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We might define appearance as an external aspect of something or somebody. It is a condition that
relates to manner and style, projecting the image that individuals want to show in public. According to
Michel Foucault, appearance is composed of two elements: the body, referred to as the physical body,
and the cover of the body, which is the outfit imposed by social pressure.1 The last element of appearance
defined by Foucault pertains to identities. In the case of female identity, women, it is said, wear clothes
as a means of achieving their own singularity and so, they have been characterized as supporters of
fashion.2
There have been various discussions about the connection between fashion and women in the eighteenth
century. According to some authors, such as Thorsten Veblen, the connection between fashion and
women originated in the first economic stage, when women were defined as the property of men,
meaning that they had different responsibilities such as maintaining the appearance of the house.3 The
, where the author
first commentary appeared in a classical work of Tertullian,
4
condemns the use of decoration by women.
From the eighteenth century on, the pairing of women and fashion acquired a greater significance. The
culture of appearance had appeared in the century before, generating a particular interest in fashion and
beauty. Certainly, in Spain, it began with an interest in articles and objects coming from France. This
was when the theory of emulation, supported by George Simmel, was confirmed in Spanish society,
and it was the first time that the imitation of fashion was perceived as a threat to the order of things.5&6
The development of the culture of appearance and the interest in new objects of fashion, promoted the
birth of a consumerist revolution characterised by women known as ‘petimetras.’ Those women were
focused on the desire to consume and, in particular, in the consumption of imported products.7 In their
behaviour, they cultivated fashion and pleasure instead of following their social obligations and their
moral responsibilities. Petimetras used to show their opinions in spaces of sociability and they were
criticised in the discussions of the age starred by economist, philosophers and religious authorities, also
in some copies of the Spanish press of the time. This is the case of ‘La Pensadora Gaditana.’ A ‘petimetra’
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is defined as a woman who is predisposed to ostentation, her husband’s fortune being her source of
living and also having the tenacity to achieve the fashion of the upper classes and exceeding them in
fashion, leisure and elegance.8
Some of the popular discussions of the age centred around the issues of luxury and beauty. The main
topic was what the consequences of luxury in society could be. There were two opposing positions.
The first supported the view that luxury had positive effects in society because it promoted social progress
and contributed to the improvement of the economy. Authors such as Bernard Mandeville supported
this theory, which defined luxury as a positive incentive for the economy and the development of arts
and science. According to Mandeville and his work, whenever an individual buys a variety of dresses,
he is providing work to the poor and promoting commerce. In short, luxury contributes to the welfare
of the country.9
The second supported the view that luxury had negative effects on society because it was a vice that
promoted social disorder and generated corruption or discordance between vassals.10 According to
some authors, this situation was the result of the adoption of new tendencies coming from France and
England. For instance, Campoo de Otazu in his work
explains how the new uses of fashion were against what was established
by God. According to Campoo de Otazu, there were two types of luxury: the luxury that came from
Spain, he defined as the correct luxury and the luxury that came from international style, which for him
generated vicious inclinations. Through this luxury, women played the game of emulation, creating an
important issue as they constantly imitated the higher classes, which in turn meant constantly changing
their styles to make a difference.
All of this created exaggerations in fashion that were perceived as a form of disorder and therefore,
luxury was construed as a dangerous evil for the nation and one that resulted in the loss of souls.
Campoo de Otazu included advice for women,
They had to dress up in accordance to the taste of God and not fulfilling the
taste of the world, they should never follow the example of the crowd because
it is a large and spacious road which condemns their souls to the cliff.11
The eighteenth century, therefore, brought new tendencies that affected female dress creating a new
social type that occupied the centre of the discussions of the age. After these reflections, the utility of
the garments was put into question.

