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Borderless Fashion Practice of Post-Postmodern Era

Junghee Jungf
Dept. of Fashion Design, School of Art, Sungkyunkwan University; Seoul, Korea

Abstract: This study aimed to confirm that borderless fashion has emerged through case analysis of contemporary fashion
designers’ works, reflecting modern aesthetics and values, and to propose a new framework for discussing fashion. The
research method was conducted alongside literature and case studies. The scope of the case study included collections,
exhibitions, performances, installations, and film works since the 2000s by designers who explore fashion as a dimension
of material, expression, and experience while practicing new labels in the post-postmodern era. Borderless fashion empha-
sizes conceptual ideas and expressive spaces. Research shows that fashion practitioners create a dialogue between man-
ufacturers and consumers, transforming production and communication methods. They redefine their identities by breaking
down established binaries and dissolving methodological boundaries in fashion. Furthermore, hypermodernism, meta-
modernism, and alternative modernism were defined to define the post-postmodern era. As a methodological activity, the
concept of fashion as a material object, expression, and experience, as well as its transmission and usage, was explored.
This has laid the foundation for a critical and contextual analysis of how fashion designers present and communicate their
work to consumers. Therefore, this study is meaningful in that it identifies a paradigm shift and, as a creative space illu-
minating the critical changes in cultural discourse and aesthetics, provides a platform for the fashion field.
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(transdisciplinary)=]o] A7+ #3512 gkl S-S Aelsh=
22 737 (boundaries)?l] <1< A71&kaL QiTh WEF Au]zle}
A AR A Aze) o Al olEL AZIEkE 3
on, sjo] B 95 Floln oA AP F A

[}
pos

3l &S Al7IstaL
xZek2 FEoly Lglvlo| Ale]okZ(Olivier Saillard)7’} 718
st The] Y GAM] & ZH(Cité Nationale de I'Histoire de
I'Tmmigration)oll 4] &&l ‘Fashion Mix-French Fashion, Foreign
Designers(2014-2015)" X< 3jAdo] =7} ZA43
& ANk Hl Slo] SFAQ] s sk S0, A Yol
Al 25 zZpol7t mig- ASS ARdelghs Mok fIX|et B
]2 9|A (borderless fashion)2] A4S 73z3it). A& o|H
A& AAR A, 3-82¢] Rujg)s shAae 27t AAAd A
Fol Az g R A e} A-ste] 53] Fagk g 7t
=k Bl e X9 AoE Afstal Al H7t
ARE AHelvsi, 32 FAE xRt dE FEA 0
F 3E 233kt (Loscialpo, 2019).
3k Qle] ® WA olE-Z(Virgil Abloh)e] A
o] AL VIEAEN o2 34 B 84
. 2019 ‘Figures of Speech’ 3|34& %3
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A, vigE =2l viel sl QHAES i) Aol Al

2 Wk AN F57 o AjzEle] FU)H AEA &
A& FrakA G dA tRtely ollolE 2F(Aitor Group)
& 2] Aol tigk e oleltjolE pAle® s Arle]
o] WEofA| A, AFatH, el SE i RolE B3l
Wolgole WS A gttt ofolzs wh =M (Iris van

Herpen)®] 312 4, 8}, 28| 71&9] BAIE oM
WSS, AIA], 7Y, o8] FAIE dEa dYgHela|Hiks
EFel 2= A3}, ol7R9-2~ 2}el(Eckhaus Latta)e] 2
2 A7t glom, dEA A AJ2Ee] 2E AFA]
< A vloldzle] S & Sk

olg]gh WAl Kol HAM TRl EL TR Hoke] AX
Ve FeoE At tEAlA tARl dElE 222 &
&9tk Yoyt bAE mitjejel AR B4l 7l i3 e
o] M4 t] RFshge] et A AAH R et A
Hrjgls sfAde vtel]e] A} B (borders)e] SIAIE &
3 AtE 7S Ak olF 8 A&, 71, e, 15,
Ty YAl S TR FefAQl fof 3 Foke} Ajie]
WA AR7EES] S oulditt HEEs S £
A A7 D A Alele] o] 2Esles w7kl YeRdt
oA e S AAEa BeFs AEAQ WS Aast
E Rolgal & 4 Qi olol A Ao AsHe 13
A8 A9o] Al=He] gt HrolA Hoju Rrjgsa
o] Jdoz Fdshs Wl sl theEazt gt
HHg2 oAy AREE AYPATE ATEE ejdr
A= = B @A A (Gerre, 2023)7F $oH =
e FAE BEEEL @4E tE I (Kim & Lee, 2003;
Kim, 2003) 9ol #HZ9 Hujgl& A d¥E t&E H29
AT oFF WEE Aot} ol A2e 73 vEres
Aol ¥2E F2ERUY HEEA A AHE Eshe A
7t a3}
HoAgre] A2 gulshs Al HMe] A4S A=l
Aelahs o R Hrgs sjdolzis o N
sttt A Al Ale] mgks) 7EXE Wk
A titeld o] ZQdel tigh AlElEA S Fal Hrjes A
olghs Aol SIS G, HAE =osle M=

N

s

RN

e

S Asie Zolth. Web B G Brjes A4 41
ARIE ARt Rs AR vHRe MY nrjes A
o B olsfsier] 2 delvt altk. olF AT ATREC

