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Abstract. The relevance of the study is determined by the need to explore new creative techniques for developing
original clothing collections distinguished by artistic expressiveness, high aesthetic quality, and strong emotional
content. The aim of the research was to develop artistic design projects for women’s clothing collections inspired
by the women’s costume of the 1920s. The research methods included the study of creative sources, which involved
analysing silhouettes, shapes, characteristic lines, proportions, colour schemes, textures, decoration, accessories,
and complementary elements. The morphological analysis method applied in the study entailed generating new
ideas through the reinterpretation and transformation of the source of inspiration into forms of contemporary
clothing. The research also involved the selection and stylisation of compositional elements of form creation,
the implementation of the project in material, and the testing of design solutions within the context of fashion
design competitions. As a result, an artistic and compositional analysis of the source of inspiration was carried out,
identifying the key shapes, silhouettes, proportions, decorations, and colours of the chosen reference. The core idea
of the project was formulated, reflecting the authors’ individual vision of the inspirational source. A mood board
was created, encapsulating the authors’ conceptual vision for the designed collections. Four variations of creative
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collections of modern women's clothing were developed, all inspired by a single source - the women’s costume of
the 1920s. A women'’s ensemble was produced and presented as part of fashion design competitions. The practical
value of the study lies in developing the artistic and compositional foundations for designing contemporary
women'’s clothing inspired by historical costume as a creative source

Keywords: historical costume; artisticimage; mood board; sources of inspiration; creative concept; transformation

of the creative source

INTRODUCTION
Inspiration plays a key role in the designer’s creative
activity, as it allows designers to discover interesting
forms of clothing, combine historical and contempo-
rary styles, and create something engaging and origi-
nal. Without a source of inspiration, the clothing man-
ufacturing process risks becoming a routine task, and
the garments may lose their originality. Therefore, it is
essential for designers to constantly seek new sources
of inspiration to maintain a creative approach and de-
velop their own personal style.

The development of a creative collection involves
selecting a source of inspiration, which is an impor-
tant component of the design process. The article by
L. Krasniuk & O. Troyan (2020) stated that sources of
inspiration are extremely significant elements of a de-
signer’s creativity, as they facilitate the generation of
new ideas and the creation of an individual designer
style. The researchers defined the main types of inspi-
ration sources and revealed their role in the creative
search for original ideas in clothing design. Authors
A. Baigelenov et al. (2025) asserted that the source of
inspiration plays a vital role in design, but its specific
impact on design practice remains under-researched.
By surveying professional designers, the authors found
that designers draw inspiration from diverse sources,
including existing visualisations, real-world phenom-
ena, and personal experience. Based on this, the re-
searchers concluded that modern design rarely emerg-
es “from scratch” and almost always relies on one or
more sources of inspiration. The authors claimed that
practically all design outcomes result from some com-
bination of previous designs, real-world phenomena,
and the designer’s personal experience and knowledge.

A.Omwami et al. (2020) noted that sources of inspi-
ration are divided into two categories: real and mental.
Real sources include objects and phenomena that exist
in objective reality; that is, they can be perceived by the
senses and have physical properties. Mental sources
exist in the designer’s consciousness; they are a prod-
uct of thought, imagination, or feelings, such as mem-
ories, stories, perceptions of nature, or everyday life.
It is this multiplicity of inspiration sources, stemming
from the endless variety of the surrounding world, that
allows the designer to create clothing collections that
are simultaneously fashionable, original, and timeless.
Despite the crucial role inspiration plays in design, its
specific influence on the creative activity of the fashion
designer remains insufficiently studied. This is why the

dissertation research by A. Omwami (2024) aimed to
investigate inspiration in clothing design, involving the
study of the interaction between inspiration and crea-
tive processes across various aspects of fashion design.
The author contended that although clothing design
is somewhat similar to other creative endeavours, it
possesses exceptional features, the main one being the
permanent interaction of the components of the “cloth-
ing-person-environment” system.

