decoration on this clothing was
formed by floral and plant motifs, rich in symbolism associated with the Virgin
Mary and the Passion (including roses, thistles, acanthus, vine and palm leaves)
as well as the iconography of the Virgin Mary and Arma Christi. Thus, when a
patron or devotee made an offering of a robe for Our Father Jesus or the Virgin,
the statue was imbued with an expressiveness on which the faithful were invited
to reflect. These items of textile art, donated to request the assistance, favour or
intercession of the Virgin and the Saints, can only be understood in the context
of a deeply religious society in which faith permeated all aspects of daily life’.

The attire of the religious statues considered in our study is characterised by
two aspects: contemporaneity and significance. It was contemporaneous in the
sense that the clothing was made with fabric and embroidery work strongly
influenced by the royal, courtly aesthetic that was popular at the time: in this
case, French, Bourbon, Baroque style, which had been common in Spain since
the sixteenth century.
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Robe “of the arrival” of Our
Father Jesus of Nazareth,

from Huércal-Overa. Producer
unknown, attributed to the studio
of Agustinas Recoletas in Murcia.
Ca. 1745. Source: S. Espada.

OPEN SOURCE LANGUAGE VERSION > ESPANOL

The significance of the attire of a religious statue is revealed in its colours
and decorative motifs, which are charged with symbolism and iconography
relating to the Virgin Mary (such as the Litanies) and the Passion (for example,
the Arma Christi). The Virgin Mary is the queen of heaven and earth, and to
stress this sovereign status over the faithful her statue was dressed in a manner
befitting any other queen of Europe. It therefore comprised a voluminous skirt,
a close-fitting top or bodice - both in a clearly French style — and a royal cape,
richly adorned with lace and silver and gold braiding, as well as ornate blonde
lace or lace edging arranged in the form of a triangle, as a symbol of the Holy
Trinity or the Holy Mountain. Although contemporary fabrics were used,
Christ’s attire was closely associated with the Holy Scriptures, thus his robes
were heavily symbolic, and often albs or long tunics sometimes with a long tail
to emulate Venetian royal capes. They unequivocally projected the regal status
of the figure depicted.
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Bizarro cape of the Virgin of Hope from Calasparra. Producer unknown, possibly from Venice. Ca 1700. Source: S. Espada.
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The textile art in our study is divided into two principal areas: patterned
fabrics (brocade and broché) and embroidered fabrics.

The patterned fabrics presented a wide range of designs based mainly on
floral motifs. In the early eighteenth century, the influence of the Eastern
aesthetic can be seen in these fabrics, particularly in what were known
as bizarros. These were characterised by an unnatural reality verging on
abstraction, and on the Baroque aesthetic that predominated across Europe,
accentuated by the accession of the Bourbons to the Spanish throne.

The designs were drawn from work produced in other major centres of textile
production, particularly in Italy and, above all, in France*. Lyon was among
the foremost textile cities in Europe, leading the way in forging trends and
with a wealth of designers working for the commercial market. Their designs
were adapted to the Spanish taste, bringing new decorative motifs and opening
new channels of national distribution. Though the most common adornments
were flowers, bows, laces, garlands and branches, some new elements could be
found such as birds or vases, the latter forming rhomboid compositions that
were generally symmetrical. During the latter part of the eighteenth century,
examples of emerged of vase designs without the earlier symmetry.

An analysis of Spanish designs, particularly Valencian designs from the
eighteenth century, shows considerable changes compared to the previous
century, in which we can identify two broad adaptations to new tastes. In the
first half of the eighteenth century, elongated leaves continued to be used but
were more widely spaced, interspersed with elements of Baroque decoration and
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Bodice and dress of the Virgen

of Carmen (Murcia). Attributed

to a studio in Valencia or Barcelona.
Eighteenth century. Source: catalogue:
“La virgen del Carmen, devocién
y culto” (2008).
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Cape of the Virgin of Grace (Murcia). Possibly from a studio in Valencia. Eighteenth century. Asymmetric branches combine with laces and ribbons
in an undulating, rhomboidal pattern. Source: S. Espada.