AP FolAr
2. 2 AFoxe] Hygls sjde Folg deherh
3. A7 AxzAe] Hrgls g A
AHe FAAT9 AlEATE HIY
A, BrEjg|2 glXdel] #3k o232 uj7e] A3
& A= 23} deridy dHEE AHEy 93 e o2
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7F 2 HErL A 2EEY] AX 2 AFERs AFE
it B, TAEZ2ERU O REEs s AR
7] st AR e S8 S de 2 ARt
B3 FHAT} HAEE, AARRE, 71AL, HARER]
1 JABEA|E 55 55 AlEdTE Aa AR 97
iz [e)

=
F2AEF2ERAAN AR dolig AR

tlo N

HCA
Mmoo K

olFe] AYM, A, HEH2, A, BE AES A

2. O|EH Hi&

2.1. M22 djg{Cio =M ZAE.ZAEDH

Qe XAE WU (postmodern)©] ‘S mIAEATP I HiE
2% A= WHH(Hutcheon, 2002; Kirby, 2009), TFE 8z}
E2 XRERU] AR o] oflet A2 FHORE A
Z3E At AA]SPE A (Bourriaud, 2009; Eshelman, 2008;
Nealon, 2012), ©] A= A|hE F27] 98] B2 vt
o]l Eg A&}t o] Fo|E altermodemnism, off-modernism
(Boym, 2010), semi-post-postmodernism (Davis, 2010), trans-
utopianism(Epstein, 1997), performatism, post-millennialism
(Gans, 2000), digimodernism, pseudomodernism(Kirby, 2006),
hypermodernity, automodernity, post-postmodemism(Turner, 1995),
metamodernism(Vermeulen & van den Akker, 2010), remode-
mism(Childish & Thomson, 2000), renewalism(Toth, 2010) &
o] Ut

E2ERY o] AE Fi YFg F2 2(Nicolas
Bourriaud)= altermodernism®.Z o] W22, EHOo 2= #
Fofel dESlel et Aol dlezgellr 27te] HAES
A= Aolgt 3 thBourriaud, 2009). 2+ oA THRaoul
Eshelman)> performatisme|2Fx. 3} oW, 314 32| o]
32 Zgoly, 294, &2AE SR F th(Eshelman, 2008).
dH #H](Alan Kirby)= ©]Z digimoderisme|2} F-20,
SelHo) 7 fEAolm tire] AMER FAHTHKirby, 200).
A )W =7 (Gilles Lipovetsky)= hypermodernityz} FZ
B¢kt 37T 491 =gk AHEtaL A ATHLipovetsky &
Charles, 2005). /- = J. AFF-A X (Richard J. Samuels)= ©1&
automodernity2}2Z F-21 TRY &7} A7H] A4S 4
st ZlolZal 3k THSamuels, 2008).

Flo] O 71A] o]E2 diEZEsisiA A 7H](Alan Kirby)
7} XAE-XAE WY (post-postmodern)e] 7HE #4] A<l o]
olg} 39 oM (Kirby, 2010), #2)3ta} mfEAJo} BEIE
(Marcia Morgado)= 5291 §0i9 ¥AE XAERT] ¥
2]l gol= ARSI, olefdt =AlER T EES 5
2]of| 283} tH(Morgado, 2014). HIYE} 2~ (Dennita Sewell)
& mlEAo} REThwe] F4E e SIS AFAIA 2

2E ¥2ERY 34 A3 (The Post-postmodern fashion




354 SFOliFLEISIR] A28FH A4Z, 2026

exhibition)’ | 4] altermodernism(‘The Future Is Now’, ‘Scraps:
Fashion, Textiles and Creative Reuse’), hypermodernity(‘Dior:
Form Paris to the World’), performatism(‘Balenciaga: Shaping
Fashion’, ‘The Fashion World of John Paul Gaultier: From
Sidewalk to Catwalk’), automodernity (‘Iris van Herpen:
‘New Nomads’),
(‘blog.made: addressing fashion’, ‘Items: Is Fashion Modern?’),
SR o Tl 7bA o] BF Hde mF mdshs
‘Ultracontemporary’Z PH-2] 3 thBlanco F & Reilly, 2021).

oo} o] EAE-EZERHol: fol AR FHA
A TRAL AR e B fel) #e =4S A% &
Qe she A AYolM Hol F shjolt, EAE
ZrEWEY AR £3) deirie] E3e) Ay 2k of
I OlEt Hopo| SAEL YA, A 9)7], $AZ
B4, WA wslshe 4R A Jl&olga T
(Hutcheon, 2002; Morgado, 2014). At Al7]el MAl= =4
ool Wl & 4= 9= R (modern) AltHollA] XAER

1= /\]EHE o]sg@\]:]‘ ]b‘ IAEFAERHS FAERY }\]

o] FLE AASAL, M2L 271 Adje] E3lot ALEE
of the HoA dFger HH
(catchall) 8-0]°]th(Blanco F & Reilly, 2021).

old & AFelMe EAERY o]F o] AE g fHrle
2A Brjgls sds Adshy] 918 Table 13 2ol =2
AlthE Z2EX2ERHO R 74317} gt

Transforming Fashion’, digimodernism
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2.2. IIMof|M2] Eri2|A (borderless)

22.1. X<} Beej2e g

w2 Jhd-E ] S1El WA 737 (boundary)et R
o] NEe AHEIAL gl

HE ST ARA R AA R 22 AEo] o
gk 7)ol ofsted B7kEE M, e A|Yo| EEE AP
(Dong-A Korean Dictionary Research Society, 1991)22 7
o] WXtk APAA ofule] T id7re] A B o), T
AA7ke] FAlkE Adol W] vk AAeRs Jide
AR ARl s v A AE]HEr A7) Sl S1X8)
glom Al - AWd . AFd BYS AN, A4, 2EH =

o] FA9} HEe] s =o)= 3 Jth(Lamont & Molnar,

Table 1. Post-postmodern as a new paradigm

2002). ©] 1?1 FAEC] A e FHORE 7PEg W A2
LA &2 oAk, HA<] %Eﬂ% IS TR AEH
M TE ZolE & dnt. g2 AREER; oE FHE27
(David-Emile Durkheim)®] “314d°=} ‘H]" S A AT A
=9 X138k} w2 wB](Carl Emil Weber)’} A9- T Alo]
9o 45-& RAFAT= A Tol T2 o¢|thJoo, 2006).