The first tendency that affected Spanish fashion came from France and it had its origin in 1660 when
Versailles became the centre of European fashion. Spanish authors, such as Benito Jerónimo Feijoo,
considered France as the vehicle of fashion and Paris its engine.12
The first latent influence in Spain appeared in 1679, at the wedding of Maria Louise of Orleans and
Charles II of Spain. This event produced the first rupture with Spanish dress code. The King hired the
service of a French tailor, commissioning him to make garments that gave colour to the Spanish fashion.13
An example of this was the dress of María Luisa of Orleans at the wedding (Figure 1). It was made of
purple velvet and she combined it with a crown of diamonds. All the information was published in a
French newspaper called
.
However, the type of outfit that was introduced from France into Spain was based on different garments.
It derived from military attire and coincided precisely with the triumph of new dynasty in Spain during
the last years of the century.14 In the case of female dress based on military attire, it comprised ‘the habit
a la française,’ a coat and a skirt. The first covered the upper part of the body, was open in the front and
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Figure 1
Marie Louise of Orleans, Antoine Trovaine, 1679, engraving,
published in Mercure Galant, National Library of Spain, Madrid, Sapin, 5381-4.

had triangular sleeves. For the lower part of the body, they used shirttails that were cut to the height of
the hips. In addition, shirttails were covered by a skirt that used a pannier as a frame which was less rigid
than the old ‘guardainfante’.
The French fashion greatly affected the extremes of the body ie shoes and hairstyles. They added more
artifice to the female silhouette. Shoes became more ornamental, being the first time that the lower
skirts left them visible.15 They used a type of shoes called high–heeled mules which left the heel
uncovered. Hairstyles grew giving height and thus more slenderness to the female figure. The new forms
of the hairstyles resulted in an increased demand by women for French hairdressers who knew the last
,
trends in the art of hairstyling. These ideas were reflected in some copies of newspapers like
‘The hairdresser should dress the hair following the fussiest rule of art, know if they had to apply a lot
or a little make–up powder and they had to decorate hair, for instance, with flowers, with the new
symmetry.’16
The second influence on Spanish fashion came from England and in two distinct phases. The first was
at the beginning of the century and had no aesthetic influence on Spanish fashion which was only affected
by the introduction of French garments. However, we can talk about an influence over the methods by
which fashion trends became known. As has been shown, a general interest in appearance experienced
a change at the beginning of the century in Spain. The country started to adopt strategies for spreading
served as a
news about fashion in urban centres like London. Periodicals such as
17&18
precedent for Spanish newspapers such as
or
.
Articles in
show that England adopted the same fashions as Spain in relation to the
introduction of French ornamentation to the extremes of the body. In the following extract a man talks
about the change in women and how the ornaments affect their natural dimensions, ‘I do not love to
be insulted by women who are taller than myself; I admire the sex much more in their present humiliation
which has reduced them to their natural dimensions.’19
The second phase was more of an aesthetic influence and it was introduced after 1770. From this time,
the English style was introduced in Spain, consisting of simple and functional garments. The type of
dress introduced was the robe a l’anglaise. It is characterized by a dress open in front, with an interior
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skirt below, the name of which changed depending on the fabric. If it was made of silk it was a rich silken
skirt, and in the case of cotton, it was known as petticoat. The use of this gown is reflected in art, for
instance in the portrait of the Duchess of Osuna by Francisco de Goya in 1785.

The last trend that impacted Spanish fashion in the middle of the century was the majismo. This
movement was defined as a reaction against international conventionalities. Majismo comes from popular
quarters of Madrid like Lavapiés, Sol and Maravillas, pretending to demonstrate an extreme purity in
traditions.20 The majismo went beyond fashion because it had the peculiarity of being the upper classes
who began to frequently dress like lower classes, even imitating some of their habits. That produced an
inverse process of emulation which not only created a social confusion, but also meant that appearance
no longer defined the social hierarchies with the aristocrats now imitating the popular fashion.
The maja suit (Figure 2) is composed of two pieces: on the upper part of the body they wore a doublet
that was tight in the waist and with tight sleeves. Over the doublet, they wore a tight jacket and over this
a white or black shawl which also covered the head, known as a mantilla. On the lower body, they wore
a skirt that reached to the heel known as guardapiés. This was adorned with braids and flounces and
was shorter than the skirt previously described. Women’s hairstyles were much simpler than the
ornaments in French fashion. Majas basically kept the hair upswept by wearing a headdress called
gandaya.