5 DE ARTINANO, Pedro arranged symmetrically but not always in a rhomboidal pattern. Later, in the
Miguel, Catdlogo de la second half of the eighteenth century, asymmetrical motifs were popularised,

exposicion de tejidos esparioles A . o . .
anteriores a la introduccién bringing geometrically founded compositions® created using three bobbins.

del Jacquard. Sociedad Greater thematic complexity emerged, and though decorative elements

Espanola de Amigos del Arte. yere inherited from the seventeenth century, they were developed according

Madrid, 1917. p. 22 to the new trends established by French manufacturers, who maintained the
prevailing naturalism of the earlier period but introduced greater symmetry
into their designs. Wavy designs were combined with vertical strips and
rhomboidal patterns. Undulating floral themes and central spaces occupied
by branches in a naturalistic style were juxtaposed with baskets or Baroque
decorations of bows and laces.
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6 In fine embroidery, the gold
and silver threads do not pass
through the medium. Several
types of embroidery stiches
are used to attach them to the
piece.

As in the case of patterned textiles, embroidered Baroque fabrics feature
abundant floral and plant motifs that twist and intertwine®. Borders of thistles,
roes with thorns or acanthus leaves, depicted in close detail and always in relief
work, generating textures that lend depth to the motifs. Bows, ribbons and lace
also appear as decorative elements. Undulating and ascending structures are
frequently bound by branches, which may be symmetrical or asymmetrical.

These many examples of textile art reveal great technical and artistic skill.
They speak to the complexity of the maker’s task, akin to that of the artist,
which required the sketching and painting, thread by thread, of painstaking and
sometimes exclusive designs that stood the test of time, many being used well
into the nineteenth century or adapted to new aesthetic tastes. ®
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Embroidered cape of the Virgin

of Solitude (Murcia). Anonymous
studio. Eighteenth century.
Restored by Sebastian Marchante.
Branch between undulating
geometric structures, tied with

a bow. The piece is given depth
by the use of texture.

Source: S. Marchante.
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DETAIL OF THE EMBROIDERY OF THE NAZARENO ROBE FROM HUERCAL-OVERA (ALMERIA). ATTRIBUTED TO THE HERMANAS AGUSTINAS OF MURCIA. IN THE DESIGN, Source / Fuente:

WE CAN SEE ACANTHUS AND VINE LEAVES AS WELL AS ARMA CHRISTI. CA. 1745 ©S. Espada
Detalle del bordado de la tunica del Nazareno de Huércal-Overa (Almerfa). Atribuido a las Hermanas Agustinas de Murcia. En el disefio se aprecian hojas de acanto, de parra,

asi como los Arma Chisti. Ca. 1745
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DETAIL OF THE DRESS OF OUR LADY OF SORROW, FROM LORQUI (MURCIA). PRODUCER UNKNOWN, POSSIBLY A STUDIO IN MURCIA. SECOND HALF OF THE EIGHTEENTH CENTURY. Source / Fuente:
SMALLER MOTIFS ON UNDULATE LEAVES AND SMALL BIRDS ©S. Espada
Detalle del vestido de la Dolorosa de Lorqui (Murcia). Manufactura anénima posible taller murciano. Segunda mitad siglo xvii. Motivos méas pequenos sobre hojas onduladas y pajarillo
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DETAIL OF THE CAPE WORN BY THE STATUE. EIGHTEENTH CENTURY. PRODUCER UNKNOWN, Source / Fuente:
PROBABLY FROM A VALENCIAN STUDIO ©S. Espada
Detalle del manto que luce la imagen. Siglo xvii. Manufactura anénima, probablemente pertenece a un taller valenciano
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A lo largo del ciclo litargico cristiano anual, imagenes vestideras de la Virgen
Maria, Cristo y otros santos de la corte celestial, pertenecientes a di6cesis del
levante espafiol, son exornadas para la estancia en sus respectivos camarines y
altares, novenarios, besapiés, salidas procesionales y otros actos liturgicos, con
ricos atuendos histoéricos, que representan un importante y valioso patrimonio
cultural englobado dentro del ambito de las Artes Decorativas. Su estudio