¥o] Bt (border)®] AFIA oulE F UBE Ure 34
Al FHAYd e 1 A 8 A9 (Longman chtlonary of
Contemporary English, 1995)°|t}. R ZE Zds= AAI= <
et 7 =71 7] 54E oujgitt. 2EiA Bejd] thek A
= =71 Alele] AAIA (border line)olvt 73A] A4 (border land)
o] om= “}01 A€ TH(Lim, 2008).

HUE|2ae 19959 WTO &9 o5 AAe 799 23}
2 ¥7P7J—4 AA7Y ARAEA FAdEE Alxo]oltt, HEEX
bordere} less] F/d1Z ‘border’e] ARAA ul= A,
73S 5o, less®] ARA o= o] gl T §l
S Z=SHCKOh, 1998). ©] F ©@of7t AT ‘borderless’=
17F Q1o e RS 29S St wEk mg
25 7AYol AR AY 24sle Aol

21715 & 19908t 2 of= AZ|HEke F453 wd
I HSlE o] Rtk I xo] #5t 7|&e] WHOE Qe HKH
Eale] ke JAIE SR o|o)Fa FAISRs U wEA|
ZPE 5L ok, WTO 29 o§ AlAlE F7<] fle Alde
Tz 730 gl AlAl(borderless world), =73°] i A
(borderless economy)Z W3l 713, A|AAZ= AlSlF=
AEFALE gle 75 BAL] Aty 5 skt A
AHoZ= AT AT eelE A, £8E BAY] FERE
Halal lth. Eue| @5 5%730] e 7AAC] g T
HAF Qrh. &dazl FAF9 3 JRAH AR T
o, ARUAlelde] e, IEUe] gt muld 71719 Be
T2 7F U= 7he AEE FRTh dEYlS S8 A7 A4
e WoR WA Jax AAlo] date A8 Ak, 47
< 3, vHAIREE7EA 7Fssith WTO AAe] 233 3
A A1) o8l @A &3 o, AR, AA 5 okt
HopollA 718 7L JQ FAa] P%"@, Az, A9, v, A
gE A By 2siEo] 7he S Hol UtHKim
& Lee, 2003).
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Period
1900 1970 1990 2000
Art + culture Modern Postmodern Post-postmodern
Altermodermism
Metamodernism
Perft i .
Fashion Modemism fashion Postmodernism fashion Conceptualism fashion erformatism Borderless fashion

Digimodernism
Hypermodernity
Automodernity




A A7 ofdek )
es el mxaldl 4A, 2
2 ojeltolzAle) sptel v

222, BH2= A EH7

HIA} Al2](Vanessa Gerrieye HE ]2 sjAel tha] o<,
7%, #8h, A%, 2y oAkl 53 2 oE Al &
ofe} WA= AYE she AFAER BARE L, oz txt
oSS TE Eoko] AFAEH FEoE Ajds oAl
gzel A2 222 83 31t Gerrie, 2023).

A 7SS Sl WHEA A AAE s A
e &l st HPO]L‘]E] 5H2ﬂ°}§’*1 B AES
ARl AgEhe Jolate WS sl
A zA e} AH)|A} "}014 Wﬁlﬁ ‘éoiLHJJ} AR} T
3l /EA ofolrioie} B F7tel| oS T A o
Aolgl & 4 Ut

MdozAie] sfde] W2 Hujgls s Ao &4
ket 713 374 etk /g e EAM o] e &
F7EE9] A} oA ofolr]e]e] $-44E efmjgitt. ol
Aol olFteln] F91e Fall EsH ] wiyfA R T AL
Aejz] AreA 2 ERIZEe] AR 7] ol AFY
AL 20417] FHE AN FD olEL] WHA HIERFA|TE &
ZH] ok (John Galliano)o} LEAtE] 2 (Alexander McQueen)
I 22 yzteldse] 1980dthel 1990 thell 7193 st gk
sdseol] BEE Tl o] FAEL] XA APl IS v
Aok dle] 7l H(Rei Kawakubo), ©]A|e] w©]okA (Issey
Miyake)?} 22 TR IUES HIE of7|A E2le] ZEAQI &
g AEAIZT de Aoolx olgstA HIAUL dAl=

l

é“.:
=
"

Axe] B8-S T3 7P Bol AEEL e, o] 73
= 2HEE BAES WSAZIL vt gl s Az
ozt sjde] A 25 BAF A igh “5401]/\1 7}
T 2719 EES B 4 Utk HMISE Y2ES=(Vivienne
Westwood), ¥ 22~(Rick Owns), #lo] 71719} Wg oA
S (Viktor & Rolf) ©] 22 o] 4 £ 2 o] deldtt
© AHE =Ehal WA o RA s Bls HlEThE H]
Tl 2AE FL AUk AL ogo] 2o HIE = Al
alE v, dlee A E3h }E~ ]16H FATE. vEA e}
o2 7w IHS B B = O B AlgrEol
@3?“ T UEE o]Fo| F TRE TAlVIEe] WFsiE o

