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Abstract. The study was devoted to identifying the connections between temporality as an aesthetic category and
deconstruction as a creative trend in contemporary clothing design. The article used a comprehensive approach that
combined methods of cultural, visual-analytical and art analysis, which made it possible to study deconstruction
and temporality not only as separate concepts, but also as interrelated strategies in clothing design and design in
general. The use of these strategies and the analysis of their interconnection were justified, in particular, how the
sense of time and its cyclicality is embodied in deconstructive forms, as well as methods of experimental clothing
design. It has been determined that the combination of these approaches forms a unique concept of time, which is
assembled in parts, corresponding to the contemporary postmodern worldview. Particular attention was focused
on the manifestations of these strategies in contemporary design practices and their interpretation in Ukrainian
and world fashion. Deconstruction has proven to be an effective tool for actualising time as a conceptual category.
Typical techniques that combine temporal and deconstructive methods have been systematised. Using examples
from the work of leading international and Ukrainian designers (Maison Margiela, Comme des Garcons, Junya
Watanabe, DZHUS, Litkovska, Gunia, KSENIASCHNAIDER), the article showed how contemporary artists integrate
temporal sensitivity into design, specifically through the deconstruction of traditional forms. In particular, the
Ukrainian context reveals its own attempts to “work with memory.” It has been confirmed that deconstruction
in clothing design not only destroys fashion standards but also creates a new aesthetic of time, where the past,
present, and future coexist in a single visual system. The results of the study offer innovative approaches to
creating meaningful authorial clothing collections, in particular through the use of deconstruction and temporality.
The materials can be used in educational programmes, scientific works and practical design activities
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INTRODUCTION

In contemporary cultural discourse, clothing design
takes on special significance in the context of tempo-
rality and deconstruction, reflecting new approaches to
the perception of time, structure, and identity. In con-
ditions of global instability, digital transformations and
rethinking of consumer practices, fashion emerges as a
critical reflection on changeability, memory and transi-
tional states. Therefore, the relevance of the study is de-
termined by the need for theoretical understanding of
these phenomena within the framework of the latest de-
sign strategies at the beginning of the 21 century. In the
2020s, the theme of deconstruction in design has been
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reinterpreted through a reference to philosophical and
aesthetic concepts in the contemporary scientific space.
In particular, K. Shevchuk’s (2021) study analysed the
features of deconstructive methods in the work of Jap-
anese, Belgian and Ukrainian designers, where decon-
struction is seen as a tool for a conceptual rethinking of
fashion through the prism of culture, identity and time.
According to K. Shevchuk (2024), digital transforma-
tions in clothing design have been outlined, which are
associated with the flexibility of visualisation, design
and forecasting of processes that directly indicate the
changing nature of time in a virtual environment.
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The temporal aspects of fashion in connection with
the transformations of the fashion industry were exam-
ined by L. Gardabhadze (2023), focusing on the cyclical-
ity and dynamism of styles and the influence of digital
platforms on the speed of updating visual codes. In this
context, the research by V. Cherevach (2023) was im-
portant, analysing digital clothing as a manifestation of
a new post-temporal fashion, devoid of a material car-
rier but embedded in the visual communication of con-
temporary culture. This approach echoes the concept of
H. Chon (2021), who considered sustainable practice as
a special mode of fashion temporality, where material
culture and bodily experience of time form an alterna-
tive paradigm for the development of costume design.
The author explored fashion that embodies a new per-
ception of time, its interpretation and representation.
The author also analysed how the rhythms of trends
and style adaptation reveal the temporal nature of fash-
ion, and how material objects acquire meaning through
the socio-cultural unfolding of sustainable practices. At
the same time, these ideas are consistent with the re-
search of Z. Lyu & Y. Lee (2023), who, within the frame-
work of a neo-deconstructivist approach, emphasised
intertextuality, material durability and the search for
new design strategies aimed at expanding the opera-
tional potential of clothing.

In contemporary fashion studies, it is important
to examine nostalgia and retro aesthetics as factors in
the formation of trends. Thus, in the article by I. Ugrek-
helidze (2024), attention was focused on the phenom-
enon of the revival of vintage in contemporary design
practices. The author analysed the terms “vintage”,
“nostalgia” and “trend” in detail and traced how histor-
ical fashion codes are integrated into contemporary de-
sign through prints, fabrics, accessories and decorative
techniques. The role of nostalgia as a mechanism that
influences consumer preferences and determines the
popularity of retro trends is particularly emphasised.
The study also highlighted the importance of design-
ers in shaping the ways in which retro aesthetics are
used, which in turn expands the possibilities of design
and creates conditions for the individualisation of style.
Thus, the study revealed the social aspect of fashion,
emphasising that the revival of vintage is not only a
stylistic trend but also a means of self-expression and
identification for consumers.

The article by N. Mokhtari Dehkordi & M. Vaeziza-
de (2021) explored the phenomenon of deconstruction
in contemporary fashion design using the example of
Maison Martin Margiela collections. The authors used
a qualitative descriptive and analytical approach to re-
veal how the aesthetics of deconstruction manifests
itself through the violation of traditional ideas about
the form, proportions and functionality of clothing. The
study payed particular attention to the influence of post-
modernist philosophy, in particular the ideas of ]J. Der-
rida, where the destruction of established meanings is
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interpreted as a way of rethinking beauty and fashion.
The work emphasised that Margiela’s creativity is not
limited to visual experiments, but embodies deeper cul-
tural codes - the grotesque, carnival, and playing with
time - which makes itan important link in the formation
of a neo-deconstructive paradigm in fashion. However,
the problem of interpreting deconstruction and tempo-
rality as interrelated categories in clothing design has
hardly been addressed in scientific literature. Thus, the
aim of the study was to analyse the relationship between
temporality and deconstruction and to identify the func-
tional and aesthetic role of temporality and deconstruc-
tion as interrelated strategies in the formation of a new
design language in contemporary clothing.

