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I.4 & 0. elgviabede] veld 35 715
L. o]&4 w7 V. 2 e
1. 7139 A9 FHAES
2. 1538 7% ABSTRACT
I.A4A 8 23 A& 7]EE M 2YH T 9L & 5
o

sich, BA3 A2 Jolz HE T 5 AT A
L=}

Qlzbe] o4& Zm fAbAFE AlFEEA (7] £ESRE A 2 ArE e £3E @4

e 744 A4EY FH-APEos g A oudwe] Sdol A3, dolst £d AR
of o%'d I (Semiotics)ol FWAIT AT WE 8] HFoln. & Aol WKE WFH B

a7 o|Eo] qiojEte A S Balzace] MolE
2= (Daughter of Eve) jo]gte A4 “of Ho gleng EAm fAo] ‘dilaFolete
o] ojate 1 7H°]94 Agztol} 2 FAste AALE As] dofr|Eo] &
oA & 2=tV = ol oirt AT Bk

Ao A2 74 thA] 2l A dole HREFHS FHOE o] Fo]

to

% AFoiM= 2

ste dastel oA, 7, Age desdez A &
Al A= Aglg 2838, & Charles Jencks7h Y=
“AZe paA, AAFH, 71AE oW g A AT
S iREER, HiEER, (RIE M 5o 7lE &9
& E she Aot ol& BAE Fudl g Ae
RwEme Agolth¥atn & R Soz wop  UA
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HEM F

reh

N

o
4

o

N‘D >l\'4_‘ ie lo
)

P~

o ¢ 3 Jas BRTSREA e

1) Alison Lurie® &858, £ ¢ 555(The Language of Clothes) (A2 : HE4}), 1986, p.1
2) N, “EIW EE BEL| FEHKY EFEE 23 WAE

FG e i ahel HAEY) =8 1987, p.46

HEAA BE

o] BEE ZT ERYT wES A4
H B4% 2 72 M= 4%
£S5 73 TRBE] SH2= LiE
2 2YAA SEEREMA M1y 5
Atk F doj7zAlE 420 U ¥
T AEd, IAL FE7 HRHRY S
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mo A4 MPar] 95 sNda ALd
g BLALY dole) SrlAAE 4B E Hol

olF Eelot AZe] A B u, F3F
o YA TFZE 2L T FHE Fxo= F
AL o)EL 2rx glow, =3 HeeirA B
2ol W& Fy e ojn & veldchE EolA A
ole] ojojA A ¥lm & £ Qo BEHT
v 2ule] Ao delx s dort el
S35 dkde] Bala AL Mo TS
Zra dthe Rpelel itk & doje 9uj 9] %
TE AHE A Bl 3 HAIF 7B E AT
24 Jedol A3 2alal AL AlEHE - &
g - ded . ZAdd d4g xS e &

% 3 (Semiotics)® ol A
= Tzl 27
o AsAAN 9% SJvgoz A TEE
ujaly) fEd BaA7 dEE AR olde
A2 2o o 94u1 Ags 2g £¢ 7lzes
wHEo 2 2ag glg-o = AzrE )

aep 7 aes %3 c‘?:.“’ﬂ sAefAlsl olzte

25} Feommunication j & &

e 7137 dAF ez st € 5 QA He, T
ER 52 7Y 4% deE, o¥a vy
22 AR ER JIEL NEL 7155 £49
FFEL olH a7 7} S ol e AAole 3
AE AHESE e v olesug, B4FHAY
d ZRED=E dols 2l WAste 8 ¥
HE FHe A B dFE o] Foizta A} gk
TR B drelAEs dEFHA g dAde

3) 71&%H(Semiotics or Semiotic)2 goldl, 7] Z&(Semiology) S £
WAl oAsfel 2 Hart ge 7lEdAd dpdde Semiotics@ HolE