nos permitio visualizar la evolucion en el atuendo de las imagenes de vestir
asi como reflexionar y enfatizar acerca de la importancia de estas obras de
arte textil de gran valor histdrico y artistico que, cargadas de simbolismo, son
testigos tanto de la evolucion histdrica de las modas y sus transformaciones
estéticas y formales, como de otros aspectos de indole social, econdmica y
técnica. Es pues el objetivo de estas lineas, previa seleccion de los ejemplares
mas significativos, dar voz a estas joyas y tesoros textiles, expresion de fe

y ostentacién, porque son un singular patrimonio cultural, escasamente
valorado y practicamente desconocido, que requiere una puesta en valor y su
conservacion para generaciones futuras, pues la desinformacion y las malas
practicas de restauracion estan ocasionando su destruccion.

El vestir las imagenes de culto es un género dentro de la escultura que queda
casi definido en la Baja Edad Media. Se trata de una tipologia donde la labor
artistica del imaginero se concentra en la talla de cabeza y manos, quedando el
candelero o armazoén interno articulado y el resto de la imagen non finita para
ser terminada por un vestidor. Este, mediante elementos textiles y elementos
de orfebreria, acabaria efimeramente la labor artistica iniciada por el escultor,
quedando asi compartido el mérito de la apariencia final de la imagen. Esta
necesidad de un segundo artista para terminar la imagen religiosa dio pie a
que escultores como Francisco Salzillo o Nicolds de Bussy se implicasen en
la labor dando instrucciones precisas sobre el correcto atuendo y materiales
a utilizar en él. Aunque tras el Concilio de Trento (1545) y a principios del
siglo xv11, en Espaia, donde tuvo gran incidencia el espiritu contrarreformista,
las imagenes de vestir experimentaron un gran auge’, serd en el Barroco, con los
cambios de gusto y los nuevos enfoques iconograficos, cuando alcancen gran
espectacularidad expresiva en cuanto adorno y lujo?. Cierto es que las imagenes
de vestir de la Virgen Maria y Cristo, en sus distintas advocaciones, eran un
poderoso vehiculo didactico que fortalecian el catequismo y la devocién de
los feligreses. Por ello, se requeria dotarlas de un atuendo digno de la realeza
celestial, donde nada se deja al azar y cuyo boato y decoro estaba vigilado a
partir del siglo xv1 por las constituciones sinodales, para no peligrar la linea
confin entre lo terrenal y lo divino. Ademads, la contemporaneidad en el atuendo
de la imagen sacra, recurso que ya encontramos en las representaciones sacras
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Textiles barrocos para la realeza
terrenal y celestial. Izquierda,
detalle del retrato de Catalina

de Habsburgo-Lorena y reina

de Népoles. Fuente: Museo del
Prado. Derecha, saya de Nuestra
Sefiora de Gracia (Murcia).
Fuente: S. Espada.

realizadas por los pintores flamencos y los renacentistas italianos, permitia a su
vez alterar ligeramente el estatus sagrado de la imagen a favor de una apariencia
mas humana y cercana para el fiel. El lujo de los tejidos en la indumentaria,
practicamente desde la “moda” renacentista, formaba parte del estatus y del
poder. Naturalmente Maria y Cristo no vistieron ajuares tan ricos, pero a
riqueza en atuendos de sus imagenes estaba plenamente justificada, pues,
como dice Fray Luis de Ledesma, “es licito faltar a la verdad historica para la
educacion de los espiritus mds simples pues, la riqueza en sus atuendos es indice
de la gloria que poseen en el cielo”.