MATERIALS AND METHODS

In the process of researching temporality and decon-
struction as interrelated strategies in contemporary
clothing design, a set of general scientific and special
methods of cognition was used. The main methods
were comparative method, content analysis, visual
analysis, as well as the method of historical and cul-
tural contextualisation. Analysis and synthesis made
it possible to break down the concepts of temporality
and deconstruction into their constituent elements, es-
tablish their semantic, formal, and ideological charac-
teristics, and synthesise the information obtained into
general conclusions about their interaction in contem-
porary design. The comparative method was used to
compare different design approaches to temporality in
the global and Ukrainian contexts. Content analysis was
applied to critical texts, interviews with designers, and
reviews of collections in Vogue and FAB style to iden-
tify conceptual emphases in design statements. Visual
analysis was conducted to evaluate the form, texture,
style, deconstructive elements, and compositional solu-
tions in designers’ collections. The method of historical
and cultural analysis made it possible to comprehend
the contexts in which temporal thinking in fashion is
formed, in particular through the rethinking of herit-
age, archivality, and ethnic codes.

At the first stage, the field of research was formed,
and the key concepts of “temporality” and “deconstruc-
tion” and their meanings within the contemporary cul-
tural paradigm were outlined. The next stage was the
collection of materials, scientific sources, designer cat-
alogues, visual materials, analytical reviews, as well as
publications from professional platforms and media.
The analytical stage involved a visual and content anal-
ysis of selected design collections, aimed at identifying
strategies for representing time and deconstructive
techniques. Particular attention was paid to the concept
of the collections, the nature of the design solutions, and
the use of materials and symbols. Next, a comparative
analysis of Ukrainian and global examples was conduct-
ed to establish the specifics of the local context and its
interpretation of global trends. The final stage was the
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formulation of conclusions about the role of temporality
and deconstruction as tools of anew designlanguage that
combines visual, content and conceptual components.
The study used archives of collections on the official
websites of brands, scientific and critical publications,
and books on fashion theory. Materials from Ukrainian
design platforms were also actively used. Official re-
sources such as Vogue, Elle, WWD, FAB stylie, etc. were
used to collect factual data, visual material, and analyse
design interpretations. The following global designers
were included in the analysis: Martin Margiela (decon-
struction), Yohji Yamamoto (philosophy of time), Rei Ka-
wakubo, Demna Gvasalia, Iris van Herpen (technologi-
cal futurology). Ukrainian designers: Ksenia Schneider
(upcycling, post-Soviet aesthetics), Litkovska (Ukrain-
ian code), Juice (transformability, modularity). The
analysis was conducted with the theme of time (archi-
val, folklore, futurism), using deconstructive methods
(asymmetry, open construction), a critical or narrative
approach to design, and taking into account the availa-
bility of visual and textual sources. Criteria for analysis:
collection concept, design solutions, work with materi-
als, symbolism, cultural codes, type of representation of
time (retrospective, archive, simulation of the future).

RESULTS AND DISCUSSION

In contemporary cultural discourse, clothing is in-
creasingly interpreted not only as an element of every-
day use or a means of individual self-expression, but
also as a complex visual-communicative system capa-
ble of reflecting deep socio-cultural processes. This
approach leads to a rethinking of clothing design as
a conceptual practice that integrates aesthetic, philo-
sophical, anthropological, and critical strategies. The
categories of temporality and deconstruction are par-
ticularly relevant, which at the current stage of design
development act as both artistic techniques and inde-
pendent analytical tools for understanding fashion in
the paradigm of time, memory, identity and cultural
transformation. Temporality in clothing design is seen
as an aesthetic category that reflects different models
of time perception, from retrospective nostalgia to fu-
turistic projections. In design practices, this manifests
itself through the citation of historical silhouettes, the
use of material ageing techniques, archival thinking,
or, conversely, through the use of innovative technolo-
gies and the creation of visual scenarios of the future.
Clothing takes on the role of a materialised temporal
construct, where fabric, cut, and form represent social,
cultural, and personal narratives.

Deconstruction, as a strategy of visual and concep-
tual destruction of integrity, emerges in design practice
as a means of critically rethinking classical structures,
norms, and forms. It allows to question established
ideas about function, beauty, symmetry, and the logic
of form. In the context of fashion, deconstruction helps
to bring hidden socio-cultural signs to the surface and
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form an alternative language of design. Visual tech-
niques of deconstruction, unstitching, multilayering,
incompleteness, and asymmetry convey a state of cri-
sis, search, and hybridity, while at the same time con-
tributing to the formation of new aesthetic norms. The
use of a deconstructive approach becomes a tool for
visualising temporal shifts, combining the past with the
present, simulating the future, cyclicality, archivality,
and the destruction of linear time. Thus, clothing ap-
pears as a carrier of multi-layered meanings that rep-
resent not only physical form but also the conceptual
structure of time.

When considering the work in the context of cloth-
ing design, it is necessary to refer to the scientific inter-
pretation of the concept of “temporality,” as the concept
reveals the connection between time, the process of
creating clothing, and its use. Temporality describes the
perception of time, its passage, presence or absence in
human experience (Heidegger, 1962). Thus, L. Bilyak-
ovych (2018) considered temporality as a structural
factor in the formation of fashion trends, which has a
dynamic nature and is subject to analytical prediction
within the framework of fashion analytics. The philo-
sophical perception of time in clothing design is often
based on ontological and interpretative tradition, in
particular on the ideas of M. Heidegger (1962), who
considered being as always “temporary” and the ob-
jective world as an experience of “presence.” It is this
perspective that allows to see clothing as an artefact of
experiencing time. It is the way in which a person expe-
riences time, which manifests itself in various spheres -
art, design, culture, architecture and the fashion indus-
try. In particular, the irrational as sensually experienced
in time, as an experience of the past, present and future,
can be represented through stylistics, visual images
and conceptual ideas.