Semiotics¥ 8-01 & AM&-87| = gt

0 A wslg] A2EdA used 743 He abd o8

zelol A A RE AL o
A, 1eEz & 47 24

o AA, AEAA Yol =
ciaga, Charles James, Roberto Capucci, Andre
Courreges 59 ZAEEL W&EH 7153 4T

% sie7h 24 stnA P,

ristobal Balen-

AN 2EE A o8 2 & sl T L ol
A §& dT7ste o] 7lggteltt” 25 @
e 7128AEL 715 B4 | EAA B
o o} qUd IFE FAstn AW, M A2
g 71z28d 47 4L 7 d & FAHY
PoE QA9 AtaFo) st ALgHE S)E
29 od7] 435S 7Y AL AT At
HEotht 25 Re| shte] 71571 9 4 ok,
7lzgol tig d7E QAR o) B nE F
Head Aol

NEEe $5E GFeH, 24 Jojgd 7s
s} Bldolg® N2 Ui 4 Qon, Aoy
7B 50 Q7re} eJAkkLBo] FoF TA o)
T oE|del®A & A s5Ee] HHE 3E
glatifold olv]R9 FeE I ZE AMLF
& 7HzIch olstgre] 7]z sle] o) elo& ol
o, 2813 2L Al - ARFAA, 23 =24

o 2HE E

FEsEclch Qojshd
Her goma g dFeME

W7tx] BE 4o dele 2daE A

5) Caroline R. Milbank, Couture-The Great Designers, (N.Y. ; Stewart, Tabori & Chang Inc.), 1985, pp.
8~0 : t]ale| LS 4] glAbe] o)W A BelErid] nle} M7 The Founders), o)< 7}(The Artists), &5F

2] 2HThe %) 59| 2H(The

Purists),

Entertainers),

#H=2(The Extravagants), H&7HThe

Architects), AFa 3 9] 2H(The Realists) 5 0.2 B58 783 2 sh},

6) P, “sbmel NEEE J

7)MEUE SUE SRR, T BHlT P

ne o e ol ety Al Bkt AL =8, 1991, p.20
zolelzt (A&

#sh). 1991, p.19
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QA& olef g AaFol YLUANM FE olF  mHshe slxel Adeln, gy Hojd F, o
£ AT 4oy BRolny S3) =4 A% WA 4FH A, A8 o5, Fohel A

ol 7lEehe olojxe) HAE wele Amstm 9l o ujm ® 4 ook Aol o] mE A Fo
o, 7155 ol AR FA (LR, B A PR 2asth 2w AR el Flmel 4
Z)o] olai g ol d olF| X To RYPSHEANE ¥ & ATEE ahiel GBS 47 B 4% AL

g A

a3tA FAHTLEA AMHoE J8 3 WEE Aolt}, fal= olAE 715 2820 ‘semeion
Hog wae] "ERWE Y, =g 4 Z1zyel fefghelety #28 stttk 712
9] olm A E(Fo|vlx], HEolu=], A3 H 2 7138 T 3ol Fddol of¥ wAe]
olu]R], ol F Q] o[mAl...)ol] T[T REL 34 7128 AWsterte 2AE ok o] RS
g 4= USIARE olm A F olER R PIHA A obz] &Y HA ¢7] qEe] 2] ofH o] =
o & ¢ glokes gojth. 2L fEr7t B &4 AR7FE & & e AMgE off = gv, 18
st AR A F2 BL ojn A sl =2 U aRe &A% dert dn 2 Aee v 3
st AelA], ‘A o]ni Aol s Ltz Fo] A Ack”
ol7] wjgoltt. ojeid AMHgE =g W Peirce!®= 7155 “ojd ol A} o™ 5o
71z ghrel vt Ay 2o A oW Qg ialsks Folelatn Aodrnh =
AEFHoZ, 7|zgold gr e HAaTHAU 7] “Vladge @ G F s T2 9A G
52 d7ste gellnn o & & glemz, @ £ AdE olUE HAE F 2 g HE
el HawHl 7iEg FAAAME NE2TR (object) & VERfEH A8 B Feolth Z#ut
E9 ol28 FHLE Yol B71Z Ftl ol® Aol 7137} H©7) flsfAM =, 2HE OHE o
@ Aoz ‘F YooK represent)’ T F”
1. 7|=2| e SE 3 A2E 759 AEE 7158 e Beol
= “7)Ee ALl A @] 7Rt folM hE ofd
Morris Peirce, Saussure, Locke £2 % AL thalsle of| AoF oA & e 2E
(sign)& “ct& ojd A& dfEste FA g Avelgln 7135 FgAct 19 Fodle A
FAelsdnh ohAl Tl A1EF “oH fAdolnt 3 71E B9 oz B3A V25 (Ve e
A7 (idea) & tAlshz ol AotV vjste A B4)s PEch 715 71EE A8 &
HEZoR g9 F47 g FH AAHE dE BE AL tEch V1E3E GE oE ] 9
dAfH F sz}el Saussures} PeircerF & 7 ojRoz g1 & 4 9le 2E Aot thE AW
glof| A S st Re v EASr € TaT A 7157 o
Saussure(1916)!% 2]&d, “dols Yz o H g DjAlskeE a7hel] ofE e o] AA