The study by B. Chen (2025) was dedicated to an-
other feature of contemporary clothing design, name-
ly the strong link between fashion and art. The author
noted that in the nowadays, designers strive to use
clothing design as a form of art or as a means of artistic
expression; therefore, fashion design often goes beyond
traditional visual presentation and simple commercial
activity. In their work, the author noted that clothing
design is increasingly recognised as a form of artistic
expression that embodies the designer’s imagination,
reflections, or ideals. That is, fashion is not only an
aesthetic phenomenon but also a cultural practice that
preserves traditions while adapting them to a contem-
porary context. The work by V. Cherevach (2023) em-
phasised that the historical foundation and continuity
in fashion are very important, as they are a form of ex-
pressing cultural identity and a way of establishing a
connection with previous generations.

The importance of historical and cultural heritage in
clothing design was described by F.E. Agordah (2025).
The author argued that historical and cultural her-
itage is a vital link between the past and the present.
The use of traditional textile products, patterns, and
construction methods allows for the revival of cultural
traditions, the development of new authentic products,
and thereby the shaping of the future of design, con-
tributing to the development of fashion, and preparing
the next generation of designers to create clothing. The
undeniable significance of historical and cultural herit-
age in the development of designer clothing collections
was noted in the work by H. Papeta (2020). The author
stressed that the ethnic motifs of Ukrainian folk dress
are an inexhaustible source of ideas, images, and forms,
where designers find new forms of spiritual and aes-
thetic continuity by using techniques of historical styli-
sation and reconstruction.

The relevance of the presented research is driven by
the increased demands for the artistic expressiveness
of modern clothing and, consequently, the need to find
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creative techniques for the purpose of creating design-
er clothing collections that embody both aesthetics and
functionality and carry powerful emotional content.
The aim of this work was to develop artistic projects for
women'’s clothing collections based on the motifs of the
1920s women’s costume as a source of inspiration, and
to realise the authors’ idea in material for the approba-
tion and verification of the design solutions.

MATERIALS AND METHODS

This scientific work included both theoretical and prac-
tical research, providing a comprehensive approach to
exploring the possibilities of transforming the women’s
costume of the 1920s and creating new clothing models
based on it. The combination of theoretical analysis and
applied research was aimed at studying the methods
and processes of artistic clothing design based on the
figurative interpretation of the women'’s costume of the
1920s as a source of creative inspiration. Thus, theoret-
ical studies created the necessary prerequisites for de-
veloping original ideas, while practical research made
it possible to test their effectiveness and bring them to
life. The theoretical component of the work included lit-
erary and analytical research to study the mechanisms
and ways of using historical costume as a source of inspi-
ration; visual and analytical research of verbal sources
of information (drawings and photographs) used to ex-
amine stylistic features and distinctive characteristics
of historical clothing; structural analysis applied to the
study of composition, form, silhouettes, and colours of
clothing models; and morphological analysis conducted
during the transformation of identified features of the
creative source into clothing models and for evaluating
various design options for the developed collections.
The research was based on a range of literary sources,
including scientific and research literature, information
presented on online platforms of fashion publications
such as Vogue and WWD (Women'’s Wear Daily), as well
as fashion history literature. When searching for new
forms of collection models, the method of analogy was
applied, in which analogous solutions from the wom-
en’s costume of the 1920s were used to create new
models, such as the dropped waistline, straight silhou-
ette, rectangular and oval shapes, and decorative ele-
ments. The heuristic combination method was used to
conduct a combinatorial search for new compositional
and artistic solutions by combining elements of histori-
cal clothing with contemporary fashion features.

The study was conducted in several stages. At the
first stage, literary and visual sources dedicated to the
historical period of the 1920s and descriptions of wom-
en’s costume of that time were thoroughly examined.
The second stage involved a comprehensive analysis of
the compositional elements of the women’s costume
of the given period. The analysis also considered the
work of renowned contemporary designers such as
Michael Kors and Reem Acra, who, in designing their