Considering temporality in clothing design, a cer-
tain interaction between the perception of time and
clothing itself can be identified. According to ]. Derri-
da (1978), there are such categories of time as the past,
present and future. The author interpreted texts as
open, unstable structures where meaning is not fixed
but constantly moving. Therefore, this logic can be
transferred to fashion through the practices of silhou-
ette destruction, playing with form, irony, and rejection
of established norms. S. Evans (2003) deepened this
understanding in the context of fashion by analysing
borderline phenomena - destruction, death, moderni-
ty as key elements of avant-garde clothing. In the par-
adigm of the past, time is viewed as nostalgia, when
clothing is styled after a particular era, such as the
1920s or 1970s - vintage dresses or flared jeans, which
designers are actively using in their practices in the
2020s. The moment of the present, manifested in the
format of “here and now,” is a dynamic manifestation of
temporality, which is reflected in fashion practices and
responds to current social and cultural events, referring
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to the future as an abstract concept that opens up space
for experimentation with materials, technologies and
the latest form-creating approaches characteristic of

futuristic visions. Examples of the visual embodiment
of fashion images representing the past, present and fu-
ture in the context of temporality are shown in Figure 1.

Figure 1. Representation of the past, present and future in clothing design
Note: a, b - past: vintage look of the 1920s and 1970s; ¢ - present: eco-themed clothing; d - future: futuristic
temporality, experiments with form and the latest technologies (use of Al)
Source: Elle (n.d.), Sookmyungflower Vinyoo (n.d.), Vogue (n.d.)

A separate manifestation of time in clothing design
is the reinterpretation of the past, when designers use
elements of historical costumes in a modern context in
their work, for example, a dress inspired by Ukrainian
folk costumes (Fig. 2).

Figure 2. Reinterpretation of Ukrainian folk costume,
HISTROV, spring/summer 2025
Source: Histrov (n.d.)

Temporality in clothing design appears as a means
of visualising the connection with time and memory,
which is realised through the use of specific fabrics,
shapes, colour schemes, visual images, and sometimes
sensory elements, such as scents. Thus, temporality
acts as a form of communication, i.e. clothing is capable
of conveying information about when it was created or
to whom it appeals. At the beginning of the 21 century,
there is a clear trend in clothing design towards reflec-
tion on time, i.e. its transience and repetitiveness. This
temporal sensitivity reveals the visual embodiment of
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deconstruction as a design strategy that deliberately
violates construction and stylistic norms. After all, de-
construction, in a philosophical sense, is not only the
decomposition of form into parts (details), but also a
critical reflection on the structure of the costume. In the
context of postmodern fashion, another key strategy in
clothing design is deconstruction. As ]. Derrida (1978)
noted, it is deconstruction that is a way to rethink and
show the temporal multi-layeredness of an image. Ref-
erences to the past, quotations of forms and images and
their transformation, artificial ageing of materials, and
emphasis on wear and tear and fragmentation are re-
flected in Figure 3. Thus, deconstruction allows these
temporal and spatial manifestations to be materialised
through changes in cut, asymmetry, incompleteness, or
the reassembly of elements (details) from different pe-
riods of fashion history.

The relationship between temporality and decon-
struction strategies plays a key role in contemporary
clothing design, although these approaches have differ-
ent philosophical foundations, they are often used as a
single whole in design practice. When combined, they
form complex, multi-layered aesthetic structures (con-
structions) of clothing, as their coexistence is based on
a common desire to overcome normativity and linearity
in the perception of clothing as a product of time. De-
construction and temporality act as tools for rethinking
time. Thus, both strategies point precisely to a “shift”
in the traditional as a multi-vector reading of the past,
present and future in the form of fragments or quota-
tions. As an example, we can cite the designs of Yohji
Yamamoto (Fig. 4) or Maison Margiela (Fig. 5). Their
works demonstrated “outdated” silhouettes combined
with the destruction of modern construction, deliber-
ate ageing or the expression of the concept of image
through already old materials (Mardgiela, 2009).

Art and Design Vol. 8, No. 3
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Figure 3. Manifestations of deconstructive temporality
Note: a - Soren on Macbeth, China, 2024; b - Thom Browne Fall/Winter, USA, 2017; c - Balenciaga, Spain, fall 2013

/ Hussein Chalayan spring, 2013
Source: Vogue (n.d.)

Figure 4. Examples of time interpretation in Yohji Yamamoto brand costumes
Note: a - 1986 collection; b - 2003 collection; c - 2017 collection

Source: Wanderful (n.d.)

PESTROY

Figure 5. Examples of time interpretation in Maison Margiela costumes, The Exhibition collection, 2008, Belgium

Source: Vogue (n.d.)

In recent studies, clothing design is viewed as a field
of complex interaction between time, culture, and iden-
tity. Research by V. Cherevach (2023) introduced the
concept of digital fashion as a phenomenon that levels
material space and simultaneously transforms the tem-
poral perception of clothing. In the virtual environment,
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the image of clothing exists not in the chronological logic
of consumption, but as an event rooted in visual commu-
nication. Such dematerialisation reinforces the idea of
fashion as a variable, open process that operates not in
linear but in fragmentary time. This study demonstrat-
ed consistency with this position, as temporality was
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considered a factor that determined the logic of design
decisions and structured the stages of form creation.
Temporality is also associated with the concepts of mem-
ory, nostalgia, and retro aesthetics. In this aspect, time
appears not only as a sequence, but as a layered struc-
ture of experience activated through image. In compari-
son with the results obtained in this study, it was estab-
lished that the directions of temporality outlined in the
literature manifested themselves not only at the level of
concepts, but also in the practices of deconstruction of
silhouette, materiality, and methods of presentation.

