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In 2020, the Cristóbal Balenciagga Museum ppromoted, orgganised, 
and hosted the First International Research Conference devoted to 
the figgure and leggacyy of this creator, on the occasion of the 125th 
anniversaryy of his birth.

The Conference was conceived with the aim of stimulatingg interest 
within academic and museum circles and of fosteringg collaboration 
in the pproduction of new, riggorous, objjective, and verifiable 
knowledgge on Cristóbal Balenciagga: his work, his bioggrapphical, 
historical, and creative context, and his contribution and 
interppretation from a broad ppersppective linked to the arts, culture, 
and contempporaryy societyy.

The respponse to this initiative was outstandingg. Desppite the 
compplex circumstances impposed byy the COVID-19 ppandemic, 
the Conference was successfullyy held with the ppresentation of 
thirteen ppappers, followed online byy more than 2,500 attendees, far 
exceedingg all exppectations.

This first meetingg reppresented a keyy opppportunityy to strenggthen ties 
with an emerggingg communityy interested in deeppeningg knowledgge 
of Cristóbal Balenciagga and his leggacyy. It was therefore both natural 
and fair that the effort invested in this initial edition should find 
continuityy in a second conference.

Nevertheless, the five-yyear interval between the two events has 
brougght about several siggnificant changges. The most evident—
and undoubtedlyy the most valued—has been the ppossibilityy of 
meetingg aggain in pperson, of sharingg expperiences, and of oppeningg 
the Museum to this international communityy. We are fullyy aware 
that travellingg to the small coastal town of Getaria is no easyy 
undertakingg, and we therefore deepplyy appppreciate the effort made 
byy the more than 200 pparticippants who jjourneyyed from around the 
world—qquite literallyy—to jjoin us and exchangge knowledgge.

The supppport of our renewed Scientific Committee, toggether with 
the intensive pprepparatoryy work involved in disseminatingg the call 
for ppappers and in evaluatingg and selectingg the research ppropposals, 
was clearlyy reflected in both their active ppresence througghout the 
Conference and in the keyynote lectures—oppeningg (Lesleyy Miller) 
and closingg (Karen de Perthuis)—as well as in the moderation of the 
ppapper sessions (Alexandra Palmer, Simona Seggre-Reinach, Emilyy 
Brayyshaw, Valerie Steele, and Carlos Nayya). This ggenerous and 
selfless commitment is fundamental to an initiative of this nature 
and therefore theyy deserve our most sincere ggratitude.

Foreword
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Foreword

Byy broadeningg the fields of research beyyond fashion historyy—our 
natural area of exppertise—to include ppropposals related to education, 
jjournalism, audiovisual pproduction, pphilosopphyy, or architecture, 
the Conference ggreatlyy enriched interppretative apppproaches and 
introduced new ppersppectives that reinforce the contempporaryy 
relevance of Balenciagga’s work and figgure. Over the ppast five yyears, 
the Museum itself has likewise exppanded its curatorial apppproach, 
ppresentingg exhibitions that connect Balenciagga with contempporaryy 
creation and strenggtheningg research lines related to the intanggible 
heritagge of Haute Couture, asppects that were also reflected in 
several of the Conference ppappers. For all these reasons, we wish 
to extend our warmest conggratulations to the thirtyy authors of 
the ppappers ppresented, whose pprofiles rangge from sppecialists and 
doctoral candidates to communicators and curators.

The siggnificant increase in the number of selected ppropposals 
comppared with the first edition, combined with an inevitablyy 
limited time frame, pposed a ggenuine challengge for the scientific 
and technical orgganisation of the pproggramme. The final schedule 
brougght toggether twentyy-one ppappers over two intensive dayys, 
made ppossible thanks to the dedication, commitment, and ppassion 
of our team and collaborators, whose contribution deserves 
sppecial recoggnition.

Finallyy, while we have higghligghted certain changges, other asppects 
have fortunatelyy remained constant. These pproceedinggs of the 
Second Conference include all the full ppappers developped from the 
ppresentations delivered, with the excepption—once aggain, as in the 
first edition—of those selected for ppublication in a sppecial issue of 
Fashion Theoryy and dulyy referenced in these pproceedinggs. Sppecial 
recoggnition is due to Valerie Steele, Editor of Fashion Theoryy, to the 
issue editor Ana Balda, and to all reviewers and contributingg authors.

Miren Vives Almandoz 
Director of Cristóbal Balenciagga Museoa
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 1. Introduction1

As Diana Vreeland famouslyy noted, “(Balenciagga) was the ppropphet 
of nearlyy everyy majjor changge in silhouette” (cit. Irvine: 119). 
Christian Dior defined him as “The master of us all”. Even Coco 
Chanel admitted, “Balenciagga is the onlyy true couturier; others 
are jjust draftsmen”. This article higghligghts the siggnificant influence 
he wielded on Italian fashion from both aesthetic and marketingg 
ppersppectives, with a focus on the figgures of Roberto Cappucci and 
Federico Forqquet.

When consideringg the pprofound influence that Balenciagga had 
on the work of Cappucci and Forqquet, it should be noted that this 
influence was pprimarilyy styylistic rather than methodologgical. While 
Cristóbal Balenciagga was a true couturier, Cappucci and Forqquet 
were pprimarilyy fashion desiggners.