collections, turned to the fashion of the 1920s as a
source of creative inspiration. To visualise the author’s
concept and optimise the creative process, a mood
board was developed at the third stage of the research,
and the main idea of the design project was formulat-
ed - recreating the atmosphere of freedom, luxury, and
extravagance embodied in the images of the 1920s. The
next stage of the research involved selecting composi-
tional elements - form, silhouette, line, colour, texture,
and decoration - followed by the creation of four var-
iations of original women'’s clothing collections (“Ret-
ro Luxury,” “Jazz and Glamour,” “LArt Nouveau,” and
“Charleston”). Their creation was based on the princi-
ples of stylisation and interpretation, as well as partial
transformation without destroying the structural con-
nection with the source of inspiration. The practical
component of the research included the development
of sketch projects for the author’s clothing collections,
executed using traditional techniques. In addition, one
of the designed clothing ensembles, “Retro Luxury,’
was produced in material form and tested in the con-
text of fashion design competitions (“Barvy Podillya”
in Khmelnytskyi and “Constellation ‘Kashtan™ in Kyiv).
Thus, the application of the described methodological
approaches made it possible to propose various artistic
and compositional solutions for women'’s clothing col-
lections based on a single source of inspiration.

RESULTS AND DISCUSSION

Historical and folk costume as a source of inspira-
tion for the fashion designer. For many contemporary
designers, the most compelling and interesting factors
in forming creative concepts are the historical costume
of a certain period, retro fashion, and clothing style.
M. Melnyk (2019), analysing historicism in fashion,
reviewed the cyclicality of modern fashion develop-
ment, highlighted the reasons and motives for fashion
designers turning to historical heritage, and traced and
provided clear examples of the application of features
from past eras’ costumes in contemporary fashion. The
scholar examined many examples of using historical
samples in the collections of famous designers and at-
tested to the existence of imaginative and artistic con-
nections between modern fashion and the clothing of
past centuries. The author noted that these connections
help clothing creators to successfully embody historical
motifs in contemporary images.

In the work of H. Yuan (2023), it was noted that
the modern fashion industry is a quite dynamic and
rapidly developing sector that grows thanks to the cre-
ativity of designers who are constantly seeking inspi-
ration and innovative approaches. The author asserted
that designers play a crucial role in shaping trends and
new styles, drawing inspiration from various sources,
among which they often pay homage to the past, cre-
ating vivid images. Within the scope of this research,
it was also demonstrated that historical sources,
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particularly the fashion of the 1920s, inspire the crea-
tion of new ideas through the adaptation of iconic forms,
colors, and decorative techniques to meet the needs of
the contemporary consumer. D. Murphy (2011) pro-
vided examples of London designers using historical
clothing as a source of inspiration. The author noted
that the artistic and illustrative properties of historical
clothing quite often form the basis of designers’ ideas,
determining the forms, proportions, and materials of
the garments. The author showed that some designers
became famous thanks to their collections created spe-
cifically from historical clothing motifs. These design-
ers include: Vivienne Westwood, Alexander McQueen,
Zandra Rhodes, Steward Stockdale, and Barry Tulip.
Using their individual design techniques, these creators
demonstrated novel solutions, reproducing unexpected
connections between historical and current fashion.

The work of N. Sapfirova et al. (2024) was dedicated
to researching the influence of historical costumes, as
well as the culture and art of different historical epochs,
on clothing design in the 20" and early 21* centuries.
The authors outlined specific historical periods, investi-
gated the chronology of artistic styles, and demonstrat-
ed their influence on the design of clothing and accesso-
ries in current haute couture collections. Summarising
their research, the academics noted that designers are
attracted by the creative possibilities provided by the
costumes, ornamental motifs, patterns, painting, and
religious artefacts of past epochs. A similar approach
was implemented in the presented research: a metic-
ulous analysis of the decorative elements and colours
of the 1920s allowed for the adaptation of characteris-
tic ornaments, textures, and compositional techniques
within various assortment groups - from outerwear to
evening dresses.

In the work of M. Kertakova (2022), the conceptu-
al influence of the 19%-century historical costume on
21%-century fashion was examined using the examples
of collections by such famous designers as Christian La-
croix, Jean-Paul Gaultier, Alexander McQueen, and Vivi-
enne Westwood. The author noted that despite the fact
that famous designers are inspired by long-gone eras,
the fashion of the past returns not as something stag-
nant, but is expressed in differences in structural and
decorative solutions, in the use of materials and their
colour combinations, and in the mixing of fabrics of dif-
ferent composition and structure. The authors 0. Ditk-
ovska et al. (2022), in studying historical and modern
models of women'’s capes (or cloaks), established that
historical clothing has not lost its relevance and is a
source of inspiration for contemporary designers. The
conducted retrospective analysis showed that the types,
forms, materials, and decorative elements of capes
have constantly changed, yet this type of garment has
not lost its popularity throughout the centuries since
the 1750s. In the 2020s, the cape featured in the haute
couture collections of famous global designers, such as

Chloé, Alexander Wang, Valentino, Elie Saab, Burberry,
Christian Dior, Michael Kors, Fendi, Louis Vuitton, D&G,
Marc Jacobs, Max Mara, and others.