A common feature between deconstruction and
temporality is the formation of form through fragmen-
tation. Both aesthetic categories are characterised by a
rejection of integrity, where the construction deliber-
ately loses stability, elements from different historical
eras are stitched together, and visually conflicting ma-
terials are combined. The inverted parts of the product
and cut silhouettes are like the actualisation of the trac-
es of time and its manifestations. Temporality in fash-
ion, like deconstruction, rejects the idea of the absolute
novelty of “progress.” Design decisions are based on
recycling the past, but not as copying, but as a reflec-
tive appeal to cultural memory. In other words, through
rethinking and transforming the old, something com-
pletely new is created, but with a deep understanding
of the past (Lahoda, 2021).

Despite the very similar characteristics in the forms
and manifestations of temporality and deconstruction

in clothing design, it is important to distinguish be-
tween the conceptual differences. Thus, temporality
focuses on the temporal aspect - clothing as a carrier of
memories, as a result of the accumulation of historical
experience. Deconstruction, on the other hand, in this
context, is aimed at destroying internal rules. It is not
only about the aesthetic effect, but also about the phil-
osophical criticism of the stability of form. The unique
experience of clothing design in the context of tempo-
rality and deconstruction was formed as a result of pro-
found socio-cultural transformations. This is particu-
larly evident in the national revival and historical sense
of fashion. Designers rethink elements of traditional
costume and its stylistic features and interpret them
in contemporary contexts. In the design practices of
Vetements, Comme des Garc¢ons, and Junya Watanabe,
this symbiosis manifests itself in the combination of
“past and present,” that is, items from different times
and different historical forms are combined into a sin-
gle whole, and as a result, their own interpretations of
costumes, images, and ideas are created (Fig. 6). A sig-
nificant contribution to the understanding of the body
as a place of fashion manifestation was made by J. En-
twistle (2000), who proposed the concept of a “social-
ly clothed body,” where clothing functions as a means
of visually structuring identity inscribed in a temporal
context. Thus, deconstruction helps to express tempo-
rality, and temporality fills deconstruction with philo-
sophical depth of meaning.

Figure 6. Examples of temporality combining the past with the present
Note: a - Vetements, France, spring-summer 2024; b - Comme des Garg¢ons, Japan, 2017; ¢ - Junya Watanabe,

Japan, spring-summer 2006
Source: WWD (n.d.), Wanderful (n.d.)

In contemporary research, temporality and decon-
struction are considered not only as separate conceptu-
al approaches, but as interrelated strategies that form a
new aesthetic paradigm of fashion. Temporality in the
fashion industry is represented through references to
historical eras, the use of vintage visual symbols, the
imitation of fabric ageing processes, and the creation of
futuristic images that model alternative visions of the
future. As noted by O. Zhydkykh & O. Tryhub (2018),
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the transformation of Ukrainian ethnic motifs in con-
temporary clothing involves the layering of temporal
strata - from archaic forms to experimental contempo-
rary interpretations. In this context, digital technolo-
gies become a tool for rethinking temporality. B.O. Prot-
syk et al. (2023) emphasised that digital clothing allows
modelling objects that exist beyond the physical limi-
tations of time, creating new forms of creative expres-
sion. O. Yezhova et al. (2024) proved that the use of 3D
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modelling and virtual platforms opens up opportunities
for the simultaneous implementation of deconstructive
and temporal strategies, ensuring the multi-layered
nature of visual and semantic series. In the authors’
research, these trends were developed in combination
with the analysis of cultural codes and a visual-analyti-
cal approach, which made it possible to deepen decon-
structive strategies in the material environment.
Deconstruction plays a critical role in this process - it
challenges established fashion canons by breaking down
traditional silhouettes, exposing internal seams, disrupt-
ing symmetry, and experimenting with texture and mul-
ti-layering. N. Paranko et al. (2021) emphasised that such
techniques in Ukrainian designer clothing are not only an

aesthetic game but also a form of cultural commentary
thatreflects on identity and memory, as proven in the au-
thor’s research. Another example of rethinking the past
in the context of clothing design is the work of Estonian
designer Marit Ilison, which represented a return to the
past in a contemporary context. Colourful vintage wool
blankets with patterns originate from the Soviet Union
of the 1970s and 1980s, when they were very common.
In terms of temporality and memory connections, blan-
kets were often associated with very personal memories.
The blankets were made of high-quality wool, which was
later recycled into raw material for knitted sweaters. In
fact, this is a temporal reinterpretation of the old into the
new as part of past experience (Fig. 7).

Figure 7. Marit [lison. Estonia, collection “Longing for Sleep” 2015

Source: Marit Ilison (n.d.)