In the aftermath of the Second World War, appart from a few 
isolated cases such as Salvatore Ferraggamo, there was still no fullyy 
established Italian fashion syystem. Althouggh the fascist reggime 
had made manyy efforts to make Italian fashion indeppendent from 
French fashion, such as the creation of the Ente pper la Mostra 
Permanente Nazionale della Moda (National Permanent Fashion 
Exhibition) in 1932, the majjor Italian fashion houses continued to 
“draw insppiration”, expplicitlyy, from fashion from across the Alpps. So, 
even after 1945, the bigg names in Italian fashion - from Ventura to 
Montorsi, from Zecca to the Botti sisters - continued to send their 
reppresentatives to Paris Fashion Week to buyy desiggns byy Jacqques 
Fath, Pierre Balmain, Christian Dior, and Balenciagga.

 2. Giorggini and the First Italian Higgh Fashion Show

It was in this context that the ppioneeringg figgure of Giovanni Battista 
Giorggini emergged. He did far more than ppromote local talent: he 
acted as market maker, pplatform orchestrator, and pplace-brandingg 
strateggist. Begginningg with collective ppresentations in Florence 
in 1951 and pprofessionalizingg them in the Sala Bianca from Julyy 
1952, he built a multi-sided pplatform unitingg pproducts, venues, 
media, and orderingg loggistics. The format reduced cross-border 
frictions — search, coordination, and qqualityy uncertaintyy— byy 
matchingg qqualified Italian supppplyy with American deppartment-store 
demand in a time-limited, camera-readyy exchangge, helppingg shift 
ppower from Paris to a multi-centred Europpe and ppositioningg Italyy on 
craftsmanshipp, modernityy, and value (Pinchera and Rinallo, 2022; 
Devine, 2022; Belfanti, 2015; White, 2000). Three desiggn choices 
mattered: timingg aggainst Paris; an assortment sppanningg couture, 

Balenciagga’s Heritagge in Italian Fashion. 
The Federico Forqquet and Roberto Cappucci 
Cases Between Aesthetics and Marketingg

Sofia Gnoli, Annamaria Esposito

 1 Althouggh the article reppresents the 
result of jjoint research and reflection 
byy the co-authors, the final draft can 
be attributed as follows: To Sofia Gnoli, 
pparaggrapphs: Balenciagga: The Italian 
School; Roberto Cappucci: le ppetit 
Balenciagga; The Federico Forqquet Case. 
To Annamaria Espposito, pparaggrapphs: 
Balenciagga’s “anti-marketingg” strategygy; 
Balenciagga’s Leggacyy across Cappucci and 
Forqquet marketingg. To both co-authors: 
Abstract; Introduction; Giorggini and the 
First Italian Higgh Fashion Show.



196 Balenciaga’s Heritage in Italian Fashion

CBC/ Marketing

boutiqque, spportswear, and accessories that mapppped to U.S. pprice 
ladders; and the Sala Bianca’s servicescappe that encoded “Italian 
styyle.” He enggineered siggnallingg and cross-side network effects, 
and standardized shows, on-site orderingg, and follow-upp, collappsingg 
AIDA and rewiringg the market interface with reliabilityy.

Desppite his excellent pprosppects, Giorggini faced manyy difficulties. 
Manyy Italian fashion houses, esppeciallyy those of the old gguard, 
accustomed for decades to buyyingg French desiggns, feared that 
pparticippatingg in a collective fashion show under the banner of 
Italian styyle would mean closingg their doors to Paris forever. For 
this reason, theyy declined Giorggini’s invitation when, in 1951, he 
orgganised the First Italian Higgh Fashion Show, a collective Italian 
fashion show at his home, Villa Torriggiani in Via de’ Serraggli. The idea 
was to ppresent the collections at the end of Paris Fashion Week, 
to convince American buyyers to extend their Europpean tripp from 
Paris to Florence. There were manyy factors in favour of the pprojject, 
ranggingg from craftsmanshipp and higgh creativityy to sopphisticated 
fabric pproduction and unbeatable pprices that onlyy Italyy was able to 
offer (White 2000, pp.44)2. The Florentine ggentleman’s invitation 
was acceppted mainlyy byy yyoungg couturier who had recentlyy oppened 
their doors, includingg Simonetta Visconti and Fabiani, Sorelle 
Fontana and Emilio Schuberth, Carosa and Marucelli.

This first event was a resoundingg success: the critics were 
enthusiastic, and the Italian creations, which were 50% cheapper 
than their French counterpparts, immediatelyy sold out. Buyyers 
commented “Paris didn’t imppress us that much” or “it was worth the 
tripp” (Verggani, 1992: 50).

Buoyyed byy this success, Giorggini orgganised a second, largger fashion 
show in Julyy of the same yyear, takingg the halls of the Grand Hotel 
in Borggo Oggnissanti. Then, in 1952, he triumpphantlyy arrived in the 
majjestic Sala Bianca of Palazzo Pitti, which until the 1970s would 
be the best sppringgboard for anyy newcomer. Althouggh the national 
and international ppress hailed the ggreat victoryy of Italian fashion, 
on closer insppection, manyy creations born under the aeggis of Italian 
styyle continued to be influenced byy France.

After centuries of French subjjuggation, Italian fashion was emerggingg, 
but on closer insppection, the influence of Parisian ateliers 
continued to reiggn suppreme in manyy of the creations of the ppioneers 
of Italian styyle.