In the work of I. Ugrekhelidze (2024), the revival of
vintage and retro styles in contemporary fashion was
explored. The author noted that nostalgia for the past
is a driving force that contributes to the reinterpreta-
tion of historical clothing and the shaping of prospec-
tive fashion by designers based on retro-motifs from
the past. The work examined the key trends of vintage
and retro styles in modern fashion (materials, colours,
prints, embellishments, and accessories), particularly in
the 2024 collections of renowned global brands such as
Proenza Schouler, Max Mara, Gucci, Ralph Lauren, Louis
Vuitton, Hermes, and Yves Saint Laurent. The research
conducted by the author also showed that retro-motifs
significantly influence the formation of modern fashion
trends, and the designer’s task is their competent inter-
pretation and stylisation when creating a look.

Researchers N. Chuprina et al. (2020) established
that ethnic style, eclecticism, and artistic kitsch are
among the foundations of design practices in 21%*-centu-
ry fashion. Based on a comprehensive analysis of collec-
tions developed in an ethno-style inspired by Ukrainian
folk dress, the authors identified a number of elements
most frequently used by designers for projecting mod-
ern clothing. In conclusion, the authors asserted that
an effective means against the mass standardisation of
fashion products is clothing design using vintage styles,
which form the basis of unique individual looks and
thereby expand the possibilities of design. Examples of
using street fashion as a creative source are provided in
Kh. Lozynska (2011) and K. Pashkevych et al. (2023).
In these articles, scholars investigated street fashion as
a component of urban culture and the modern fashion
industry and used it as a creative source for developing
contemporary youth clothing collections.

M.S. Kyiashko et al. (2018) studied historical docu-
ments regarding the Trypillian culture and reproduced
authentic options for constructing the form of Trypil-
lian costumes. Based on this information, the scholars
proposed interesting artistic and compositional tech-
niques for solving modern clothing models. The au-
thors selected a harmonious combination of colours
and created original ornamental embellishment for
the garments, considering modern fashion, based on
which a women’s clothing collection was developed.
Motifs of the Trypillian cultural heritage also became
a source of inspiration for the Ukrainian brand BEV-
ZA, which presented a women'’s clothing collection for
the Spring-Summer 2021 season at New York Fashion
Week (Vogue Ukraine, 2020). The contemporary min-
imalist style characteristic of this brand was creatively
combined by designer Svitlana Bevza with elements of
the Trypillian civilisation.

The work of N.V. Billi-Ruban et al. (2018) examined
the national costume of Hungarians from the 19% to
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the beginning of the 20" century, which was chosen as
the creative source for designing a collection of mod-
ern clothing. The transformation of the chosen creative
source, the stylisation of its unusual forms, as well as
the decorative and colouristic features of the Hungar-
ian costume, were laid at the foundation of the devel-
opment of contemporary women'’s festive wear ensem-
bles. B. Sun’s (2023) research aimed to substantiate the
possibility of the innovative application of traditional
elements inherent in Chinese culture in contemporary
clothing design. The work noted that traditional cultur-
al elements should be considered symbols, emblems,
legends, customs, and rituals that hold an important
place in traditional culture, are the foundation of the
culture, and define the spirit of the nation. The author
stated that using traditional cultural elements in mod-
ern clothing can introduce creativity into its design,
provide unique styles, and thereby satisfy consumers’
needs for individuality and diversity, as well as pro-
mote traditional culture and increase the competitive-
ness of products on the market. Similarly, in this study,
the cultural codes of the 1920s were transformed into
contemporary design solutions, considering the trends
of the 2020s, which proves the universality of the idea-
tional value of historical sources.