The symbiosis of art and fashion, particularly evi-
dent in deconstructive design practices, was analysed
in the work of A. Geczy & V. Karaminas (2012), where
fashion is interpreted as a visual text with a high degree
of interpretability. S. Pitiot & 1. Herpen (2023) worked
at this intersection, whose monograph demonstrated
the integration of technology, body and time in the cre-
ation of clothing that exists between the material and
the digital. The works of Dutch designer Iris van Her-
pen attract attention precisely in the context of tempo-
rality. The designer works at the intersection of fash-
ion, science, technology and art, and her work is filled
with deep philosophical dimensions that go beyond
traditional clothing design. Temporality in her work is
associated with a sense of movement, transformation
and the passage of time. For example, her collections of-
ten use organic forms that imitate growth, excitement,
evaporation or metamorphosis. The names of her col-
lections refer to natural or physical processes: “Hypno-
sis”, “Aeriform”, “Between the Lines”, emphasising the
temporal state of the body and matter (Fig. 8). Modern
technologies create the effect of living, dynamic clothing
that changes in space and time and experiences its own
temporality. Deconstruction in her clothing collections
manifests itself through the blurring of boundaries
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between the body and clothing, as if the construction
envelops the body, floats around it and removes it from
the centre of the composition. By breaking down clas-
sic silhouettes into molecular structures, fractions, and
patterns, she often reinterprets the concepts of femi-
ninity, corporeality, and matter in her works, which is
why her collections look like “the future” because the
clothing becomes almost inhuman, timeless, and the
deconstruction calls into question the very essence of
fashion, clothing, and the human body.

Ukrainian scholars are also actively exploring the
processes of temporality and deconstruction in cloth-
ing design. For example, K. Shevchuk (2022) analysed
deconstruction as an intercultural phenomenon, em-
phasising that the destruction of a holistic form is a
way of critically rethinking norms, hierarchies, and
traditions. In a later work, K. Shevchuk (2024) empha-
sised the role of digital technologies as a mediator be-
tween deconstructive aesthetics and temporal shifts,
where 3D visualisations allow clothing to be modelled
in potential future scenarios, in particular before it is
materialised. Ukrainian designers actively use the lan-
guage of temporality and deconstruction as a tool for
artistic reflection on time, memory and national iden-
tity. This approach recreates a new quality of domestic
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fashion - critical and sensitive to experience. Through
rethinking, a unique direction of Ukrainian decon-
structivism is emerging through the prism of time.
A striking example of conceptual design is the Ukrain-
ian brand DZHUS. One of its distinctive features is the
idea of transformed clothing that changes its function,
form and, as a result, appearance. This author’s tech-
nique can be interpreted as a metaphor for the transi-
ence of time, where clothing is not seen as something
permanent and stable, but rather as a living, changing
body that reacts to life circumstances and directly to
the mood of the wearer (person). It is precisely the

transformational concepts and polymorphism of ci-
tation that reflect the transience of states that corre-
spond to the temporal rhythms of the modern world
(day-night, private-public, peace-war). The ABSOLUT
Autumn-Winter 24/25 collection (Fig. 9) represented
temporality through instability, a sense of transience,
identity and protection. It is the aesthetics of a crisis
reality, where any thing becomes multifunctional, re-
sponding to a lack of resources and time. Iryna Dzhus,
designer, embodied temporality as a design strategy,
where clothing is an object of time integrated into con-
temporary existence.

Figure 8. Examples of futuristic temporality Iris van Herpen, 2013, the Netherlands

Source: Iris van Herpen (n.d.)

Figure 9. DZHUS, Ukraine, “ABSOLUT” collection, autumn-winter 2024
Source: FAB style (n.d.)

A separate dimension of temporality emerges in the
context of sustainable fashion. V. Budyak et al. (2024)
analysed the ecological discourse in contemporary
fashion as a key factor in the transformation of con-
sumer practices. They emphasised that temporality in
this context is associated with a conscious extension of
the life cycle of clothing, an emphasis on material du-
rability and experiments with recycling, which forms
a new ethical position in relation to fashion. Another
Ukrainian brand that combines art, design and cultural
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heritage is Gunia Project (Fig. 10). Its activities repre-
sent a striking example of a temporal strategy focused
on revitalising (recreating) the past through the aes-
thetics of the current cultural context. The brand’s
main strategy is to recreate and reinterpret traditional
Ukrainian symbols, techniques and costume forms in
a contemporary context. Gunia recreates the past and
activates historical memory through the stylisation of
images, giving them a new meaning. Gunia’s costumes
reflect the multi-layered nature of fabrics as well as the
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multi-layered nature of time: the past as a source of in-
spiration (ethnographic archives, Ukrainian symbols,
decorative and applied arts); the present as contem-
porary visual culture; and the future as a vision for the

preservation and development of identity. Thus, this
example of deconstruction of temporal design demon-
strated a rethinking of traditional values while preserv-
ing their basic symbolic meanings.

Figure 10. Gunia Project, Ukraine, “Vilce”, spring-summer 2025

Source: Elle (n.d.)

The work of Ukrainian designer Lilia Litkovska re-
flects temporality as a “slowing down of time”. The de-
signer often uses elements of traditional clothing, such
as shirts, jackets, and belts, transforming them into con-
temporary styles and forms (Fig. 11), which is a reflec-
tion on history through the material representation of
the contemporary form of costume. In costumes, the de-
signer often uses deconstruction techniques, which are
temporal in themselves, such as spreading the structure
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of an item in space and time, open seams, unfinished
edges of products - as a metaphor for imperfect time,
post-memory or fragmentary experience of modernity,
multi-layeredness and incompleteness as a visualisation
of the transience of the moment and openness to change.
It is about the aesthetics of contemplation, which em-
phasises a respectful attitude towards craftsmanship
and the creative process as a multi-layered experience
that goes beyond typical fashion trends.

Figure 11. Litkovska, Ukraine, “Vesnyanka,” spring-summer 2023

Source: Vogue (n.d.)

The collections of another well-known Ukrainian
brand, KSENIASCHNAIDER (Fig. 12), are a striking ex-
ample of how temporality as an aesthetic, conceptual
and sociocultural category is embodied in contemporary
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fashion. This is a work with the concept of re-propor-
tioning, i.e. reloading old promos, denim, army jack-
ets, work clothes, etc. Reinterpreting the historical and
the everyday, using upcycled materials, modifying the
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silhouettes of denim products, layering and texturing as
a “accumulation of memory”, but not literally recreating
the past, it is time and experience that become tools for
play. The brand’s philosophy is sustainable development,

revealing temporality as an ethic of awareness of time,
consumption and responsibility. The KSENIASCHNAID-
ER brand is a striking example of the integration of tra-
dition, innovation and historical experience into fashion.

