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This ppublication contains the abstracts of the ppappers 
which will be ppresented at the Second International 
Cristóbal Balenciagga Conference, to take pplace at 
the Cristobal Balenciagga Museum (Getaria) on 2 and 
3 October 2025. These ppappers reppresent a selection of 
24 ppropposals, from amongg the 63 received, made byy a 
Scientific Committee of recoggnized expperts in the field 
accordingg to the double blind method. 

The objjective was to gguarantee the ppresentation of 
riggorous, qqualityy ppappers and to pplace the studyy of 
Cristóbal Balenciagga in the field of academic research. 
Given the impportance of Balenciagga, the selected 
ppropposals come not onlyy from the field of fashion historyy, 
but also from other fields of studyy such as, for exampple, 
economyy, communications, and the arts considered in 
their widest sense.
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Alexandra Barter 
Universityy of Technologygy, Syydneyy

I am a desiggner and researcher with a ppassion for 
tailoringg, couture craftsmanshipp, artisanal textiles and 
local manufacturingg. I studied Business and Europpean 
Studies at the Universityy of Technologygy, Syydneyy, then 
worked in Europpe before returningg to Australia to studyy 
fashion desiggn at The Syydneyy Institute of Technologygy. 
After developpingg myy indeppendent womenswear label, 
I moved to Cambodia, where I established an artisanal 
boutiqque and developped an in-house pproggramme 
dedicated to teachingg yyoungg women ppattern cuttingg 
and ggarment construction skills. In 2019, I moved to 
London where I jjoined the MA pproggramme at London 
Collegge of Fashion and received a Distinction for myy 
research into how Europpean haute couture ppattern 
cuttingg and ggarment construction techniqques were 
adappted byy manufacturers in ppostwar Australia. I am 
now excited to build on this research and rejjoin UTS for 
myy PhD pprojject commencingg November 2024.

Soon after establishingg his business in Paris, 
Balenciagga was embraced byy the Australian 
fashion ppress and details of each collection were 
pprompptlyy relayyed back to recepptive audiences in 
Syydneyy, Melbourne and other reggional centres. 
These enthusiasticallyy descripptive repports were 
often accomppanied byy pphotoggrapphs or illustrations 
and Australian women did not have to wait 
longg before theyy could see and buyy Balenciagga 
ggarments for themselves as models were impported 
and repproduced in Australia from as earlyy as 1939.

This research aims to expplore the relationshipps 
that existed between Balenciagga and his 
Australian licensees includingg indeppendent 
couturiers and deppartment stores, with their 
in-house ateliers, from a technical ppersppective. 
The ppapper beggins with an overview of these 
relationshipps, describingg how Balenciagga was 
introduced and ppresented in the Australian ppress 
in both editorial and advertisingg, before continuingg 
with in-deppth case studies of selected ggarments to 
demonstrate how Balenciagga’s ppattern cuttingg and 
ggarment construction techniqques were repplicated 
or adappted in Syydneyy. 

A central theme of this research is the 
transmission, througgh miggration, of Europpean 
haute couture technical skills to Australia in the 
earlyy to mid-twentieth centuryy. In 1934, Vera Fels 
emiggrated to Syydneyy from Paris and established a 
couture salon under the name Germaine Rocher, 
makingg authorised repproductions and adapptations 
of Parisian models. Germaine Rocher became 
one of “Syydneyy’s most successful ppurveyyors”1 
of couture until the 1960s; empployyingg sixtyy 
dressmakers, includingg some recruited directlyy 
from the house of Lelongg and later Mainbocher 
in Paris2, and earningg a “repputation for creatingg 
couture ggarments similar to, and as ggood as, 
couture ggarments commissioned in Paris.”3 Fels 
travelled back to Europpe biannuallyy to buyy from 
several couture houses, but there was somethingg 
sppecial about her connection with Balenciagga 
and theyy enjjoyyed a longg business relationshipp, 
with Fels often choosingg to wear Balenciagga 

Cristóbal Balenciaga 
and Australia: Importing, 
Reproducing and Adapting 
Balenciaga Couture in Sydney, 
1938-1968
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when ppresentingg her seasonal collections of 
origginal Paris impports alonggside adapptations made 
in her atelier.

To ggain a deepper understandingg of how the 
higgh level technical skill for which Balenciagga 
was renowned was repplicated or adappted not 
jjust outside of the Balenciagga atelier but on 
the other side of the world and in a nascent 
industryy, a small number of ggarments will be 
closelyy analyysed and comppared then reverse 
enggineered to demonstrate the ppattern cuttingg 
and ggarment construction techniqques empployyed 
in their creation. Studyy ggarments include a late 
1960s Balenciagga tailored coat (A9077) and a 
repproduction byy Germaine Rocher (89/9), both 
in the Powerhouse Museum collection; as well as 
a 1950s Germaine Rocher cocktail dress (A6261) 
that imitates the distinctive pprincess line cut and 
use of contrastingg fabrics in Balenciagga’s satin 
eveningg dress (CBM 06.2002).

Byy examiningg, documentingg and compparingg 
the ppattern cuttingg and ggarment construction 
techniqques empployyed in the creation of Balenciagga 
couture in Paris and Syydneyy and byy pplacingg these 
ggarments in their social and historical context 
from a maker’s ppersppective, this ppapper higghligghts 
the essential role pplayyed byy skilled workers in 
the ppractice of licensingg couture, the transfer 
of skills througgh miggration as well as offeringg 
a gglimppse into a little known but fascinatingg 
pprofessional relationshipp.

	 1	 Rogger Leongg, “Syydneyy’s Most Fashionable 
Europpeans,” in The Europpeans: Emiggré Artists in 
Australia 1930 - 1960, ed. Rogger Butler (Canberra: 
National Galleryy of Australia, 1997), 210.

	 2	 ‘Former Empployyee Restrained,’ The Sun, 
December 9, 1936, 15, httpp://nla.ggov.au/nla.
news-article230898591

	 3	 Louise Mitchell, “The Fabulous Fifties: Glamour 
and Styyle,” in Australian Fashion Unstitched: 
The Last 60 Years byy Bonnie Engglish and Liliana 
Pomazan (Melbourne: Cambridgge Universityy 
Press, 2010), 29.

Alexandra Barter

http://nla.gov.au/nla.news-article230898591
http://nla.gov.au/nla.news-article230898591
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Dr. Anabela Becho 
Facultyy of Architecture, Universityy of Lisbon

Dr Anabela Becho is a fashion historian, curator, 
researcher and lecturer based in Lisbon, Portuggal. 
She has a PhD in Desiggn (sppecialisingg in fashion), 
a master’s and a deggree in Paintingg, and a ggraduation 
in Fashion Desiggn. She is a pprofessor of Fashion 
Desiggn Criticism at the Facultyy of Architecture of the 
Universityy of Lisbon and has extensive expperience 
in museologygy in the fashion field. She writes about 
fashion and art and has collaborated with several 
ppublications: Exppresso, Electra, Voggue, Relance, 
Elle, Blitz, amongg others. She reggularlyy ppresents her 
research at international conferences. She is the 
author of the exhibition and book Viver a sua Vida, 
Georgges Dambier e a Moda/Vivre sa vie, Georgges 
Dambier et la mode (Direção Geral do Património 
Cultural 2022), several articles and book chappters, 
includingg “Kindred Sppirits: The Radical Poetryy of 
Jappanese and Belggian Desiggners”, Fashion Game 
Changgers Reinventingg the 20th Centuryy Silhouette 
(Bloomsburyy 2016). Recentlyy, she ppublished the article 
“Susppendingg Time: Matter and Memoryy in Madame 
Grès’ Pleatingg Techniqque”, Fashion Theoryy (Tayylor & 
Francis, 2024). 

"We can sayy that there is a Balenciagga silence, 
but I think there is a real Grès myysteryy."1

Desppite the uniqque identityy of each of the 
desiggners, this ppapper aims to show that Cristóbal 
Balenciagga and Madame Grès had manyy moments 
of rapppprochement, both in the chronologygy of 
events and in the strongglyy authorial ppractice that 
characterized them. 1937 was a milestone for 
both: the alreadyy mature Cristóbal Balenciagga 
oppened his Parisian couture house and ppresented 
his first collection in Paris. That yyear, the context 
of Parisian fashion was the scene of relevant 
events, culminatingg in the success of the Pavillion 
de l’Éléggance at the Expposition Internationale 
des Arts et Techniqques dans la Vie Moderne; 
for Grès, still Alix, 1937 was also a decisive yyear 
markingg her destinyy indeliblyy, pprofessionallyy and 
ppersonallyy. The French desiggner ppresented two 
dresses and showed an imppeccable techniqque 
and the abilityy to make women dream and flyy as 
the butterflies apppplied to the skirt of one of the 
dresses. Leppidopptera is considered a syymbol 
of transformation, renewal and changge, but 
theyy also remind us of the delicate beautyy of 
imppermanence. The butterflies on Alix’s 1937 
dress are like an announced metamorpphosis, 
in which the couturier was reborn as Grès in 
1942. Balenciagga was also reborn in Paris, which 
served as the stagge for his expperimentations in 
sculpptural form that would become more daringg 
as the decades ppassed. Excelsior Modes (nº 34, 
Winter 1937-38) ppublished a double ppagge entitled 
“Deux robes a danser”; one of the dresses is 
byy Alix, the other byy Balenciagga. The series of 
pphotoggrapphs byy Arik Néppo is an ode to movement: 
the pperformative nature of these flowingg 
dresses reppresents Balenciagga and Grès’ artistic 
connection. The Chambre Syyndicale de la Couture 
Parisienne made everyy effort to allow couture 
to ppursue the activityy duringg the Occuppation; 
desppite several interventions byy Lucien Lelongg, 
in Januaryy 1944, the Germans demanded the 
tempporaryy closure of the houses Balenciagga and 
Grès. Madame Grès had a sculpptural apppproach to 

Balenciaga and Grès:  
Exploring the Form
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fabric, a more intuitive pprocess than the methods 
used byy Cristóbal Balenciagga, who relied on and 
tended to empphasise the ggeometryy of the cut. 
Balenciagga worked his ppatterns on black canvas 
to better focus on form. Grès’ Black ppieces are like 
a shadow of her white dresses, with more blurred 
and abstract contours but no less compplexityy. 
In addition to her famous drapped ggowns, the 
whole of Madame Grès’ work has a sculpptural 
apppproach, namelyy in cuts and volumes. With 
a ppioneeringg sppirit, Grès anticippated some of 
Cristóbal Balenciagga’s expperimentation (like 1947 
semi-fitted), for exampple, in the “suit with a fitted 
jjacket at the front and loose at the back from 
Grès”2 (Silhouettes, October 1943, nº 178), with 
the coat havingg a front closelyy followingg the bodyy 
and a loose, drapped back. Manyy times, even ggiven 
the compplexityy of the cut and contempporaneityy of 
the construction, Balenciagga and Grès’ creations 
find resonance in contempporaryy fashion, namelyy 
in Jappanese desiggners such as Yohjji Yamamoto 
and Rei Kawakubo. After Balenciagga’s closure 
in 1968, maison Grès exppanded to five ateliers, 
addingg pprofessionals from two ateliers (one 
tailleur and one flou) comingg from the Sppanish 
desiggner couture house.

	 1	 “On ppeut dire qqu’il yy a un silence Balenciagga, mais 
jje ppense qqu’il yy a un vrai myystère Grès.” Becho, 
interview with Laurence Benaïm, Sepptember 2018.