8) Ibid., p.18

9) Ibid., p.60

10) D.S. Clarke, Principle of Semiotics, (London : Routledge and Regan Paul), 1987, p.12

11) Daniel Lafferiere, “What is Semiotics?”, Semiotics Scene Vel. I No. 1, 1977, pp.2~3

12) Ferdinand De Saussure, Cours de Linguistique generale, (Paris : Payot), 1916

13) C.S.Peirce, Collected paper of Charles Sanders Peirce Vol. I, (C. Hartshone & Weiss, Eds.)
Cambridge, MA : Harvard University Press. 1931~1958a, pp.228~230

14) Umberto Eco, A Theory of Sermiotics, (Bloominton : Indiana University Press), 1976, p.7
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2 2% Hax glvh A viEHe €
oz pAY AL &7 A% A& T %
EE AL FTaE FHECDE Reloh
olglzo] 71EERE L] o|&olAM RH, HAMAH
o) o}wl olE 5 € 5 em, 2 oW A
& R WA THE o Aoz
WA g 4 2, oE RelE 7E B £ dn
7bsde 7HAR ik meEbA 71 Ee] o] o
£ delitg mYE 49, I
< o] Aot =& A|F|A &n

gie) 02 gagd 28 Te otk

& 4357 ¢,
Aol AFHUAQA
128 W3 ¢r<}
ox WA o ~4etd AR 9T

Bole] ARy} ¥HEFH]SA(Marcus Vitru-
vius Pollio) & “#A&-& #&4 (Convenience), 2
14 (Solid and Lasting Strength), Z1=l3
(Beauty) 5 3719l 74248 ZFojof dvh."1
7Igstgth LY HEMES 138 S g 7
5 (Perfect Function), ¢ F=(Good Con-
struction), F&) & H A (Sensitive & Imagin-
‘ative Creative Design)d)] tisl F=7dty Bt
e FALRE Ho} BESBSA AN o] BE
A& Aol A7g TH84
M) ,9] 3847 43 BAY AR § &38| X2
Hol 258 & F den, 28 Alelg BAls

Zoste] 2% WAV 1 Yot 2AE A

rﬁﬂ"éJ,

15) Daniel Lafferiere, op. cit., p.2

ol & 2] & tol] QQojA A&
22 HgHo] g7 fRolch
A&xu gl Fa§ wdel B 22 HE
o[ (Dilthey, W.)eol ¢laf BgddRA=d, I o]
LA (Walfflin, H.)¢l &8 o= dapde] 5
249 ziolty, Helolof 2latyl =} Hste] whgo]
rdeg el tisf galwste] whyg& Molsf oo},

Fola j2te e

¢

X
)