Figure 12. KSENIASCHNAIDER, Ukraine, Spring-Summer 2024-2025

Source: Vogue (n.d.)

Clothing design in the modern cultural space re-
veals time through form, material, methods of creation
and ways of reconstructing meanings, in which tempo-
rality and deconstruction appear as interrelated tools
for understanding fashion not only as an aesthetic phe-
nomenon, but also as a cultural and social one. Thanks
to the above, it is possible to analyse the typology of
manifestations of temporality in contemporary cloth-
ing design. Retrospective temporality involves the use
of elements from the past, in particular traditional cos-
tumes or historical forms that refer to a specific time or
style. Cyclical temporality manifests itself in the repeti-
tion of fashion styles and costume forms that return in
new cultural contexts, in particular in the reproduction
of the style of the 2000s in the present day. Archival
temporality consists in appealing to collective memory,
reconstructing archival sources and visualising them
in fashion. Deconstructive temporality is expressed in
the deliberate disruption of the integral structure of
clothing, the destabilisation of form as a metaphorical
manifestation of time, the visualisation of postmodern
fragmentation and the critique of stability. Transfor-
mational temporality reflects the changeability of the
form of clothing according to time, space or need, em-
phasising flexibility, mobility and ecological adaptation.
Situational temporality consists in the embodiment of
personal experiences of time, moments or events in
clothing, which contributes to the individualisation of
the image and gives it emotional expressiveness, par-
ticularly in the form of art objects or performance cos-
tumes. Futuristic temporality is associated with the vi-
sion of clothing design in the future and includes the
use of new technologies, artificial intelligence and the
creation of digital clothing.
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CONCLUSIONS

The study found that temporality and deconstruction
are not only separate conceptual approaches to cloth-
ing design, but also interrelated aesthetic and meth-
odological strategies that shape the new paradigm of
contemporary fashion. Thus, temporality in fashion
discourse manifests itself through references to histor-
ical eras, the use of visual codes from the past, the use
of vintage elements, the imitation of fabric ageing pro-
cesses, and the creation of futuristic images that model
scenarios of the future. Thanks to this, clothing appears
as an open object, capable of changing over time and
rethinking its own semantics. The study proposes a
typology of manifestations of temporal experience in
clothing, from stylisation of the past and retro aesthet-
ics to concepts of constant incompleteness, when the
finished look of a product is fundamentally absent. This
approach contributes to the enrichment of the visual
language of fashion and expands the range of design in-
terpretations of time.

Deconstruction, in turn, plays a critical role in de-
sign practice. It challenges established fashion canons
by destroying traditional silhouettes, disrupting sym-
metry, bringing internal seams to the outside, using
asymmetrical cuts, layering, and experimenting with
textures. An analysis of the work of Martin Margiela,
Demna Gvasalia, Yohji Yamamoto and Rei Kawaku-
bo has shown that these designers actively combine
deconstructive techniques with temporal references
to create multidimensional images. In the Ukrain-
ian context, temporality is often associated with the
reinterpretation of folk heritage, the transformation
of ethnic codes, and the use of archaic techniques as
tools for preserving collective memory and identity.
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trends are reinterpreted nationally. Prospects for fur-

ther research are linked to the expansion of an inter- ACKNOWLEDGEMENTS
disciplinary approach to the study of temporality and  None.

deconstruction in fashion, in particular through the

integration of cultural, philosophical, technological, FUNDING

and marketing analysis. Further scientific research  None.

may focus on studying temporal strategies in digi-

tal fashion, the influence of algorithmic trend fore- CONFLICT OF INTEREST
casting on design decisions, and the transformation  None.

REFERENCES

[1] Bilyakovych, L. (2018) Temporality in the structure of fashion trends: Essence, dynamics, forecasting. Bulletin
of the Lviv National Academy of Arts, 36, 229-244.

[2] Budyak, V., Ermakova, T, & Tokar, M. (2024). The attractiveness of the “ecological” in experiments of
modern clothing fashion: A discursive study. HUDPROM: Ukrainian Journal of Art and Design, 26(1), 8-17.
doi: 10.61993/2786-7285.2024.01.01.

[3] Cherevach, V. (2023). Digital fashion: Main factors of emergence and socio-cultural significance. Questions of

Cultural Studies, 42,307-315.doi: 10.31866/2410-1311.42.2023.293804.
[4] Chon, H. (2021). Sustainable practice: The future modus of temporality in fashion. Fashion, Style & Popular

Culture, 8(4), 377-385. doi: 10.1386/fspc_00097_1.
[5] Derrida,]. (1978). Writing and difference. Chicago: University of Chicago Press.
[6] Elle. (n.d.). Retrieved from https://elle.ua/.
[7] Entwistle, ]. (2000). The fashioned body: Fashion, dress and modern social theory. Cambridge: Polity Press.
[8] Evans, C. (2003). Fashion at the edge: Spectacle, modernity and deathliness. London: Yale University Press.

[9] FAB style. (n.d.). Retrieved from https://fablstyle.com/author/community-support/.
[10] Gardabhadze, 1. (2023). The evolution of fashion design in the context of the transformation of the fashion industry

ecosystem. Bulletin of KNUKiM. Series “Art Studies”, 48,151-161. doi: 10.31866/2410-1176.48.2023.282478.

[11] Geczy, A., & Karaminas, V. (Eds.). (2012). Fashion and art. London: Berg.