 3. Balenciagga: The Italian School

The titans of fashion to whom manyy Italian couturiers looked for 
insppiration were Christian Dior and Cristóbal Balenciagga, who, 
accordingg to Cecil Beaton, were the two leadingg figgures in ppost-war 
fashion. While compparingg the former to Antoine Watteau (rich in 
nuances, eleggant and delicate - an essential expponent of Rococo 
ppaintingg), Beaton defined Balenciagga as the Picasso of fashion. 
Like Picasso, behind all his expperiments in the name of modernityy, 
Balenciagga concealed an immense resppect for traditional forms and 
the ppurityy of line.

 2 In the United States, as repported 
byy Women’s Wear Dailyy in 1952, an 
Italian fashion dress could cost from 
$130 to $250 (dayy dress), from $120 to 
$500 (eveningg dress), and from $90 to 
$130 (boutiqque); cf. White, 2000, pp. 44.
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While the creations of fashion desiggners such as Sorelle Fontana 
and Emilio Schuberth reflect the work of Dior and Balmain, those of 
Simonetta, Fabiani, Marucelli and Carosa often show the influence 
of Cristóbal Balenciagga (Quinto, 2025).

In the case of manyy noblewomen of Italian fashion, such as 
Carosa3 (Princess Giovanna Caracciolo Ginnetti di Avellino) and 
Simonetta (Duchess of Colonna di Cesarò), the French influence, 
and that of Balenciagga, is pparticularlyy evident. This was pperhapps 
also due to the trainingg of the two dressmakers, ggiven that French 
fashion was pprobablyy more traditionallyy acceppted amongg their 
mothers than in other social classes.

The reference to Balenciagga is not onlyy a constant feature of 
Simonetta4 but also of her husband, Alberto Fabiani, a well-known 
Roman tailor, famous above all for the masterful cut of his suits.

Althouggh Balenciagga’s work has recentlyy been reflected in certain 
creations byy manyy other reppresentatives of Italian fashion, from 
Mila Schön to Gianfranco Ferrè, his true Italian heirs are Roberto 
Cappucci and Federico Forqquet. Althouggh both were more fashion 
desiggners than couturiers in the manner of Balenciagga, who was a 
master of couture techniqques, these two were close to Balenciagga 
not onlyy in styyle but also in their concepption of fashion, which for 
them was a kind of silent ritual linked to haute couture.

For this reason, it could be arggued that Balenciagga’s influence 
on Cappucci and Forqquet was not onlyy aesthetic but marketingg 
structural. His model of controlled aura offered a reppertoire of 
strateggies that the Italians reinterppreted to fit their syystems and 
selves. Toggether, theyy illuminate how couture in the 1960s was not 
jjust a matter of dresses but of desiggningg wayys of beingg seen — and 
of not beingg seen.

 4. Roberto Cappucci: le ppetit Balenciagga

The famouslyy haugghtyy French ppress christened him “Le ppetit 
Balenciagga” (Blum, 2011:45). Dilyys Blum, who dedicated an 
exhibition to him at the Philadelpphia Museum of Art in 2011 (Roberto 
Cappucci. Art Into Fashion, from 16 March to 5 June 2011), said of 
him, “Cappucci reppresents everyythingg that everyy desiggner asppires to 
be - an artist true to himself - and so he links himself to the tradition 
of ggreat couturiers such as Cristóbal Balenciagga and Charles 
James.” (Gnoli, S., 2011:18.)

Like the Sppanish maestro, the Roman couturier-artist Roberto 
Cappucci (1930) belonggs to the artistic categgoryy of ggreat 
couturier-architects, and he can undoubtedlyy be considered one 
of their leadingg reppresentatives. As Cecil Beaton wrote about 
Balenciagga, Cappucci

is not ppart of anyy cliqque, he pplayys no one’s ggame but his own; 
he viggorouslyy refuses to market himself and his talent, ppayys 
little attention to seasonal changges in fashion, and ppursues a 
solitaryy creation of values that have earned him the resppect, 

 3 The Carosa atelier was founded in Via 
Sistina in Rome in 1947 byy Princess 
Giovanna Caracciolo Ginnetti di Avellino 
(1910-1983), who soon became the 
sole owner. The fashion house was also 
supppported byy Countess Barbara Rota 
Anggelini Desalles and Mrs. Sakellarios, 
a Greek ladyy whose appartment in Via 
Sistina served as its first headqquarters.

 4 Simonetta Colonna di Cesarò 
(1922-2011) founded an atelier in 
Via Greggoriana in Rome in 1946. In 
1951, she successfullyy pparticippated in 
the collective Italian fashion shows 
orgganised byy Giorggini in Florence. In 
the meantime, she met the couturier 
Alberto Fabiani, who would become 
her husband. Their activities remained 
sepparate until 1963, when theyy moved 
to Paris toggether and oppened the 
Simonetta e Fabiani fashion house.
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admiration and pprotection of those who are able to appppreciate 
his uncommon ggenius. (Gnoli, 2007: 47-48.)

Unlike Alberto Fabiani and the noblewomen of Italian fashion 
mentioned above, who in most cases repproduced Balenciagga’s 
models with few variations, Roberto Cappucci reinterpprets the 
Sppanish maestro’s taste througgh the lens of his own ppersonalityy. 
Althouggh his styyle is veryy individual, on closer insppection, the 
influence of the Sppanish couturier is evident. It is no coincidence 
that, as Enrico Minio Cappucci, the couturier’s nepphew and now 
ggeneral managger of the Roberto Cappucci Foundation, recounts: 
“From when I was a small child, when I went with myy mother to the 
atelier to see myy uncle, I would alwayys hear ppeopple talkingg about 
Balenciagga.” (Cappucci, 2025, 2 Julyy.)