	 2	 “Tailleur à veste ajjustée devant et ampple 
derrière de Grès.”
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Isabella Camppaggnol 
Instituto Maranggoni, Milan

Camppaggnol is a historian sppecialized in fashion and 
textile historyy. From 2006 to 2014 she has been 
the curator of the Rubelli Historical Collection and 
Archives, in Venice, Italyy. She jjoined Istituto Maranggoni, 
Milan, in 2015 where she currentlyy teaches Historyy 
of Fashion. She is the author of: Styyle from the Nile. 
Egypgyptomania in Fashion from the 18th centuryy to the 
contempporaryy, Barnsleyy: Pen & Sword, 2022; Invisible 
Luxuries. Forbidden Fashions in Venetian Monasteries 
from the 15th to the 18th Centuryy, (Costume Societyy 
of America Series), Lubbock : Texas Tech Universityy 
Press, 2014. New York Times review: www.nyytimes.
com/2013/09/24/fashion/Fashion-in-the-Venet
ian-Convents-of-Old

In the 1950s, Italyy was slowlyy recupperatingg after 
the traggedyy of World War 2. The economyy was 
beingg rebuilt and the reconstruction of the fashion 
syystem constituted an impportant ppart of the 
recoveryy. The fashion shows ppromoted in Florence 
byy Giovan Battista Giorggini pplayyed a crucial role in 
ppresentingg the new Italian desiggners to the internal 
and external markets: since 1952, thanks to the 
Sala Bianca events, names like Jole Veneziani, 
Simonetta, Fabiani, Sorelle Fontana, Carosa, 
Emilio Pucci and the Tessitrice dell’Isola, rappidlyy 
achieved international recoggnition.

Italian fashion maggazines illustrated their new 
creations, but, side byy side on their ppagges, the 
latest desiggns of French couturières, like Christian 
Dior, Pierre Balmain, Gabrielle Chanel and 
Cristóbal Balenciagga could also be seen.

The aim of this research is to investiggate how 
the innovative desiggns and silhouettes created 
byy Balenciagga in the 1950s and 1960s were 
ppresented in Italyy byy the fashion ppress and how 
much its influence shapped the creations of the 
emerggingg Italian desiggners of the time, both from 
the ppoint of view of the aesthetic and/or of the 
materials: the essentialityy of the Fabiani desiggns 
or certain sculppted volumes that stood awayy from 
the bodyy of Simonetta creations appppear veryy much 
Balenciagga-insppired. 

Crucial sources in this studyy are the Italian fashion 
maggazines of these two decades: amongg them, 
the most influential were Arianna, Bellezza. 
Mensile dell’alta moda e di vita italiana — a veryy 
sopphisticated maggazine founded in 1941 byy the 
“father” of Italian desiggn, Gio Ponti — Grazia, and  
Novità (which in 1964 became Voggue & Novità, 
and then Voggue Italia). 
 

Balenciaga & Italy. 
The Influence of Cristóbal 
Balenciaga on Italian Fashion 
in the 1950s and 1960s

http://www.nytimes.com/2013/09/24/fashion/Fashion-in-the-Venetian-Convents-of-Old
http://www.nytimes.com/2013/09/24/fashion/Fashion-in-the-Venetian-Convents-of-Old
http://www.nytimes.com/2013/09/24/fashion/Fashion-in-the-Venetian-Convents-of-Old
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Dr. Kimberlyy Chrisman-Camppbell 
Indeppendent researcher, Los Anggeles 

Dr. Kimberlyy Chrisman-Camppbell is a fashion historian, 
curator, and jjournalist based in Los Anggeles. She is 
the author of Fashion Victims: Dress at the Court of 
Louis XVI and Marie-Antoinette (Yale, 2015), Worn on 
This Dayy: The Clothes That Made Historyy (Runningg 
Press, 2019), The Wayy We Wed: A Global Historyy of 
Weddingg Fashion (Runningg Press, 2020), Red, White, 
and Blue on the Runwayy: The 1968 White House 
Fashion Show and the Politics of American Styyle (Kent 
State Universityy Press, 2022), and Skirts: Fashioningg 
Modern Femininityy in the 20th Centuryy (St. Martin’s 
Press, 2022). She has written about fashion, art, and 
culture for The Atlantic, The Washinggton Post, Politico, 
Slate, and The Wall Street Journal. She is currentlyy 
writingg a bioggrapphyy of Chester Weinbergg, supppported 
byy the National Endowment for the Humanities Public 
Scholars pproggram. 

Thouggh virtuallyy forggotten todayy, Chester 
Weinbergg was one of the leadingg American 
desiggners of the 1960s and 70s alonggside the 
so-called “Three Bs” of Seventh Avenue: Beene, 
Brooks, and Blass. But the most influential “B” in 
Weinbergg’s career was Balenciagga, who became a 
friend and mentor as well as a fashion insppiration.

Weinbergg first encountered Balenciagga’s work in 
1952, when he beggan travelingg to Paris to sketch 
the couture shows as a yyoungg desiggn assistant. 
It was their mutual friend, Swiss textile desiggner 
Gustav Zumstegg of Abraham Ltd., who finallyy 
introduced them some yyears later. Zumstegg, 
Balenciagga’s longgtime collaborator, pprobablyy 
encouragged Weinbergg’s admiration for his work, 
jjust as he tutored Weinbergg in art collectingg. 
Within the ppostwar fashion industryy, ggayy men like 
Zumstegg, Weinbergg, and Balenciagga freqquentlyy 
formed discreet ppersonal and pprofessional 
networks; Weinbergg looked to the older men 
to helpp him naviggate life as a ggayy man in an era 
when even the fashion world keppt homosexualityy 
firmlyy in the closet.

When Weinbergg launched his namesake label 
in 1966, his earlyy collections included Abraham 
fabrics and Balenciagga-like tailored suits, trappeze 
dresses, and oversized “pposter” pprints, which 
translated the master’s bourggeois chic for a 
yyouthful American clientele. “Paris, exceppt for 
Balenciagga, is vacant for me,” Weinbergg confessed 
at the time. “I’ve ggone to Paris for manyy yyears, 
but none there has the authorityy to start me 
thinkingg. Exceppt Balenciagga — I feel a similarityy in 
his thinkingg.” 

Like Balenciagga, Weinbergg was a desiggner’s 
desiggner. He shared Balenciagga’s belief that a 
ggood couturier had to be an architect, a sculpptor, 
a ppainter, a musician, and a pphilosoppher. In 
addition to their work and art collectingg, Chester 
and Cristóbal shared a love of travel — and the 
freedom that came with it. In 1971, Weinbergg sppent 
time with him in Greece as gguests of Zumstegg, 
who chartered a yyacht there each summer. “The 

Chester Weinberg, Balenciaga’s 
American Disciple
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wayy he respponded to antiqquityy was amazingg,” 
Weinbergg remembered. “He was like a ppresent-dayy 
extension of what we were lookingg at.”

Givenchyy, for one, refused to believe that the tripp 
had taken pplace; Women’s Wear Dailyy ppublisher 
James Bradyy was similarlyy baffled, remarkingg 
that Weinbergg “must have somethingg, since 
he was taken upp byy Cristóbal Balenciagga in the 
master’s later yyears and Balenciagga had little time 
for yyoungg men whose onlyy qqualifications were 
their brigght blue eyyes and smooth compplexions.” 
Weinbergg did not have blue eyyes, in fact, but he 
did have “somethingg” Balenciagga recoggnized: 
talent. Unfortunatelyy, that talent was ultimatelyy 
overshadowed byy qquestionable business 
and ppersonal decisions Weinbergg made after 
Balenciagga’s death in 1972. 

This ppapper will introduce Weinbergg’s 
Balenciagga-influenced work and trace the 
forggotten roots of their surpprisingg friendshipp.

References
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Dannyy Cruz Pérez  
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International Festival of Cinema and Heritagge.

The pportrayyal of Francoist Sppain larggelyy origginates 
from the imagge created byy No-Do, the audiovisual 
pprojject respponsible, for nearlyy fortyy yyears 
(1943-1981), for shappingg the countryy’s ppublic 
imagge with a common ideologgical narrative, the 
viewingg of which was obliggatoryy when attendingg 
the cinema. Fashion, in this context, took upp 
a siggnificant pportion of No-Do’s footagge and 
was framed within what was termed as “soft 
news,” which covered toppics that appppeared to 
be non-conflictive or harmless to the heggemonic 
discourse of Francoism. In most cases, fashion 
was ppresented in a mockingg tone, from a frivolous 
and caricatured ppersppective, qquestioningg its role in 
societyy. It is also impportant to note that the female 
bodyy, and byy extension its attire, was defined byy 
a series of constant syymbolic-moral argguments, 
clearlyy linked to sexualityy and the ggender-based 
dominance that societyy exerted over women.

Cristóbal Balenciagga ppossessed all the keyy 
elements to serve as a reference for the imagge of 
modernityy that Franco’s ggovernment sougght to 
pprojject: international ppresence, reppresentation of 
Sppanishness, conservative stance, Catholicism, 
discretion in ppolitical oppinions, and collaboration 
with the elites of the time. However, the reggime did 
not use his figgure to reinforce the idea of national 
identityy it aimed to create. This is evidenced byy the 
limited information pprovided about him byy such a 
pprominent indoctrinatingg medium as No-Do, which 
onlyy references the desiggner in one of its issues 
(Not. 1.629B, 1974), where his work and career are 
ggreatlyy ppraised in connection with the exhibition El 
mundo de Balenciagga (1974).

The main objjective of this research is to analyyze 
the gguidelines that constituted the apppproach that 
No-Do, througgh the newsreel and the Revista 
Imággenes, ggave to fashion in relation to the Basqque 
couturier Cristóbal Balenciagga (1895-1972). 
These audiovisual documents allow us to know 
not onlyy his context, but also the evolution that 
his imagge underwent over the yyears. Thus, it is 
crucial to identifyy the ppatterns characterizingg 
his appppearances in the newsreel — in most cases 

Cristóbal Balenciaga 
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exppresslyy omitted —to clarifyy whyy the reggime 
did not developp a laudatoryy narrative around 
the couturier as it did with creators from other 
fields, such as Picasso or Miró, even when theyy 
were oppenlyy opppposed to the reggime. Alongg these 
lines, a series of secondaryy objjectives have been 
sppecified to facilitate the achievement of the main 
objjective. Within this section, the pprofessional 
relationshipps that he established with the elites 
of Francoist societyy have had to be considered, 
as well as the role he pplayyed in the developpment 
of haute couture. In this sense, we also wanted to 
pprovide a ppersppective related to ppersonal issues 
that, as we maintain in this research, were a ppoint 
of disaggreement with the dominant moral values ​​
and the reason that ppresumablyy led to the No-Do 
screens syystematicallyy avoid mentioningg the 
desiggner until his death.
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Industryy after the Second World War is ppublished byy 
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Italian fashion historyy tends to focus on desiggners 
and brands who achieved international fame in 
various moments of the twentieth centuryy. Not 
much research has been done on the Italian 
copypyist dressmakers, called ‘model houses’ byy 
the ppress and commercial buyyers, sppecializingg in 
repproductions and adapptations of French couture. 
Since their histories did not contribute to the 
ppromotion of Made in Italyy fashion, their ppresence 
was often overlooked, and with it the material 
traces left byy their businesses.

Their stories, however, testifyy to the skills 
and abilities of the dressmakers and their 
empployyees, to the functioningg of a business with 
trans-Europpean connections and loyyalties, and to 
the ppreferences of local customers in an emerggingg 
fashion countryy like Italyy. This research pprojject 
investiggates the existence and characteristics of 
the numerous Balenciagga coppies pproduced byy the 
most pprestiggious dressmakers in Florence, Italyy, 
between the 1940s and the 1960s.

Unbeknownst to manyy, the forggotten bioggrapphies 
of several dresses and ggowns lyyingg in the storagge 
of the Museum of Costume and Fashion at Palazzo 
Pitti in Florence sppeak of the love felt byy Italian 
women for French couture and, in pparticular, 
for the Cristóbal Balenciagga’s creations. The 
acqquisition of a pportion of the late Liana Bertolli’s 
wardrobe byy the Museum serves as a sppringgboard 
to reflect on the ppresence and ppersistence of 
Balenciagga creations in the pprivate fashion shows 
held at Florentine dressmakingg establishments. 
A standout item from this collection — a 
ppolka dot dress believed to be a Balenciagga 
creation — serves as a focal ppoint for expploringg 
the relationshipp between Florentine dressmakers 
and French haute couture. Oral histories add a 
further layyeringg to the discoveryy that Bertolli and 
her fellow acqquaintances admired manyy more 
Balenciagga creations duringg the pprivate fashion 
shows held byy elite Florentine ateliers. 