HAATFEC] AN AFS ALtetal &gske WA AMIE
< BYsks WAE | Azl 2HR) Alele] tiskE
plassbiisy

o9} o] HAFA A, A9 oppten Y] T, A
skl tEo] i ded A& WA F HE 81E
o] Hrjg]x sjde] WH S o]E T

oMol 27] Hrgs AlEEA ST

CEBIEES

EAREZAEREE] HrjE)s Ajd o] 9 ot 355

M9l A}k Hussein Chalayan)©] JATh FAQ1 AkReke sid
3t Estel thdet ok Alele] Tkl
oI5t h:]- E17]74 F|ZZ20l0) Akleke 0= AAo)A
npRErO 2 ke Bk TAQl Yol A] oyttt TiRtely
© 2 A9E oo Agrem, I 73 gk A7k
o] ZFo|A AR HEA FUTh 2] Ato](In between)’
1998 S/S AHM(Fig. 1) A1'd A (belief systems)7} AF31<]
Feg Aosle d AMEHE WAS tEATH(Kennedy et
al., 2013).

Aol BHAME FAIQ Aeiore] A het Ao 7]
= AR 0 hde] AgH Zow Baha JEe 4
ol e 3k ek FEAG b leide] x| =

2 o] Lol SRE AFEAH AARIES] Felvt FiE A
& o] AR e lske YA IR o2t A
vso] I 5 Hu} :ILZWG—E SA 2 AAE FEk] A
Fole= Aoz e 5 Ark(Lee, 2017). AERES T
I Mg E3E *Tro}*— AEE AL 7Ol 28] AR
548 ofgske theshd Z=8 #)sk ok 53] A
& Eske] A% Aol wdy oA it Aole] 2t
=2 (chadorsyE 91> 2dle] Fof 545 F3 AEsiA A
% tH(Chalayan et al.,, 2005). & HA] 2o o] 219
A2 WL (veil)e] Fejol ofrrla(yashmak)2 718l 5%
3l dolo] TR RUEL 159 52 HAF LR @ol
7FRE Fee] AE2E YA T A= oS At
e AAE =i 1 o] EAIEA Eshy SR
Tt ol oAt oEoR o
FE A2 UARleR, S
Al €Al FEAE A7l
g A7AFAE oEo® FAZ Zlo|th(Jang, 2002). ©]k 310
o W2 AP el A F=5 7t
WS EEleka, 571
J3lch a8y o] FALS
19} RO ¥Fe] 7%

A
o =
rN
T i
o2
lo
o f
H
M
%
A
i
oﬁ ON rOt'

EejdoA @E}?}Cﬂlﬂl A
S @ 5 len Zeet A9
2005).

2141719] Tefle AR, ded dAH, A5 AdLEA 4

il

-
R

Fig. 1. Hussein Chalayan, In between, 1998 S/S. Chalayan et al.
(2005), p. 36.
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Gt A2 Altie] A HRelHES BN ded-d
A% PP M, 25 oE S0, AFE B b
(upside-down store), AEFZQN AN 48] tieh, 22| =54
oM A A3 AEE 2RSS Qs A e TR
AFA ofm|et AYS AESIL vt 53] A4 g
g wee o 23S B o] MEE dEd F
214171 A BiRtol Altiell @& mIHTHSkov, 2011). 2141
7] AU ES AB]A ol E dalske 24 AEEE
T8k, 71 9 ARl oES Al7IsiH, vlE ek
AUtk AN, A AR, A ARl 22 ARl S
AL HE7] S8l 2, A, 719 (interventions), B3} 2
Ar e} e A2 FF YP24o] ARS-HTHGaugele & Titton,
2024).

QlolA vl A9 ARE, & Zeloke 2|3 4y
DA} 22 1990d)e] AR 3ol oE 214171 B
2 I Aol v e AR "2, S A EU%
Ao FAolth FRERY txjoluet #lo] B.9JE](Leigh

Bowery) 7S ZAERY olg|AEES] A3 7|l &

2 o

— =
(end) A1l 57k 21417] sAAAAL] Hojg S 918k 7]
Z AA7IEA 98-S 3KGerrie, 2023). o1& 3 Ao A

S EZ3 th’d(object), A& (representation), 74 & (experience).>-
2 Aolsle HAE st Ak oA Ewe) s AAdE
o] YAIE 7l AR FEE ot AFslaL (creating), AHEH 3}
3l(representing), EAFsl=(disseminating) W219] W3} QS-S

ofm)sic,

3. ZAE-ZAE QDN (Post-Postmodern)2]
H2roi2a oM AN

2 gorMe x2EF2ERUANY] Hijg]2 s Al
LS 98l 689 tAtelus Al2e Al gols & 37t
A1 Hypermodernity, Metamodernism, Altermodermism 2.2
Lhro] A8zt gt 682 titelve dEit=g mAy
(Alessandro Michele), H& o}E=Z olo]g|x ul 3= vy
ol 22X FA} FEZI2F](Gosha Rubchinskiy), 2213 v} 7
(Ma Ke)o] Z55 TAO=E 33iL) o]E2 X2E-ZERY
Alte] AR golEg AxdatHA e Bd-3d AR
Ao ® gshs HAtolUgolth £ Jid4 oleltjolst &
A I ToAS FHA AuSoA AgEs Wl AA
£ Alste Holgs vl & 5 ok #AFe e A
2 W8S tEe AME 7o = Sisit

