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Types of Resistance Strategies Used in Decolonizing Fashion

Junghee JungJr
Dept. of Fashion Design, School of Art, Sungkyunkwan University

Abstract: This study examines the types of resistance strategies used in decolonizing fashion. Regarding the research method, a lit-
erature review and case studies were conducted in parallel. The case study centered on non-Western designers who experienced col-
onization, but it also included works by designers who experienced war and migration. Covering a timeframe from the 1990s to the
present, it focused on design cases that appeared in various fashion media. The study divided decolonizing resistance strategies into
decolonization, appropriation, and parody strategies. Decolonization strategy, in turn, is divided into the recovery and cultural syn-
creticity sub-types. Restoring and decolonizing the traditional colonial fabric of cultural heritage has renewed recognition of the existing
fashion archive. Textiles were decolonized according to modern and cultural syncreticity approaches based on colonial and migration
experiences. The appropriation type was based on the war experience, and Western fashion was appropriated. The parody type of strat-
egy interpreted and transformed cultural heritage by re-exporting textiles , a national cultural heritage. In other words, just as Gandhi
used khadi and dress as a means of decolonization, fashion was decolonized as a form of appropriation and re-appropriation through
textiles and clothing. In conclusion, the resistance strategy for decolonizing fashion demands fundamental changes to solve historical

and cultural problems related to the fashion industry.
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o, ofAlo} ke APMIAL] et A} HE, 223 ERRIE)
(othering)ell gt =2]7} oA 2AThJoo, 2019). 2019\ 3]
Ey vjiggel s A 7I9Es SRleen a8y
ARA A=} Ay, ool E/} FHuEE 7] =H). ’“7P
o PAHo HAE g Fsial BpAl Als

T a2 YgeMe A X} ABA EREE “‘LSF d
Zol WAIRS E3 9rkSeo, 2019). 2022 MY 2]l
o] 7192 GA] ‘o, FRlolth. HER HEHE R A
AR>S 7|3% BEX AES G FAF] TY
gsitheta sk vldideel st 2t 90%7t o
ojm] Wiyznlald#vie] 5421 IFARMY o] Fele
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eh2J1] )4 (decolonizing fashion)yS F3 F4o] E314
ol2je] Bo] 2o #ak Aow Faw W] ZaAES 9
"] g (Niessen, 2020). THA L3l §9 44 HdstaL
FeAdo] ik AFomA e AHF S Pt} 1 oF

o
FFYe) FASE BASE A ook Tl SAARle]
L EEC AR BETE It
oA o]% wedshe tiAelRE QIzke] AR TiE Fol

Ak el v sl |® ke 491 AFRK(Hussein Chalayan)©]
AUTE ARRRES G=re] AR EslE AR E7)A|9] 7Fge
Al Ejolu} of AP A2 AAe] HES % E—*W_‘)ﬂ Es
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A= tEAQ] YRfololnt. s Hal
20189 F/W 2EollA] sojqirkze] o ?‘a J%, g, E5ks
o] Eg=|o] Vet Afret 34 E-"r]% L&A W=
QWALO|Z ofolHIER ﬂlOMto}C‘# RiES
Ao Agget o34, 321, 4F i%x%gl o
I e HAFE o] AES 1% | &
U= Z2XE ol 2eldEo] st 4o 7|E 2 wka)e
TES 933t

1980 dtho] Al=kE 2] 1=9](decolonialism)y= 1990 th ol
ge] A A% AP Y= oEAF AT okt
s H@2Y §H S e gEp] 9% g ERE
S 24 ‘Non-Western Fashion Conference’® ©]522 #2
AgE o] AFALE o] Aol o]2slE= Wl o

St e A2S 7 ARES mow Slrk
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Here
Aeols gaRIFe) WD o Rgeks dAtide) B ol
T3S VIERAE, 201790 Z2=7FE AR o

2>(Transnational Decolonial Institute)2] ©}=3IE|Y} Hska}
nlg]ol |2~ (Maria Lugones), ©FolE] A&7t 4 7MARI2
(Jean Casimir)?} 3l F8.3F AR E2RIFe] Fololx
4 = F AMI7II Rolando Vazquez Melken <} YFE
D. Fl=Z(Walter Mignolo)?] 75 F3ll =27t "sfst7] Al
2t 2018 e G S AR A7 TEA
(Research Collective for Decoloniality and Fashion (RCDF))
2 ARefstal 2Rl 3 EEd &% WS okt
(Slade & Jansen, 2020). Canadian Fashion Scholars Network
YA FLERY Al (Katrina Sark)E 2020 (RCDF)el| 7+
Yajol BANY AT A Hole] PEES AT 2
29 w8 YEYAS §slr] AFItkSark, 2023).
olg} 7ol afeloMe FH FAEE HFdke A A
A3 gEo] 2 39] HaYAT (Gaugele & Titton, 2019; Kaiser
& Green, 2021; Vénskd & Gurova, 2023) 7} ZIJ=]51 gl o}
el G hH The Hze] AT ol nEe A
Golt}, olo] £ 7 WAl s R YRR ojEg
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2.1. Eaglso|o| 1Y
G2 TS ofalaly] S8l WA 2EEFEULEFE
(postcolonialism)g- ©]3aljoF ).
ﬁAEiiqmgz‘g 14‘: ‘E/\E(post)’gq E}Ok-&} sﬂ/ﬂ
7Fs33 A oY oS WAL e, EAER
ol 57| & ~o]Fo] QE(coming after, neo-, A1) Aol
A7 oJu]e}t 3 ~E oA =(going beyond, E) &
& ouE FAlol Adth wmEtA AR e AlFF
(imperialism)®] 947 &2 271529 (colonialism) F-4Fe] 2|47
S IxE 5] ARIFe] B 212R1F2] (neocolonialism)’
, A Agole ANIF] fAtolA Blodg F2bA717]
3 FAuFe)E M2 thEA M@ th(Hutcheon. 1995). ¢
(neo)’©] Al&)HIF=olol| tgl Z7tz} 1A E4 wHslol| A
Al S-S =S, "(de)2 ANISHE 253
A F A WHE BA ETh(Williams & Chrisman,
1993).
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HE tisiA Fdisks %
AAE Tetr}, Gan
(Elleke Boehmer)= AFIFo)E “JEol|Q] A2}k z¢le] ofFgt
I N, 28l FEA EANIES tielEs Al (Boehmer,
1995)2 Aejgitt, waba] ARIFol= ANIRpL fe] $-94
o tigt WL wEgez EANIA WA= ASE F4o]
o} ARFe)e] JALE A RE, A5l S FFE ofrlel, &
gl opE] 7}, ofzelz}t Al tES S40E ASEIY, oA
o] i}, uluk o] ARIES] A o]F9} ojate] JA}, F
Eo} Bx|o] @] A}, QIFFoe] Almsle] HAL, 2elEe]
e} o ZelEe T3 dAbrb 23 TH(Paik, 2009).