8]
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PV U 17
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16) slA vlahe dlag MAQH gabde] BAF AFT ALz, AAL GA1H TR olvlots Ar|4E
o By o zA Hetatdeel, olvote] T FHo2Me] oeBY EE MW H R AR, ojullet
o e ¥ao] gAe] Rold] 7|2E Fupvold TAWEY & (FUH dg), Tndy ge(ads
A dg), MRy elg(2easd OE),e 37k TEL P9 V12 9 oS BF 5o ALY L

78,

17) A48 fHIA, BERH - BER, (A€ 2423 =4), 1992, pp.28~30



Yo BT B AY 3 ZYAY]
1 Rolth, FEH o2 RS ofujo]
CEERC LR
Helgetd, ‘TAele VAl B0l
@ 487, H 28S At ol T
pros EASE 2 o)z Stk & re 4
$4% @ ¥4 248 Yazdos s AW
B SeE, R e 488 0
4 g9 AL o] s ZRIT gy
FYAelold D& A9 dREow, AT )
LB e 2ES 1+ UASE &)
A% By, =Y A, 29, A, 28, 4
Aokl 24 P ZHES dehyy] g@ 2
Zo) o), R akd 4, B, A, A
A 5 BAG 23 488 s 23l
B TR a4F B d7e A%HY ojux
g BYSEY 22 e 4, 34, Ade) 2%

dolg FAHeE 2Aud e 2o,
WA el 2Yols Lolnd,
%a—» Agoz e ¥uo ey 4L 25
L de AAAS FAAZ ol e, 14

PP Aoe fdATL,

e Qo] of

% AH91 $ne WE o0g, TN fols
T fEH UF oo tebdnh 53 346 &
=9 Wst oW $Eel, ¥mv) god 3
&ol =7tk B RE Aol el i), ol
Pgel SlEe FAWY, ALY Ages,
% Fo 3B BAHY FET D7 @
2 WH ojn)7} thEth AZolu ae gol &
A $50 o] BARD Y& WYAE 9@
o 5 =7% AL eFYelge Aol § 4ol
t RNY Btk B2 Rl ojys 2AUS
Stm g Aolch ASME UFe] AA=
#2020l o A 58 e 28
Qg £ e ool AN JFe
1o Q) adel7] HES) 75 WalshE @

18) Rudolf Arnheim¥F &
A}), 1987, pp.66-—~67
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O}EH—-I % NFE wat £
1= Al 48] v &F Z7HA
Bz g & o%.‘ﬁ 72 SAT, NS

A 71§ detngezel §H AT 2

AAF7IE Foh ™ £ 2de sta a4
T AT 7 Aow Aol I A M4 &3
olr| & = Sl whehd WA HEQ) v, A4
& R dE Hezt Ao aE S
Bk FELTE 7Y £ 7)e2 o
ol A 28etn FFFHoIY, 3lstn Ls
o Faod =88 AW HHE v dE A9
TR BEE AR L, FAYEE FFE
AAH, BLE HAT TAZHEY Wy ogr s
7R et dAlS] el ol F= ek
2L ol & FH 9 ol M= £E& A4}
S T AANEE FEA}. A £
o 2L AFHo Y HUJME ZFF o
ol 471Z, ke, LT M9} g 4%
= Eoh #rme 2Ud e ¢ERd Rete
=T AFE £ 2HERE ol £9 - F7 - 4}
B g dHd ¥ ME =2t 3
A4, 24, &1, d2s 499 A gujg, F
e g5, 28 I, AREE, AL
502 g, 2HAHE 4E, 23 «1F
7HAE =2 & FEZ g FAEE 474 F
=

EFoZ Fele] ZHACE YelRY, YA
e B wed and o Tk o2ty
olv, BH4el Fdae Aolvt Atk 23e
A} Fo] Aol ofFelA A7]7] pget), H
B FHY B M o]FAAM Y7=d HH
F& Shape = Foln, YALddole By
Forme] &t} Form& 2t &oll 4 go] & 4 3l
o} ¥ Hae &32 8% (edges)Bt B2
o g A4 A o] HFae] A

