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Abstract

This study dealing with the Italian futurist and Russian constructivist costume designs which aimed for new
fashion design freed from the conventional meanings of fashion and explore the artistic purpose reflected within
the designs expressed differently according to cultural and regional differences in order examine the early 20th
century Avant-grade costume designs. The scope of this study is limited to the 1910s to the 1930s when the Italian
futurism and the Russian constructivism were originated and were most active. This monograph focused on the
works of the Italian futurists, Giacomo Balla who declared the ‘Manifesto delle moda minile futurista’, Fortunato
Depero, and Thayaht who suggested a new direction for the futurist, and on the works of the Russian constructivists
Alexander Rodchenko, Varvara Stepanova and Liubov Popova. As an one method of investigated, this paper is used
materials of various sources to examine their features. Futurists costume designs expressed a radical conception of
progress and their source of aesthetics was dynamism. The concept of 'power' which was the basis of the futurists
was incorporated in the costumes while non-symmetrical cut-outs and bright and vivid colors completed the futurist
costume designs. Moreover the Russian constructivists brought advances in the field of fabric and textile designs.
What was particularly interesting about the Russian constructivist costumes was that the artists worked at the textile
mills themselves, directly involved in the designs and manufacturing of fabric, developing an advancement in textile
and a new understanding of costume. Furthermore, many Russian artists settled in Paris, actively participating in
the fashion industry, and therefore, they have greatly contributed to the development of the early 20th century
Avant-garde costume designs.

Key words: Futurism(1]25=2]), Constructivism(7-552)), Avant-Garde Art(F Y =), G. Balla(EF2}, F. Depero
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33) Christina Lodder, Russian Constructivism, (New Haven and London: Yale University Press, 1983), pp. 2-3.
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(o)

36) Faml, “S Aol ATl Aol gt

AT (Nt skl AARsteiE, 1995), p. 26.

- 135 -



136 ofgelotel 2Alol A ¢)(Avant-Garde) o= o tARQl A A getd

_ LONT N T B _
<38 1> Le Figaro: <& 2> Danseuse <2 3> Dynamism of <12 4> Unique Form<Z1& 5> Monument to
Futurism, 1909. Articulee: 1912, a Dog on a Leash,

F. Depero. 19

CE D udgoe PR % 259 54

12, G. Balla.
%A P. Hulten, Futurism & Futurisms, (London: Thames & Hudson, 1987)

of Continuity in Space,  the Illrd International,
1913, U. Boccioni. 1920, V. Tatlin.
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<& 6> Futurist
Clothing, 1914,
G. Balla.

<8 7> Fabric
Design, 1913,
G. Balla.

ofgelotel 2fAlof A ¢)(Avant-Garde) o5 o T AQl A

<% 8> Woman's
Clothing, 1929,
G. Balla.

<8 9> Man's
Clothing, 1918,
G. Balla.

<8 10> Man's
Clothing, 1918,
G. Balla.

Z . P. Hulten, Futurism & Futurisms, (London: Thames & Hudson, 1987).
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<8 11> <8 12> A <8 14 <8 15 <J™ 16>
Costume for Mimismagia, 1916, F. Depero Waist Coat Design, 1924, F. Depero
Z 2. P. Hulten, Futurism & Futurisms, (London: Thames & Hudson, 1987)
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A=, 19 2HZ BS GHE HAE g ofifo] tofof & thestel g0l Al
doz AZETHIY 14~16). 19240 TAQIT  7]E¢to)Af 192610 ofF H4A <l ehelte s 44
go|~E FEE Zu| Zetrh(Rovertana)of| A A7 5 AT BH 7} 2EE oWES UlSo Yo
H 29 WAE faRloe obg B HE of A FEAAR. o] 28 & REOR H F4
& ubgitbg due vjstetA el dids gl o2 oy )AL vl 4 Sle Aol Brojof
stk e 2e #4424 f5S woksd Sedt  EVF o 7 MEE AL e AT, FEe
et e Y E FxFoRH A7 85 = @ 7 5 kel sls FEe Addee
o FEAolA A7) A e wgsty  HgRy e a2 Yot AR Be
Atk 29 Ag Y] Pldesa A 2@ A 84e Z7|HAL A2 g ojojoF Tt
A A mEFY Avkente FEEHL, AR dvstd Fehe FolETE 28 olofoF Fl7] uf
24, 2 7IAFAHA oy T& 23 wolth. 2gual A dA I Aol o A A=
A A&7 + AE S48 dHoldde AL ofye. IR
ot 4 A4 2 SoAe A8 HEA