2RIFe] ko] R &a) Aol FA] aYA ol 9
vje] X2EZZULRE S FRIVIFE Y] o] o] £
’FaeM = 73] ol Y& 2914 (coloniality)s B 3aL, 1
AEe] ZAE WL tigsiaie QoA nlEHT $7]4]
5ol ANIgEe] 2%t ATE 993 X912 A7)
FH EHES 953 FAR 78 Sthe A6 &
Wsled, HIMT FAER slolF oljet ARIFeA SARYE
AL FHsle gaRlsle] WHES A i $7]
2R ge 2 AdE Axsn 2UIA, AR
219] 224l (decolonizing) 2 A7 78S BT

GARIFE = AT} ANIx] Auiz Qs FAHE A1S)
A, A4, T35 725 vHsial djAlslee o|EFelal A
2l £-2]9lo|th(Sea Ikbooks, 2025). T3l EAwFolE= H
PA L ATAE A3} Bed] A7 AYE FEee
o] opg}, dAle] Al8d B Y TxE vdsl,
NMZE Felo] AB1A Holg Fsle FHOE o]ojXITk(Sea
Tkbooks, 2025).

E
o
i

i)
4

PO

tlo

o

of!

%

F

>

R

N g

N

SN

2.3. EMMRIFEo| O|&(decolonialism art)

23.1. BANIFe] mz] 5%

1980, T o] F23 $Al M2 AlA AA 7 L
A wlse o] Wskslet], 1990dUE ASE F8 Vs
Tl M= aRIFe9} Atk HAFE NFEHNeH, ol5S
3 veRd ABAAl 2419 e EARFe] ves F
TalHA HA FR7 veAZ JIYsHAl Hth(Foster et al,
2007/2004).

ganEe] vjEe] Al 1989d ulE]e] FHF AlE
(Centre Pompidou) Well $1x]3F k> FH A n]EFH( Musee
National d'Art Modemne)ol| A o] FoF [A 9] vlsAlE
(Magiciens de la Terre)](1989)dolz} & 4= St} ml&He]
oA} vl E7IR1 4 W E wiel(Jean Hubert Martin)®]
71802 MA A9 AFES FF A e o
< BAF7] 93 AAE R o] AANE= fH FAT
2](European centrism)ZF= BldollA Holuazl ske ==
7199 Zog, FHolde] MFE A AAR WA, o]’
£ & &£3} 7kl 558 APFE 2R/E AL [ZT] mt

SAFE o2 A7 rleAldME BAF FAIE S 4
e ArEe] E3] et 78 7 TR Y9 (New Museum)
o [Ath71A: 19803t FAAd2] E(The Decade Show:
Frameworks of Identity in the 1980s)](1990)2 H]w3Z U
AA] 2 A FE] AYS = AT veES J5E
2 U3y, gEEFeE Be 19939 FEYR|ILE
oz A nl=Rl, B2 W=, ofrolA] nlxle E&o]
Alole} HZHIANES] thee] RHES thFHA E2TlFe] 1
<0 MEE ANBATL FrhEdTh T A F71ARIF
oA MAIHe] T/ vEAR AYgstet B =EHS e
AL, 3z 7k NI, 1, Aol AlpdeE e EAS ol
A RAL 2 7S 18R =88tk (Joo, 2019).

o] 2oz 1993d w&2] FEY wEIHWMAA) T4
FdlolElQl de]xpu| 22 A2l (Elisabeth Sussman)e] 7]¥ o2
8% 3=y #]ol'de](Whitney Biennale)](Joo, 2019). 1994
| 8ol 718 [etrlolelHz]Tl: A ofrlolA ml= mls
o] A A Ad(Asia/America: Identities in Contemporary Asian,
American Art)}d, 19963 7185t [e}AJo} & ml&: HF, 11
ZH(Contemporary Art in Asia: Trandition/Tension)]d, 7
3 Bz ddjujeaelr 3 MZ2 JAE(New Histories)]
7, 1997 H]ellv}t AH14 (Vienna Secession)ollA] Al2HE [22]0]
£ EA](Cities on the Move)[d 52| AAI7} @27l S22 7]
<Al g2, Haled 7195 3 HAIZ F3IITH(Cho, 2016).

G| wee Tes| ARAEE Ag RE A At
A} SR AR ople) wtlole] R Q1T A Aimor
TE E318 U3, = 344 ARFoolx Hlofu, Fds
A7 As it s 7AW, 54 44, =7 7R
IS A AFF R TR e AAE AEAIIG
(Cho, 2016). 5 A+ mlzo] 9% AlAI9 L v)A o
kS F7etkar B3 (Sabry, 2024/2024).
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A2k (strategy)] T, TEHE oulsle 28]20] ‘strategos™®l]
A o9E F2E 5 ok AR BRE gAs] 98 A
] B (Shin, & Lee, 2002)0. 24 A FHse 958
20|t Wells, 2017/1998).

g2RlFe] o]2e] RapdEe #3le] EARlS Fad &
2 e, 2 R 3l deide 2 ddae=
E(Bill Ashcroft), 7|2 22|92 (Gareth Griffithye} &= ¥
H(Helen Tiffin)e] 34 T¥AE FZUY F510]E(The Empire
Writes Back: Theory and Practice in Post-Colonial Literatures)
(1996)°14 7gAl8] 2 thfal ok o714 o]& aoF st
W o237 7tH(Asheroft et al., 1996/1986). E-AIRIFEe]o] A
3 Age e s, ol AuA| o)d Ao E
sle} AolE oA SlEsles WY o 8BS dAsa
34 e ARjbete oz udr EAe HI)