Figure 2
Elegant Maja, Juan de La Cruz y Olmedilla,
1777, engraving, National Library of Spain, Madrid, Spain, ER/3933(6).
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The first reason why the press acted as such a diffuser of fashion was its interest in spreading the ideals
of beauty and the discussion of the age. For instance, it spread the belief of an inner connection between
fashion and women. This connection is reflected in the press through the new definitions of luxury.
Luxury is defined as the use of objects beyond need.21 There were two levels of luxury: necessary luxury
and the luxury promoted by delight or unnecessary luxury. This is promoted by female inventions and
copy, the association between fashion and women
it is called ‘luxury of ostentation’. In a
is considered as something from nature, as it was a common belief that females had more inclinations
towards corruption.22 Deriving from their pride and gallantry, this quality was considered as implicit in
their character. On the other hand, women could only acquire a fortune by their beauty; it is their way
to achieve a good social position and a profitable marriage.23 The second reason is that the spread of
the dress code of the age happened through the assimilation of international tendencies. We can see
an example where the new tendencies affected every–day life and economy: in one copy of the
, it is explained how a housemaid who earned a salary of 40 reales had to improvise to buy
the full suit because, for instance, the shoes alone cost 24 reales not to mention other accessories such
as white silk socks.24&25 The third reason is that the press had also a normative function in society. In
some cases, the press was meant to establish the behaviours of the different social classes. The impact
of new tendencies had changed female identity and therefore some newspapers established the way
women had to dress. According to the 6 June 1796 edition, women should dress in full–length clothes
of only one colour, which had to be tight below the chest. Also, they had to wear shoes without heels,
clean hair with their natural colour and arms deprived of trinkets.26

The tarasca is a dragon with a female figure above, which was brought out in the procession of Corpus
Christi. However, we cannot understand its transcendence without explaining its origin. It is told in the
legend of Saint Martha that, in the first century AD, a dragon, half fish–half terrestrial, attacked the boats
sailing the river Rhone, devouring the wretched crewmen on board. The legend explains that it was a
woman who managed to kill the dragon using sacred water and showing it the holy cross. The dragon
received the name of ‘tarasca’ because of the territory where it was killed according to the tale, the current
French commune of Tarascón.
Through the medieval age this legend was represented in the successive processions of Corpus Christi
across the centuries, showing a woman with a white dress and a dragon. From the seventeenth century,
the representation began to change, placing the female figure on the top on the dragon and dressing her
with different clothes. Furthermore, there is literary evidence about the procession such as the work of
Francisco Santos, where the tarasca is described as a female monster that fed herself with the souls of
blind people of the world.27
In the Spain of the eighteenth century, the tarasca acquired a new dimension. At first, the female figure
on top of the dragon was called ‘tarasquilla’ and they began to dress her with diverse clothes and
ornamentations. In that time, the tarasca was not only a symbol for a moral lesson with a religious
character, but also a festive parade of dressing models. Each year, the tarasquilla indicated the changes
and novelties in the female fashion of the time. For example, they reflected the introduction of French
gowns or the coexistence between different styles that appeared in the representations. The tarasquilla
was mounted on the dragon, and also appeared with other accessorial elements, for example, the
decoration of the monumental complex or the character which was used to represent the local population.
There are many representations of the tarasca throughout the eighteenth century. Figure 3 is an example
selected to explain how the tarasca became a fashion icon and acquired a value by means of propaganda.
This is the tarasca of 1711, composed of a series of characters; a tarasquilla is situated in an elevated
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Figure 3
Tarasca with bullfighting, 1711, drawing, Archive of the Town of Madrid, Spain, 2-201-14.