Thus, informational studies have attested that his-
torical and folk costume are constant sources of creative
inspiration. Turning to historical and folk heritage is a
key moment in the creative process of fashion design-
ers, as historical and folk costume offers diverse cuts,
styles, and silhouettes, materials, and embellishments
that can be adapted to modern clothing, which may be
of interest to the consumer. Therefore, historical and
folk costume not only preserves cultural heritage but
also serves as a valuable resource for the development
of the modern fashion industry.

Studying the source of inspiration: Women'’s
fashion of the early 20" century. Researchers C. Eck-
ert & M. Stacey (2000) asserted that sources of inspi-
ration play an important role in the design process,
as they give the designer the creative impulse for new
ideas, forms, and images. F. Mete (2006) noted that a
designer can find a source of inspiration everywhere: in
art, music, nature, architecture, and historical costume.
Sources of inspiration are diverse and dissimilar. Each
has its own characteristic features, which form the ba-
sis for creating a unique and engaging artistic image.

The fashion of the 1920s was influenced by signifi-
cant economic, political, and social changes, especially
in Western European countries and the USA. This peri-
od, known as the “Roaring Twenties,” was marked by
massive social, cultural, and economic transformations,
particularly in Western nations. It was then that funda-
mental changes in women'’s fashion took place, includ-
ing the rejection of corsets in favour of short and loose
dresses, accompanied by a transformation of women's
hairstyles and lifestyle. The main trend is considered to

be the simplification of the female wardrobe by moving
away from layering and gradually transitioning to more
comfortable and convenient clothing (Reddy, 2020).
The silhouette of femininity was replaced by a slender
figure without distinctly emphasising the female body’s
form. The trends of that era were centred around the
androgynous, masculine image of the “la garconne” (the
flapper), which brought the female appearance closer
to the male, rejecting traditional notions of femininity
(Ramzi, 2024). The shift dress, made of thin and light
fabrics, was topical and was often embellished with
lace, fringe, and sequins. Dresses were worn with both
long sleeves and without sleeves, and featured a small
neckline (Shevniuk, 2008; Holovenko et al., 2023). Pop-
ular in women’s clothing were the straight silhouette
without a defined waist, as well as the silhouette with a
dropped waistline and a full skirt (Fig. 1).

Figure 1. Fashionable dresses of the 1920s
Source: S. Bagai (2020), S. Albuquerque et al. (2023)

The renowned designers of the 20" century in-
cluded Gabrielle Chanel, Paul Poiret, Madeleine Vion-
net, Jeanne Lanvin, Jean Patou, and Elsa Schiaparelli
(Fig. 2). In 1926, it was the Chanel brand that creat-
ed the “little black dress,” which caused a significant
stir, as black at that time was mainly associated with
mourning symbolism. Paul Poiret introduced loose
silhouettes into fashion and abandoned corsets, while
Madeleine Vionnet became famous for her draping
techniques (Shevniuk, 2008).
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Figure 2. Women’s clothing models of the 1920s
Note: a — Paul Poiret, 1925; b - Madeleine Vionnet, 1926; c - Madeleine Vionnet, 1924; d — Gabrielle Chanel, 1926;

e - Gabrielle Chanel, 1926
Source: The Kyoto Costume Institute (2023)

As for women'’s outerwear, in the 1920s, the cloak
became widely used - a loose-fitting long outer gar-
ment, often decorated with luxurious fabrics and fur
details. This item of clothing was usually chosen for

evening outings and formal events (Fig. 3). The mantilla
not only corresponded to the aesthetic ideas of the time,
but also served as a kind of marker of social status, em-
bodying elegance and femininity in interwar fashion.

Figure 3. Women'’s outerwear of the 1920s

Source: D. De Angelis (2019)

Women’s hats in the 1920s usually had narrow
round brims or no brims at all. The cloche hat, designed
by French fashion designer Caroline Rebou in 1919, be-
came a popular headwear item. Hats were usually made
of felt or straw and decorated with ribbons, feathers,
pom-poms or artificial flowers (Shevniuk, 2008; Ram-
zi, 2024). Common women’s hairstyles of this period

Noa

1925

1925 1925 1926 1926

included short la gargonne cuts and curls created with
hottongs. Typicalaccessoriesincluded boas, fans, gloves,
fur capes, small reticule bags and cigarette cases (as
smoking was considered a sign of the times), and pearl
jewellery was particularly prized. In the second half of
the decade, short skirts became popular, and silhouettes
became less voluminous and more form-fitting (Fig. 4).