(abrogation)21®l, ol A< v #38le} HES ARSI



H7lske WHS detth AAl= -5 (appropriation)?1El, ©]
£ A #olrk AR Qdolg nproly Apsie WS
st AR Bejo] BARE tE Mo Al o
ARizolg viwsly A25sh Hhgol she Heolct. 3
ﬂﬂh ‘w|gko} 227] (write back)2ldl, o] =&t (parody) ¥4
o Aoz AuGEe o) AAslE HAEE A2 A
T 2w AujgEe] SRt FTHS Eesy 5
o] A w3l A2 7FeAd S 2Hske WHES A
= e 2aT
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2.32.1. &2¥1s}

velR oA @=9l dl&rt Y7 &Yyl (Yinka Shonibare)
of olzgl7l g8l &7t Hlg] AlYul(Mary Sibande) 7}
A3 AAsE A A @ S o|mo] EMATSA Ak

< Helt} d&rlEe HEd st £ B o8
0}04, WAL FES A de R BAFT 259 AF
de AsHdE B AFH eAste] & FujEAie] A9
A38l(self-fashioning)el] Tt FAo] St} olzst 543 H
< 53, @2l | mlEolM = AAIZQ] Wl A28
73] A d&o] AAHEItHGaugele & Titton, 2019).

H 238 714l (Lebohang Kganye)?] WEQ miz] A=
7159 BALL fARS QAERE ATEl Tk 19824 ol
7Fssl=t vl (Barberton) oA Eloid mli] Al 3uo
A3 7PE=ERE gl &3 dnk. wiE] AlEHE 20099 2
3P| 22 ZZ(Johannesburg) Momo Gallery |4 €& A 7)<l
A [Long Live the Dead Queen] (Fig. 1)AAIZ 213 w9k
=, o] AAFA 2= Aol e AYE A
(Sophie)S thEllAl A& 2t} &vl= A7) vie] AP
9] ‘avatar’ & ‘alter-ego’©]th. FolxZa]yl Fal=re] 29l
o= 548 ¢ 9] ekl vEeQE B2 afdE &
Tstal o] Adstel] Edsta SEs7] flE s =Y
4] oS A FHA WS 7K R FUt

=

"‘%\

Fig. 1. Mary Sibande, Sophie Ntombikayise, 2009.
The Market Photo Workshop in South Africa and the 'Born Free'
Generation-Remaking Histories (2023), p.54.

g3J7] Bl (Decolonizing Fashion)2] JSFEF 38 209

U= 202 d2AA F 7R ZErdo] AfE o] Ut wig
AtelE = YRRl 7IEeR S 224 fFUES
e}, 29 SiIF AR}, oo} 221 Ale]o] o] el
Al Blojuarzl sk £ =k voprt shAel 12l A
ole] AAE BEalA 3fal AS]A o]Fel gt olofrE 17
ok 9 ARF AlUe] Al=4 dARtEA 9] AT E Bkl
Bgog Ei‘iﬁﬁ A -3— U] H]-H]-(Homl K. Bhabha)?] 2]
kS

2271 AAE 9ol 49l Tﬂi Hﬂ ]Ho tle] ZRFell= o
2 E Eéﬂﬁl Zéx—."d J7J %Xﬂwﬁi

g AlE ATE 2Y

£ A4S tAE ARIES Zﬂzl'?ﬁ‘:}. @J)r’ﬁ.?_ O]UVP‘C o<
7}—4 AA S 197t FEsaL e 274 AlelY] AAIE 258}
Al 3] AT THreplica)e] 2 TE EAHE B v
(Bonzon, 2023).

2322 A%

19801t 2ol Fs8l] Al EaRlFe] nerkee A}
AEe] HE TAHLeE 717 Heke FH-FA e A
Had AAE wsk7] AlEsllEd], olEd AEEol v
vhate] B354 (hybridity) ol2& 288 4 A= AFCIth &
ZFALo Ao YEo| 3L uk3|slr] 9] Talwe] AFsk
S EEPE £ AL A s AE BT o7l Sehke
A7 Mo Aot FAdell thal] BlekE TishaA, 2}t
FAdEo] £ aRIFe] A ZHE QB siAsaL BA)
ol Ae 3AE F Qlvke 3 EFAS Axd o
AR w3F A Ext@ell SJsliA ool HIAR EF
sto] gt e FHH oItk IAMIAEL Aujate] '
< WE=RA, FAll ARle] Estet Aojol] graee] A shd
A EF4E Z8ITHLee, 2014).

gz oS At o] o He Y7 Sun
(Scardi et al., 2011)=, Yoo F=ERILE 2Ailo] F4
AT o=t HopixEls FAR FAL HlEe Tl
=3 olZE)7t E3kE ARle] Aoz FAsUllE dlETtolt)
seuublle 2314 W] AAH] el Fol Sl of=
217} U5 A3 A AR o]Fo] A8ko 2 HE 19]
A5l MM AR FIIARIA] EFErolRtal w¥E 2
=, ofelZt LEE B B So =N RIEFod tE
she RIS Ao, 9AH, E3H4 Aol tig AddAs Bt
Tehs 2 HER Sk Ark(Scardi et al., 2011). Y]]
ofe} =5 Q7 F=o] oA e w8F Sl 3%
g svrlEle okZel7lke AdAshe A ukE (batik)S o1&
g 38k, AR, v, A A]lem d dEA gl b
19417] V9= Fodse] tgditshr] fls HA| gk
(Dutch-Wax) 7I'HE& AME8le] olZg|7l2 &4 Aol ol
< Aoz ofzE7Rle] &S F3MF17] flste ofze

¢

3

¢



210 Ol S]] A27H A3E, 20254

Fig. 2. Yinka Shonibare, The Swing(after Fragonard), 2001.
Paik (2009), p.81.

Fig. 3. Jean-Honore Fragonard, The Swing, 1766.
Paik (2009), p.81.