45, B2 %5 F1E(The Dynamics of Architectural Form), (#€ : 4%
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AR HY Rudolf Arnheim®e ol Hejo
Sojgtlz ZAE Hols WH F "F2 EHS
A R BEY 9Fd EHoIH e T
FEed S o] ofet TRIH, TEE
£ 7n 94X g AR 23 Fo o8 &
gEvL @t

e dg %= A 7 A T /3%
o o] W =7L, £¥ - FAEN AN
A7be 7hA AAAY I YARE S kY= A
Age AgEs, 44¥, 24%, §4%, 24
8, AbchelZ, BAALEE, 48, AE 2o
ez B BAE 7R §EL EH 95 H0
A @ A welth FHL wES gy

A WEN T 2R A e Bt Zolen Y

o oHE 2¥E B Py et 2 '
oro] Dt =d], o] o ‘FFS A E Ale]d
A R zad Adel Al (gestalt)'@t 2
s}, r2wle] @ ol B E%‘-— o] -g-3f A
kst 1ol Agg A » Mz
= ulen g e 28y

aRegA EA7F Hel7] M E Iz We
27 dl= wjHo A uhgbe] ¢l
ulgl3l 28o] BEEA %t&%rxﬂ EAE 1A
& 7t Ak ?

1rrt “l

il

g

A A (texture) 8] ZFAAE LotE W, AlZHE
B8 247249 ARE 47 Al AT
Ea) JQAEHDZ, AFEe gt AEES ARH
ggwto g X F# vk F EoE B T 3lE
AP BAE FUH HEoE HAFEE] e

19) B3 H3A, B B8 BR, (Mg

o, 1 Zdele #Ezeel A4dzel Aned
53] a9 Age RA(RYL, AHD),
N (BERD), FR(EED, FY

5
117
0
o
=]
2
5
>
o
)
i
P4
2
H
|
o
0,
2
it
i

T2 o)A fARle el A& F
71E2E dotr7] Hd, AEFH 715 FHL=,
Fed=sr olEE % Delong® 9]
ABC(Apparel, Body, Construction) 2] = = ej) A
223 oA, Form(color, textile, line & sil-
houette) # #FHHIA= FEE7S dEHY
7R3 3 Marian L. Davis®] A1z} g]xi9le] 24491
A, B - g, AF FolA wHste] 7IHE A

olulel 1A Faogw “asted HFH FE D
Z @} Delongd] g3l /idE A& 29

vjeto 2

Aol @A, 2% 71 (closed), A A= 2l (whole),
A 514 ¢] (determination), £ %2 ¢l (planar inte-
gration) 7ige] 712 & o2 itk BEE T

%), 1992, pp.13~20

20) Rudolf Arnheim, Art and Visual Percept1on, (Berkeley : University of Califonia Press), 1971, p.52
21) Marian L. Davis, VISUAL DESIGN IN DRESS, (New Jersey : Prentice Hall Inc., Englewood Cliff),

1980, pp.70~71
22) 8| %= #3A, op. cit,, p.20

23) Marilyn Revell Delong, The way we look, (Iowa : [owa State University Press), 1987
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i of e
BELE

g & #

A2 G (FAF

)

ek H # g4,

A v

& efl (shape, form)

Three-dimension
shape, Hard-edge

shape(large, solid,

¢onvex)
unequally sided
form {cone,
pyramid, barrel,
dome-widening)

unequally sided
form(cylinder)

UELEEL]

1y sided .
unequally side unequally sided

rud, .
form§ pyramid form(cylinder or
cone tube-lengthening)
shape(square, ;
. sirnple shape

triangle, .