position in relation to the other characters. She wears a French gown like a French casaquin and a skirt.
The French influence is reflected in the ‘V’ form of the upper gown, in the pronounced neckline, in the
disposition of the sleeves and also the shoes are showing below the skirt, indicating a significant shortening
of the skirt compared to the Spanish dress. In respect of the hairstyle, we cannot see any evolution as
the tarasquilla is represented wearing a hat with a visor. The hat had a mechanism that made it easy to
move the visor up and down, thus covering and uncovering the female’s face during the procession.
This artifact also had another symbolic value explained in the description: by covering the face of the
tarasquilla, they revealed a purpose of female fashion which was to cover a woman’s flaws, as the figure
showed an old face when the visor was removed. The second character is a man defined as the oldest
in the description, who signals the coexistence of two styles of dressing as he wears a typical Spanish suit
made using the technique of ‘acuchillado’ on the breeches and sleeves, neck ruff and a simple hat. The
companion of the tarasquilla at the representation of a bullfighting scene could possibly be an allegory
of the Iberian part of the Spanish War of Succession. The representation of the sword–man epitomizes
the wretched Iberian bull ring, in the words of Bernaldez de Montalvo.28
The tarasca was forbidden by a royal document by Charles III of Spain in 1780.29 The main reason of
the prohibition was the consideration that these types of figures promoted social disorder, diverting
from the main objective of the procession that should be devotion.

The alterations in fashion throughout the eighteenth century affected female identity. Firstly, on the
form of the body, they had a direct impact on their silhouettes. The replacement of the ‘guardainfante’
by the pannier gave more slenderness to the female body. Such lightness would be greater with the type
of skirt used by majismo as it did not have a frame. Furthermore, the French influence gave even more
slenderness to the female figure, with the introduction of ornamentation to shoes and hairstyles.
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However, the most important alterations were those that affected women beyond aesthetics, as new
ornaments were connected to their brand new needs. Changes were due to the large visibility that they
progressively gained in society, mainly by their prominence in the new discussions and social gatherings.
All of these alterations constituted a means of propaganda about fashion, and women became the main
dictators. Certainly, in Spain, two types of women came onto the scene as social stereotypes and
supporters of fashion: the petimetra (as a result of French influence) and the maja (as a result of a local
movement). They could be considered as referees in respect to the social costume of the age. The
majismo movement was the first national expression in fashion after the decline of the Spanish dress,
and, furthermore, acquired a national transcendence being used by aristocrats as a means of
demonstrating their patriotism. As we have said before, there was a reversal in the emulation process,
which fixed as a main objective the establishing of a national fashion to unify Spanish appearance, against
the fear caused by the progress of international fashion.

1

2
3
4

5
6
7

8
9

10

11

12
13

14
15
16
17
18
19
20

21
22
23

, Siglo XXI Editores, Buenos Aires,
Michel Foucault ,
1975, p. 161
Georg Simmel,
Colección Austral, México, 1961, p. 127.
August M. Kelley, New York, 1965.
Thorstein Veblen,
Tertuliano Quinto Septimo Florente,
, Servicio
de Publicaciones, Málaga, 2001.
Casimiro, Madrid, 2014, p. 11.
Georg Simmel,
Joanne Enwistle,
Paidós, Barcelona, 2002, p. 34.
Rebecca Haidt, ‘Emoción o Aplicación? Petimetra y la Economía del Deseo’,
No. 15, 2007, p. 34–35.
Beatriz Cienfuegos,
Pensamiento VI, 1786, p. 121.
Bernard Mandeville,
Fondo de Cultura Económica, México, 1982, p. 78.
Elvira Martínez Chacón,
Servicio de Publicaciones, Oviedo, 1985, p. 430.
Lucas Campoo de Otazu,
Madrid, 1781, p. 56.
Benito Jerónimo Feijoo,
Joaquín Ibarra, Madrid, 1726, p. 172.
Amalia Descalzo Lorenzo, ‘El Traje Francés en la Corte de Felipe V’,
, 1997, p. 193.
Descalzo, op. cit., p. 192.
Carmen Martín Gaite,
Anagrama, Madrid, 1972, p. 168.
José Clavijo y Fajardo,
Joachin Ibarra, Madrid, 1763, p. 102.
Mariano Nipho,
Hilario Santos, Madrid, 1788.
Pascual Marín and Joseph Marie de la Croix,
Joseph Esteban, Valencia, 1790.
Joseph Addison and Richard Steele,
London, 22 June 1711, p. 64.
Natalie Z. Davis, ‘Un Mundo al Revés’,
, James S Amelang, Mary Nash, eds., Alfonso el Magnamin, Valencia, 1990, p. 34.
Nipho, op. cit, p. 974.
Ibid., p. 542.
Ibid., p. 545.