1927 1927 1928

Figure 4. Fashionable forms of women'’s clothing, 1925-1929

Source: Behance (2018)
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One of the world’s most famous designers who
turned to 1920s fashion as a source of inspiration was
Michael Kors. In his 2012 collection, he recreated the
atmosphere of the 20" century and integrated it into
modern life, but with own sense of style, characterised
by elegance and classic features. The designer used a
straight silhouette, repeating the silhouette of a sheath
dress and a V-neckline, but made it more open than
in the 1920s. The main decoration of the collection is
sequins, and the plasticity of the shapes, colours and
forms of the models correspond to the characteristic
features of the era (Fig. 5).

Figure 5. Michael Kors,
autumn-winter 2012 collection
Source: S. Bewkes (2012)

Reem Acra, a designer known for her dresses and
their embellishments, successfully recreated the fash-
ion of the 1920s in own women'’s clothing collection.
She showed the characteristic cut of dresses from this
period in collection - a low waist - and also used long
gloves, an accessory popular in the 1920s. The silhou-
ettes of the dresses were similar to that of a sheath
dress, which does not emphasise the female figure. The
dresses were decorated with sequins and striking shiny
geometric details, and the colours were nude (Fig. 6).

Figure 6. Reem Acra, autumn 2012 collection
Source: R. Mitra (2012)

Thus, the fashion of the 1920s, which was a period
of significant change and innovation, remains relevant
nowadays, offering designers countless opportunities
for creativity and self-expression. Contemporary de-
signers, drawing inspiration from its distinctive fea-
tures, successfully use it as a basis for creating new,
striking looks. Its stylistic codes - from low waistlines
to geometric shapes and decorative elements - serve as
a valuable source for rethinking fashion in the context
of postmodern eclecticism.

Designing authors’ clothing collections based
on a source of inspiration. The starting point of the
new clothing collections’ design process is the mood
board, the main task of which is to visualise the mood
and the designer’s original idea for the future collec-
tion. J.E. Munk et al. (2020) wrote that a mood board
helps to optimise the creative process and strategical-
ly direct the designer’s efforts towards achieving the
final goal: bringing the author’s vision for the project-
ed clothing collections into reality. Information pre-
sented by C. Eckert & M. Stacey (2000) indicated that
mood boards play a leading role in the phenomenon
of inspiration. N. Endrissat et al. (2016) noted that
mood boards perform communicative functions be-
tween people, as well as providing the designer with
a unique tool for generating ideas both literally and
figuratively. C. Freeman et al. (2017) investigated the
reliability and objectivity of assessing the creativity of
mood boards in the field of design education. The aca-
demics emphasised that further studies on the peculi-
arities of creating mood boards, as well as improving
methods for the objective assessment of their creativ-
ity, are relevant tasks. Within the framework of this
study, the mood board not only served as a starting
visualisation tool but also determined the composi-
tional logic and associative structure of the designer’s
collections, which underscores the practical effective-
ness of this method.

Based on the results of studying the source of in-
spiration - the women'’s costume of the 1920s - a mood
board was created, which presents the concentrated
authors’ concept for the projected clothing collections,
specifically reflecting the spirit of the “Roaring Twen-
ties” era. Thus, the developed mood board demonstrat-
ed the main idea of the collections, namely the atmos-
phere of freedom, luxury, extravagance, and a variety of
spectacular looks (Fig. 7).