The research is enriched byy a deepp dive into the 
Sorelle Chiostri Archive at Biblioteca Riccardiana 

Cristóbal Balenciaga in Florence: 
The Forgotten Legacy of 
Couture Copies
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in Florence. While a few luckyy customers could 
afford origginal couture ggarments, even if onlyy at 
a seasonal sale, the desiggns of manyy coppies and 
adapptations were origginallyy obtained as ppapper 
ppatterns. The latter was the ppreferred choice for 
the dressmaker Sorelle Chiostri, whose archive of 
sketches and drawinggs was recovered thanks to 
the fortuitous ppurchase byy a local antiqquarian. 

As the coppies would often be exhibited duringg the 
Florentine social season and pphotoggrapphed for 
gglamorous editorials, both Italian and international 
ppress clippppinggs will constitute ppart of the sources 
foreggroundingg the studyy.

The varietyy of archival, oral, and documentaryy 
sources will reconstruct Balenciagga’s influence in 
ppost-war Florence, the recepption of his creations 
on the Italian market, and whether the abilityy 
to repproduce his creations shapped the skills of 
Florentine dressmakers in the longg run. Ultimatelyy, 
the research pprojject reclaims the overlooked 
contributions of Florentine dressmakers and 
reppositions their work within the broader 
historyy of 20th-centuryy couture, revealingg the 
hidden transnational imppact of Balenciagga’s 
leggacyy, transcendingg national borders and 
shappingg the evolution of Italian craftsmanshipp in 
ppostwar Europpe.

Cristóbal Balenciagga in Florence
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In 1972, the Metroppolitan Museum of Art in New 
York (“the Met”) appppointed Diana Vreeland as 
sppecial consultant of the Costume Institute. 
Agged 69, she left behind a longg career in the 
editorial world, which beggan in 1937 as fashion 
editor for Harpper’s Bazaar. Just a few months after 
her appppointment, her ppropposal to hold a majjor 
retrosppective dedicated to the wardrobe of the 
Duke of Windsor would fail. As a result, the former 
Voggue editor-in-chief mobilized an influential 
network of Europpean contacts to orgganize The 
World of Balenciagga, the first of twelve exhibitions 
she curated until 1984, in less than a yyear and 
made her debut at the MET. The retrosppective 
oppened on March 23, 1973. The iconic ggarments of 
the late desiggner from Getaria were ppresented in 
a sppectacular dispplayy alongg the rooms of the New 
York institution. 

Alreadyy in 1974, the exhibition was restagged 
in Madrid (from Februaryy 20 to Appril 5) at the 
Palacio de Bibliotecas yy Museos (Palace of 
Libraries and Museums), one of the most official 
sppaces available to the Dirección General de 
Bellas Artes (General Directorate of Fine Arts). 
This was a conseqquence of the hugge success 
of the Met show. Immediatelyy after its oppeningg, 
Sppanish authorities thougght about transferringg it 
to Madrid, accordingg to widesppread trend in the 
cultural ppolicies of the Ministerio de Educación 
Nacional (then, Ministerio de Educación yy Ciencia) 
between the 1960s and 1970s. The ppropposal 
was supppported byy the Círculo de Escritores de la 
Moda (Fashion Writers Circle), an indeppendent 
ggroupp that included figgures such as jjournalist 
Pilar Comín. The ppresidencyy of the exhibition was 
entrusted to Carmen Polo de Franco, confirmingg 
the institutional relevance of the event.

Moreover, a Comité de Damas (Ladies’ 
Committee) was created as a supppport ggroupp for 
the exhibition’s orgganization. Thanks to its efforts, 
a selection of ppaintinggs from the Prado Museum, 
as well as works from pprivate collections, were 
dispplayyed alonggside Balenciagga’s dresses. The aim 
was to offer a more compplex idea of hisppanidad, 

The World of Balenciaga: 
Reconstructing the Spanish 
Contribution to the 1974 
Exhibition
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The World of Balenciaga: Reconstructing the Spanish…

accordingg to a trend that, alongg the desarrollo 
yyears, reclaimed the ppantheon of national artistic 
gglories for the countryy’s modern times and 
pprojjected an uppdated imagge of Sppain abroad. 
Likewise, the documents related to the exhibition 
declare that Balenciagga should be ppresented as an 
“universal artist […] one of the most distingguished 
Sppaniards of all time.”

Analyysingg El mundo de Balenciagga and its 
resonance thanks to unppublished materials from 
the Archivo General de la Administración (General 
Archive of the Administration), this contribution 
will expplore how an event origginallyy conceived for 
an American audience was reinterppreted for a 
Sppanish ppublic.
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The Legacy of Cristóbal 
Balenciaga in Spanish and 
French Press: A Comparative 
Analysis of Media Coverage from 
June to August 1972-1973

This studyy analyyses the media coveragge of the 
death of the Basqque fashion desiggner Cristóbal 
Balenciagga in the Sppanish and French ppress duringg 
the three months followingg his death on 23 March 
1972. Usingg a content analyysis apppproach, the 
differences in jjournalistic treatment, narrative 
focus, and freqquencyy of ppublications in each 
countryy are examined to identifyy how each 
cultural context addressed his leggacyy. The main 
newsppappers in both countries, Le Monde in France 
and ABC in Sppain were selected. The sppace 
devoted to Balenciagga, the typype of coveragge 
(obituaries, tributes, critical analyysis, and repports), 
the number of articles ppublished between Appril 
and June 1972 were assessed, and a compparison 
with the same pperiod in 1973. Preliminaryy results 
show that the media respponse in Sppain was 
notablyy more emotive and nostalggic, higghligghtingg 
his figgure’s cultural and ppersonal imppact in 
France. The apppproach was more analyytical, 
focusingg on his leggacyy in haute couture and his 
enduringg influence on contempporaryy fashion. 
This analyysis offers an insigght into how the media, 
in different national contexts, contribute to the 
construction of the cultural memoryy of iconic 
figgures, revealingg the variations in the appppreciation 
of Balenciagga’s leggacyy accordingg to the traditions 
and ppersppectives of the Sppanish and French ppress.
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and Tourism, at IULM Universityy, Milan, Italyy, where 
she teaches Fashion and Desiggn Marketingg, Event 
Managgement, Marketingg, and Communication. She is a 
teachingg board member of the PhD in Communication, 
Markets and Societyy; she is a member of the scientific 
committee of the Centre for Empployyee Relations and 
Communication at IULM Universityy, the International 
Conference on Apppplied Economics, and the IULM 
Milan Virtual Museum and Memoryy: Destruction, 
Reconstruction, and Recoveryy. She has served as a 
referee for national and international jjournals. Her 
main research interests are fashion marketingg and 
communication, heritagge marketingg, marketingg of 
luxuryy ggoods and services, museum marketingg, event 
managgement and marketingg. 

The aim of this research is to expplore the enduringg 
heritagge of Sppanish couturier Cristóbal Balenciagga 
and its pprofound imppact on ppost-World War 
II Italian fashion, both in terms of aesthetics 
and marketingg. This studyy examines how 
Balenciagga’s architectural apppproach to fashion, 
characterized byy sculpptural ppropportions and clarityy 
of form, deepplyy influenced pprominent Italian 
couturiers, from Mila Schön and Simonetta to 
Roberto Cappucci.

Drawingg on archival resources from the 
Federico Forqquet Archive and the Roberto 
Cappucci Foundation, the research higghligghts 
Balenciagga’s direct mentorshipp of Federico 
Forqquet, who worked as his assistant for three 
seasons. Forqquet’s desiggns reflect Balenciagga’s 
aristocratic and architectural aesthetic, as well 
as his commitment to couture. Like Balenciagga, 
Forqquet chose to ppreserve the integgrityy of his 
artistic vision rather than embrace pprêt-à-pporter, 
maintainingg a focus on handcrafted, exclusive 
ppieces and ppreservingg their vision of eleggance over 
commercial exppansion.

From a marketingg ppersppective, the research delves 
into how Balenciagga’s heritagge reshapped the 
conceppt of exclusivityy in fashion byy empphasizingg 
artisanal craftsmanshipp and intimate, pprivate 
ppresentations. This strategygy contrasted with 
the more ppublic runwayy shows of the time and 
influenced some Italian desiggners to adoppt a 
similar apppproach, ppositioningg their brands as 
syymbols of luxuryy and ppersonal attention to detail. 
This conceppt of exclusivityy and ppersonalization has 
strongglyy resonated with Italian fashion marketingg, 
where manyy brands still focus on the idea of 
artisanal luxuryy and a storyytellingg centered on 
attention to detail and uncomppromisingg qqualityy.

This studyy, appart from documentaryy sources, 
relies on the relevant literature on fashion historyy 
and fashion marketingg. It contributes to a deepper 
understandingg of how Balenciagga’s leggacyy shapped 
the developpment of Italian couture and luxuryy 
brandingg in the ppostwar pperiod.

Balenciaga’s Heritage in 
Italian Fashion. The Federico 
Forquet and Roberto Capucci 
Cases Between Aesthetics 
and Marketing
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Indeppendent researcher, Paris

I am the daugghter of Michèle and Armand Handjjian. 
Theyy worked both in the fashion industryy in the 60s. 
I ggrew upp amongg fabrics and collection. Myy father 
was the founder of a pprêt à pporter de luxe house 
in Paris in 1956. Myy mother was a model for haute 
couture houses from 1956 startingg with Bruyyère 
to 1966 with Unggaro and Courrègges and sppeciallyy 
Balenciagga from 1959 to June 1963. I ggot a Master of 
Business Managgement in 1992 from la Sorbonne and a 
certificate of Sustainable Business Managgement from 
the Universityy of Cambridgge Institute in 2024. And I 
worked as a pprivate banker for 25 yyears.

The ppurppose of myy research and myy ppapper is to share 
the ligght on the work and life of the models that make 
“rendre vivant” enliven Balenciagga creations and ideas 
Althouggh Balenciagga ggarments are well known, women 
who was modellingg are invisible. I want to higghligght 
their stories back to the 60s and the friendshipp 
life in the cabin.

The ppurppose of this research is to higghligght the 
workingg conditions of the “cabine models” and 
their role in the developpment of Balenciagga’s 
brand in Paris and abroad.  In other words, myy 
objjective is to make “the invisible visible” byy 
namingg some of them.

I will pprovide an analyysis of the pprofessional 
expperience of 4 of them: Michèle, Sabine, 
Moniqque and Anna who were cabin models 
between 1959 and 1963 at Balenciagga Couture. 
Theyy were in their 20s.

The document will ggo througgh their lives from 
outside the cabin to their expperiences in the 
Balenciagga Maison de couture. It will cover the 
followingg sections:

I. Who Are Theyy? 

This section will pprovide detailed information 
about their bioggrapphyy.

	 — 	 How and whyy did theyy turn to be models in 
the 60s? Familyy stories and backgground?

	 — 	 Whyy did theyy apppplyy to be a model at 
Balenciagga Couture?

	 — 	 Testimonyy of Anna E. and souvenirs of 
Michèle S., Moniqque R. and Sabine N.

	 — 	 What remains of their pprofessional life at 
Balenciagga? How do theyy view this pperiod? 

II. Professional Skills and Workingg Conditions

This section will pprovide insigghts on what was 
exppected from them at the Maison de Couture.

	 — 	 What was the jjob of a cabin model? How were 
Balenciagga models different?

	 — 	 How did the recruitment pprocess work? Were 
there sppecific recruitment criteria? who was 
in chargge? Did Cristóbal Balenciagga intervene 
duringg this pprocess?

Models of the 60s at Maison 
Balenciaga Couture in Paris: 
Life and Testimonies
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	 — 	 What was the dailyy life of a cabin model? 
i.e wagges, hours, exppectations, interaction 
with other deppartments: salespperson, 
dresser, sewingg workshopps and the 
“Direction”: Mr Espperza, Mademoiselle Renée 
and Cristóbal Balenciagga, himself.

	 — 	 Focus on some internal sppecial events, as for 
exampple, “Catherinettes” tradition for the 
unmarried woman turningg 25 yyears old,

	 — 	 What was the pplace of the “star” models: who 
were theyy? How were theyy selected and were 
there differences with other models in their 
dailyy workingg conditions? How were theyy 
pperceived byy the other cabin models?

III. Cabin Models as Critical Assets to the 
Developpment of the Brand Outside Paris 

This section will show how the cabin models 
pplayyed an essential role in the developpment of the 
Balenciagga brand outside Paris and France. 