7he] HEAA 7159k WS ARIAA Va2 EFste] v
Ao F ofrlol, UETE, ofxzgl7le] EFEQ] Zlot). AvtE
H|ZS oz 7RIEAl A& o] He] A mjAe A
of &7l A RS mejuim 578 EshE AAe] s
Z23it), avnlde HEZQF 2] §9 o4
U= #E gle TIHEY =t s dE

25 sttt 2 tiFgze] BEol Al vjeg thEske
98 X2} Z (Jean-Honore Fragonard)] FJsls -3+ <1
Y(ZZZ Y2 & u}2})(The Swing(after Fragonard)) > (2001)
(Fig. 2)=, 1= o] ZFA AZF2], 7o Y, A+, =4
T O =HES A4S Ark. 9]l <2d|(The Swing)
>(1766)(Fig. 3y 31| et H2E F7ohd vladedat
59 HFS & vk Al Bl TSt e @
RS Qi o] ZFollE thFet 31 Ak dolX=
JEo] EAE] St 0|52 7zt =9 &3t dE, ©
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she A AR AHe] AAY, 22 FolEE °lF
A&He AAAE F49 AAFSE sk AoE,
<R e AEQ HAE BiA A= A&HE £
2191 245 Oisk vl alg ALgth(Farrel, 2004).
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23.23. o} 227]: ]

Aol BgHog Foll AL, v ol &34
oz AR AVt 5L FAE S GAYIFe] 1)
oA FAgel tigk Ao B Aol gk = E oottt
(Foster et al., 2007/2004). 53] ©2059] n|&ox FAA
HELS 9 vErES FE0R IAFL Jded, 2 F o
ojx|glo} F4le] FHEEA Frt Fe& e okt &
3, dsEsl, sslebe a9 93k e 7 vk

-

)\% =
TEE BT BAECIM A wEke FEE U ©
siol jERa} B3 940z st gepd o) M
oA ek olZelt #a1 e FHe Akoww @
BEAE et O 9 AReE fFHEsl s 7
3L Q7] wiEel] T1o] #Ee) ofzelzte] wizk: M T3t}
o #3} wel WA FAlel Al FE A1 252

A9A] g2l gk Ao zH P =gto] ® o] 2FE
% 3l olule <dRulelolThe Holy Virgin Mary ) > (1996)
(Fig. 49 2L Zolt)h. 2= 83 ARulgoprt
FEN GBS 92 BEoF ZF] FY wixEL 114
9] 7ol 7)Y v Eo] LHAR EdEo] o, 3=
W3} 7k otk wjgoE A% Byldle YR Hols =
I ARRlOA 2 9] 715 uiX|ele AdEEe] =g o
o7t ae A% Fstel FE (Puti)HE 2HEsto], XAt
E ks o o1& MiXshe 37kl 4] A71E e
o=2x, 54 stEsrt AF Al ASA, T A9
o =Hshs Al ES AHQl Zelti(Joo, 2011). 2¥
go] ZFL viE AT 7MY Tae] AR vEuE dE
oz Yol 71Xl FE onlE ThEA AAFHHA A Al
el 2he AR dzegdt olgthee] JidS B4 o
TH(Choi, 2008). o]#gh sfejt]e] AR Wzte] frdot
£398 o] ofd A= s Far, A JeRd <]

o

[e)

|

Fig. 4. Chris Ofili, The Holy Virgin Mary, 1996.
Lee (2019), p.139.



Fig. 5. Sandro Botticelli, Madonna and Child, 1480.
museopoldipezzoli.it

A HAE BBk Zlo] oz #A % PIAT= AR
(Song & Jeong, 2004) 31f4, & BEA de 71X AAE
A B2} sl Aoke] AE §]§}oﬂ}\1 Aez RE/AE
(Sandro Botticelliy?] <r}=1}9} olo](Madonna and Child) >
(Fig. 5= It 712 43l 19 oplE SEAY, & 2&
kL] B RS 3]E i e =] QI8 B
Zog At wt AT g o] 7S A7) widE
o] LEAR Rigo|=E AR U A2 Aol &
o] Atk AZ7|E] T2 AFHQ ofxzelgt deriEoe] ARSEe
AzolH, 259 £544 ik 7197 H8] B2 ofzE)t
totxxet A dlertEe] &g ARt 238 e A
o] BEE HEoRy] $J3) o7t FupE el gt o
5, 29 Aol FL ARgs) AT 2w e ol 7
@t 712 A o)A W, W ou|e} M ES Eo] b 3t
Atk oAl vhEvs Ag2ee SRlolH, 47 o
=2 g

edele] ZAEFoA vehbs delte 718 289 A%
Aol el AR E AoR olefdt & HAEX =R S
stal, o= PflolH, 2ok HlAE F U= "Hi% 9E2s
Adste] ist AAE Hode AT &
= S #gdE B3 g% (canon)S ““1910 /“]? HEo
Ao 2 259 AuEEe] S5 BHojFH 2RIz
HAAE 12A17ITH Yoo, 2018). WA oS Ho} 27]
o] WAoo g gEstEo] A4l WRE Egste JAR
ARE-E= Aot

T gE

Zox ofaid 4 Qe B dleriEe] &
He 7 Aol o Xif%lx} AHoEME FRIAY, =
7¥eb A AA v, A BAE ARRlA B, APE &
9] ¥ zelx —TLXﬂ_]_/] Jql AuErze] [ P=AS =
oJsplelw Fadiek. ol Ae HojHel ige] ohiz
2220] YR HFA o E WIS & = =4 A9 V)
3E 73} sh= A= tH(Joo, 2019).

olsh e gaRIFe] ArhEe] AABS AMATA I3

EJ0] Bi(Decolonizing Fashion)] A8k 23 211

A AT o-] oF

7o e =

A A ANE A A 8] 2B o]n|A]
AR ARlou} B AFHR] 7ISEEC] AR
oAt} olgjg AEELE AL F ANES] omAE A}

AE0] AABIAY, AASol| BEE Tl 7)Yste] Auly
A AE omAEe el ZEE QENIE AL A1E
fe o= oA Ad&slal o

waEbr] GARIFe] deriee ARIX
AES B3l AlEle] EHEH as =]
4=k 7IAE FAS olHdt ol AFE

AL dol, A FAlel tig Ba 4B Belgos),
FAZA A2 Q4L AUt web] ST o
&g %ol 84 RS ek, Ak AU Belske |
71eista ek,