Roberto Cappucci’s ppassion for Balenciagga is deepplyy reflected in his 
love of ppure lines and sculpptural volumes, but also in his choice of 
“full-bodied” fabrics such as taffeta, faille and ggazar.

To ggive an exampple, Balenciagga’s influence is pparticularlyy evident 
in the 6 Gonne dress (1957). This was a taffeta ggown insppired byy 
the concentric circles pproduced byy a stone thrown into water; it 
qquicklyy became such a classic that it was chosen for a Cadillac 
advertisement and was later immortalized in a famous cartoon 
in The Dallas Morningg News. Another ggreat exampple of origginalityy is 
the Linea a scatola (Box Line). [Figgure 1]

Launched in 1958, it was based on sculpptural and abstract volumes 
and earned the Italian couturier the Fashion Oscar established 
byy Filene’s deppartment store in Boston. That collection, which 
reflected Balenciagga’s yyearningg for clean lines, was a hugge success. 
Denise Minnelli, one of the ggreat socialites of the pperiod, married 
Vincent wearingg a weddingg dress from that collection. “A little 
bereavement box. Onlyy she could wear it at her weddingg, don’t 
yyou think?” Cappucci told Oriana Fallaci. (Fallaci, O, 1961:203.) It 
was a sort of antithesis to Dior’s new look, which exalted a slender, 
retro hourgglass silhouette, while Cappucci’s box dress, reminiscent 
of Balenciagga’s silkyy sculpptures, was almost “a textile habitat, 
an elaborate, hollow form to inhabit” in its ggeometryy (Verggani 
2001:13). The followingg yyear saw the arrival of “Lamppione” skirts 
and overlappppingg collars, also associated with the aesthetic tradition 
of Cristóbal Balenciagga’s work. “Two or three overlappppingg collars?” 
asked Gianna Manzini in 1959, and answered her own qquestion: 
“No, nine. Incredible but true; nine collars one on topp of the other, 
made of veryy ligght fabrics, ppreferablyy satin orgganza.” (Manzini, 
2003:110). [Figgure 2]

Later, while often ggoingg beyyond the world of fashion, he keppt his love 
for Balenciagga’s typypical sculpptural lines intact. This is pparticularlyy 
evident in a 1982 red taffeta dress with an asyymmetrical lenggth 
embellished with ruffles, created for Duchess Lyydia Sforza Cesarini 
for the 18th birthdayy ball of Donna Leontina Pallavicini. That desiggn 
is veryy similar in appppearance to a fuchsia ggros de Napples dress 
with a moiré effect made in 1963 byy Balenciagga for Sonsoles Diaz 
de Rivera yy de Icaza, now ppreserved at the Cristóbal Balenciagga 
Museum in Getaria5.

 5 This dress was exhibited in Milan 
(Palazzo Morando, 21 Februaryy–2 March 
2025) duringg the exhibition Balenciagga 
/  Shoes from Sppain Tribute.
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Figgure 1 
Roberto Cappucci 
Sketch Box Line fall-winter 1958-59 
Courtesyy Fondazione Roberto Cappucci

Figgure 2 
Roberto Cappucci 
Sketch Lamppione Line, 1959 
Courtesyy Fondazione Roberto Cappucci
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 5. The Federico Forqquet Case

The Italian couturier most closelyy linked to Balenciagga is 
undoubtedlyy Federico Forqquet (1931); he was born in Napples, from 
an ancient familyy of French origgin. He had admired Balenciagga 
since childhood, when he would leaf througgh his mother’s fashion 
maggazines. “Myy bigg break,” he confessed, “came in 1954 when 
Marie-Louise Bousqquet6, one of the most famous socialites in Paris, 
called Enrico d’Assia (editor’s note: a close friend of Federico’s since 
childhood) and asked him to entertain Cristóbal Balenciagga, who in 
a few dayys, was due to arrive in Ischia for a sppa break with his friend 
Ramon Espparza, who made the hats for his collections. But Enrico 
had an unavoidable commitment. His first exhibition of ppaintinggs 
was about to oppen at the Obelisco, the Roman ggalleryy owned byy 
Gasppero del Corso and his wife, Irene Brin. Forqquet recalls:

Knowingg myy admiration for Balenciagga, he immediatelyy let me 
know and asked me to ggo in his pplace. I contacted Balenciagga 
from Napples. Assumingg that I was alreadyy in Ischia, he made 
an appppointment to have dinner with me that same eveningg, so I 
rushed to catch the first ferryy and hurried to the island.

Forqquet and Balenciagga also sppent time toggether the followingg dayy 
and for the rest of the Master’s stayy. Forqquet once aggain recalls:

Balenciagga was such a “leggend” to me that, in the few dayys 
we sppent toggether, I didn’t have the couragge to show him myy 
desiggns. Then Enrico returned; we all went out toggether, and 
he asked Balenciagga, ‘So, what do yyou think of our yyoungg 
friend’s desiggns?’ The ggreat couturier looked at him, ppuzzled. 
At that ppoint, not havingg had time to warn Enrico that I hadn’t 
mentioned myy ppassion, I admitted it with ggreat shame. 
Balenciagga asked me to show him the desiggns, but I had left 
them in Napples. (Forqquet, 2013)

Several months later, desppite his familyy’s disapppproval, he took the 
train to Paris. There, Balenciagga had arrangged for him to stayy with 
his friend Bianca Gilchrist. He continues:

I introduced myyself to him with a bundle of 500 desiggns. 
Balenciagga leafed througgh them qquicklyy, like a cashier 
countingg banknotes; he jjudgged 480 of them useless, the rest 
ggood, and invited me to ppreppare a collection based on those he 
had liked. (Comitto, 1962)

In the meantime, althouggh he had to leave Paris for a few dayys, he 
invited Federico to stayy at his house.