=

=

3.1. 5lo| I 2L|E| (Hypermodernity)

stolHEHUE = 232 HIx A g Z W =7](Gilles
Lipovetsky)®] ‘Hypermodern Times(2005) 4] A3+ §-0]0]
2w =7)7} Dt e e, s A2 2 s
=g 7]ZstaL Ak FEH=T]¢] W= slo]F R U E €]

542 Bl 2ot 419l A=t AnHjEkar skt (Lipovetsky
& Charles, 2005). M2 ddl ALE7} st k. o o]
A5 AlANA oy ) 2]4d (modem rationality)<]
@Al Eeste Aol oz}, #oi/d(modemity) XIS HATh
3H(modernizing)3lx FE|&FsHe FAlolt). Bl EH|=T|E o|g]
gk e B3 AN StolHRUVE|RS] AR ofuzt
AEAE Az slolHRUYES tisshs A2 AlAsE
A, G WAl FUNHY d]dsl, = ol A,
TAgE 7RIS FEE FHoke A i Aotk
(Lipovetsky & Charles, 2005). ¥XEE-EZXERTAYE §}o]
HAG A AiAQ E3HH W] ElA Blold Hak oh}
XA JakelA "lolg = U= 3kl 38 FAdES 7KL
= T de d & AEHS T

AA= e ATololgE TjHER] FHit== nA
#l(Alessandro Micheley= ©]A] slo]sAH|Fo] Al ALS]2] 4]
ke A Sl X2E-FAERVY FAE OFEL ) )
Aol A siAE A gk AR tE 2E I=E 2
8313l Blele] HEAR ER/RE EeshA wE A2
A ZA7EE B2e golEt) 19 AP Bz ofFlolH
o} A=, 2 A A} 2EY 5 ARlA BIREA
g, olgfgh Fxeo] W9} 4F¢lo] AEe] AlEA SuE Al
st A A F835 S AR Al gslet fAket
Hpxlolt), o]#jdt XAE ¥ AETR
FAshs BHa=e o) mEate]
83 AL e AR FHaH] AAS FAEERE Aot
(Blanco F & Reilly, 2021). mj&g] mgke] aiAe zfe] wt
FHARUZA HARE 71 o e vk wrRE A7kt
7] a3k E3H 7155 AFAstaL BlHishs Aot v
Aol 7 AYMNAN &3] B F U= FA F shie =
2] (maximalism)2} ThFet Ao, w8l #3814 4o 5=
olt}. WA ] &3} 7 Fx [, T ¢

= w3H freel 3 AP E5H dfel e vt
A
[e]

i
4
>~
>
o
il
o
(i)
&

N

H
YrhFig. 2). FH2 1980t tix o] i 9= A=PeilA]
F7E "ol Bl AA7F el whEs) mjgke] dxl AA
g TR GAE AL AEd Aotk IS B8 T+
Ae vA g AZFHsaL ololeUsiA: Wi Bl df
Ao 2319] $-9loll =AU HHolA s o] AHE A
gg3tozx nAg e FRE FHAH|9] 3 Wloz AAE
A zHETHBlanco F & Reilly, 2021).

A o] e A QlFe] AAE duEH, IF &
of A #3E U, W A AlolE 27b QFEA
o] B ZFglF(bricolage)s THEoWTh A nA g
‘Cyborg A& (2018-19 F/Wy A1) Fig. 3& =dlo] z}Al
HYE EAZ AXEL £ v} ZEAA mjhes T2

E FHYS(post-humanism), Aol Z(cyborg)e} ZZH ==



Fig. 2. Alessandro Michele, Resort collection, 2018. Blanco & Reilly
(2021), p. 94.

Fig. 3. Alessandro Michele, Cyborg, collection and installation, 2018-
19 F/W. Jobling et al. (2022), p. 117.

= H
Zol gk AE-S JRoh & A7kl gk T4 A azo]
o] A TR A4l 3F57(Michel Foucault)2]
A AR Fxe} Al g &, 2E|a v A &
1 dl2$lo]l(Donna Haraway)®] ‘A Cyborg Manifesto(2016)
< A=Y slEglele] AT A, AlolE X, FR
71e9] T8/l tisk HEE| tigt vk AA T, nE <]
Cyborg A8 F2138, tXE 7, AHETTE 53 <
ZF F9] Wl tigh wkgo|n). weEtA A Ao 1E EX
E-F9(Gucci Cyborg is post-human)©|gh= SlcEoA 74
gk ZAE Alo|Rae AAdS s, e o, A A,
A EAE Afske 94420 EAlo|tH(Chong, 2018). 7}
H7g] 28=9 AFEE AlolBas vkt XIslsie AAS
3k 8otk EFA 0l Hslsle AAVS A8 7K
S 7Moo 2 o] A 8-S Yt $A A
| HaZgo]2 AAE FEHNEE(Fig 3) a7t 2a2
S7IE W2, Ele] AA, 283 71sAdel gk A
F9h mAE ] & A7, F=, 71719 BAE =
TRtk 2o B0 ol A &3 E 99
of FAlll X3k Tl tigh A2 ARAE HolFErh
(Ferrero-Regis & Lindquist, 2020).
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X
o