Seda joyante, terciopelo, damascos, hilos de oro o plata y brocado y bordado
erudito han sido soporte, materiales y la técnica predilectos por cofradias
y devotos para vestir de majestad las efigies de la Virgen y Cristo, pero esas
creaciones textiles histdricas son algo mas que meras prendas destinadas
a cubrir la desnudez de la imagen. Son obras de arte de gran significacion
mediante las cuales se les reviste de su propia historia. Esta queda sintetizada y
materializada en los motivos decorativos dictados por la corriente estilistica del
momento y ejecutados con tal pericia técnica y artistica que podria equiparse
con el arte del alto relieve o la pintura, siendo su decoracion principalmente
motivos florales y vegetales cargados de simbolismo mariano y pasionista (como
rosas, cardos, hojas de acanto, vid o palma) asi como en la iconografia Mariana
y Arma Christi. Asi pues, cuando un mecenas o un devoto regalaban una
tinica a Nuestro Padre Jests o a la Virgen, realmente daba la posibilidad a la
imagen de contar su historia al fiel que, visualizandola podia reflexionar sobre
su mensaje. Estas ofrendas de arte textil, que pretendian la ayuda, el favor o la
intercesion de la Virgen y los Santos, solo se entienden en el contexto de una
sociedad de profunda religiosidad donde la existencia cotidiana estaba saturada
de religion®.
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Nuestra Sefora de Gracia
y Buen suceso exornada con
textiles barrocos al gusto

dieciochesco. Fuente: A. Romero.

Ver detalle.

El atuendo de las imdagenes religiosas objeto de nuestro estudio se van
a caracterizar por dos una dualidad: contemporaneidad y significacion.
Contemporaneidad en el sentido que son confeccionadas con tejidos y bordados
fuertemente influidos por patrones de la estética regia y cortesana propios de la
moda y gustos del momento, en este caso cargados del barroquismo borbdnico
francés, pero algo ya usual en Espaiia desde el siglo xv1.

La significacion del atuendo, en la imagen religiosa, queda patente en los
colores y motivos decorativos pues estan cargados simbolismo y van a contener
iconografia mariana (como las letanias de la Virgen) y pasionista (como los
Arma Chriti). La virgen Maria es reina del cielo y la tierra y para dejar claro
el estatus de su soberana condicion de cara al creyente se opta por vestir su
imagen de igual modo a como lo haria cualquier reina europea, es decir: el
caracter de su indumentaria responde a voluminosa falda, ajustada casaca o
corpino, ambos de claro corte francés, asi como manto real, todo ello ricamente
guarnecido con encajes y galones de plata y oro asi como ricas blondas o
puntillas, dispuesto en forma triangular como simbolo de la Santisima Trinidad
0 Montafa Sagrada. En el caso de la indumentaria para vestir a Cristo, aunque
se eligen textiles contemporaneos, no se desoyen las Sagradas Escrituras y se
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Tunica “de la llegada” de Nuestro
Padre Jesus Nazareno de Huércal-
Overa. Manufactura anénima,
atribuida al taller de las Agustinas
Recoletas de Murcia. Ca 1745.
Fuente: S. Espada. (Ver mas).

confecciona una tunica de gran simbolismo, tipo alba o talar que en ocasiones
constan de larga cola emulando los mantos reales venecianos y que vendria a
dejar patente el rango real de la imagen portadora.

El arte textil objeto de nuestro estudio se divide en dos grandes bloques:
tejidos labrados (brocados o espolinados) y tejidos bordados.

Los tejidos brocados o espolinados tienen disefios heterogeneos
mayoritariamente florales. En la primera mitad del siglo xv111 se aprecian
en ellos la influencia de la estética oriental en los denominados “bizarros”,
caracterizados por una desnaturalizada realidad que casi roza la abstraccion,
asi como también la estética barroca imperante en Europa, la cual se vera
acentuada por la llegada de los Borbones a la corona espaiiola.

Los disefios se basaban en la produccion de otros centros manufactureros
como los italianos y sobretodo los franceses*, ya que Lyon constituia uno de los
referentes textiles por excelencia, pionero en generar tendencia, con diseniadores
que creaban tejidos dispuestos para ser consumidos. Estos disefios eran
ajustados al gusto espafiol y daban origen a motivos y distribuciones propias.
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Manto Bizarro de la Virgen de
la Esperanza de Calasparra.
Manufactura anénima,

posiblemente veneciana. Ca 1700.