3. (|IZHIAE ElO|OFE(Ernesto Thayaht) s il + e 2AE7 9 948 7
FA oot g v dAE EE T Bl RTHLE 20, 21). A2 2&EHe FEE A $ A
OFEL 1918WH 1919 Afojo] oju] dgog  tie] of2]& A G Wik vhgoletal HAY
A= ¥ E FH 9 FehOverall-Tuta)E tAkelsl  onf, o] Fepo] AAYLS 9= #5304 gl A5
Atk ST AFAA 2ASAD FAE Pt A2 4ol gt Age] 1 B £ AU
ofyel deetl AEAQ mEopFor 53] g 19329 BoofEE Ae] FAQ vlEF St

7HA AR " FRolUT of A & F A F7 = v]stde 2(Ruggero Michahelles)2} g7

=

43) Stern Rudu, Gegen den strrich, (lausanne: Benteli, 1992), p. 132.

44) Enrico Crispolti, It Futurismo e la Moda, (Millano: Marsilo, 1998), p- 132.

45) oPgEelar(Assemblage): SFshe A B Moy 2% & u|stetl, vlEolAs 23 Holu 339
HESHL 7 AAAES %k s AU vk S8 E8] fiste] F RlE|7E ARSkl L, 1961
Y (o EEtT verh oz dutsl =9t

46) Enrico Crispoltl, op. cit., p. 216.

47) Ibid., p. 131.
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MODELLO DI TUTA

f i

TUTTINTUTAY

K™ A7 Tuta
Clothing, 1919,
E. Thayaht.

<% 18> Tuta
Pattern, 1919,
E. Thayaht.

<3 19 Tuta
Design, 1919,
E. Thayaht.

<™ 20> Man &
Woman's Tuta,
1919, E. Thayaht.

<3 21> Woman's
Tuta, 1919,
E. Thayaht.

ZA: G. Buxbaum, The 20th Century Icons of Fashion, (London: Prestel, 1999)
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cARele] FofstA = Aol A star of g 79 14* X“ﬂ ZAL G, 2E
Aie 29 Aed o4 HAdE vzt o
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wopll et 2EHFo) A4ES2 F2 Rdo Eef rlsiehAel W 2ER FAH . 2EA
Ao AQE Fop A olFogon, A4 bl Fe 29 AAHARlY e AAde BE
2 REARZL FAFAAEAN Y oY el xdHeH, 19 Ol Sgh A2 s 2t
ofF 7hdl 7HE 53] FEoR dof gtk & A Kol gA A4 et 8453 EH3 7
8 D& SR e gede e e sieby dA e %% 71Ro2 At tzpeld
AQESE qAdsdT. 19 AjfEo= 7tse &kt
2 WhEoldl Efge] ¢& 3t AL et R
of drfolA glow, efue SA wA o7 2. Hiif2} AB|IfcHf(Varvara Stepanova)
ae el 2R v W] g S 25 Y TRAFIAES FoR Soi7t A4 dF A
of 5sl7] HatEs fAds] FoA(LY 22). AE ARSAAN, BE FAAFARS0] HAR
REAZY YT E BFE 3 3ANA AP AL oYtk 1 FolA BHED,
20 e e¥E AErdolyt HA 2t 22t gho] AAR S FAA
o 2AA NN FEG E2 2he FH, 2 , ME7h- 7R A 9‘;%‘2 A
ekl 44 o7, W E2| 27t Soiit vt & Holrt. ol A oY
71kt A ol oz AZstol 3244 ?ﬂﬁéf% AIe] & koA thA] A
A3haL QTH(TL™ 23). Tt 19 & J%
e s st Jojet s

<8 22> <8 23 <8 24> <8 25 <8 26> <8 27n
Working Clothes Design, 1922, Design for Sports Clothes: Sportodezhda, 1923, V. Stepanova
A. Rodchenko

Z72: (219 22~23) M. Tupitsyn, Rodchenko & Popova, (London: Tate Modern, 2009)
{19 24~27) W. Chadwick, Women, Art, and Society, (London: Thames & Hudson, 2007)