X,

( _m
=

p
g

i 11% B o
>

N
N
o g

g 4

3.2. HEI2L|E(Metamodernism)

HERREUE-S 20109 vD7t=2e] £3} A3kt B 2ES-
2~ " =& (Timotheus Vermeulen)z} ZH! &l o7 (Robin
van den Akker)®] ‘Notes on Metamodernism(2010)’ 4] A
Algk 7o), ]2 ol ofFlel] WEH JFAE HlENmeta)
S| (with)’, “AFe]oll(between)’, 222 F-<ll(beyond)’2} 7+
NEg oulgitt. olyst 7184 oJu|E EURE sl
HERHUES IAERTUS o]$ 5438 d34, o=

5
2EoR, BHUFE, FAERHUZFE ofd A3 Aol

2o o rf

FAREFEAEREO] Hrjelt F)H YF6) e o 357

F7Hein dritter Zwischenraum)ollA] P53 F ALREO] A2
o] EAE AEAGIAY B FFHA TH FEE o)F
WA Ao FES AEshs Pghe-Folth BEUEY oF
AARA] Kt o e XAERTUFS ARl 3]9E Ale]
o] e FE3P] g M2 359 § FEe|th(Choi,
2017) WEtROUES Ao 2E REUSH I2ERTY
& o< Aldle] mE=AR, JARH 2= BUYSH £
ZERTYF] 3 Al Ay 2 F e MER E31
s Ynjstal, EAEH R RuUSH IAEREY
Z AlolellA] ZEshs 110l ATH(Choi, 2017). 2512 AhE
A} Z2ERY ofe|HqY Alo], g 9 Ao, =X
(naiveté)?} 2] (knowingness) Alol, T3 F#4], 5UA
A, AR Y, 799 23 Aojolla XFgitt
(Vermeulen & van den Akker, 2010).
HERY derEe % IA SEYE dF40E A

Iy

sk ARS ARSgit WE ol B2 vsollA] ARIARE 7R o}
Aol Efojut “African’0] P ‘African American’2 2 21
25Tk Darling, 2019). oFE-E¢] slolHal= F2d i A
Aol wkegel o] E3ld AAAL T3 GAGuERE ot
2ol Fof Atolol|x] FAdehs F3F @Al Sk WA of

E2E dAZ A ololglS 'hls eEEY d2olEx
HEo HAS dsle 2WEF AHRES giHsks usslE
YA A Bzl Off-White2 THEIT) o] Ballc= 2~

EZ|E ], Mz, okE, S, 3] §RAIH. 2= ©]

HASE B8] St ) Alole] 318 GeS Of White 4]

gl 23 viEkeR o] golth g ATk Woolf, 2016).
2016378 ) A2 ste] gz Anoli g HAE

X
dHct. ofE &9 ZFE AL, AF, dd] tAl A o
g AFgoR NEHoRE FR3l di, 715, 3, A=
AT, 2 YRR e A Fof 7k AAIE s1ET] 9
3 =2 e 3|3 o] E(multi hyphenate) 237153 tH(Torres,
2016). oHrRE 2EE o7t B3k} txRRl d oA A}
&, 1A%, deds 82 + v Bon, deriEA A
AR ZEZESOR Ho|x] g #of, & sto|diA, o&
WollAl = A3}, & theksh 2okl 2] WAS BHAOR B

F= Aolth. ojAe] A7t Axdshs dA WLl 2t
(David, 2018). oFa-27t 4, A7, olelu, thdAd, A4
< Bl Ao oA AAEE APt stolEA et B2AA
Atele] BE B3l Mo gk AFA<L Felet & Al
(disciplinary borders)s $1NTHGerrie, 2023). &< (collaboration)
& olERe] A 4ol on uF T It YIE
(Kanye West)7| oltlth2(Adidas)?t AT “Yeezy’ ZUAZ
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Fig. 4. Virgil Abloh, Figures of Speech exhibition, 2019. Gerrie (2023),
p- 89.

A, AlauA Tl d3je] A8E o] AFe Eiks 54
o= Qs A} 74Ae] vl 2] A S5tk Figures
of Speech(Fig. 4)llx A|7kaL dAeiv]Eael e oFe=e]
2019 ilzxw AN AFEC BAAHOE A8H TRl F
= E 1;}_

) A%ee A%7lold gRsl A4 cAeld of
olg)z w32 7} 74% Aol £ FY3 A7
Aot Fosith sl2uolA dest seke 1 7
Sk wigle] misiAlelth(Koek, 2017). ©Ao] wi= W s =3e
2ARo] ZAH MEE o] FxZ el dE71A] o]2= A
7BssHA sk Zlolnt. sl=dle] Ade Wil o, I
AA 0] | WMFHQ] FAL 7IA T Tgo] Jelslr] olFtt.

HAE et ol A E Hdeke =R
st vid dEiFe W2 RS BEPATH(Koek, 2017)
i S =2 214)7] TRl 7L He Aol L oJvjst
Al o welsk e et olom, S ¢ &
Rl SRS pe N g L R

sl =3le] 24 z“01] ke tAfeld, Ak, AT
o] s 7 #o] glon, ol2 Ea uk Fl=we 54]/\49]
E215 o] sl Ulﬂlﬂl Azkei, o714 Begs i
Axolghal Hejshs sie] Fa A oA FHAIS} skl b
e AT 5 vk 71] AHEe 7)) shdelA v
7122, AR gAY wtloo] o]|27|74A] vFd = Stk
Az 71ee] WAle A F 7R RS F e, shie
o7 Al 710] AHARI TS AT FoE He Flo]
AL, ohE shvke "ol vt A 5 A AfruAlel el
7]so] ERHE AR BE Zlojnt vt HEsle] dHo] o
=9 Agelgta Fg3ith 27t ARgeke Al F= 2
g4, 49 9 ool A, 2 vl o' Ay Hx
w #lol& S48 AMgske dWeltt. 2E|a B8 3D =Y

\:1
o S2dlo] $EHS Wal

d

g ohle} A A% SRl
ARG 7o)tk el A% Bl TR WE] Aud =

=
7t 25 Res TtollA EWOILVP A Aol ik #1424
A% =2 2 B e, Hx Az A4S vE

Fig. 5. Iris van Herpen, Transforming Fashion exhibition, Capriole,
2011 F/W. Hemmings (2020), p. 288.