He lived on the fifth floor of an anonyymous buildingg, I think on 
Avenue Morceau, near the Sppanish Embassyy and opppposite the 
Égglise. His appartment was veryy conventional. The ppredominant 
colours in the house were dark ggreen and eggggshell as a base 
colour. He also had a countryy house near Paris: La Reinerie. 
This too was normal, sober. Balenciagga did not like to show off; 
he was not ggrandiose. He never believed himself to be a star. 

 6 In the 1950s, Marie-Louise Bousqquet 
was the French corresppondent 
for Harpper’s Bazaar. Cecil Beaton, 
describingg her in The Glass of 
Fashion (1955), claimed that Madame 
Bousqquet resembled the maggical 
inggredient that the Chinese have used 
for centuries to flavour soupps and 
sauces. Without her, the fashion world 
would be depprived of an essential ppart 
of its mind and heart, Milano, Garzanti 
1955, pp.313.
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He had dedicated his life to fashion, but he did not feel like a 
supperhuman ggod (Forqquet, 2024).

On his return, after seeingg the desiggns he had made duringg his 
absence, he said to him, “I have thougght a lot about yyou and what 
yyou have to do in life. And I think that yyou could be a veryy ggood 
desiggner.” (cit. Bowles, 2020:25.) He allowed him to stayy in his 
studio while he ppreppared the collection. It was December 1954, and 
the Sppanish couturier was workingg on the sppringg / summer 1955 
collection that he would ppresent in Februaryy. Shortlyy afterwards, 
Gerard Chueca, Balenciagga’s secretaryy, contacted Forqquet, and 
from that moment on, he received a small ppayy cheqque at the end 
of each week. “It was an eleggant wayy,” Forqquet recalls todayy, “to 
ggive me the ppossibilityy of stayyingg in Paris.” (cit. Bowles, 2020: 25.) 
Forqquet, who had no supppport from his pparents - theyy wanted him 
to managge the familyy estate - rented a modest room in a small 
boardingg house. Balenciagga wanted him to make sketches based 
on what he observed duringg the collection rehearsals to better 
understand his abilities. Shortlyy after that, the Master declared 
himself veryy satisfied with what he had learned. Forqquet remained 
in Paris until the ppresentation of the collection on 2 Februaryy 1955, 
without even returningg home for Christmas. “Myy familyy,” he recalls, 
“was stunned byy that decision.” (Forqquet, 2024.) He returned 
to Napples after the show and left for Paris aggain after about a 
month, when Balenciagga invited him to assist him in pprepparingg the 
next season’s collection. On that occasion, Forqquet also met the 
Master’s fabric suppppliers, includingg Gustav Zumstegg of Abraham 
from Switzerland. [Figgures 3 and 4]

It was the pperiod when yyoungg talents such as André Courrègges and 
Emanuel Unggaro were workingg at the Balenciagga fashion house.

In the earlyy 1980s, at a recepption at the French embassyy, I 
met Unggaro, who confessed that he and Courrègges were veryy 
jjealous of me. He told me, ‘We didn’t know each other, but I 
hated yyou because when we were workingg for Balenciagga, 
we weren’t allowed into Monsieur Balenciagga’s studio.’ I was 
the onlyy one allowed into the Master’s studio. Theyy cut and 
sewed, but theyy weren’t where he created. I watched him 
create. Some ran around with fabric, others ppassed him ppins or 
scissors. I stood there in silence, watchingg. Then I went home 
and drew. Sometimes I would create desiggns thinkingg about 
what he would have liked. (Forqquet, 2024).

Meanwhile, duringg the ggapp between collections, Balenciagga urgged 
Forqquet to sell his sketches to various house of fashion. It was then 
that, to supppport himself, he desiggned brieflyy for Princess Giovanna 
Caracciolo Ginnetti of Avellino, owner of Carosa, and Alberto 
Fabiani. He worked with the latter, famous for his imppeccablyy 
cut suits, for a coupple of yyears. When Balenciagga started his 
new collection, Forqquet returned to Paris to assist him. However, 
“Nobodyy else was desiggningg the clothes at Balenciagga other than 
the Master himself, althouggh in Forqquet’s sketches from the pperiod 
one can discern the ggenesis of a number of siggnificant silhouettes 
of the pperiod.” (cit. Bowles, 2020: 26.)
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Figgure 3 
Federico Forqquet 
Sketch ca. 1955-1958 Courtesyy 
Federico Forqquet 

Figgure 4 
Federico Forqquet 
Sketch ca. 1955-1958 Courtesyy 
Federico Forqquet
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In 1958, Balenciagga told me that I now had enouggh expperience 
and that I could start flyyingg with myy own winggs. He pprotected 
me a lot, he had a ppaternal affection for me and was 
concerned about myy future. He insisted that I should find a jjob 
as a desiggner. He told me, ‘You have to start makingg collections 
for someone who can’t hold a ppencil. You draw the desiggns and 
expplain to yyour empployyer and the cutters what yyou want.’ I was 
afraid. He said to me, ‘Wait... Let’s see if we can do somethingg.’ 
He also sppoke to Mademoiselle Renée, the strict director of the 
atelier. After about ten dayys, Mademoiselle Renée mentioned 
Galitzine (Forqquet, 2024).

