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(12! 18) 19380{Z (Secrets of the couturier, p. 12)
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ABSTRACT

A Study on th Architectural Construction of
Balenciaga's works

The purpose of this study is to identify the
architectural construction of Balenciaga's
works.

He was perfectionist in tailoring which was
hased on architectural thought, and couturier
who could design, cut, sew and fit a whole gar-
ment

Balenciaga has never followed any fashion
trend but his own He designed from within
himself, according to his own sensitivity to
fashion. Like Chanel, he mad clothes in which

women can be comfortable, move in, and get
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on and off with a minimum of effort. He ap-
plied radical shapes to flattering ends, for his
clothes echoed movements and gestures, never
determined them. He achieved the perfect
harmony between the body and the garment,
freeing the spirit of the woman within, Reflec-
tion his respect for women, Balenciaga never
contorted or restriced their bodies, He did not
depend on hoops and petticoats to hold out the

gkirts of his evening dresses but on

well ~balanced, architectural construction.

Therefore in order to identify the architec-
tural consturuction, this study hypothesizes
{1)the effect of mass and volume, (2) the ef-
fect of weight and support, (3) the effect of
complexity and simplicity, (4) the effect of
line and rhythm etc. The architectural beauty
of form in Balenciaga's works are especially
based on simplicity and support,