. (circle, rectangle,
trapezoid)

triangle)

4 (line)

Thick Line
(straight, thick,
solid, vertical)
Closer to
horizontal
(diagonal)

vertical line
S i

ELoHA)

single dominant
line (light weight
continous)

horizontal line
(s ra)

AN & (texture)

rough, stiff,

stiff, thick,

th surface,
stiff, thick, hard | oo suriace

bulky crisp, hard light
. o4 gzl Vel d &4 715 Courregest W%, A9, € 22 zFHo|n
stery e 2 Adsgoh 18L 24 ol
€ FeliMe dEHeE BEAOEn 22 FHeuoes FAL Ywes g ol FEES
S Qe g4 Tade A9 AFF A5 w0 & BESA Ushion, YL 247 189
2& st g g we AW AHg s oluA A
OARE AFHez TEE Al '] 94 & I8 E (F 1D FAoz o4 tRelel] e
ALY FAL AAACN AN A A=A B g p2w s1ag Yoz otnslz Yok
& 222 gty Fog njRo] Hol JA, 7=
of e B RI o, FHARE 44 1. Cristobal Balenciaga
g AAE FaAstd 98 BEE A e
ge ot pANA AFAH2 TAE FE= A Hejo] BHL 22 U Balenciaga 1 9
o FEov, dze] FHE FAMNVEEA o 5ys zss BO ABER 2L A2YYE
yHoz A2 YHE FEA rzstgth 53 723 deds A, B8
Balenciagast Charles James= UM E AEE g qxzpm pe ya oojg 7j5xoz T8
SHAL TE2 FAE RIRREH FLE2 471 99 94 Yag theat 2ol vehan
2 AF&-#t) Capuccith Jamesd £3e) A= Balenciaga®] o]£3 2L wadre] RIS
E AdoA wHEE fr)d FuHE M Bowx: oge 712E ol A RE HEd

24) 712, Tl AN,
95) Caroline R. Milbank, op. cit., p.324

o] % 1] E, Double faced wool, 4 #joj & HI'E 7R = AL
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e ol S8 8 BZes OHAS AR
gozd (28 4)9 2ol dEdT EANE £
®algo 2Elx Zwbane Yo 2EUE
He12 2Ystel HAReg £HAN AZE F
A AL F de I LEE 2EY E¥E
FREHA FAE AL (2" DA & 5 AT

(18! 1) Balloon style dress(1950)
(in Balenciaga, p-307)

(1% 2) evening gown(1965)
(in Balenciaga, p.138)

(22 3) wool coat(1952)
(in Balenciaga, p.326)

(O 4) A28 =2)A(1967)
(in Balenciaga, p.253)



2ee pRe OAAR FHS S B
Hol A A& HES AWATE AR
sol)ol FHAYES X + Atk (27 5)°04
s ol RWe SE st LEEA FolstT HB

b

#7 $¢ wAgo R FET (13 6)°A
o =s2es e Sol7l Tunic® 4
shal a7

se AABE B 4 A

T ge oy =daF st (2 8 7
o) 22714 el =ey] Ad 2 B A
= vhge] ZaA AT 9 FYANA M2
gez AdEE G404 FARL WA el
7t 28T 715 nge] UAde] eRHoz
239 A2 ¥ 4 e, (29 99 o= I
Sol7 7159 mopol (2 10)61 419} o] 718
A7 2gE BA sHlg Fe U== A4 &

i
im
il
B
ol
>,
o)
0

(32! 5) Jumper style suit(1964)
(in Balenciaga, p.271)
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SR i
(3 6) Tunic( 1955)
(in Balenciaga, p.206)

(22! 7) Antonio Guadi Guell Colonv Church
{in The Language of~, p.86)

(12 8) peacock tailE@ 2| train0| 22l =3~(1959)
(in 3IAIO}ZE, p.173)
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(218! 9) 210 E/ Johnson Wax Building, Racine 22~2
Al (1963, in The Language of ~, p.28)

(12! 10) evening dress(1939~40)
(in W2 AJO}7}, p.118)

2. Charles James

A F42 g7 18 74
] %‘%%ﬁi € Ay, 53
of Bl Fof LT A go} &

=4 i:-‘%% Al - 37 &9 $3AQ

)
re
X
e

26) Ibid., p.328

(22 11) Four-Leaf Clover Ball Gown
(1953, in The Genius of Charles—, p.65)