2.4. 20l GiMol 1
GATS= A 22F A o] % ofrfole} ofazE7he] fY
AR Ee] EA]o] FRT f4tolnt. @ANIshe FHolu =
YA 2 FEHRl o] FUE7] sk, JIEe] vielE
u} 7] (Mahatam Gandhiy= W% A3eso] A5 AUk
A== Al 100 FH(1850-1947) B 2A|RIA| L] Hz27]
A om A AAGNA A oA Zefd oA A=) ok
& Aotk E4uk= Frrtolz} vkl Rzl 7]
© 2Avlste] o R Fhr](Khadi)ot EH2)S Ao
(Kaiser & Green, 2021), A91x] @&8e] 7% 5 shtel UH
sl A#E AES AA-f-(re-appropriating)ate] 2]R1A] ATy
.4 HAZFE YA A K Triviedi, 2007). A== T3H<] o
HS B3l 2RIA AEoRRE] 59Yg AAYrh &£oF A
HAELS 2o AAo] HUL, TFH2E F=RIEZHE ¥
4 59E& 7 Aok 7 3549 =8 (dhoti)e} 2
7l A& B2ah, a2 02 A HAE 42 JAtkFig
6). Ztl= A=) £ /e Akl QFHoA 7] sjEY,
£oz & A8kslt A X =7} (charkhas)oll 31=2~% (hand-spun)
How =9 AHS oz AdthBowles et al, 2023). 9
T S AMEEte] BAES E9ab] Qs
e F/MIE S AT FAR AR, A=z
2 o] Fofke A&EHoR [R5 9

N

rlo

1
Ir
N
f
2
0,
e

Fig. 6. Mahatma Gandhi, 1925.
Fashion and Cultural Studies (2021), p.64.
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Jeld A, 0] B4 Age Tt oy oy
;! 934 o

S o1%~}~ Aeelgieh. T
A3k B B YolRAT = HE SIS U7 A4
o 2} e Slake Qo] Jh TR Aol At
23 84 Folgleh. o) wedt 3717} ozl 982 o

7
_El_
A% ele] 2 Aol ol el Hel o8 &
7
7

[e))]

J

3o} tiulE]= A, A% A 7] AlE A= B
Ha o1z Aefolnk. 1Tk ol Fal BT A7
sk ofjzh <l Al)e] U e EA) HlEE A
olck. ofefat Aje] Heke Wed) AES WoNSRE Ro] of
Ue}, 224 A4 A2d QlolN AAIEe) B8 BARS T
st FAlol 2 Al2EE ek 7| Hgfe|t)
JH/EE gARIsisiths A2 A 2R AT slofA
gahe AR W Al Aol R0l ofe eke s
B 810 B3 2EA o, oldt % 262 B
stal JHAZIE Aolgk & 5 ok ol B, (Fig. 1)
Cornell Fashion + Textile Collection(CF+TC)¢] dF-olt}. 18
Al71 SHRRE AA7EA 1,0007] o)de] oF, 3 ElzEld
2 MBS BFs JE (CFTC= I g =M
221 AX3E Bl 2RISR A E HstaL . o]
Mz 19584 AHokZel7} 7]U(GuineaplH TSI 245
Aom fejTet AFdT FHE g2 FASE (wax-resist)
wr)zpel 71 Qlv)a GAs A3tk Byfield, 2002). A=
S M3 RY, A& URRIS W PR Zg2o]E ho'E
’3]-‘—‘:‘ ‘Non’o|gh= ©oje] HHaE= mefe] mAe gXs
Hkg], g]x]/\Efz’_ u= 1:],0_ O]E]E oiAﬂgAE]h. _%
ATk 19589 99 28U =ZFA7) 7o} FHIEREE A
871 A ol M AEHSAG, ARAE AR
I:H_O__ ‘HEH’S‘]—X] Ul—;qe _,__u_%‘_[ﬂ u].ok 7] ]o]__
CAH mehs TEF o] AdREA] AmAE YA P
oJu|gt}, FHoF 1E0] o9 (no) 2 ofY °(non)i 5
Od, 252 598 43 @29s & Aol a#EaE, o

fu

o Mg

)

; m

Wur o=

By b
oo mu ok > o rh

10

Fig. 7. French word Non (no) rendered Indigo-dyed shirt, 1958.
Fashion and Cultural Studies (2021), p.Plate9.

Fig. 8. screen-printed textile, 1960.
Fashion and Cultural Studies (2021), p.Platel0.

de ARgEoe] of]e(Noy= Fiai=s gelshy] fla 2&
HAtk 95% o)Ae] Whh(non)yES VRL 7|UE 19583
104 29 S¥E AW o] M=o AZ ARIE|T o]
o AlAel gk INARN AAE Ao E U Faxor =
Y25 Zgo] HAU

2 Fo Al 23 3 HE(Fig 8y PAuIske]
A 2R dgeitt 59 3 7Y FEee] 2
o ti5He o= AT F@l(Ahmed Sékou Touréy= 2]

2 A Wels Bl o e ERVE E A 2
(Saint George)g 1dA7|H & HAlol| Ziglo]2 2RSS
=ES= ‘COLONIALISME’ ®olzl 23] wWle ®MEE Hgo
BARATE o] AEE 1958 2RIF] Auje] F2ld| gt 5
2l tiFe] AXME Adslar ARIA szte] 2l W), A
ZAE AFsH I A7) AARe] =R TSl ARG
she 5 AlaLE B3l BRRIAEE A A, ek
oA I =S A% W0l Ql=olA AfE ek mant
oA &3] B & U= uﬁdﬂa Heltk, zejv; AAs] A
1 mhde] A28 ZkzsieE U AE, u
ZA G2HIske] 3 70%6}7] A3 A é‘%‘—% 227sle]
e Axs] 8 AdFdchs A8 4 F Arh(Kaiser &
Green, 2021).