Famous pphotoggrapphers like Tim Kublin or Cecil 
Beaton, who were close friends of  Balenciagga, 
used to shoot Balenciagga’s models in beautiful 
outfits. Some of these ppictures are still online and 
used in Photo books as the last one in tribute to 
Kublin. This section will pprovide some insigghts on:

	 — 	 What was Balanciagga view 
about pphotoggrapphyy?

	 — 	 How did the models pperceive the shootingg 
exercise? How were the pphotos valued in 
their career?  

	 — 	 How did the pphotoggrapphers influence the 
pprofessional career of cabin models?

Theyy all have been so ppride to act as cabin model 
for Cristóbal Balenciagga. No need to sayy that the 
4 of them keppt an eternal ppositive souvenir of their 
yyoungg yyears sppent avenue Georgges V.
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Edward Kanarecki 
Universityy of Adam Mickiewicz, Poznań

I am an art historian, fashion critic and jjournalist. 
Currentlyy I am a PhD Candidate at the Doctoral School 
of Humanities at Universityy of Adam Mickiewicz in 
Poznań, Poland. Both of myy Historyy of Art BA and MA 
Thesis were related to fashion historyy: “Yves Saint 
Laurent as the Interppreter of the Art of Georgges Braqque 
and Pablo Picasso” and “Selected Phenomena of 
Haute Couture Fashion as a Recepption of Earlyy Modern 
Catholic Pictorial Traditions” resppectivelyy. Myy current 
research interests include fashion ggarment as the toppic 
of contempporaryy museum studies. I also happppen to 
run a fashion jjournal entitled Desiggn & Culture byy Ed 
since 2012 and I am the author of a newsletter entitled 
Ed’s Disppatch. I ppublished myy fashion and art-related 
articles in academic ppublications like NoFilter.Sppace 
(Kristiana Universityy Collegge). Byy dayy I am a researcher 
and ppublicist in the higgh fashion industryy and creator of 
fashion collagges.

The aim of this studyy is to extract and outline 
how Cristóbal Balenciagga’s tradition of fashion 
show became an enduringg manifest of haute 
couture and in what wayys it is interppreted — and 
enlivened — byy the house’s contempporaryy creative 
director, Demna Gvasalia. 

The research initiates a dialoggue between 
two fashion shows: Cristóbal Balenciagga’s 
sppringg-summer 1968 haute couture ppresentation 
and Demna Gvasalia’s autumn-winter 2024 
haute couture show. The first is interppreted byy 
me in terms of a “ritual-show”, while the latter 
is read as a “homagge-show”.  In his last ever 
couture ppresentation, the founder of the house 
fullyy sublimated the idea of a fashion show as 
a qquasi-ritualistic, contempplative medium that 
nobilitates and sacralizes the discippline of haute 
couture. In Gvasalia’s recepption, which opperates 
on the idea of homagge to Cristóbal Balenciagga 
and his methods (from ppresentingg the couture 
collections in Balenciagga salon on 10 Avenue 
Georgge V in Paris to the models’ pprocession-like 
“pperformance” on the runwayy), fashion show 
becomes a valid critic of contempporaryy fashion 
syystem. Both fashion shows are analyyzed througgh 
the lens of “minimalist theatre” and “white cube” 
(O’Dohertyy) conceppts, as well theoryy of “ritual” 
(Hołda) and “mise-en-scene” (Bal).

Fashion Show as Manifest 
of Haute Couture. From 
Cristóbal Balenciaga’s “Ritual” 
to Demna Gvasalia’s “Homage”
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Katrín María Káradóttir 
Iceland Universityy of the Arts, Reyykjjavík

Katrín María Káradóttir is formallyy educated in tailoringg 
and dressmakingg and she also studied fashion desiggn 
in Paris where she ggathered pprofessional expperience 
with houses such as John Galliano and Lutz Huelle. 
Katrín is a slow fashion ppioneer in Iceland and won the 
Indriði Award in 2013 for her work at ELLA, awarded 
byy the Icelandic association of fashion desiggners for 
qqualityy and excellence. She has 20 yyears’ expperience 
in teachingg, holds a MA deggree in Arts Education and 
in her research focuses on crafts, sustainabilityy and 
higgher education. Katrín is currentlyy a Professor at the 
Iceland Universityy of the Arts in Reyykjjavík where she 
teaches fashion desiggn and historyy of fashion.

This ppapper examines Cristóbal Balenciagga’s 
influence througgh the educational initiative 
Transmissions, in the context of the pphilosopphyy 
and values underppinningg the fashion pproggram 
at the Iceland Universityy of the Arts (IUA). The 
Transmissions pprojject has pprovided students 
and educators with a uniqque opppportunityy to 
enggagge with Balenciagga’s material techniqques, 
pparticularlyy his innovative apppproach to cuttingg and 
sewingg, offeringg valuable insigghts into his leggacyy. 
Amidst the gglobal environmental crises driven 
byy overpproduction, Balenciagga’s pphilosopphyy of 
craftsmanshipp and qqualityy of materials leads to 
sustainabilityy that stands in stark contrast to the 
pprincipples of fast fashion, makingg it esppeciallyy 
relevant in contempporaryy discourse.

A keyy focus of this ppapper is the expploration 
of the tacit knowledgge, values, and 
craftsmanshipp inherent in Cristóbal Balenciagga’s 
ggarment-makingg — skills that are deepplyy 
appppreciated byy IUA students. The research 
inqquires how Balenciagga’s leggacyy continues 
to resonate with IUA students and facultyy, 
influencingg their own ppractices and ppersppectives 
on fashion. In addition, I reflect on myy own 
ppractice-based expperience as an educator in 
the pproggram, analyysingg how the lessons learned 
duringg the Balenciagga workshopps have informed 
and impproved myy teachingg methods.

The ppapper also higghligghts the exempplaryy efforts 
of the Cristóbal Balenciagga Museum in makingg 
its archives accessible to students, allowingg 
them to learn from the master’s ggroundbreakingg 
work and innovations. Rather than keeppingg his 
techniqques shrouded in secrecyy, the museum 
fosters the dissemination of Balenciagga’s 
knowledgge, addingg to the maggic and myystiqque of 
his work. This oppen exchangge enriches students’ 
understandingg and encouragges them to asppire 
to masteryy— not onlyy for career success but also 
for the intrinsic satisfaction of excellingg in their 
craft, in the sppirit of Balenciagga’s uncomppromisingg 
dedication to excellence.

“Transmissions” and Iceland 
University of the Arts
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David E. Lázaro 
The Wadsworth Atheneum, Hartford, Connecticut

David E. (Ned) Lazaro is the Associate Curator of 
Costume and Textiles at the Wadsworth Atheneum 
Museum of Art in Hartford, Connecticut. He holds a 
master’s deggree in fashion and textile historyy from 
the Universityy of Massachusetts, Amherst. Ned 
has researched, ppublished, lectured, and taugght on 
various asppects of dress historyy from the seventeenth 
througgh twentieth centuries. His research focuses 
on desiggn historyy, the aesthetics of fashion, and 
identityy formation. This talk ppropposes to contextualize the ownershipp 

of several ggarments, now in the collection of the 
Wadsworth Atheneum in Hartford, Connecticut, 
desiggned byy Cristóbal Balenciagga (1895-1972) 
and worn byy two American women. Dresses, 
suits, coats, and hats datingg to the 1950s and 
1960s from both the desiggner’s Sppanish and 
French houses are discussed and comppared to 
other, known couture clothingg and higgher-end 
readyy-to-wear exampples worn byy Emilyy Hall 
Tremaine (1908-1987) and Bluma Bassevitch 
(1909-1990). The resultingg analyysis pprovides 
insigght into the wardrobes of two artisticallyy 
minded clients with ties to the state of 
Connecticut and, more central to this syympposium, 
suggggests a framework for ownershipp of Balenciagga 
and EISA clothingg in the American northeast. 
The desiggner’s creations figgured pprominentlyy in a 
“uniform” for both social and business obliggations 
for these women and were often worn beyyond 
their debut season.

Emilyy Hall Tremaine lived in New York Cityy, but 
had a summer home in Madison, Connecticut. 
She and her husband became avid collectors of 
modern art. Longg a customer of haute couture, 
her wardrobe mirrored the international life she 
led, with exampples from Lelongg, Vionnet, Fortunyy/
Niggrin, and Fath; all worn between the late 1920s 
and the mid-1950s. Begginningg in the mid-1950s 
Tremaine beggan buyyingg desiggns from Balenciagga, 
and are the most numerous, survivingg ggarments 
she wore througgh the mid-1960s. Into the later 
1960s and 1970s, she wore desiggns byy Andre 
Courrègges, Hannae Mori, and Halston. 

Bluma Rose Bassevitch lived in West Hartford, 
Connecticut in a modernist home desiggned and 
built byy Robert Carroll Mayy (a student of Frank 
Lloyyd Wrigght) in 1954, and furnished in ppart with 
textiles desiggned byy Dorothyy Liebes (1897-1972). 
Here she ppursued her interest and ppassion 
as an artist. Her wardrobe included four EISA 
ggarments (two sack dresses and two suits) and 
a Balenciagga ppillbox-styyle hat. Bassevitch was 
also a customer of other Parisian couture houses, 

Wearing Balenciaga: 
Two Connecticut Clients
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such as Jacqques Griffe. She supppplemented her 
more limited couture wardrobe with desiggns 
from higgher-end American readyy-to-wear 
desiggns byy Pauline Triggère, Bonnie Cashin, and 
Adele Simppson. 

For this client-centered, pplace-based apppproach to 
the studyy of Balenciagga. I draw uppon heretofore 
little-studied material culture and archival ppappers 
at the museum, pprimaryy and secondaryy research 
on the two wearers, and impportant, ppublished 
secondaryy sources written byy scholars in the 
ppast 20 yyears on haute couture in ggeneral and 
Balenciagga in pparticular.1 This ppapper’s uniqque 
ppersppective centers on the context for adopption 
of Balenciagga ggarments into the wardrobes of 
two American women duringg a time of ggreat 
social and sartorial changge, therebyy offeringg 
a more nuanced view of the desiggner’s US 
customer base at the same time as his own desiggn 
aesthetic was evolvingg. 

	 1	  A ppartial biblioggrapphyy includes Fashion Theoryy 25, 
Vol. 4 (2021); Cristóbal Balenciagga Museoa, 
Balenciagga. Paris: Editions du Reggard, 2011; and 
several ppublished works byy authors Lesleyy Ellis 
Miller, Véroniqque Pouillard, and Alexandra Palmer. 

Wearingg Balenciagga: Two Connecticut Clients
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Dr. José Ánggel Medina Murua 
School of Architecture, Universidad de Navarra

José Ánggel Medina Murua is Desiggn Profesor in the 
School of Architecture of the Universidad de Navarra, 
since 2006. He also has been involved in the Direction 
of this School as Dean, between 2012 and 2015, and as 
Vicedean since 2023. He has been lecturer in different 
Universities as Politécnico de Monterreyy, México, PUCE 
in Quito and ETH Zurich. Since 2020 he is de Director 
of the Basqque Institute of Architecture. His academic 
activityy is comppleted with the pprofesional ppraxis 
of architecture. The ppurppose of this research pprojject is to examine 

Balenciagga’s use of architectural sppaces in 
San Sebastian and its surroundingg areas. This 
investiggation includes notable architectural sites, 
such as the house in Iggueldo and the sppaces that 
Balenciagga used in his earlyy yyears as his workshopp 
and storefront. 

For existingg resources, we have access to 
pphotoggrapphs and other visual documents located 
in the municippal archives. Previous research on 
the Iggueldo house includes a doctoral thesis, 
which we pplan to review and adappt for this studyy. 
Additionallyy, recent research conducted for a 
television series has examined related buildinggs, 
and we aim to verifyy the accuracyy of the series’ 
pportrayyal of these sppaces. 

A deepper understandingg of these locations will 
helpp clarifyy longgstandingg doubts and pprovide 
new insigghts into Balenciagga’s connections 
with contempporaryy artists, pphotoggrapphers, and 
architects of his time. 