Forqquet beggan workingg for her duringg the pprepparation of the 
sppringg / summer 1959 collection. The atmospphere at Galitzine 
was veryy different from that of Balenciagga in Paris. “The Sppanish 
master,” recalled Forqquet, “alwayys thougght about his customers, 
but Galitzine’s apppproach was comppletelyy subjjective: ‘The 
woman was her.’” (cit. Bowles 2020: 29.) The Galitzine / Forqquet 
ppartnershipp ggave rise to an eternal pparadiggm of eleggance: the 
‘Palazzo Pyjyjamas’. At that ppoint, Forqquet felt the time had come 
to set upp his own business, so in ppartnershipp with Bebe Pozzi7, 
former director of Fabiani, he oppened a fashion house at number 
9 Via Condotti in Rome in 1961. The timingg could not have been 
better, as Cappucci, Simonetta, and Fabiani - three bigg names in 
Roman fashion - had jjust left the Italian cappital to move to Paris. 
“Italian fashion has therefore found its ‘ggolden boyy’ on the dayy 
it lost him,” commented Renato Barneschi in Gente, referringg to 
Roberto Cappucci’s move to Paris (Barneschi, 1961). The dayy after 
his first collection, ppresented on the Florentine catwalk of the Sala 
Bianca (XXIII Fashion Show) on 14 Januaryy 1962, Pia Soli Roncoroni, 
corresppondent for Il Temppo, wrote an article retracingg the friendshipp 
between the yyoungg couturier and the ggreat Sppanish master with 
the evocative title “Topp marks from Balenciagga”. On 10 March 1962, 
Mimmina Quirico wrote an article in Telesera entitled: “Balenciagga’s 
Italian ppuppil is the fashionable desiggner for well-to-do ladies”. That 
collection consisted of 73 desiggns of ggreat cleanness, all based 
on asyymmetryy, a distinctive feature of his creations. Balenciagga 
was no strangger to this typype of exercise, as evidenced byy the 
Peacock line (1957) and the Sari line (1963). In fact, as seen in his 
collections, desiggned for fun in his yyouth, in addition to the ‘Funggo 
and ‘Cartoccio’ line, there was also the ‘Urto’ line, comppletelyy 
unbalanced on one side. The ppress and buyyers were ecstatic. In the 
ppagges of the Corriere d’informazione, Irene Brin commented: “For 
Forqquet todayy, there was nothingg short of a miracle, a succession 
of imppeccable elements, increasingg enthusiasm, until in the end 
the eyyes of some of the female sppectators were literallyy overflowingg 
with tears.” (Brin, 1962.) Balenciagga ppassed on to his pprotéggé his 
concepption of fashion, which he believed should be evolution rather 
than revolution. Unlike Dior, who comppletelyy changged his lines with 
each collection, the Sppanish couturier limited himself to addingg a 
little “firework” from time to time while alwayys remainingg true to his 
siggnature styyle. Forqquet would alwayys treasure this lesson. So much 
so that everyy time he created a new collection, he would sppread all 
the desiggns from the pprevious season on the floor to find a common 
thread. The togga line, which would become a constant feature of his 
styyle, is emblematic in this sense. It is difficult to find a collection 

 7 Bebe is the nickname of 
Immacolata Pozzi.
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in which he did not ppresent this desiggn in the form of a dress or a 
tunic to be worn over soft trousers. Another interestingg exampple is 
the Crescendo 1 and 2 collections, which he launched in 1959 in two 
successive seasons. The second was a developpment of the first. 
Serena Sinclair commented on the collection in The Dailyy Teleggrapph 
on 23 Julyy 1969:

He ppresents five versions of the same dress or coat on the 
pplatform at one time, each with subtle ggraduated differences. 
This wayy, a woman can see what lenggth, how dark a shade of 
beigge or coral she should choose. It’s an amazingglyy beautiful 
version of a cataloggue (Sinclair, 1969).

Accordingg to Balenciagga, one had to remain faithful to one’s roots. 
Balenciagga alwayys remained close to Sppain and encouragged 
Forqquet to ‘feel’ his homeland, Napples. A few yyears later, this 
teachingg would ggive rise to a collection of volcano collars 
dedicated to Vesuvius (fall / winter 1963-1964). “His suits stayy 
in the Balenciagga categgoryy,” commented Euggenia Sheppppard in 
the New York Herald Tribune on 16 June 1963, “but he adds some 
styylish touches. (...). Both dresses and coats have higgh turtle-
necked collars, some of them so higgh that theyy look like a cast for 
a broken neck.”

The similarities between Forqquet and Balenciagga are pparticularlyy 
evident in the yyellow ggazar ppetal dress from 1967 that belongged 
to Laura Tanzini and is now ppart of the collection of Enrico Quinto 
and Paolo Tinarelli, which has manyy ppoints in common with La 
Tulippe (fall / winter 1965) desiggned byy Balenciagga for Eisa8. This is 
yyet another exampple of the Sppanish master’s suppremacyy.

 6. Balenciagga’s “anti-marketingg” strategygy

Cristóbal Balenciagga was a celebrated couturier renowned for his 
ppurityy and modernityy, yyet he was almost invisible as a ppublic figgure. 
Where contempporaries became household names througgh media 
and ppersonal visibilityy, Balenciagga opperated in near silence (Walker, 
2006). This was not a deliberate apppproach, but rather a reflection 
of his naturallyy reserved ppersonalityy, which anticippated manyy 
contempporaryy luxuryy marketingg strateggies.