AL thE AE RS A} v R AIAE 291X
et Aol AW mEZ 2 (Mignolo, 2007)8] 747 A&
), w9l EA3E Al wsit), ARiFels 1647] &
H 2Uds, /9 AlsTe, oiElrt tige] i A A
AdPd} A A=55-012] W] Axfolrt. AL
oF M Aj=FF=0) 9} XPHTA A9 AEle] YA, 23
EE?J‘ ‘:’H‘?‘ ;Q]]:{§]_5] x%g_g Hno];ﬂo I3 )\]—017]1,:_ 3]_

9%, F=3h o X}WOM R e B

2P, @A %HJOM AxY, HYare 2Hshs gA
Jol T2 2, e 2o U A= st A& vtE
4 BA 52 BF AHHQL ARIAske] g FiEo|th(Vinskd
& Gurova, 2023) WAL Alte] Hods EﬂfA Al
Aom, uiel Aol MALE HHEolllE =7t k. /Es)
F ARSjell A s AdzA o]tk(Wilson, 2003). #oAdS f
HollA] o]t w3 Ao A=A I A S AT

Lo

2 19 _E flo om e,

12

[e
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14 FALS ol Wi ARIxge FEux|uk HhA

A TR A S AT Wilson, 2003). 4141
AL o] T 7S A2 94 317 (delinking)st
|3tk (Mignolo, 2007). THA @l Av14de] gl
ANEpA] ¢47] ol (Quijano, 2007), ©1& HA W
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ok 2 vqw el AAfe] FAgelel gk vk 2 olgd £S5
AlFah, o] FAIE ol EAstehs AW olujEl B4Rl
o] 2Y2], MRl Sl Hlojut 3] olalE E54lst
(decentering)sl= A o]t}

Ao ARIR|sh= ARl 7S wjSke 2Rt ohzt
A A AR =FES sl 7 A Aol &
g Boue AL vt esde 22 i IEHS
olggt AHE Wit 22RIskE s (decolonized fashion)
< R FEYl EAske EHEE 9Y gghs xghsio] 4t
Yol F58 T2k AT ZEA HskE a6k
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(diversity), -8 o(mcluswn) =% 39t
AAE A A8l = o= 7i°1ﬂr. sdel g =84

& FHAQ geidS JolAoh

weba] gaE gjde oehmor Bk RA|de 3us)
S, A S Aol B £80) HAAE Agshe 3
ggk frio] Hrk £ B3 4B GAlsh #8E olop]
33, A7 49 Hle] s1Fe) =Sk St

3. EAnl miMol MEHeEt 7Y

E Qo= galwl sfde] xdkder §8-8 v s AlE
triole] 25 Bl vl vARE EA48taat g

vpolz]glo} HAlEtAl B u-E2H(Toyin Falola) (2022)=
IDecolonizing African Studies 4] m-a_,] A& MolF
(Chris Seydou) & L ofze]7} sjdS 4= Hol=
oAl GARIX|FQ] Al Z}o] w2 A< 4—-§ W37 E sl
ATHL &1 THFalola, 2022). AA A (Elke Gaugele)2t =
U7} E]E(Monica Titton) (2019)2] FFashion and Postcolonial
Critiquey M= ZAAlolF¢t H#HE TRHUR golo] &2
(Ikire Jones)2] ol Qo x]d|(Walé Oyéjidé)e} FAIQ 2kefok
(Hussein Chalayan)s o= It} X0} W oZ I3l vl

g3J7] Zlk(Decolonizing Fashion)2] XEFeF %3 213
LS 733 WEHS du vldE]ol(Demna Gvasalia), 18]
It B2 |9~ (Daniélle Bruggeman) (2017)2] Vlisco:
Made in Holland, Adomed in West Africa, (Re)appropriated
as Dutch Designy ©14 ®E] ol E3(Viktor & Rolfj= 271
A A el st Y _ﬁls’Jr 53 AP A )
9= 7Y BEAEE (AER3IL St olE viEe R
229 o] ARt S s AlolF, g QoA
FAIQL ARRlRE, gt wphdEjol | Bl A Eze] TRl
AHIE E3l A Et gt

3.1. EfAais}(Decolonization)

318} Ak ofo] ~Tk(Sonja Eismann)S  Fashion and
Postcolonial Critiques (2019)0ll4] 3|AAL] “$2S E4wls)
= Aol tial] AZshax, Al 7] AL 998 3 w4 of
Fhe|Be] g2Isl 7sAel tisl Al 7IRIE AlAlEi=dl, A
A 24, A7k /i, 283 7P F8% 22 oplo|He]
ezt siGAtt. A oplo|BE gvlsieles 2 AL
2 g B Zre YHez AAE Aoy 1del Jidd
Ed24 529] Z3(sum of conceptual and material evidence)’
© 2 olg]y¥= FF3 (Foucauldian) 2]m]2] “Ake] 0}7]-0]_3
A, ATFERIA) FETS S0 5 s Al tigk £
gk AES 3 WHe] 2 4 ik 7189 A OW}O]HOﬂH
= AMAL ZHAZE Mo ARIA] gl meE A Eogka,
=gl wel ezt U=A]% §-E(ethnographic artifacts)’®]
2= F 79 HE7F 7 EEti(Gaugele & Titton, 2019). ©F3Z
7t & Aw FeEolHEA V&AL S 7183 Az|2E
A 127K Christine Checinska) A1 A72] o<z} B2
WEE {E° Alo]o] o 2gehe AT =& A|F

). ol v WSSt vl GAHQ) PEe Au
oot AEFela Aelo] /19 FaL o, 7 uhe] o}

g7te] Fode wiAlEAY g rlE o] gk Agte] H2
< oz BREY ﬂgl*%]ﬂk— ﬂﬂoﬂ*ﬁ ddje] FdLee]]
SANHA G, BT B4 RIERH fE R BREo] oA
dete] o] HX| Eslar vhEdel] 2gEe] lvke Aot
olgigt P& AA7E Aol ARIA] el ZNigk A ofrtol
Bo] 74 =g °]tk(Sohn, 2025).

el A ARl ARige]o] allid o] FAgH A7k
12 T2 A7) BAE dojA], HjAd olFfol o] F3A
A, op7lelBe] AES A FAol thal] EAE A7 I8k
A(Gaugele & Titton, 2019)Q1 Zlo]3, A& olFlo]BE
oA olHelli= olFfo|Bel EFIER] uS FAY HEE
FR3l] A olFtelBE AR Hshs e Fo|th(Sohn,
2025).

ol& Wik A& AlolFel o edAde txil A
Aelr 229 2 54 91x]9] A} njg) oylo|BE &8t
AlEE AT R} gttt WA Molzelzt tiately F A7
AlolF= ZeE]e] AFHEQA HZTIY (bogodlanfini)(Fig. 95

mo nl Jzi Hn



214 ROl FRIYISR) X A27H A3E, 20254

Fig. 9. Woman’s wrapper (bogolan).
Fashioning Africa- Power and the Politics of Dress (2004), p.195.