In the process of designing collections, one of the
defining tasks was the selection of compositional ele-
ments. Among these, form is of particular importance,
as it functions as a primary means of visual communi-
cation in costume design. Form precisely determines
the three-dimensional spatial structure of the clothing,
outlines its contours and silhouette, and shapes the
emotional and aesthetic perception of the composition.
Rectangular and oval silhouettes were predominantly
characteristic of the clothing of the analysed period. At
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the same time, the line was an important composition-
al factor in 1920s costume, manifesting in both smooth
rounded configurations and clearly defined vertical,
horizontal, and diagonal directions. Embellishment, as
a compositional element in costume design, serves to
enhance its visual and aesthetic expressiveness. Anal-
ysis of the 1920s historical costume showed that the
most common use in women'’s light clothing of this
period was lace and fringe, while fur was prevalent
in outerwear. The revealed colouristic features of the
women'’s costume of this period are of practical interest
for contemporary fashion modelling, as they can serve
as a basis for selecting trim materials and colour solu-
tions in the process of creating new collections. It was
established that in the 1920s, the colour palette of the
costume fulfilled not only an aesthetic but also a sym-
bolic function, reflecting the socio-cultural characteris-
tics of the era. Black, popularised by the Chanel brand,
was established as a characteristic feature of evening
wear and symbolised elegance. White was associated
with purity and simplicity and was most often used
in summer dresses. Saturated shades such as red, yel-
low, orange, and blue shaped the looks of everyday and
evening wear, emphasising the dynamism and life-af-
firming mood of the time. The pastel palette gave the
looks a sense of romance and feminine softness. At the
same time, metallic colours - gold and silver - accen-
tuated the luxury and decorative brilliance of the cos-
tume, reflecting the atmosphere of the 1920s era.

Figure 7. Mood board based
on the source of inspiration
Source: developed by the authors

The results of the study of the form, silhouette
characteristics, colour solutions, texture, and embel-
lishment inherent in the source of inspiration became

the basis for creating four designer women’s clothing
collections, where the imaginative kinship with the au-
thentic costume is preserved through the principles of
stylisation and interpretation with elements of form
and silhouette transformation. This approach allowed
for the adaptation of the characteristic features of the
source to contemporary design, ensuring a diversity of
the created models. The main compositional element of
the developed “Retro Luxury” collection (Fig. 8) is col-
our, the means of connection is contrast, and the main
compositional principle is the semantic factor. The sec-
ondary element is form. The collection consists of five
models - women’s dresses of a straight silhouette and a
suit - and aligns with the fashion direction of the 1920s
with the addition of contemporary elements. The as-
sortment group includes: dresses, a corset, a jacket, a
waistcoat (vest), a shirt, and trousers. The main colour
is black, and the accent colour is cherry-red, which is
relevant for 2025. The models utilise accessories that
were popular in the 1920s, namely: a reticule (small
handbag), pearl jewellery, artificial flowers and feath-
ers, and a boa. The silhouette forms of the dresses and
their proportions correspond to the chosen source.

Figure 8. Sketch design project
of the “Retro Luxury” collection
Source: developed by the authors

In the “Jazz and Glamour” collection (Fig. 9), lace
trim was chosen as the main compositional element,
symmetry as the connecting element, and imagery as
the compositional principle. Colour is a secondary el-
ement of the collection. The range includes dresses,
trousers, skirts, blouses, shirts and waistcoats. The
collection is designed for festive occasions and success-
fully combines feminine images with elements of men’s
suits. Particularly relevant are the waistcoat with lace
inserts and the shirt with puffed sleeves and a bow at
the neck. The shapes of the garments and accessories,
such as long gloves, boas, tiaras, lace stockings, and
hairstyles, are stylised versions of corresponding ele-
ments of historical costumes from the 1920s.
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Figure 9. Sketch design project
of the “Jazz and Glamour” collection
Source: developed by the authors

In the “LArt Nouveau” collection (Fig. 10), orna-
ment was chosen as the main compositional element.
The compositional principle and means of connection
are imagery and rhythm. Form is a supporting element.
The collection consists of outerwear, dresses, and knit-
ted accessories, and was created with consideration for
potential industrial realisation, based on a single funda-
mental constructional form.

4

Figure 10. Sketch design project
of the “LArt Nouveau” collection
Source: developed by the authors

The composition of the “Charleston” collection
(Fig. 11) was built upon the combination of two compo-
sitional elements. These are, first and foremost, colour,
based on the principle of nuance and contrast, and the
second elementis theline, based on the principle of sym-
metry and balance. The collection includes the follow-
ing assortment: skirts, trousers, blouses, and bodysuits.