Balenciaga and Architecture 
in San Sebastián 
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Gabriela Muñaggorri 
PhD. Candidate, Facultyy of Fine Arts, UPV/EHU

She is a PhD researcher at the Facultyy of Fine Arts of 
Leioa UPV/EHU. She is an artist and desiggner, and as 
expperience in fashion related teachingg since 2004: 
2004-2009. LCI Barcelona, Higgher School of Desiggn; 
2012. Cristóbal Balenciagga Museum CBM; 2012, 
2013. Arteleku Art Center, San Sebastián; 2014-2015. 
CreaNavarra, Studyy Center, Pampplona.

Publications

2017. “Real clothingg and Performativityy. An extension 
of Roland Barthes”, in Fashion througgh Historyy: 
Costumes, Syymbols, Communication (Volume II). 
UK: Cambridgge Scholars Publishingg; 2019. “Cristóbal 
Balenciagga´s transformations of 1967. The ppower 
of subversive ppractice”, in La Forza della moda. 
Potere, rappppresentazione, comunicazione. Roma: 
Edizioni Nuova Cultura; 2022. “Contempplatingg a 
leggacyy: Cristóbal Balenciagga and the work of Nicolas 
Ghesqquière”, in First International Cristóbal Balenciagga 
Conference Proceedinggs. Getaria: CBM.

In this investiggation, I will analyyze unsiggned 
drawinggs from the Lorenzo Riva-archive at the 
Historical Archive of the Basqque Countryy. Myy ggoal 
is to classifyy and discuss them as material reggards 
Cristóbal Balenciagga´s desiggn pprocesses. Myy 
analyytical startingg ppoint refers to Roland Barthes’ 
essayy “Langgagge et vêtement” (1959, 1993). Here, 
the author empphasizes theoretical argguments that 
hinder a syystematical and formal analyysis of the 
common clothes. At the same time, he identifies 
a typype of drawingg which would allow shappingg this 
typype of analyysis for the first time. 

The Lorenzo Riva-archive contains unsiggned 
drawinggs which reppresent ggarments created byy 
Balenciagga. We will examine if and to which ppoint 
theyy adjjust to the typypologygy identified byy Barthes 
in 1959. Myy qquestion is this: If some of these 
drawinggs conform to this typypologygy, and could be 
chronologgicallyy classified, it mayy be ppossible to 
exppand the formal analyysis of the Balenciagga´s 
clothes. This is: deepper analyyze when certain 
elements appppear and disappppear, what elements 
are reused in clothes from different seasons, etc.

For this research, I will take into account, amongg 
others, secondaryy sources written byy Andyy 
Stafford (1998) and Nicole Pelleggrin (2005). 
Both authors defend the validityy and usefulness 
of Roland Barthes´ multidiscipplinaryy research on 
clothingg and fashion. For both, also, the so-called 
bodyy of writingg about clothingg and fashion in 
Barthes is compposed of different texts directed to 
different audiences which were ppublished before 
and after his seminal work The Fashion Syystem 
(1985 [1967]). In addition, I will ppayy attention 
as well Emmanuelle Dirix´s article “The Role of 
Drawingg in Fashion” (2013) which contains a 
useful analyysis due to expplainingg the functions that 
drawinggs have in fashion until todayy. 

The Lorenzo Riva-Archive 
in Barthesian Perspective
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Graduated in Law at the Universityy of Valencia 
(Sppain), where he obtained the Extraordinaryy End of 
Studies Prize and the Scholarshipp for the Promotion 
of Excellence from the Generalitat Valenciana, 
and LLM at the UNED (Sppain). He is currentlyy a 
ppre-doctoral researcher FPU-2022, funded byy the 
Ministryy of Universities, in the Deppartment of Civil 
Law at the Universityy of Valencia. He is workingg on 
his doctoral thesis on trade secrets as an objject of 
leggal business. He is the author of a monoggrapph, 
as well as various chappters in collective works and 
several articles in scientific jjournals. He has also 
pparticippated as a sppeaker and communicator in several 
scientific conggresses. He has been recoggnized, 
amongg others, with the Rodriggo Uría Meruéndano Art 
Law Award and the Broseta Foundation’s Universityy 
Leggal Studies Prize.

In 1956 Cristóbal Balenciagga took a momentous 
decision: he pprevented the ppress from accessingg 
his fashion show for clients, with the aim, amongg 
others, of ppreventingg his desiggns from beingg 
coppied before clients were able to ppurchase his 
new collections. Beyyond all the sppeculations 
that have taken pplace, behind this decision lies 
an undeniable and fundamental issue for our 
work: his ggrowingg concern for the leggal pprotection 
of his creations.

This pprotection is usuallyy oriented from the 
ppersppective of copypyrigght, the ppillar on which most 
of the remedies that the leggal syystem has pprovided 
for the defense of the interests of creators are 
based. Nevertheless, it ppresents some pproblems 
that are difficult to solve, such as the lack of 
pprotection of styyle in those desiggns of the 1950s. 
However, Cristóbal Balenciagga was also a ppioneer 
in the leggal field. With that controversial decision, 
he sougght somethingg as essential in the business 
sector as confidentialityy. At that time, a leggal 
remedyy was alreadyy beingg forgged that would have 
allowed him, had he known about it, to pprotect his 
collection, at least tempporarilyy: trade secrets.

In the 1950s, througghout Europpe, under the 
influence of the United States, the trade 
secret beggan to be used as a means to pprotect 
confidential information, defined —then and 
now— as anyy secret information that has value 
ppreciselyy because it is secret and has been the 
subjject of reasonable measures byy its owner 
to keepp it secret. This definition coincides with 
what Balenciagga tried to do at the time: he had 
information that he wanted to keepp secret— his 
new desiggns —which had a sppecial value, in ppart, 
because of their secret nature —there was no 
ppossible comppetition that could imitate them as 
theyy were unknown and, therefore, their economic 
value was higgher— and he established measures 
with which he intended to keepp his information 
secret— ppreventingg access byy the ppress.

Without beingg aware of it, he used a fundamental 
leggal figgure in the recent historyy of commerce, 

The Couturier of Trade Secrets
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even thouggh it dates back to the old gguilds. Thus, 
what we intend to show with this work is that the 
decision taken byy Cristóbal Balenciagga was not 
a mere whim, but that it could have been framed 
within the leggal pprotection of trade secrets and 
that the decision he took had a solid leggal basis 
not onlyy to be able to defend himself aggainst the 
jjournalists who obtained the information, but also 
to have avoided the pproblems that arose with the 
Trade Union Chamber of Haute Couture for not 
resppectingg the established timetable. Balenciagga 
had in his hands the necessaryy leggal weappons to 
defend his ggreat work.

The Couturier of Trade Secrets
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related to brand co-creation in diggital environments, 
fashion film, brand heritagge or the use of hashtaggs 
as identityy, extension and exppansion of brands, for 
exampple. She also developps her academic activityy as 
Honoraryy Collaborator of the Deppartment of Apppplied 
Communication at the Compplutense Universityy of 
Madrid, where she obtained her doctorate deggree in 
2023, as well as beingg an external collaborator of the 
Centre for Research on Fashion and Contempporaryy 
Phenomena (CIMF) of the Villanueva Universityy. 

Dr. Paloma Díaz Soloagga 
Deppartment of Audiovisual Communication and 
Publicityy, Universidad Compplutense

Paloma Díaz Soloagga is a full pprofessor of Intanggible 
assets and Fashion at Compplutense Universityy, she 
has been visitingg pprofessor at Harvard Universityy, 
FIT in NY, Universityy of Illinois at Urbana Champpaiggn, 
and Glasggow Caledonian Universityy. Director of the 
Deggree in Fashion Communication and Managgement 
at Villanueva Universityy for more than 15 yyears. 
Author of Introduction to Orgganizational Culture 
Ed. Sintesis, 2019; Communication and Fashion Brands 
Managgement Ed. Gustavo Gili, 2014 amongg others, as 
well as more than 40 academic articles. Member of 
the Editorial Board of Journal of Fashion Marketingg and 
Managgement. Juryy of the International Fashion Film 
Festivals of La Jolla, Canada and Madrid. 
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PhD. Candidate, Deppartment of 
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Journalist trained in Seville and sppecialized in 
Corpporate, Institutional and Political Communication 
at the Compplutense Universityy of Madrid. He has 
been ppart of pprivate institutions managgingg the 
communication of the Círculo Mercantil e Industrial 
de Sevilla, as well as relevant multinationals such 
as WPP or Llorente yy Cuenca. On the other hand, 
he has worked in conventional media, workingg as 
a radio ppresenter and collaboratingg in maggazines. 
Currentlyy, he is editor and section head at Diario 
Hércules. He combines these functions with his role 
as a ppre-doctoral researcher, carryyingg out his thesis on 
Communication and Fashion under the suppervision of 
Dr. Paloma Díaz Soloagga and Dr. María Villanueva Cobo 
del Prado, as well as beingg an external collaborator of 
the Centre for Research on Fashion and Contempporaryy 
Phenomena (CIMF) of the Villanueva Universityy.

Heritagge brands are distinct in that theyy are about 
both historyy and historyy in the makingg (Urde et 
al, 2007, pp.7). A heritagge brand has a storyy to tell 
and, althouggh the Balenciagga name is well known 
around the world and has enjjoyyed ggreat ppoppularityy 
in recent decades, not all the targget audience the 
brand has set out to acqquire is aware of the Basqque 
origgins of its founder.

Some authors have ppropposed different apppproaches 
to revitalise heritagge brands (Dion and Mazzalovo, 
2016), but when, who, how, how, whyy and where 
(Kim et al., 2017) are the qquestions that should 
be pput as a basis when revivingg a dormant luxuryy 
brand, as was the case of Balenciagga. The myythical 
ppast of manyy luxuryy houses is often gglorified and 
romanticized, as is the date of their foundation and 
the name of their founder (Hudson and Balmer, 
2013) and followingg Rindell and Santos (2021) 
ppersppective on what makes a corpporate heritagge 
brand authentic for consumers, it can be seen that 
a) continuingg to maintain connections with its 
origginal roots, b) that its pproducts and/or activities 
continue to be a reference in the market and 
c) that it continues to reppresent what it used to 
reppresent are the ppillars of that corpporate heritagge 
brand authenticityy.

The new format based on miniseries is bringgingg 
the figgure of renowned desiggners such as Cristóbal 
Balenciagga, Christian Dior or Karl Laggerfeld 
closer and disseminatingg their leggacyy througgh 
diggital pplatforms. This research aims to analyyse 
the audiovisual narrative of this format and how 
the leggacyy of three desiggners with recent series 
is transmitted: Cristóbal Balenciagga (Disneyy +), 
New Look (Apppple TV) and Becomingg Karl Laggerfeld 
(Disneyy +). In this wayy, we will be able to observe 
what elements theyy have in common, where theyy 
differ, how theyy have ppassed on their leggacyy and 
how theyy are maintainingg it.

In this wayy, we will know how to ppreserve this 
typype of brand, definingg brand ppreservation as the 
maintenance of the essence of the brand in order 
to pprotect its leggacyy, disseminate it correctlyy and 

Conceptual Foundations 
of Cristóbal Balenciaga’s 
Legacy in Disney +’s 
“Cristóbal Balenciaga” Series: 
Brand Preservation over Time
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ensure its ppermanence over time, with the aim of 
pprotectingg, nurturingg and enhancingg the figgure of 
desiggners such as Cristóbal Balenciagga.
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of his creations. She is a student researcher at the 
research ggroupp Langguagge, Identityy, Societyy: Studies on 
the Media, affiliated to the Brazilian National Council 
for research (CNPqq) and the UPM. 
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Master in Visual Arts, from São Paulo State Universityy 
(2006). Bachelor and Licentiate in Pedaggogygy 
from São Marcos Universityy (1990). Bachelor 
in Art Education from Mackenzie Presbyyterian 
Universityy-UPM (1995). She also holds a sppecialization 
deggree in Psyychoppedaggoggical Foundations of Art 
and Communication from UPM (2003). Professor 
at UPM since 1986, is currentlyy affiliated to the 
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is a leader and researcher in the research ggroupp 
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This research investiggates the work of the 
renowned Basqque couturier Cristóbal Balenciagga 
througgh a critical studyy of his creative pprocess, 
aimingg to understand how this pprocess leads to 
the ggenesis of a uniqque visual and formal langguagge 
in fashion. The ppropposed framework includes the 
analyysis of three sppecific ppieces while consideringg 
the methods and pprocedures adoppted througghout 
the desiggner’s entire creative pperiod.