7] $18 &9 A=l A3 3D RAE e WS AT
(Li, 2019). A=) o2 Fig. 5& w+ 23] Capriole’l|A]
9] & ZF(skeleton) =& 0]t} ‘Capriole> 114<] A 3D =&
g3 AF Algleln, XA2ERYA 7A%7t wlo]F ghXulo]of
27} Ao ozt uk

[S0 = SE=T =

(Michael Hansmeyer) 2] algorithmic

Sttt Wl7)oll 7A=7} Isaie Bloch, 3-D print 3]A} Materialise
o} FHslon, 2uo]3 72(Snake Shoe)g ¢35l fUpolE|=

I (United Nude)ot vl WA e
al., 2015).

Z13)3Ick(van Herpen et

3.3. HEIZOL|E (Altermodermism)

JEIREUFo|2hs &ole ] v wigoa Zgs
dlole YFe}t F2]2(Nicolas Bourriaudy’} LAEREUE
ZA ol E YT &ol24 UAle= Aol o] &ol=
T ot Frate 7|85 A|43] Ho|E E| AL H|(Tate
Triennial)(2009) %1A] A&z} 214 “Altermodern(2009) ¢4
AAG Adoltt. ERHUUFS XAERTS ol J&{Ehe
THESks 9 31, dE(alter)Bl= 8-01= EFXM (otherness)
olgh= Jidell BeE T3 den @ A= g thust
7Ved# dijke AAg. FEles dElRHUES ‘RUY
=3 ¥2EZ2U AT E(post-colonialism)®] TA°0. = A o3t
thBourriaud, 2009). 530 2= ¥3ke} AREslo] gk A&
oz} & atEA A7 HAYES A$= Aol Tk
(Bourriaud, 2009). @Al 2] A ©f o] wiQl, Mg
o] B Al gk Aoy gGE2olvt QIF, A, A,

]““01?4{— oldHQ AAE wEl TAERAS Az 54

w3H 5, :7-13]
HHEEHYES Pragﬂ AH§$ 29 ®2slel 1 Z3v} 3
AE 585E oded A o Rofshs olgelt). £
2o W2 altermodernists o1 /72| H532] 4 (seal)°]



Slthe Azhe Wolsols 71584 7H(sémionauty’ AT} ¢
gle BHHEAQ Aute] Aldle] EoA 2 Johal A
Altermodernist= A}219] 7]l tigk F&ellA apg=]o] g
A sty Bge £ e TR BloFEE (homo viaton)E, &
24 A=Ao]zel JAle] Hig} olFE|YENterra incognita)
E AlEA A4l s th(Bourriaud, 2009). Altermodernist
o mRIRE 9_5%9] s CrlelUEL Edgle] #slsles
wgto A ojn= = o)AA QASS wor Alold)
TlEo] A4l °]°F7]e BE Algho] oJ3|E = = RHEARI
Azt doj= ®igkslr] 98 Hds okl
al., 2014)
esde] A tRelUELS tgs o s AlAF
< APgeJstar Azt wgeitt, o] Fopo] A=Al A
TAEL 200 Holl FHS A2 ol 3 Al2Hlol i
=33 2 9IS F2d 2 Es= Yoy BEH A &
zolrt, BlE] <l Exe A 4] HAFHL AR #HAE 9
<3 o] FEShe MRS 302 WAL HE A &
Ze JABAR dde] AYAde] =dske ofviEE gXE
tjzjelo = {3l tirlo|HUES 20151 ‘Wearable Art’2}
= AEe] ZAM(Fig. 6)°] #dlle] zZyFlHelde) A8 o=
At WE A Exe e o] FEAA FES
oA Foll & YAl AR Yol W] Ax =yiE
Eqtk AHe] gz A" B3, 1 =das 9
oA dedFo® WAt 252 RYUEREHE o] =3
o & 3ol g EAES AAsSlL, 2AES 2-o= vt
o) (Duncan-Hall & Steele, 2022), AATHH 3l Hol] A x)3l
thHFig. 7).
e <l 329 o] ZF2 o] A)7] el oS HAE &
=1, T’]’ﬂii/ﬂ E7F A HHRE ofBA HiEtEEA
of sl g A7t WE A F2= dAy sjdo] Folo]
ofof sl=Ale] gk ARAIRte] ¥HE wHE7] 93l sl A
BAQ 4 2A4E Ao R 2FYrt. ople a5 tiAt
ol Halo|x FQ3 Hio|t} of7| 1 oEEL AZ7)So)

) TH(Teunissen et

o

=

¥ ox L e

Fig. 6. Viktor & Rolf, Wearable Art, 2015 F/W Haute Couture.
Duncan-Hall & Steele (2022), p. 91.

FAREFAERES] Hrje)s i HHe) #7359

Fig. 7. Viktor & Rolf, Wearable Art, 2015 F/W Haute Couture,
performance and installation. Duncan-Hall & Steele (2022), p. 90.