[12] Heidegger, M. (1962). Being and time. Hoboken: Blackwell Publishers.

[13] Histrov. (n.d.). Retrieved from https://histrov.com/.

[14] Iris van Herpen. (n.d.). Retrieved from https://www.irisvanherpen.com/.

[15] Lahoda, O. (2021). Aesthetic discourse of design: Problematization, manifestation, representation. Topical
Issues of the Humanities, 2(40), 51-56. doi: 10.24919/2308-4863 /40-2-8.

[16] Lyu, Z., & Lee, Y. (2023). A study on the development of a women’s fashion design prototype applying the
characteristics of neo-deconstructivist fashion. Journal of Fashion Business, 27(6), 124-146. doi: 10.12940/

jfb.2023.27.6.124.
[17] Mardgiela, M. (2009). Maison Martin Mardgiela. New York: Rizzoli.

[18] Marit Ilison. (n.d.) Retrieved from https://mrried.tumblrcom/.

[19] Mokhtari Dehkordi, N., & Vaezizade, M. (2021). Deconstruction in postmodern art and fashion design with
an emphasis on the collections of Maison Martin Margiela. Journal of Applied Arts, 1(3). doi: 10.22075/
2aj.2022.23861.1105.

[20] Paranko, N,, Sidletskyi, I, Varenyk, O., & Dyachenko, K. (2021). Constructivism style: Research and implementation
in clothing design. In Current issues in contemporary design: Collection of materials from the iii international
scientific and practical conference (pp. 177-180). Kyiv: Kyiv National University of Technologies and Design.

[21] Pitiot, C., & Herpen, 1. (2023). Iris van Herpen: Sculpting the Senses. London: Lannoo Publishers.

[22] Protsyk, B.O., Pashkevych, K.L., Gerasymenko, 0.D., & Lyuklyan, N.R. (2023). Directions for the use of digital
clothing in the modern fashion industry. Ukrainian Academy of Arts: Research and Scientific Notes, 6, 73-81.
doi: 10.32782 /uad.2023.6.9.

[23] Shevchuk, K. (2021). Creativity of Martin Margiela and designers of the Antwerp Six in the context of
deconstructivism of the late 10" - early 215 centuries. The Culturology Ideas, 20(2),67-77.d0i: 10.37627/2311-
9489-20-2021-2.67-77.

[24] Shevchuk, K. (2022). Deconstruction in the collections of Ukrainian fashion designers: Characteristic
features and ways of their interpretation. Bulletin of the Kharkiv State Academy of Arts and Design, 1, 39-47.

doi: 10.33625 /visnik2022.01.039.

Art and Design Vol. 8, No. 3 115


http://visnyk.lnam.edu.ua/system/files/201836/visnyk-lnam-no-36-2018-liana-bilyakovych-229-244-stor.pdf
https://doi.org/10.61993/2786-7285.2024.01.01
https://doi.org/10.31866/2410-1311.42.2023.293804
https://doi.org/10.1386/fspc_00097_1
https://books.google.com.ua/books/about/Writing_and_Difference.html?id=eolGLbsWZEIC&redir_esc=y
https://elle.ua/
https://archive.org/details/fashionedbodyfas0000entw
https://www.academia.edu/6637190/Fashion_at_the_Edge_Spectacle_Modernity_and_Deathliness_by_Caroline_Evans
https://fablstyle.com/author/community-support/
https://doi.org/10.31866/2410-1176.48.2023.282478
https://vietchigo.i234.me/library/book/fashion/Cloth/Fashion_and_Art.pdf
http://pdf-objects.com/files/Heidegger-Martin-Being-and-Time-trans.-Macquarrie-Robinson-Blackwell-1962.pdf
https://histrov.com/
https://www.irisvanherpen.com/
https://doi.org/10.24919/2308-4863/40-2-8
https://doi.org/10.12940/jfb.2023.27.6.124
https://doi.org/10.12940/jfb.2023.27.6.124
https://www.rizzoliusa.com/book/9780847831883/
https://mrried.tumblr.com/
https://doi.org/10.22075/aaj.2022.23861.1105
https://doi.org/10.22075/aaj.2022.23861.1105
https://er.knutd.edu.ua/handle/123456789/17943
https://er.knutd.edu.ua/handle/123456789/17943
https://www.yakaboo.ua/iris-van-herpen-sculpting-the-senses.html?srsltid=AfmBOorHZpej_boxzphubLWgfU9jup4gYHyD1yKbdPynZp_82P77AZ9T
https://doi.org/10.32782/uad.2023.6.9
https://www.culturology.academy/en/creativity-of-martin-margiela-and-designers-of-the-antwerp-six-in-the-context-of-deconstructivism-of-the-late-xxth-early-xxist-centuries.html
https://www.culturology.academy/en/creativity-of-martin-margiela-and-designers-of-the-antwerp-six-in-the-context-of-deconstructivism-of-the-late-xxth-early-xxist-centuries.html
https://doi.org/10.33625/visnik2022.01.039

Temporality and deconstruction as interrelated strategies...

[25] Shevchuk, K. (2024). Digital transformations in clothing design at the beginning of the 21 century. Bulletin of
Lviv National Academy of Arts, 52, 119-128. doi: 10.37131/2524-0943-2024-52-12.

[26] Sookmyungflower Vinyoo. (n.d.). Retrieved from https:/sookmyungflower/.

[27] Ugrekhelidze, 1. (2024). Vintage revival: Exploring nostalgia and retro aesthetics in contemporary fashion.
Interdisciplinary Cultural and Humanities Review. 3(2), 35-44. doi: 10.59214 /cultural /2.2024.35.

28] Vogue. (n.d.). Retrieved from https://www.vogue.com/.

29] Wanderful. (n.d.). Retrieved from https://www.wanderful.design.