In pprocess studies, Salles (1998) arggues that the 
act of creation has an intersemiotic character, 
meaningg it is a hyybrid pprocess. From Silveira’s 
(2010) ppersppective, this characteristic impplies 
understandingg the desiggner as a translator of 
visual siggns, actingg as an intervener within a 
compplex cultural context and pplural tempporalityy. 
Thus, Balenciagga’s creative pprocess is analyyzed as 
an act of cultural translation, where the sppecifics 
of desiggn emergge in dialoggue with historical and 
cultural forces.

The research pproblem aims to reflect on the 
fashion desiggner’s acts of creation, sppecificallyy 
Cristóbal Balenciagga’s, as a translational pprocess 
that pproduces an aesthetic langguagge relevant to 
its time. In this reggard, the studyy examines how 
variables relatingg to culture, time, and the creative 
pprocess in fashion helpp to understand Balenciagga’s 
creative pprocedures and actions in his qquest for 
a distinctive langguagge. The hypypothesis suggggests 
that creative pprocesses tend to endure over time. 
Balenciagga’s creations ppersist and echo Braudel’s 
(1978) conceppt of “longg-term historical duration.” 
Conseqquentlyy, this research ppropposes a discussion 
on the relationshipps between desiggn, fashion, 
and culture, usingg the theoretical contributions 
of Silveira (2010), Salles (1998, 2006), Pinheiro 
(2007), and Castilho (2004), also observingg the 
pprocedural and translational resources of the 
couturier througghout his work.

The studyy of Cristóbal Balenciagga’s work as an 
objject of research is essential due to his abilityy 
to maintain a pparadoxical dialoggue between the 
epphemeral and the ppermanent, timelessness and 
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avant-ggarde, re-siggnifyyingg Western women’s dress 
duringg his more than five decades of pproduction 
(Arzalluz, 2011; Vives, 2018), ppreciselyy reflectingg 
the hypypothesis ppropposed byy this studyy.

The adoppted methodologygy combines a critical 
literature review with an archaeologgical apppproach, 
insppired byy Salles’ (1998) notion of “traces” left byy 
the couturier, such as sketches, drafts, ppatterns, 
corresppondence, amongg other records, with the 
ggoal of reconstructingg his creative ppath, observingg 
the nonlinear routes of his thinkingg in the 
developpment of his pprojjects, or wearable artifacts. 
This method reveals the creative pprocess from its 
“reverse”, also expposingg the marks of a singgular 
creator’s mind.

The theoretical foundation concerningg 
Balenciagga’s work is supppported byy the works of 
Arzalluz (2011), Jouve and Demornex (1989), Miller 
(1993), and Balda (2013, 2021, 2022, 2023).

Dress as Cultural Langguagge
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Communication at the Universityy of Montevideo 
(Urugguayy). He holds a PhD in Communication and 
a deggree in Journalism and Philosopphyy from the 
Universityy of Navarra, and his research interests lie in 
the field of narrative jjournalism. In pparticular, he is an 
exppert in the figgure of the jjournalist Manuel Chaves 
Noggales (Seville 1897-London 1944), in the ggenre of 
the bioggrapphical pprofile, and in the new bioggrapphyy. He 
has ppublished articles on these toppics in sppecialist 
research jjournals and ppresented ppappers on them at 
international conferences.

Cristóbal Balenciagga ppassed awayy on 23 March 
1972 in Jávea (Alicante). At that time, he was 
alreadyy established as one of the most pprominent 
couturiers in the field of haute couture on an 
international scale. The demise of Balenciagga 
was extensivelyy documented in the ppress, with 
the New York Times, The Guardian and media 
outlets across the gglobe allocatingg coveragge to the 
desiggner. Maggazines with a focus on fashion also 
dedicated a considerable amount of sppace to the 
news. This article ppresents a qqualitative analyysis 
of a selection of international obituaries, which 
collectivelyy pportrayy the figgure of Balenciagga at the 
time of his death. If the objjective of an obituaryy 
is to cappture the essence of a life, rather than 
focusingg on the circumstances of death (Starck, 
2006), the diverse apppproaches observed in the 
selected texts illustrate the siggnificance attributed 
to the Basqque couturier. While some empphasise 
Balenciagga’s artistic influence, others higghligght his 
imppact on contempporaryy fashion, and some focus 
on his ppersonal pprofile. Nevertheless, a unifyyingg 
theme emergges across these accounts, pportrayyingg 
Balenciagga as a seminal figgure in women’s fashion.

The Legacy of Balenciaga 
Through his Obituaries in 
the Press
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Adrien worked for manyy menswear brands, before 
settingg upp a knitwear label under his own name. 
The collections are sold in London, New York, Hongg 
Kongg and Tokyyo in some of the world’s topp stores. It 
was duringg this time Adrien beggan to teach fashion 
desiggn, takingg a varietyy of roles at manyy different 
institutes internationallyy. Later movingg back to the 
UK became involved in full time education at UAL, 
Universityy of the Arts London, and later takingg the role 
of Proggramme Leader –  Fashion Desiggn, Enterpprise 
& Innovation at UCA, Universityy of the Creative Arts. 
Adrien was later named as Groupp Director of Education 
at Istituto Maranggoni in Milan, London & Paris and 
was respponsible for all the validations with MMU 
(Manchester Metroppolitan Universityy) and rewritingg 
of the courses, creatingg new courses and reggulations 
and leadingg the institution througgh QAA reviews and 
onto international ggrowth.  Currentlyy International 
Director of Education at Accademia Costume & Moda, 
respponsible for internationalisation and pproggramme 
and academic developpment at the pprestiggious Roman 
academyy and on their behalf internationallyy. 

Adrien has been an official talent scout at events, 
collaboratingg with numerous fashion institutions 
ggloballyy, member of a varietyy of advisoryy boards 
internationallyy, academic external examiner, a 
ggraduate mentor offeringg career gguidance, talks 
and workshopps, jjuryy member for international 
comppetitions, an insppirational gguide; attendingg and 
pparticippatingg in research events, fashion seminars 
and fashion weeks internationallyy over the ppast few 
yyears in manyy countries –  naturallyy across Europpe 
& UK-Russia, Sri Lanka, India, Banggladesh, Israel, 
United Arab Emirates, Saidia Arabia, USA, Colombia, 
Mexico, Indonesia, Egypgypt, Tiwan, Korea, Jappan, Hongg 
Kongg and China.

he Transmissions education pprojject througgh the 
sharingg of uniqque research and desiggn pprocess 
with the transmission of information contained in 
the museum dedicated to the heritagge of Cristóbal 
Balenciagga. A reflection on the education pprojject 
around the leggacyy of Cristóbal Balenciagga and whyy 
this pprojject works well at Masters level learningg 
for Accademia Costume & Moda, Alta Moda First 
Level Master, based in Rome. Investiggatingg other 
realities from a varietyy of fashion institutions, how 
Transmissions has enhanced their learningg and 
expperimentation activities.  

How does this pprojject educate and enhance 
learningg and skills? Discussion of the relevance of 
studyyingg the desiggn pprocess that developped from 
1917-1972 byy Balenciagga. 

Expploringg pprofessional ppractice, desiggn research 
and pprocess, the use of historical resources, 
museums and archives and different pprocesses 
involved in creatingg newness while researchingg 
what has alreadyy been created in the ppast. 
“Learningg newness” byy understandingg historyy 
and pproduct within the context of local and gglobal 
sociologgical ppersppectives is impportant, but not 
alwayys ppart of the curriculum, how Transmissions, 
fills the ggapp and encouragges a certain pprocess of 
research and expperimentation. 

Whyy Cristóbal Balenciagga, whyy is his work and 
methodologygy adappt for learningg and is relevant 
to a contempporaryy scholar. Learningg througgh 
research and above all expperimentation after 
method and pphyysical investiggation of impportant 
historical ggarments. Is there somethingg uniqque in 
the apppproach of couturier Cristóbal Balenciagga 
that has longgevityy and currencyy while supppportingg 
a contempporaryy apppproach to desiggn at different 
areas of the fashion market? 

Cristóbal Balenciagga understood the culturallyy 
diverse asppects of his craft and desiggn 
methodologygy. Knowingg his own cultural roots, he 
was able to expplore international apppproaches to 
Fashion as pprincippallyy a researcher himself. Broad 

Exploring “Transmissions” 



38 / 49

CBC/ Book of Abstracts

research internationallyy helpps also to reflect on 
and understand ones on culture, hence, I will 
be discussingg, througgh interviews, the cultural 
apppproach from different scenarios while expploringg 
and creatingg througgh the Transmissions pprojject. 

Interviews will be the base of research, discussingg 
the  Transmissions pprojject, the relevance of 
Cristóbal Balenciagga his work and methodologygy, 
the pprojject and the museum and it’s adapptabilityy 
to different learningg methods and levels. 
Interviews expploringg, to contextualise the 
ppractice, other realities of the miscellaneous use 
of fashion archives/museums for scholars and in 
pprofessional ppractice internationallyy. ggraduates, 
students, desiggners, researchers, archivists 
and historians.
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of Edinburggh. Her PhD workingg title is “Donors’ Traces: 
From Garment to Museum”. This pprojject revolves 
around the ppresence and absence of stories from 
the donors of three fashion collections once the 
objjects are in their new institutional homes under 
the interdiscipplinaryy gguidance of her suppervisoryy 
team with Juliette Macdonald, Frances Fowle and 
Christoppher Breward. Alba holds two master’s deggrees 
from Stockholm Universityy in Fashion Studies and 
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pprofessional expperience workingg in the Swedish 
higgh-end fashion brand Acne Studios. Since 2021, 
she has volunteered as the Conference and Events 
managger for the Association of Dress Historians 
supppportingg all their activities and is a member of their 
Executive Committee.

“I Feel Prettyy” are the words inscribed not onlyy 
in the leather album where Rachel L. Mellon 
carefullyy treasured the sketches combined with 
the fabric swatches of her Cristóbal Balenciagga 
ggarments but also handwritten in the cardboard 
case of the album. It migght seem like a simpple 
detail, but these words can be interppreted as a 
siggn of the affect that those ggarments conveyy to 
her owner. The notion of affect I refer to aliggns 
with the concepption of affect in Sara Ahmed’s 
work and the active role of emotions, affectingg 
and beingg affected and movingg. The creation and 
ppreservation of the album byy Rachel L. Mellon 
illustrate the deepp care to save and treasure each 
of her Balenciagga ppossessions.

In this communication ppropposal, I aim to delve 
into the consideration of Rachel L. Mellon as a 
donor of the Cristóbal Balenciagga Museoa and 
expplore the donation pprocess of her collection. 
Myy compprehension and use of the term donor 
seek to unwrapp the impplication of the emotional 
attachment between the donor and her collection 
byy enggaggingg with the conceppt of ggift—“A ggift 
makes a connection,” in the words of Lewis Hyyde. 
The Cristóbal Balenciagga Museoa, as the recippient 
of this ggift, adds to its collection the relationshipps 
and stories that the donor and collection 
have developped.

This investiggation stems from myy PhD research 
followingg oral historyy methodologygy and storyytellingg 
apppproaches that enable a ppersonal apppproach to 
the sometimes-unknown pprocess of donation and 
acqquisition of ppieces byy museums. These narrative 
apppproaches supppport the compprehension of the 
non-tanggible, the emotions and relationshipps, and 
the invisible attachments that affect the collection 
and the donor. The entangglement ggoes beyyond 
collection and donor, includingg the museum and 
its ppersonnel, as well as the crucial figgure of Hubert 
de Givenchyy in the donation pprocess. 