49) 287, “1920|t) 2B E FLAFo] o et A (et Y AAFSFIE=, 1996), p. 75.
50) John Milner, Rodchenko Design, (UK: Antique Collectors' Club Ltd. 2009), p. 68.
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B 2dE dAR gadde] d4TAs A o S49 A5 Fast 1Y) 27 HEL
Aol A= datgich 19234 TPravda; A A, A2, A A4 2L Gl )tk
= A g RAT] Ad dertee A EFE0l AR EdH UMY 24). 17
=g o] NS, FFAA hed 7P o o] & HARel2 B SRS AL, T o
Hofd Aol ]l AHupele SA] BAFHEY o2 HAZ F23 19 zlo], Ao} v& 9
‘Ad A& 5 (The First Cotton-Printing Factory)’ EAo 74 TS B 2Tt 22
of A2|E fot ol F AHe| HFH R tfgst  uEd SHSS SR Ade AEst A%
7l AASALY. o5 A4 AFIA MRE  FAo] EtEo REHY =7& Yehys, oo
ZRAES} A WatE Foetglen, Fx24 g AS o] &t LS RS Sk HE

g Foe Axsdn A e 3% FAFIASAE, LH v den 9499
o] 7R QAL 7N QoA B 4 g%ol,  ALA o wreshda, 7 o4re] Fe fAle] R
Altd e AR A5 At Be FA4 & FHE AYsA. LE b S 7E
o FEdE AEE ¢ e AERE 2EHoIH of what &S AT A g FAS A% &
olfd ZHAQ HER HE A Hopol Frksh x2 4o yRdd”. Zey Afuheshe
1A g glol HiE FAFAAEY AFAY Hg gAY vA 249 EAE FAT AL ofy it
oflth. LH|uplrte ZEufE= Au|oE HAtolY oA Yol vl 7ol FEvE 4 otk
A AFes At JuAds A Al=st FAbER AAUE Ao, Y ot
ALk 53] LHwHerbs (RN 24T HER ot FEH, Bed, 71, A dok &7
gz 1At A -2l AE AlEE 4 AlE Aol 2o AzoE a2i 457 et 23
of vehd A& RAAE)7H 45 gake) A A el Aol AE™. &, A9 E(Prozodezhda:

Z gAto] AgEo| Hots AL Aotk FE A Working Clothing), &5 (Sportodezhda: Sports Clo-
AL oAl A7 FAT TS ) B} AL thing), 4> (Spetzodezhda: Special Clothing)] A
A EGE FHI, 715 WHT 4 ok Be AN B ebde] oy ole At o

51) John Milner op. cit., p. 147.
52) Whitney Chadwick, Women, Art, And Society, (London: Thames and Hudson, 2007), pp. 258-259.
53) Christina Lodder, op. cit., p. 146.
s4) A MHE B S/ AR
L dl&7he AR AAto] ofstr] flste] dgdtol =sAE AL&stAY gARlE HastAY, 4 P%
et 2dE AFsAL, Aikel BEE AEE Al d Foll WIS Ak 8, Aol olwF
HE AESAY I B §E3HeS AYdjof ok
2. QA S wEstr] Qs ek Aol Frofsfor gk
3. B5 FM(block-printed) 2 S 9|3 tIR}QlS AAbstolof gt
4. BAZLH, A ofEeel H s FA e Az AAE ook et
5.4 3o ARG} A 9 AZ] Fare] WHSHA FHLstolof gt
55) Tatiana Strizhenova, Soviet Costume & Textile. 1917-1945, (Paris: Flammarion, 1991), p. 136.
56) Peter Noever, Rodchenko & Stepanova: The Future is Our Only Goal, (Munich: Prestel, 1991), p. 193.
57) Christina Lodder, op. cit., p. 149.
58) Ibid., pp. 149-151.
59) Whitney Chadwick, op. cit., p. 259.
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60) Alexander Lavrentiev, Stepanova, (Massachusettes: MIT Press, 1988), p. 79.

61) a7, op. cit., p. 64.
62) &7, op. cit., p. 260.
63) Christina Lodder, op. cit., p. 151.
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<3 29

<8 30>

<J" 31 <J3 32
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Z2]: M. Tupitsyn, Rodchenko & Popova, (London: Tate Modern, 2009)
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64) Margarita Tupitsyn, Rodchenko & Popova: Defining Constructivism, (London: Tate Publisher, 2009), pp.

150-153.

65) Dmitri Vladimirovich, Popova, (New York: Harry N. Abrams, 1990), p. 301.

66) Ibid., p. 370.
67) 27, op. cit.,, pp. 65-68.
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