A el Ao =M o ARl Aol opd FjHe] Hog
HRE #%9] JEo|tH(Gott & Loughran, 2010). RT3 U+=
HZZH(bogolan)o|FH LT F-EH ”Lﬁ’\]?] FEo 2 FAlsim
23} slAe] 7)slelAel sjElo] EAA ] wale] HE HE
olth. R TiEd o3 T2 % ]’i} 7EL 94%‘4101] AHE-
st AFAEoIEd AlolFE %H
&-857] ARk Zlolth, e B }%
‘:'“j”"ﬂ’%:— FAalHo| =), 2 B

40]913} 5] A&7} 29 ‘?—-_}%% FYg A= AH
EoA], FES A2 J

op o

_O‘L

Ao o
1 M1 oW

E

X

ﬁ

¢

N
o,
Y 39 4

Mo

t ‘:]'(Sohn 2025). o3 A =
2 Alo]= o] g AR HUSAE, ¥ HE]
éEM]E HEE, ole
W Ro|thFig. 10). 2w $3] A2 ¢
3z %91%1“* HEATUY e oJu|e} 7lee

Hdol 9 PRt e 98 AYEY

E

ELA

Lf?i ey
[ Oan
>&
i

me £ 2 4
2
ol

fo= AlgalEln 99 AL 98 Pt ARl 943t
P97 ek wRo) AT A4 Stk AlelRe Ze 4
A4 Ad AL A=e Zel B Bl Ale] fEw
BERUE o, 2k ARE AFIA Adele] A=
9e W A A s, XA AMgat] Sl
3 A% 49 9§ AUA S Ak 2

Fig. 10. Chris Seydou, Bogolanfini ensemble, 1991.
Afiica Fashion-a cultural renaissance (2023), p.34.

oA A EEdEy ] WS TRl
S5 S AAFRME AAP] Fagh
Al RS BE AlolFe= dA] IAE f3F 1S T
Q1Eo] HE@iuue] ARIsERE s
e 4= =2 =33l K Gott & Loughran, 2010). =
g AlolFe TEe] AT AHEQI B "a“?’l% s LE F
Fl2d HgFog ofx 7t Eshfito] stold At v
(Berloquin-Chassany, 2015)= 7158 2 Alojt}h. o]2 <13

ol A Frh 3| FAo] AlolFE w31 F%qu A
Atz RFEQAN, A TAte|E dol olerte] A
Al Pom, ofzEj7t AFH fike AAl Sde] 55 ol A
HAstarzt sle BE okzel7t tRlelUEdAl A& FolFitt
(Berloquin-Chassany, 2015).

AR wl=-elx]glel i Hlzte|d o)zt MEAL el Qo]
Avle EREZRIF F2E0|Fe] HEs ZZIH0R §
oz k. 9] S HolE]l golo] &9 o] AU Al
2)=e] 3 WA ElolE <After Migration> (2016 F/W)(Fig. 11)
& A ARBloA AlskEE AR olFe] At AR RS o|RIE
oA A=A 20153 olgolellA A 7P B2 olRlA}
7F A T= AR 20169 1€ Pitti Imagine Uomo 89
[Generation Afiica Show]ol%= <38 w]F th. United Nations
Ethical Fashion Initiative (EFI)7} F#3h= o] &e o]F9}
7Aool gk diFe] WS WS B3 S ¥4
st7] 913+ Aol FAF R o] 4w Al WY olFAES

ol ZFAF7IE 3 Ao w Z=% v i AF
. Al E o]FAEe] HAo] HEAMEE
heFtaL o) thgk %594% P £ < Arkes AR
3 ZxPoh 2o de <After
Migration> S50l 19 7+ FAAQ] ZHlA A&, &
o] BE3} Edlr)st Sl EH.\JJ_& A7k }é—a] 00}?-5} =

ﬁ

o] o]&2

%75; }elt), <After M1grat10n>4 ILE
ZEUY A olFE e, O MY =57,

Fig. 11. Walé Oyéjidé, After Migration, 2016 F/W.
Handbook of Art and Global Migration-Theories, Practices, and
Challenges (2019), p.402.



Fig.12. Walé Oyéjidé, Remastering the Old World, 2016-17.
Fashion and Postcolonial Critique (2019), p.204.

233 ItH(Tulloch, 2016). QR|H|e] ERoE= @
2s}el mz|e] A} ojobr]E AWetr] flal 18471
] (tapestries) BEIFS] A= ZHE 570] AT} ©] A=
A &2 SZHKOlobay’t €9 o}t (Adire) A& TR
124991 §)3} 9 FuK(Yoruba) oJ4do] AAleA 591 I=5S
shar ARz A8 fAle] wsls Bedor)y] fs dieh
AME Azsle g BEe] e 184171 1 A3
ZEg|e] Wl AFo] =S FAIFEY] dEFE sk
b BERERE 3E o] QUth(Fig. 12). JARR] HiE2EE]
oA wWiol AFEL IZFS YAFoRA, QdAdE A4
o] FHgk Wolzalgl AAleA AEA P Hd 2dsE
ARSIl f@) ofzel7l 9o ¢3l JALE HoFEr) Qo
Ade A3 A&l dig o AAIE Alsigozn FA9l
o] HHE 7). gAVIslE o]F oilel WA njgle

FE MAE B85, 553 T2EZRUY opfo|He
FAEZ ] AR} LW ofe} 2RI AAGS] JAF T
o= =23 Gaugele & Titton, 2019).