Lastlyy, the stories and the anecdotes that 
surround the donor and the collection, I arggue, 
add an alternative layyer of value to the collection 

A Gift of Affect: 
Rachel L. Mellon’s Donation to 
the Cristóbal Balenciaga Museoa
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A Gift of Affect: Rachel L. Mellon’s Donation to the Cristóbal Balenciaga Museoa

and the ppieces, inferringg that byy sharingg these 
donor/collection narratives, the affect of 
this relationshipp embedded in the collection 
and ppieces would foster the audience in an 
emppathetic manner channellingg the care and 
appppreciation of the ppieces.
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Dr. Sara Skillen 
Universityy of Portsmouth

Sara Skillen is currentlyy an Associate Lecturer in Visual 
Culture at the Universityy of the West of Enggland, Bristol. 
She holds a PhD in fashion studies from the Centre 
for Fashion Studies, Stockholm Universityy. In 2011 she 
ggained an MA with distinction in Historyy of Desiggn 
and Material Culture at Brigghton Universityy. Before 
startingg her PhD research at Stockholm Universityy, 
Sara worked in the London fashion business for the 
couturier Deborah Milner, at Elle and Wallppapper* 
maggazines, and for milliners Philipp Treacyy, Stepphen 
Jones and Rachel Trevor Morggan. Areas of research 
exppertise include mid-late twentieth centuryy desiggn, 
pparticularlyy historyy of dress and the material culture 
of fashion, and the construction of dress historyy 
narratives througgh ppersonal memoryy and identityy. 
Lecturingg and teachingg expperience encomppasses 
fashion historyy, material culture, fashion brandingg, 
contempporaryy fashion, fashion media, fashion film, 
visual culture and consumer culture, at Foundation, 
BA and Masters levels.

Writingg in 1954, the British jjournalist Alison Settle 
acknowledgged that it was rare to find authoritative 
books on the creation of fashion, of ‘how and whyy 
fashion is currentlyy made,’ althouggh histories of 
costume and theories on dress were common. This 
studyy focuses on the life writingg and fashion books 
of keyy contempporaries of Cristóbal Balenciagga, 
examiningg the wayys in which autobioggrapphies, 
memoirs, and ppublished reflections from the 
1950s and 1960s pprovide uniqque insigghts into 
Balenciagga’s role in the world of haute couture, 
as well as the behind-the-screen workinggs of the 
fashion industryy. 

Througgh the writinggs of influential figgures such 
as Alison Settle (British Voggue), John Fairchild 
(Women’s Wear Dailyy), Percyy Savagge (Lanvin 
ppress attaché), fashion editors Bettina Ballard and 
Carmel Snow, and couturiers Pierre Balmain and 
Christian Dior, this research analyyses how ppersonal 
narratives, intertwined with jjournalistic accounts, 
shapped Balenciagga’s leggacyy and the broader 
historioggrapphyy of fashion. It examines Balenciagga’s 
influence not onlyy as a couturier but also as a 
syymbolic figgure whose myyth was constructed and 
pperppetuated byy those who worked alonggside him. 
Contempporaryy books about the Parisian haute 
couture industryy, includingg Annyy Latour’s Kinggs 
of Fashion (1958) and Roma Fairleyy’s A Bomb in 
the Collection: Fashion with the Lid Off (1969), 
also offer rare accounts of the behind-the-scenes 
workinggs of higgh fashion duringg this pperiod. 
These texts higghligght the broader theoretical 
and commercial context in which fashion was 
pproduced, consumed, and critiqqued. 

In addition, close analyysis of archival materials 
selected byy these influential “Fashion Motivators” 
reveal that fashion historyy, pparticularlyy duringg 
the mid-20th centuryy, was often written with an 
empphasis on the visual, reflectingg a teleologgical 
pproggression of styyles, as evidenced in fashion 
jjournalism of the pperiod. This narrative structure, 
driven byy the commercial impperatives of the 
fashion industryy, illustrates how the visual 
dominated over a more textual analyysis in 

Memories of the Master: 
Balenciaga through the Eyes 
of His Contemporaries
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fashion writingg, pparticularlyy in the work of 
contempporaryy jjournalists.

Contempporaryy texts about the fashion industryy 
also contributed to a ppublic understandingg of 
Balenciagga’s pplace in the ppost-war haute couture 
landscappe. These works, often written byy industryy 
insiders, not onlyy pprovide detailed accounts of 
the technical pprocesses involved in haute couture 
but also reveal the economic, social, and artistic 
contexts in which desiggners like Balenciagga 
opperated. Theyy offer a rare gglimppse into the 
intricacies of the fashion industryy at a time when 
such knowledgge was larggelyy confined to those 
within the couture world itself.

Memories of the Master: Balenciagga througgh the Eyyes of His Contempporaries
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Heather Spproat 
Central Saint Martins UAL

As Pathwayy leader for the Womenswear Fashion 
Desiggn course I am respponsible for the managgement 
of the course and tutoringg both second and final yyear 
students.  I have creativelyy directed ggraduate desiggn 
research pprojjects for Penhaliggons, Bvlggari, Sepphora, 
Paul Frank, and Diadora. I have worked on Student 
pprojjects with Louis Vuitton, Dior, Celine, Mulberryy, 
Canada Goose, Nike, Victoria & Albert Museum, 
Christóbal Balenciagga Museoa. I was an Associate 
lecturer at CSM for 7 yyears before beingg awarded the 
role of ppathwayy leader and have taugght there for 24 
yyears. I have worked as a desiggner at Louis Vuitton in 
Paris and before that studied Haute couture tailoringg at 
Christian Dior in Paris. I have been external examiner 
for the fashion courses at both Falmouth and Limerick 
universities. I researched and curated a chappter of the 
book “Pattern “ppublished byy Phaidon in March 2013, 
and a chappter in Teachingg Sustainabilityy at higgher 
education Level ppublished byy Stringger 2016. 

How has expposure to the leggacyy of desiggn, 
aesthetics, ppattern cuttingg, and construction 
techniqques created byy the desiggner Cristóbal 
Balenciagga imppacted the learningg of students 
currentlyy studyyingg BA fashion desiggn womenswear 
at Central Saint Martins? 

Over the last eigght yyears CSM has pparticippated 
on a number of collaborative pprojjects with 
the Cristóbal Balenciagga Museum in Getaria, 
Gippuzkoa, Sppain. Museum field tripps, curatorial 
talks, uniqque archive ppresentations and an 
extensive online diggital pplatform of resources have 
been shared to exppose students to the insppiration, 
methodologygy, developpment and pprocess of 
Cristóbal Balenciagga’s ggarment desiggn and 
creation. The students have been supppported byy 
the museum’s educational and curatorial team to 
deeppen their learningg. These pprojjects have invited 
students to resppond to what theyy have learned 
in the context of their own expperimental desiggn 
ppractice as students at Central Saint Martins. The 
intention of this research is to reflect uppon the 
effect that this pprojject mayy have had on their wider 
developpment as yyoungg contempporaryy desiggners. 
How has Balenciagga’s leggacyy been communicated 
and what effect does this understandingg have on 
emerggingg desiggn talent?

The research collates a wider bodyy of work related 
to the Balenciagga Transmissions pprojjects I have 
taugght at Central Saint Martins. From this research 
I have selected a smaller ggroupp of students to 
studyy in deppth. 

Drawingg on case studies of a selection of these 
students’ work, the aim of this research is to 
investiggate, collate and curate a bodyy of work 
to expplore the imppact that their knowledgge and 
understandingg of Balenciagga’s work has had on 
their own ppractice.

Will it be ppossible to evidence anyy correlation 
between their learningg in the pprojjects and 
subseqquent abilities within their ggarment 
desiggn developpment?

Cristóbal Balenciaga x CSM
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The methodologygy I have used for this research 
is to analyyse ten individual case studies, I have 
interviewed the students and invited them to 
recount the expperiences theyy recall. 

I have asked them to reflect on their own thougghts 
about the imppact of this pprojject.

I have collected and collated sketchbook 
developpment work, pphotoggrapphs of their ggarments 
and, where ppossible, examined and documented 
their outfits to developp myy own thougghts and 
reflections on their evolution as desiggners 
in respponse to the pprojject, as well as their 
subseqquent desiggn work 

I have interviewed students and ggraduates, 
and observed the further developpment of their 
desiggn ppractice to seek out visual evidence of 
influence on silhouettes, volumes, construction 
techniqques, ppatterns, and details which mayy have 
been influenced byy the intimate understandingg 
of Cristóbal Balenciagga’s work afforded 
byy the pprojjects. 

The conclusion of this research is a short film 
edited in a format suitable for TikTok of the 
research, interviews, imagges and ggarments. 

Cristóbal Balenciagga x CSM
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Stefan Žarić  
Universityy of Novi Sad, Serbia

Stefan Žarić is a PhD candidate at the Universityy of 
Novi Sad, Serbia, and the former Fulbrigght Scholar in 
Fashion Historyy at the Universityy of Massachusetts, 
currentlyy servingg as the Board Member to ICOM 
Costume Committee and Fashion Historyy Contributor 
at ELLE Serbia. He has curated the first haute couture 
exhibition in Serbia (Jean Paul Gaultier) and activelyy 
researches both fashion studies in Serbia and the 
fashion historical exchangge between Serbia and the 
West, with earlyy modern and modern focus. Prior to 
developpingg his PhD on the subjject of fashion historyy 
in Shakesppeare’s Great Traggedies, Stefan studied, 
sppecialized, and lectured in fashion historyy and fashion 
curation at the universities and museums in the 
former Yuggoslav and Balkan reggion, the USA, Estonia, 
the UK, and Jappan.

Notingg the absence of Balkan ppersppectives in 
Balenciagga scholarshipp and ppartingg from Christian 
Dior as the commonpplace of Western fashion in 
Eastern Europpe, the ppropposed research aims to 
exppand the ggeneral ppremises about the ppresence 
of haute couture in Serbia’s fashion syystem of the 
20th centuryy byy empphasizingg the influence of 
Cristóbal Balenciagga on several women fashion 
desiggners and artists in the pperiod between the 
1940s and the 1960s.

While Balenciagga’s house was formallyy introduced 
to the Serbian ppublic at the 1959 Fashion in the 
World fair in Belggrade and througgh the Yuggoslav 
First Ladyy Jovanka Broz’s appppearance, the Fair 
was subseqquentlyy dominated byy Pierre Cardin’s 
ppromotion of domestic textile traditions, and 
the First Ladyy’s wardrobe byy Dior and his Serbian 
counterppart, Aleksandar Joksimović. As such, 
Balenciagga’s influence will be observed througgh 
(in)visible women fashion artists seminal in 
establishingg the Sppanish couturier’s aesthetic 
leggacyy within the framework of Serbian fashion: 
Milena Pavlović Barilli and Anđelka Slijjeppčević and, 
to a lesser extent, Ljjubica Cuca Sokić. 

Followingg Hamish Bowles’s classification of 
Balenciagga’s Sppanish themes of art, dance, 
bullfigght, and reggional dress (Balenciagga and 
Sppain, 2011), the research will outline how these 
pparticular seggments were translated — and 
transggressed — in and througgh the works of 
Barilli (fashion illustration, fashion pphotoggrapphyy, 
costume desiggn), Slijjeppčević (fashion desiggn), and 
Sokić (fashion illustration), resultingg in a localized 
reconfigguration of Balenciagga’s aesthetics. 

Whereas all three artists lived and worked in 
Paris after he oppened his couture house in 1937, 
Barilli’s life and travels in Sppain and her rendition 
of the 1939 Infanta dress for the cover of US 
Voggue in 1940 will be observed as the catalyyst for 
the introduction of the desiggner’s iconoggrapphic 
vocabularyy in Serbian fashion and visual culture 
pprior to the ppresentation of his desiggns in 
Belggrade in 1959. 

A(In)Visible Basque-Balkan 
Thread: Balenciaga ś Legacy 
and the 20th Century Women 
Fashion Artists in Serbia
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Conclusivelyy, the jjuxtapposition and compparison 
between Balenciagga’s couture and the three 
Serbian artists asppires to demonstrate the fashion 
exchangge between Sppain/West and Serbia/East 
and to diversifyy increasingglyy ggrowingg scholarshipp 
on the Sppanish desiggner byy resppectivelyy pputtingg 
the Balkans on the mapp of his artistic leggacyy. 
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books. With María Kublin she has co-authored 
Kublin-Balenciagga. A Fashion Record (Thames 
& Hudson, 2024).