Er vl FRFo9lL, 7
oz ZHA= F
= 28 EoHY (29 12)& pyramid &
cone-® 2] Gothic CoatZ, F< ol7:=
band2 ZEHUL ABH g T2z g

satin

27) Elizabeth Ann Coleman, The Genius of Charles James, (N.Y. : Brooklyn Museum), 1982, p.86



godetsE ol Hatsl FR(2Y 13)F o|F+= 9
B HHol A A e AHP 2

2] WA 9u7 FHEHY A E & F 3
g e A dgs HER draping.&i
‘Poetic Mantle'®, <212 FxHQ A7t
2 e, 2FTH F2E 2ok o] ¢
e AFulE qu U ¢ 5 Ak 9FH §
£ 29, (298 14—1)2 stand collarsl] 32 A<
arm slitse] flen B2 HIHHHL R o] Fo]
2] evening cape°|3, (¥ 14—2)% fittedst
bodice 8} AtzHE o] & &4, flared vtz o] o
skirt7} 2@ evening coato|th, (2@ 14—-3)&
stand collar7t. @3 z+3 of7f, Q2P A Hei
7 V-39 panel 22 TA4E ¥ 29 IF
2 axis-cut yoke®Z EZA HoOt (¥ 15)=
24 9 hiplined] F§ F80] vlA] ojo g5
o F8 FE3 FARE o] 4H FHE B + 3
o

o

L,

(& 12) Gothic Coat( 1954)
(in The Genius of Charies—, p.61)
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(28 13) Giza®| W2l @ HLiS 72, A2t ose
24, A3y, W ZHE LIE,
(in A= =&~ p.37)

(1% 14) Poetic Mantles
{in The Genius of~, pp.18~19)
(2% 14-1) Evening cape (1936)
(1% 14-2) Evening coat (1936)
(28 14-3) Great cape (1936)

(218! 15) Evening dress(1944) )
(in The Genius of Charles—~, p.39)
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3. Roberto Capucci

g ‘Fefel o ¥ Ik £ Capucci=
o] AAe thE HToA FHeR o] Foj
AFF o §AE Axstad, BoxP& VB2 &
Ao 2 Fuz =g 2= 2709 #7157
R w3 o fle AlLE ARcleR EHE
Ak E£3 9 EYAE 2HFoR dESE E
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(32! 16) flower-form ball dress
(in Couture, p.336)

(212! 17) ball dress
(in Vogue, p.233)
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(in McDowell's Directory=—, p.114)

4. Andre Courreges
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28) Peter F. Smith, Architecture and the Human Dimension, (New Jersey : Eastview Edition Inc.), 1979,
p.10: 2738, “sr=s e F2 A oAl vEbd &k S4 A7, p43
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ABSTRACT

Architectural Fashion Design Interpreted
by Semiotics

Serniotics is an external expression for show-
ing internal meaning, and the signs express
the internal meaning. The architects and the
designers are very similar each other in using
semiotics for expressing their desires. Histori-
cally, the design similarity exists between the
architecture and the fashion, In this study,
the fashion designs are interpreted by using
semiotics of architectural design, especially
emphasizing external expression methods for
representing internal desires,

To express the human body’s character-
istics, the volume, weight support, structural
simplicity, controllability and and beauty of

fashion were used for the fashion designs, and



those charcters could be found at the architec-
tural patterns,

Balenciaga's fashion emphasized the volume,
the weight support, the structural simplicity
and the controllability, while Roberto Capucci
rejected the approach of using women's body
curves, but used the volume and simplicity of

natures in addition to Balenciaga's heavy
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weight design patterns. The contol and the
modern dedication were used to make the
and then

the fashion.

simple patterns by Courreges,
brought the Modernism to
Courreges used the cutting characters to func-
tional design for expressing the structural sim-

plicity.