Fuente: S. Espada.

Corpifio y vestido de la Virgen del
Carmen (Murcia). Atribuido a un
taller valenciano o barcelonés.
Siglo xVIll. Fuente: Catalogo

“La virgen del Carmen, devocion
y culto” (2008).
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Manto de la Virgen de Gracia
(Murcia). Posible taller valenciano.
Siglo XVIIl. Ramos asimétricos
que se combinan con encajes y
cintas en un esquema romboidal y
ondulante. Fuente: S. Espada.

5 DE ARTINANO, Pedro
Miguel, Catdlogo de la
exposicion de tejidos espaioles
anteriores a la introduccién
del Jacquard. Sociedad
Espaiola de Amigos del Arte.
Madrid. 1917. p. 22.

6 En el bordado erudito

los hilos de oro y plata no
atraviesan el soporte. Son
diferentes tipos de puntos de
bordados los que los fijan a
éste.

Aungque si bien, los elementos que mas se repetian eran las flores, cintas, encajes,
guirnaldas, ramos... encontramos nuevos elementos como los pajaros en
algunos de los disefios o los jarrones que marcan una composicién romboidal
generalmente simétrica, aunque durante la segunda mitad el siglo xv1i1 se
daran estos motivos decorativos pero carentes de simetria.

Al revisar los disenos espaioles, principalmente los valencianos del
siglo xv111, encontramos una evolucion respecto al siglo anterior, una
adaptacion al gusto que emprende dos direcciones. Por un lado, en la
primera mitad del siglo xv111, se mantienen los temas de hojas alargadas con
distribuciones mas grandes en los que se introducen elementos decorativos
del barroco, dispuestos de manera simétrica aunque no siempre siguiendo el
patron romboidal. La segunda direccion es la que opta por motivos asimétricos,
que tendra mas protagonismo en la segunda mitad del siglo xv111, con
composiciones de interpretacion geométrica® creadas a tres bolillos.

En este siglo se complican los temas que, aunque en parte heredan elementos
decorativos de la centuria anterior, se desarrollan siguiendo las manufacturas
francesas, continuando el naturalismo imperante, aunque mas simétricos. Los
disefios ondulantes se combinan con listas verticales y esquemas romboidales.
Los temas florales ondulados y los espacios centrales ocupados por ramos de
caracter naturalista se mezclan con canastas o decoraciones barrocas de cintas y
encajes.

Al igual que los textiles labrados, los bordados barrocos cubren los espacios
temas principalmente de motivos florares y vegetales que se revuelven y
entrelazan®. Cenefas de cardos, rosas con espinas u hojas de acanto cuyos
disefios son ejecutados con gran detallismo y siempre con relieves en distinto
plano y generando texturas que dan profundidad a los motivos. También
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Saya y corpifio bordados de
Nuestra Senora del Rosario.
Iglesia conventual Santa Ana de
Murcia. Taller MM Dominicas de
Santa Ana (Murcia). Ca 1755-60.
Fuente: S. Espada.

Manto bordado de la Virgen

de la Soledad (Murcia). Taller
Andnimo. Siglo XVIIl. Restaurado
por Sebastian Marchante. Ramo
entre estructuras geomeétricas

ondulantes sujeto por una lazada.

Se aprecian las texturas que
dan profundidad al bordado.
Fuente: S. Marchante.

aparecen lazadas, cintas y encajes como motivos decorativos. Las estructuras
ondulantes y ascendentes envuelven generalmente ramos que pueden ser
simétricos o asimétricos.

En cualquier caso, todo este arte textil denota gran pericia técnica y artistica
y nos habla de una compleja labor pues, cual pintor, habia que dibujar y pintar,
hilo a hilo, cuidados disefios, a veces exclusivos, que han perdurado porque
durante el siglo x1x fueron continuados o modificados para adaptarlos a nuevos
gustos estéticos.
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