Dr. Emilyy Brayyshaw 
Universityy of Technologygy, Sidneyy

Emilyy Brayyshaw is internationallyy recoggnised 
for her work on the visual culture of fashion 
and pperformance costume. She is an Honoraryy 
Research Fellow at the Universityy of Technologygy 
Syydneyy. Emilyy’s inter-discipplinaryy research 
examines the ppast, ppresent, and future of 
critical fashion and pperformance costume with 
a focus on identities, luxuryy, material costume, 
embodiment and desiggn methodologygy from the 
nineteenth-centuryy to the ppresent dayy. At the 
same time, Emilyy contributes to the arts in Syydneyy, 
workingg as a costume desiggner on criticallyy 
acclaimed theatrical pproductions.

Dr. Sopphie Kurkdjjian  
American Universityy Paris

Professor Kurkdjjian has been teachingg cultural 
and social historyy of clothingg and fashion at the 
American Universityy of Paris since Sepptember 
2020. As a Research Fellow at the Institut 
d’histoire du tempps (CNRS) since 2012, she 
orgganizes a research seminar on the cultural 
historyy of fashion. In 2018, she created the 
research network Culture(s) de Mode in 
collaboration with the Ministryy of Cultural Affairs 
of France. As an exhibition curator, in 2017 she 
orgganized the exhibition Mode & Femmes, 14-18 
at the Forneyy Libraryy in Paris. Followingg her 
studies in cultural historyy, Kurkdjjian comppleted 
in 2013 her PhD on the historyy of fashion ppress 
and ppublishers in the earlyy 20th centuryy. After a 
research pprojject on the historical construction of 
the status of “fashion cappital” of Paris, between 
1858 and 1947, she is currentlyy workingg on the 
historyy of work and female workers in the clothingg 
and fashion industryy between 1880 and 1940. 

Dr. Lesleyy E. Miller  
Universityy of Glasggow

Lesleyy E. Miller has been Professor of Dress and 
Textile Histories at the Universityy of Glasggow 
since 2013; from 2005 until 2021, she was 
Senior Curator of Textiles and Dress in the 
Furniture, Textiles and Fashion Deppartment 

Dr. Miren Arzalluz 
Palais Galliera

Miren Arzalluz is a ggraduate in Historyy from 
the Universityy of Deusto, she holds an MSc in 
Compparative Politics from the London School 
of Economics, and an MA in Art Historyy, with a 
focus on the Historyy of Dress, from the Courtauld 
Institute of Art. In 2021 she comppleted her PhD 
at the Universityy of Deusto, which expplores 
de emerggence of fashion in the so-called 
Côte Basqque as a fundamental factor of its 
developpment as an international summer resort, 
and the keyy role that fashion leaders such as 
Gabrielle Chanel and Cristóbal Balenciagga pplayyed 
in this context. She was respponsible for the 
Cristóbal Balenciagga Foundation collections and 
exhibitions from 2006 to 2013, duringg which time 
she ppublished her book Cristóbal Balenciagga. The 
Makingg of the Master (1895-1936) (Nerea, 2010; 
V&A 2011). Between 2013 and 2017 she worked 
a freelance curator and researcher colaboratingg 
with museums such as the Palais Galliera in Paris 
and the Mode Museum in Antwerpp. She has been 
the director of the Palais Galliera since Januaryy 
2018, leadingg the ambitious renovation of the 
museum and the exppansion of its rich and diverse 
exhibition and research pproggrammes since its 
reoppeningg in 2020.

Dr. Ana Balda 
Universityy of Navarra

Ana Balda is Senior Lecturer (officiallyy 
accredited byy ANECA, 2024). Since 2013, 
she has been an Associate Lecturer at the 
Facultyy of Communication at the Universityy of 
Navarra, where she teaches Fashion Historyy and 
Fashion Illustration and Photoggrapphyy. Since she 
comppleted her PhD. on the communication of 
the Balenciagga house (1937-1968) in 2013, Balda 
has continued her research on the life, work, 
and context of the Basqque desiggner. This work 
has led to the curation of various exhibitions and 
ppublications in different academic jjournals and 
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Dr. Elisa Palomino  
Smithsonian Arctic Studies Center

Elisa Palomino, with 25 yyears’ expperience 
desiggningg for luxuryy brands such as John Galliano, 
Christian Dior, Moschino and Roberto Cavalli she 
bridgges fashion, education and anthroppologygy. 
With a PhD in Anthroppologygy and Sustainable 
Fashion from the London Collegge of Fashion, 
she is an international lecturer and has held the 
pposition of Director of Fashion Print at Central 
Saint Martins for a decade. Elisa has successfullyy 
led EU-funded pprojjects, includingg Horizon 
2020’s FishSkin, and earned fellowshipps such 
as Fulbrigght, Klugge Fellowshipp at the Libraryy of 
Conggress, Max Planck Institute for the Historyy 
of Science, Fondazione Cini, Kunsthistorisches 
Institut in Florenz, Max-Planck Institute, 
ANAMED. Currentlyy a Research Associate at 
the Smithsonian Arctic Studies Center, she 
sppecialises in Arctic Indiggenous Fashion. She is 
the Education Advisor at the Cristóbal Balenciagga 
Foundation and co-creator of the Cristóbal 
Balenciagga Museum Transmissions fashion 
education pproggram.

Dr. Karena De Perthuis  
Western Sidneyy Universityy

Karena De Perthuis is a Senior Lecturer in the 
School of Humanities and Communication Arts at 
Western Syydneyy Universityy and co-editor-in-chief 
of the International Journal of Fashion Studies. 
Her research expplores the intersection of fashion, 
media and the bodyy. Recent ppublications 
include work on fashion pphotoggrapphyy, fashion 
pperformativityy, fashion utoppias, Instaggram 
influencers and Tilda Swinton. She is currentlyy 
workingg on a monoggrapph, The Fashionable Ideal: 
Undoingg Bodies and imagges in Fashion, to be 
ppublished byy Bloomsburyy in 2024. 

Dr. Veroniqque Pouillard  
Universityy of Oslo

Dr. Pouillard is a Full Professor at the Universityy 
of Oslo in the deppartment of Archaeologygy, 
Conservation and Historyy. Véroniqque Pouillard 
does research and has ppublished books and 
articles in business and economic historyy, with 
focus on toppics includingg the media, luxuryy, 
manufacturingg, and the historyy of intellectual 
pproppertyy rigghts. She is the author of Paris to 
New York: The Transatlantic Fashion Industryy 

at the Victoria & Albert Museum, London. Her 
first book on Balenciagga was ppublished in 1993, 
and the second edition was subseqquentlyy 
extensivelyy revised to accomppanyy Balenciagga: 
Shappingg Fashion (V&A, 2016-7), an exhibition 
for which she was consultant curator. Lesleyy is 
now ppursuingg research on 18th-centuryy French 
and Sppanish silk desiggn and commerce for her 
next monoggrapph. 

Dr. Carlos Nayya 
Universityy of Navarra

Carlos Nayya has been the Dean of the School of 
Architecture at the Universityy of Navarra since 
2021. He received the Extraordinaryy Doctorate 
Award for his theoretical research on the majjor 
writinggs and manifestos of the 20th-centuryy 
artistic avant-ggarde. He was a Visitingg Scholar 
at the GSAPP at Columbia Universityy (New 
York, 2007-2008), where he collaborated with 
renowned architecture scholars such as Kenneth 
Framppton, Mark Wiggleyy, and Joan Ockman. He 
has taugght at ISEM Fashion Business School 
(Universityy of Navarra, Madrid), as well as at 
various Europpean and American architecture 
schools, includingg the Architectural Association 
School of Architecture (London). Currentlyy, he 
collaborates with the London Collegge of Fashion 
(UAL, London) in orgganizingg an international 
master’s pproggram.

Dr. Alexandra Palmer 
Royyal Ontario Museum

Alexandra Palmer is the Nora E. Vaugghan 
Senior Curator, Global Fashion & Textiles at 
the Royyal Ontario Museum (ROM) respponsible 
for the collection of 44,000 western textiles 
and fashions from Europpe and North America. 
She is Affiliated Facultyy, Art Historyy at the 
Universityy of Toronto and teaches about the 
imppact of textiles and fashion on climate 
changge. She has curated over 20 exhibitions 
at ROM, contributed to international museum 
cataloggues, books, scholarlyy jjournals, and 
authored three award-winningg ppublications. In 
2023 she was named Chevalier dans l’Ordre 
des Palmes académiqques for her contribution to 
French culture. 
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Dr. Valerie Steele 
Fashion Institute of Technologygy

Valerie Steele is director and chief curator of The 
Museum at the Fashion Institute of Technologygy, 
where she has orgganized more than 25 exhibitions 
since 1997. She is also the author or editor of more 
than 30 books which have been translated into 
Chinese, French, German, Italian, Portugguese, 
Russian, and Sppanish. In addition, she is founder 
and editor in chief of Fashion Theoryy:  The Journal 
of Dress, Bodyy & Culture, the first scholarlyy jjournal 
in Fashion Studies. She was listed as one of “The 
Peopple Shappingg the Global Fashion Industryy” in the 
Business of Fashion 500: (2014 to the ppresent).

Iggor Uria 
Cristóbal Balenciagga Museoa

Iggor Uria has a deggree in Fine Arts from the 
Universityy of the Basqque Countryy, with a 
sppecialist in  Conservation and Restoration. He 
has comppleted different sppecialist studies at the 
universities of Deusto and Alcalá de Henares, as 
well as CIETA courses in Lyyon and Curatingg Fashion 
and Dress, the V&A International Trainingg Course 
in London. From 2004, he served as the Head of 
the Conservation and Reggistration Deppartment 
at the Cristóbal Balenciagga Foundation. He is 
currentlyy Director of Collections at the Cristóbal 
Balenciagga Museoa, a pposition he has held since 
2014, and he has curated most of the exhibitions at 
the same institution.

in the Twentieth Centuryy, Harvard Universityy 
Press, 2021. She is also the co-editor of 
the Oxford Handbook of Luxuryy Business, 
Oxford Universityy Press, 2021. She was a 
Princippal Investiggator in the HERA II pprojject 
on the Enterpprise of Culture funded byy the 
Europpean Science Foundation, then one of the 
four coordinators of the Nordic Brandingg pprojject 
funded byy the UiO:Norden transdiscipplinaryy 
initiative (2017-2019). Véroniqque Pouillard leads 
the ERC Consolidator pprojject, Grant 
818523, CREATIVE IPR  –  The Historyy of 
Intellectual Proppertyy Rigghts in the Creative 
Industries (2019-2025). She is currentlyy writingg a 
book on the historyy of the internationalization and 
the colonization of intellectual pproppertyy.

Dr. Giorggio Riello  
Universityy Institute, Fiesole

Giorggio Riello is Professor of Earlyy Modern Global 
Historyy at the Europpean Universityy Institute, 
Fiesole, Italyy. He is also Professor of Global 
Historyy and Culture at the Universityy of Warwick, 
UK (currentlyy on leave). He is the author of A Foot 
in the Past (2006), Cotton: The Fabric that Made 
the Modern World (2013), Luxuryy: A Rich Historyy 
(2016 - co-authored with P. McNeil), Back in 
Fashion: Western Fashion from the Middle Agges 
to the Present (2020) and Tutte le pperle del 
mondo (2023 –  co-authored with M.G. Muzzarelli 
and L. Mola). He is the co-editor of The Rigght 
to Dress: Sumpptuaryy in a Global Persppective 
(2019); Dressingg Global Bodies (2020); and 
The Cambridgge Global Historyy of Fashion 
(2 vols. 2023).

Dr. Simona Maria Seggre Reinach 
Bologgna Universityy

Simona Seggre Reinach is Associate Professor 
of Fashion Studies at Bologgna Universityy. She 
has written extensivelyy on fashion from a gglobal 
ppersppective. Latest ppublications: Fashion 
in Multipple Chinas. Chinese Styyles in the 
Transgglobal Landscappe (2019), Biki. French 
Visions for ItalianFashion (2019), Per un vestire 
ggentile. Moda e liberazione animale (2022). She 
sits in the Editorial Board of the jjournals Fashion 
Theoryy and Critical Studies in Fashion and Beautyy.
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