Qe AE o] YAl QFsA AU FE] EE(James
Clifford)ol] WEH At wkA)7] gt Eash] dsa] & A
7 el BE ddsitt 2 2 RIA|s), AlAlsl, E2ks)
(indigenous becoming)°]t}. ol 2tk MZE A5k 733}
st AdEshe 7FeAC tist M2 o2 JAH ouiA], dF
TE, AXE YERATh 2oxg1e] tiARle o] Al 7HA] Wi
EJHE 7o g i FEig Fall S ASH A% ot
Fro] A olmAE Bgsleitt. ST s 2] AR
7} Ho] daE Al A FUst wEle HalS fls)
A3 LS APttt A9} mjEle] HeH AdoAM A=
A FA ] AR Y-S 9% T4 942 75t
(Clifford, 2013). Wb QxdlE velxlg]ole] AEH<l 2
S} Elo] ot GAlg olt]y) IZE gl2ElAe] EANlE} A

% % olnlA TS ko ARA GALE Shjsa aeke
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g3J7] Zlk(Decolonizing Fashion)2] XEHeF %3 215

Th(Bainczyk-Crescentini et al., 2015).

3.2. HF(Appropriation)

WA 2y AMEEE HES Hdflighyt ol F
(migration)®] =421 A=} #o] Sk, s GAlellM AF
olEhs gole FF A ARRE oBldhe dl 7|x7t =
A7) wEe] oleigt o R ® HAFolghs fofd oS A
7180k gt 28 v o dojubs A A2T Ale-S B3l
S Alkehe #e2 olwlF) AHste] #EA 7y vl f
A}3ltH(Gaugele & Titton, 2019). AL Az A)2F w3 9
F AF-E do] EE(escape)t BEAH(escapee)ol] thaF A 2He]
He AlFdth A AAR olFsk= Altiel] A =i o]&

oZA MFstE 4 AR RAFE=XE FAQ Aeke
3 & 4 Sl

B71A 71222 2491 tAtely $AQ1 ARk 1970d
Hzrfolol| A Bjofikom 1 JA] HIAFE TRl 9] ol -EE
AU ek FAIRI ARkl EA TR R4 AL &
sH9 EAlol gk ti-gel FF F sEg BHYA 7)EEs
IS AFet 2] AR AA] YRRIRTE 19] ofolt]e
A © Bol B F Aok 7|ZEAE AT 55 &, HY
o] & uithel] wole 22 Ao2A 719 30008 =
Al F7IE AR, AEd a4 wliEe] vz Al=e] X
Hjo} QATHEE 0] AujE vk o] A2zt MAA A
Al g=te] ARIRI7E HYeE 196090 57 5H thMasayuki,
2001/2001). FAIQ1 Akjeke] AeH-S =& (homelessness), ©15,
-8 (metamorphosis), <%=, 37+ A|Al, 34 (disembodiment), -
Al(demarcation), w3} GAdolgke FA gk A¥de 1
o3 tH(Kennedy et al., 2013). $AHIS1 AFIQEe] 2RE-2 94
HAtelyEo] ofvl B3] A ofgA thRe] $=AE
HolF= 53] A3t oojr}. o]} AR o)F/de] A
HxHAE B3 TSt FHo 28E AT § Jrke A
S0 AkEoke] <o ZH Y (After Worlds)>(2000-01 F/W)
(Fig. 13)S 53] & 4 AUk Gaugele & Titton, 2019). FA|
1 ARRES <oz Y=>olA FdRly dRlEe] 248 o
FHom AAAg Bl ofd A AL A9 HES FAst

4}:
a =

Fig. 13. Hussein Chalayan, After Worlds, furniture wear, 2000-01 F/W.
Fashion and Postcolonial Critique (2019), p.121.
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7% ek T 9 BdEo] A oz ANE HA =9
22 Ax Y3 4% JFEoES o] FEAAER vy ¢
3L FF3] ol Wie 374& AEdd 2= 199049 ¥ =
Z2H (Kosovo)e A 0 27| whlgh Wil HEr) o] Zdde] B
ElZ7} ATk SIStk AR 2825 AAle] AFAE
FE 2 Algbolgtal TEHA o] AYHL AR Tl FE
Hual ARES $70e ARE gk Aot IAARE 7]
22 AME GES wWEEA Avkba awEk v ik
“furniture wear’ol|X JAAHE =Y A2, uj118]L- A Ho]
£S 27ER WS HRRIE 298] AFAR] ofolr]of¢]
3L FAolgtal 2t AR o]& ‘wearable architecture™2k
Ao A2 Al Zdsfjof & 7§ ol TR 4
/g2 Zolti(Chalayan et al., 2005). AF}QFS S
Ak 7Fs e ASEE AL e Zlelty. A9
g Aol A Al JE wu Al AREES
s Aol ol ZHAIFS e & 94
Be)7F §le2 Adsl Jtk(Chalayan et al, 2005). ©]
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dAS Fal Aok Q17ke] Al ek FoldetAel
&S slal Jom stoju| A (Martin Heidegger)®] =52 Al
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Fig. 14. Demna Gvasalia, tattoo-printed flesh-color body T-shirt, 2019 S/S.
www.vogue.com



Fig. 15. Martin Margiela, Tromp L'oeil Tattoo T-shirt, 1989 S/S.
www.momu.be
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Fig. 16. Beauty—Cooper Hewitt Design Triennial exhibition, 2016.
Beauty—Cooper Hewitt Design Triennial (2016), pp.60-61.
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Fig. 17. Viktor & Rolf, 2015 S/S.
Fashion and Cultural Studie (2021), p.Platel?.

Table 1. Types of resistance strategies in decolonizing fashion

Fig. 18. Van Gogh, Wheat Stacks with Reaper 1888.
www.Irenebrination.typepad.com.

Decolonizing strategy Designer

Meaning of decolonization

Restoration of cultural heritage: Cut and production of Bogolan, a traditional West

Recovery Chris Seydou Affican fabric
Decolonization Ikire Jones by Walé Oyéjidé Euroc.entnc Hl.story Composmon and Challenges t.he Colonial World: Merging
Cultural colonial experiences with cultural heritage(tapestries)
syncreticity . Combining the material of clothing with the skills of migration experience and
Hussein Chalaya . . o
fashion: questions about human identity
Appropriation Vetements by Demna Gvasalia Expression of identity by appropriating the experience of war and cultural capital

(personal trauma of Western fashion)

Parody

- Viktor & Rolf
(re-appropriation)

Interpretation and Transformation of Cultural Heritage: re-appropriation of
National Cultural Heritage
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