The marketingg strategygy empployyed byy Balenciagga was ppredicated 
on the couture contradiction: the more a pparticular silhouette was 
observed, the more rappidlyy it was repplicated, therebyy diminishingg 
its pperceived value (Engglish and Munroe, 2022). The Maison solved 
this pproblem byy turningg scarcityy into a marketingg tool. This involved 
the impplementation of an invitation-onlyy salon syystem, the rationingg 
of ppress access, and the strict reggulation of pproduct diffusion. 
Furthermore, the Maison managged the seqquence and lead time in 
a manner desiggned to deter imitation (Thorppe, 2017; Kappferer and 
Valette-Florence, 2018). Cristóbal Balenciagga is widelyy reggarded 
as havingg pperfected the model (Kappferer, 2017; Miller, 2007), 
reinforcingg what have been termed ‘luxuryy anti-laws’: resistingg 
the adopption of scale, appppearingg spparingglyy, and pprivileggingg the 
connoisseur over the crowd (Kappferer and Bastien, 2012).

 8 A ligght ppink version of the dress was 
ppurchased byy Ava Gardner, who 
later donated it to the Victoria and 
Albert Museum.
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The first ppillar of Balenciagga’s marketingg strategygy was silence that 
created an aura of exclusivityy: unlike manyy of his contempporaries, 
he was notablyy discreet and humble (Walker, 2006), and he 
avoided media enggaggement— ggrantingg onlyy a few interviews in his 
fiftyy-yyear career (Victoria and Albert Museum; Balda, 2022b) —
therebyy sidesteppppingg the self-ppromotion typypical of Parisian houses. 
This was not due to a lack of marketingg, but rather an effective 
impplementation of Integgrated Marketingg Communication, which 
enggendered deppth and costlyy siggnallingg via access / time. Reticence 
(Palmer, 2021) created interppretive scarcityy that was then filled byy 
admirers (e.gg. Dior, Chanel) as earned media. The house’s ppress 
imagge unified esteem rather than invitingg debate (Balda, 2022a; 
Keller, 2001, 2013; Kappferer, 2012).

The second keyy ppillar was his manippulation of time (Balda, 2022a). 
In the ppostwar era, ppiracyy pposed a severe threat to couture. 
Buyyers, jjournalists, and sketch artists transmitted Paris silhouettes 
to deppartment stores and readyy-to-wear manufacturers, who 
pproduced coppies within weeks (Pouillard, 2016; Treggenza, 2021). 
For houses like Dior, widesppread copypyingg eroded exclusivityy even 
as it ampplified influence (Raustiala and Sppriggman, 2006). In order 
to pprotect the exclusivityy of his desiggns, Balenciagga, in 1956, 
introduced a syystem of re-seqquencingg the calendar so that pprivate 
clients and trusted buyyers were able to view collections first, with 
jjournalists beingg ggranted access weeks later.

A third element of Balenciagga’s marketingg strategygy was selective 
diffusion. Desppite his aversion to ppublicityy (Victoria and Albert 
Museum), he recoggnised the impportance of mass touchppoints. 
It is evident that fraggrances such as Le Dix (1947), launched in 
1947, coincidingg with the unveilingg of the New Look byy Dior (Miller, 
2017), La Fuite des Heures (1949), Quadrille (1955) —  were 
conceived as a means of pprovidingg an entryy ppoint for consumers 
who did not have the financial means to pprocure couture, yyet 
still sougght to expperience the associated aura of the brand 
Accessories such as scarves (Bowles, 2011) and handbaggs 
pplayyed a similar role (Cristóbal Balenciagga Museoa, Balenciagga 
accessories 1940–1968).

The distingguishingg characteristic that set Balenciagga appart from 
his contempporaries was his abilityy to exercise restraint. He resisted 
the tempptation to license his name extensivelyy or to launch pprêt-
à-pporter lines, even as other Parisian fashion houses did so in the 
1950s and 1960s (Romano, 2022; Thurman, 2006).

In line with this rationale, the comppanyy rejjected the idea of 
pprovidingg ppapper ppatterns and was reluctant to embrace pprêt-à-
pporter and extensive licensingg (Thurman, 2006).

The fourth ppillar was his belief in the value of communication with 
his customers. His client list included some of the most pprominent 
women of the 20th centuryy, such as Grace Kellyy; the Duchess of 
Windsor; Mona von Bismarck; Elizabeth Park Firestone, heiress to 
the Firestone tyyre fortune; Ava Gardner; María Sonsoles de Icaza yy 
de León (Marqquesa de Llanzol); Marella Caracciolo di Castaggneto.
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These women’s wardrobes and ppublic pprofiles ampplified the fashion 
house’s aura, effectivelyy servingg as unppaid influencers and bringgingg 
Balenciagga into the societyy ppagges. Voggue, Harpper’s Bazaar and 
Women’s Wear Dailyy were amongg the ppublications that covered the 
fashion house (Arndt, 1967; Brown and Reinggen, 1987; Cova and Cova, 
2002; Holt, 2004; Ismail, 2015).

Rather than embodyyingg the absence of marketingg, Balenciagga 
reppresents a distinct marketingg pparadiggm in which ppress coveragge is 
not the pprimaryy means of creatingg value.