30] WWD. (n.d.). Retrieved from https://wwd.com/runway.
31] Yezhova, 0., Wu, S., Pashkevich, K., Kolosnichenko, M., Ostapenko, N., & Struminska, T. (2024). Exploring design

and technological aspects of digital fashion: A systematic review of recent innovations. International Journal of
Fashion Design, Technology and Education, 1-15. doi: 10.1080/17543266.2024.2378032.

[32] Zhydkykh, O., & Tryhub, O. (2018). Peculiarities of stylization and transformation of Ukrainian ethnic motifs
in the creation of modern clothing. Scientific Notes of the Ternopil National Pedagogical University. Series: Art

History, 1, 270-278.

—r—r——

TemnopanbHICTb | AEKOHCTPYKLiA AK B3aEMONoB’A3aHi cTparerii y
Cy4yacHoOMmy Au3aliHi oaAary

AmiHa lacem

AcnipaHT, BUKAagau

XapKiBCbKa AeprKkaBHa akageMifa AU3anHy | MUCTELTB
61002, By/a1. MucrteuTs, 8, M. XapkiB, YKpaiHa
http://orcid.org/0009-0002-4947-1957

AHoTauiA. Jloci/pKeHHSI TPUCBAYEHO BUSIBJIEHHIO 3B’A3KIB MK TEMIIOPAJILHICTIO SIK eCTETUYHOI KaTeropieto
Ta JIeKOHCTPYKII€I0 K TBOPYiM HAllPAMKOM B CY4YaCHOMY JiU3alHi oAry. Y cTaTTi BUKOPUCTAaHO KOMIIJIEKCHUH
MiAxiz, 1o NoEAHAaB METOAU KYJIbTYPOJIOTIYHOrO, Bi3yaJbHO-aHAJIiITUYHOTO Ta MUCTELTBO3HABYOTO aHai3y, 1110
JI03BOJIMJIO JOCTIUTH IeKOHCTPYKIiIO i TEMIIOPAIbHICTD He JIHIIIE IK OKPEMi IOHATTS, aJie i IK B3aEMOTOB s13aHi
cTparerii B MpoeKTYBaHHi oAAry i fusaiiHi B 1iioMy. O6rpyHTOBaHO BUKOPUCTAHHSA I[MX CTpaTerii i aHausi3 ix
B3aEMO3B’A3KY, 30KpeMa, Te, SKUM YMHOM BTIJIIOEThCS BiJUYTTSA Yacy i HOro HUKJIYHICTb V JeKOHCTPYKTUBHUX
dopmMax, a TaKOK MeTO/[ eKCIIEPUMEHTAJIbHOTO NPOEKTYBAHHSA 0AATY. BU3HaueHo, 1110 MOEAHAHHSA [IUX MiZX0/iB
dopMye yHiIKaIbHY KOHIIEMILi0 Yacy, IKUM 3i6paHUi 10 YaCcTUHAX, [0 Bi/[TOBiZja€ cy4acHOMY MOCTMOJEPHOMY
cBiToBiZuyTTI0. OCo6siMBa yBara 3o0cepe/KeHa HaA MpoOsBax IUX CTpaTerid y cy4acHUX /[Au3alHepPCbKUX
IMpaKkTHKax Ta ix iHTepmnpetauii B ykpaiHcbKil Ta cBiTOBiM Mogi. /[leKOHCTpyKLis BUsSBUIACh ePEKTUBHUM
IHCTpyMEeHTOM akTyaJsizalii yacy K KOHLeNnTyaJbHOI KaTeropil. CHCcTeMaTH30BaHO TUIIOBI NPUHOMHM, 10
MOEJHYIOTh TEeMIIOpaJibHI M JeKOHCTPYKTUBHI MeToAu. Ha npukiazax TBOPYOCTI NPOBIJHUX CBITOBUX I
yKkpaiHcbkux AusaiHepiB (Maison Margiela, Comme des Garcons, Junya Watanabe, DZHUS, Litkovska, Gunia,
KSENIASCHNAIDER) nokasaHo, ik cy4acHi MUTIi iHTErPYIOTh TEMIIOPA/IbHY Yy T/IUBICTD y IM3aliH, CaMe LLISIXOM
JeKOHCTPYKLil TpaAuLidHUX dopM. 30KpeMa, yKpaiHCbKHUU KOHTEKCT BUSBJISE BJIACHI cIpobu «pobGoTH 3
nam’sTTio». [liATBep/KeHo, 1110 AEKOHCTPYKILiS B AU3AMHI OJATY He JIUIIe PyHHYE MOAHI CTAHAAPTH, 2 ¥ CTBOPIOE
HOBY eCTeTHKY 4acy, /ie MUHYyJIe, TellepilllHE | MallOyTHE CiBiCHYIOTh Y €JUHIN Bi3dyasbHil cucteMi. PesysbraTu
JOCJiKEHHS MPONOHYIOTh iIHHOBALiMHI MiAX0AW 0 CTBOPEHHS 3MICTOBHO HAaCM4YeHUX aBTOPCbKUX KOJIEKLiN
01Ty, 30KpeMa Yepe3 BUKOPUCTAHHS JeKOHCTPYKIii Ta TeMIopasbHOCTI. MaTepiasu MoKy Tb 6YTH 3acTOCOBaHi
B OCBITHIiX mporpamax, HayKOBUX po60Tax i MpaKTUYHIN Au3alH-[isIJIBHOCTI

Knouosi cnoBa: GyTypusM; KOHLENTYyajlbHa MOJA; KYIBTYPHUII KOHTEKCT; acUMeTpif; aHTUCTPYKTYpa;
IIOCTMOJIEPHi3M; CEMiOTHKaA
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