63

The Journal of Dress History

24
25
26
27

28

29

Volume 1, Issue 1, Spring 2017

Nipho, op. cit., p. 632.
Ibid.
Ibid., p. 1293.
Francisco de Santos,
p. 74.
José María Bernáldez de Montalvo,
1980, p. 100.
In
XII, p. 5.

Valencia, 1696,
Ayuntamiento de Madrid, Madrid,
Madrid, 1805, Book I, Title I, Law

Addison, Joseph and Steele, Richard,

London, 1711.

Bernáldez de Montalvo, José María,
de Madrid, Madrid, 1980.

Ayuntamiento

Campoo de Otazu, Luca,
Madrid, 1781.
Pensamiento VI, 1786.

Cienfuegos, Beatriz,
Clavijo y Fajardo, José,
Spain.

Joaquín Ibarra, Madrid, 1763, National Library of

Davis, Natalie Z, ‘Un Mundo al Revés’ [A World Upside Down: Women in Power],
, James S Amelang, Mary Nash, eds., Alfonso el Magnamin,
Valencia, 1990.
De Santos, Francisco,
Valencia, 1696.
Descalzo Lorenzo, Amalia, ‘El Traje Francés en la Corte de Felipe V’ [French Costume at the Court
4, 1997.
of Philip V],
Enwistle, Joanne,
Paidós, Barcelona, 2002.
Feijoo, Benito Jerónimo,
1726.

Madrid, Joaquín Ibarra,

Foucault, Michel,
p. 161.

, Siglo XXI Editores, Buenos Aires, 1975,

Haidt, Rebecca, ‘Emoción o Aplicación? Petimetra y la Economía del Deseo’ [Emotion or Application?
Petimetra and the economy of Desire],
15
, 2007.
Mandeville, Bernard,
Fondo de Cultura Económica, México,
1982.

64

The Journal of Dress History

Volume 1, Issue 1, Spring 2017

Marín, Pascual and De la Croix, Joseph Marie,
Esteban Cervera, Valencia, 1790, National Library of Spain.

Joseph

Martín Gaite, Carmen,
Anagrama, Madrid, 1972.
Martínez Chacón, Elvira,
Servicio de Publicaciones, Oviedo, 1985.
Hilario Santos, Madrid, 1788, National

Nipho, Mariano,
Library of Spain.

Madrid, 1805, Libro I, Título I, Ley XII, Historical Library of Universidad Complutense.
Quinto Septimo Florente, Tertulian,
Publicaciones, Málaga, 2001.

Servicio de
Colección

Simmel, Georg,
Austral, México, 1961.
August Kelley, New York, 1965.

Veblen, Thorsten,

Laura Pérez Hernández studied history at Universidad Complutense de Madrid and then earned a
Master of History of Hispanic Monarchy degree, where she began research into the history of dress.
This began with an expositive project about the image of women through the analysis of clothing in the
sixteenth and seventeenth centuries within the historical library of the university. This was followed by
her Master’s project about dress in sixteenth century — From Modesty to Ostentation: A Study of
Women’s Clothing in the Sixteenth Century. Currently, she is studying for a doctorate in modern history
at Universidad Complutense researching the different models of women’s dress in the eighteenth century
and its representation in artistic and journalistic productions.

Copyright © 2017 Laura Pérez Hernández
Email: Lauraperezhernandez@ucm.es

65