Each of the created models reflects the chosen
source of inspiration - the Western European wom-
en’s costume of the 1920s - in a different way. Thus, an
associative link between the chosen source of inspira-
tion and the contemporary clothing models is clearly

traceable in the developed collections. The created
models adhere to the core conceptual idea of the pro-
ject, are characterised by compliance with the princi-
ples of compositional harmony, and take into account
modern fashion trends. Based on the results of the re-
search, a women'’s clothing ensemble from the “Retro
Luxury” collection was realised in material. The devel-
oped ensemble not only aligns with the designer’s con-
cept but also clearly conveys it through the successful-
ly selected compositional elements, creating a holistic
and harmonious image (Fig. 12).

Figure 11. Sketch design project
of the “Charleston” collection
Source: developed by the authors

Figure 12. Photo of the “Retro Luxury” ensemble
Source: developed by the authors
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The sketch projects of the clothing collections and
the ensemble “Retro Luxury” were tested within the
framework of the All-Ukrainian competition for young
fashion designers “Barvy Podillya” (Khmelnytskyi)
and the 22" International Competition “Constellation
‘Kashtan™ (Kyiv). Thus, using the same source of inspi-
ration enables the author to creatively interpret it, pro-
ducing a variety of intriguing images. The application of
different compositional elements allows the designer to
generate new ideas for shaping new styles and aesthet-
ics. At the same time, the figurative solutions of each
developed collection are subordinated to the chosen
source of inspiration and reflect the author’s creative
concept - the creation of the atmosphere of the 1920s.

CONCLUSIONS

A compositional analysis of the chosen source of inspi-
ration - the Western European women'’s costume of the
1920s - was carried out, identifying and examining its
characteristic features. The main concept of the project
was defined, reflecting the authors’ interpretation of
the source of inspiration. Based on the analysis of the
compositional features of the chosen source, a mood
board was developed, encapsulating the creative con-
cept of the designed collections - the reflection of the
atmosphere of the “Roaring Twenties,” the world of
dance, luxury, and extravagance.

Based on a detailed analysis of the inspirational
source, the key compositional elements, techniques,
and principles for designing the collections were se-
lected. On this basis, sketch projects of women'’s cloth-
ing collections of various assortments and purposes
were developed, each featuring distinct artistic and
compositional solutions. The use of colour contrast in
the collection “Retro Luxury” made it possible to cre-
ate a vivid image in the style of The Great Gatsby. Em-
phasis on lace embellishment and a restrained colour
palette in the collection “Jazz and Glamour” formed
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Jokepesia. CGopMOBaHO OCHOBHY ifiefo MPOEKTY, KA BifloGpaka€ aBTOPChKUM OIS/ HA [KEPEJIO HaTXHEHHS.
CtBopeHo mood board, y sKoMy CKOHIIeHTpPOBaHa aBTOPChKa KOHI[EMNIis TPOEKTOBAHUX KOJIEKI[il. Po3po6ieHo
YOTUPHU BUJ03MIHHM TBOPYHMX KOJIEKIIH Cy4aCHOIO »KiHOYOro OZATYy 3a MOTHUBAaMH OJHOTO TBOPYOIO JpKepesa
HaTXHeHHs - iHouyoro kKocTioMa 1920-x pokiB. BuroToBJsieHo iHOYMHA aHCcaM6Jib Ta 3/iliCHEHO HOro MoKas B
paMKax KOHKypciB au3aiHepiB oaAary. [IpakTudHa LiHHICTD AOCIi/PKeHHS NoJisiraja y po3po6/eHHI XyA0XKHbBO-
KOMMNO3ULIMHUX OCHOB NPOEKTYBAaHHSA CY4aCHOTO >KIHOYOTO OJArY 3a MOTHMBAaMM ICTOPUYHOIO KOCTIOMAa fIK
JoKepeJsia HATXHEeHHA

KArouoBi c/10Ba: icTopruHMi KOCTIOM; XyI03KHIM 06pa3; mood board; mxepesia HATXHEHHS]; TBOpYA KOHIIEIIis;
TpaHcdopMallist TBOPUYOTO JKepesia

38 Art and Design Vol. 8, No. 4