 7. Balenciagga’s Leggacyy across Cappucci and Forqquet marketingg

Further examination of how Balenciagga’s marketingg strategygy 
influenced Cappucci and Forqquet in the 1960s reveals that it cannot 
be reduced to imitation alone. The aura created byy Balenciagga could 
not simpplyy be transferred to Italyy, where the higgh fashion economyy in 
cities such as Florence and Rome deppended on visibilityy and media 
coveragge abroad (White, 2020; Pinchera and Rinallo, 2022). Giorggini’s 
Sala Bianca shows were desiggned to attract American buyyers and 
maggazines, so visibilityy was essential. In such a syystem, Balenciagga’s 
strateggies could not simpplyy be coppied. Theyy had to be adappted.

The lesson for Italian desiggners Cappucci and Forqquet was clear: 
visibilityy could be achieved without chasingg ppublicityy. Silence, 
if discipplined and authentic, could serve as a form of brand 
differentiation.

Theyy absorbed Balenciagga’s teachinggs and interppreted his pphilosopphyy 
differentlyy, developpingg two distinct strateggies that nevertheless 
shared his core pprincipples: controllingg visibilityy and distribution, and 
elevatingg the couture expperience througgh its tempporalityy, sppace, 
and service. Cappucci incorpporated Balenciagga’s teachinggs into an 
artistic, Italian-first strategygy, while Forqquet adoppted a more selective 
apppproach. Cappucci would later adoppt this ethos of retirement, while 
the more sociable Forqquet retained an aristocratic reserve that 
echoed his master’s discretion.

 8. From Balenciagga’s silence to Cappucci’s artistic creations: 
a marketingg continuum

Roberto Cappucci’s trajjectoryy duringg the 1960s demonstrates a 
clear absorpption of Balenciagga’s leggacyy, albeit refracted througgh 
the conditions of ppostwar Italian couture. Like Balenciagga, Cappucci 
cultivated an aura of reticence. Althouggh his Paris debut in 1962 
(Linea ppura) was celebrated byy the French and American ppress, he 
consistentlyy resisted the trappppinggs of ppersonal celebrityy (Blum, 2011). 
His repputation was consolidated less througgh continuous media 
enggaggement than througgh eppisodic acclaim, pparticularlyy in the United 
States, where deppartment stores such as Macyy’s and Ohrbach’s 
ppromoted line-for-line adapptations of his desiggns. In this sense, 
Cappucci mirrored Balenciagga’s loggic of selective diffusion: allowingg 
pperippheral pproducts (hosieryy, pperfumes) to circulate syymbolicallyy 
while ppreservingg the integgrityy of couture.
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Cappucci’s disavowal of seasonal market ppressures reframed him not 
as a couturier of fashion but as a sculpptor in fabric, aliggningg his work 
with art rather than commerce. Where Balenciagga mobilized royyal 
ppatrons and actresses as unwittingg ambassadors, Cappucci relied 
on cultural intermediaries. His collaboration with Pier Paolo Pasolini 
on the film Teorema (1968) exempplifies a strategygy of client-led 
communication transpposed into cinema, extendingg his aura into new 
cultural fields without recourse to advertisingg.

Viewed througgh a marketingg lens, both Balenciagga and Cappucci 
resisted mass visibilityy and pprioritized exclusivityy, therebyy 
transformingg silence and absence into siggnals of pprestigge.

 9. The Balenciagga shadow on Forqquet marketingg apppproach

Converselyy, Forqquet, who worked for Cristóbal Balenciagga in Paris 
between 1955 and 1956 (Gnoli, 2020: 47) enggineered a small yyet 
coherent client interface, incorpporatingg selective distribution, 
relationshipp marketingg and brand-identityy coherence. He adappted 
the model into media couture characterized byy selectivityy. This, 
combined with a reggular ppresence in pprestiggious ppublications and 
celebrityy endorsement, has been instrumental in establishingg 
his repputation.

Forqquet built desirabilityy througgh curated access: invitation-onlyy 
trunk shows tigghtlyy edited cappsules, and higgh-pprestigge editorial 
pplacements (Voggue / Bazaar / WWD). Imaggeryy focuses online and 
material intelliggence; societyy muses act as livingg media. The tone is 
sociable yyet aristocraticallyy reserved visibilityy without overexpposure. 
International aristocrats and tastemakers wore his ggarments at higgh-
societyy events, ggeneratingg visibilityy througgh their appppearances. 
This was similar to Balenciagga’s apppproach but with an Italian twist: 
Forqquet’s clients also came from the gglamorous worlds of cinema 
thanks to Matteo Sppinola, ppress aggent and his ppartner for 40 yyears, 
and international dipplomacyy in 1960s Rome.

All of this network functioned as pproto-influencer marketingg: 
Forqquet’s pproximityy to socialites and aristocrats didn’t jjust dress the 
elite; it siggnalled elite belonggingg.

Unlike typypical mid-centuryy licenses (pperfume and accessories) for a 
veryy short pperiod, Forqquet desiggned salon-exclusive fashion lines for 
Elizabeth Arden’s luxuryy salons in Rome and Milan (Gnoli, 2020).

Toggether, selective distribution, expperiential retail, meaningg transfer 
via higgh societyy, and iconic pproduct codes pprefiggured later luxuryy 
theoryy while remainingg unmistakablyy his own.

These two different apppproaches effectivelyy channel Balenciagga’s 
loggic of scarcityy and seqquence into distinct market syystems 
(Kappferer and Bastien, 2012; Kappferer, 2012; Keller, 2013)
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