EZgelor & e ido] =AUtk viA T BRES yidE= |
sk AN FAR, ZAFE olEfe HBoR thh FjAE
Atk o] F ZF BF UlE ol Bxo] zEo] FORIA] Ho
T F HAlelvE dEE Al AAE AlEEiA HEL 3

7] W&o ofojtjoin; Aol 7 F Q3 Th(Carlotto &
McCreesh, 2019). 9] 9l Ex= AAHAS 9a) o2 d&7}
o QA LA clsAle PPt ol E'_-E AR
dem AT & vt o, 549 de
g= 7)o A 3skel A HQIEe ZF oIt 2% )
= Lﬂ‘:qa”: 317} oF ofd ™ (Jan Asselijn)o] 2 ‘Y=
Bl Z(The Threatened Swan)(1650)’%= AT},

19843481 ejAjol g TRjeld "’/‘k FHR27] A~ws
z7] A¥e] ~EZES ] H|g|| Zlo] WL & HAE HME
g ZElE FARBH GEA vk WEAH, gz, HupR|
5ol TR 129 AYHLE FTF Cyrillic script®} Soviet
symbols®] AAZ A HE”‘:Q 235 FHAC. 2] vzt
ole U2l (everyday)AF ZH-SHbanal)Aol HE w=
Zo= s gk & JE% Aad Esjl] oigh %00
2 HARo] $ik(Fury, 2016). TIxfel AR2le] Ane] waw,
a8 VEEE ©s] 5 tARIske AEch E4 A

\:1

(Oliver, 2010)’. ZAF FEIIXT|0A] ‘g 7hdzt T e}
6‘]—7]-" E]—._- ]—1’:_,] ;(] 1—]0 ]_%E.Q_ ]_:_-o‘]. \__ _ju]_g]

F719E 1990dt itk Al tiRteld ] Adoltt. o] A7)
W%'—Ewl A7F AE 434 AP AAA Bgst Azl
HH:@;]@P——_ H—];,q ZXToﬂ _,]EH okjlgl—; XLZH;G O]z‘ﬂg_i E.Z];(]
ofict. st AS LT Mgl T8} dFe] woR <l
3l el Je ouiA| el S, AXo} v 2ElAE

W] Bl 2371 AR A S4olith FHI1AT)
= g d w 30-40de] 23ks AY
BPdt. o714 FEI27)7E 2]
Aparele] v ol EAfshs P23 &
of, #Al, Fste] FEE vehtbe tiedel ok sl 38
HolaL AEHOIAI 5] EEH oz Aol 3 A
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93 F5ske 22 B of@l A1ds ol F 100 W o] A7)
& tpobiA 2e] ol ol ﬂﬁ 1 wsisl 1000 A

A
ﬁz——fdiﬂ?% A AR
Rubchinskiy2] %+
% qu o) 32 A, AoV BAe] B vk AH
ot} 2017 S/S FAAAA EH TE] $E(Pitti Uomo)s: 2
% 2}9%¥ The Day of My Death (2016)Fig. 9) 252 @yt
E} 2]Ev|:=v}(Renata Litvinova) B]-%-9} ZE} EFv}(Lotta
Volkova) 2dlzke] FHO 2 #)|2F=| A THCheang et al., 2021).

ZH22A7)9] AFHH o) TF ZHow HHE Hgom
MRS FAskE TEe Y ARFECIAl E3H9 o] € g
23 mF ojks 5o s ad Ald] ot e A
=3 Fdo] vk FEE 4 v 2] AL dAEA
#t] A7 (leather jackets), “&ZEA] 2F=(badly fitted) U]
= WX (tailored pants), I3 TFFSH 2 =9o] 2Elo]
1990t HAJote] A=A A7E I So'
8= UthFig. 8).

sjAaskat stEZ x| o} ZH IE (Patrizia Calefatoy= 214171
el Az Ade] 8] Alzbel| s el 2 g
7l HElE T QoM E SiAS T o o R WEg
AFH) "A(Ma Ke)= 20073 F/W Paris Fashion Week

L.

Fig. 8. Gosha Rubchinskiy, 2017 F/W collection. Cheang et al. (2021),
p. 233.

Fig. 9. Gosha Rubchinskiy, The Day of My Death, 2016 film.
Roberts (2017), p. 701.

Fig. 10. Ma Ke, Wuyong/The Earth, 2007-08 F/W performance.
Cheang et al. (2021), p. 236.

oA el AMSFY |3 JA=dol= #91el Wuyong
(Useless)/'The Earthg A& AESQ o] 3, 93}, Azl A
AEE &8sl gt 1996 AREo] T BE HdodA &
== H#:ME Exception de MixmindZ 2 <&z I14¢]
7] ZAE A9 nj$ 224 0ltt. The Earthe 5=
Z1Z7E v A9-(Mi Zhow)ete] Y A Z2A|EolH, FiL
A== ol RERE FRIETT 22 AA HQl AlES Y
o2 HYil 25 UEE XSt ielA kel 2 A
2L floll A e Aele Bde] 58 AL USh(Fig. 10)
(Cheang et al., 2021). "HAlE FEII27)9ks 23 Ulgo]
CHEXRE S Bt 2UE A=) GAatet @Al 7=
g HslElA] oM, Al TR TR FARA,
2 AlFE E71e] SN S5 AT FAE F/AISH
5 B0, 2UE AAE o BdEe] I &3 &2
HEo 22X Z7F ARl Fo|(Calvin Hui)7} “HEl 34 (dirty
fashion)’¢|2tal X833 AL AZslr] I8 HHe AES 2
ok AR Fol= o]F ‘AARL 7]9E Foddte] 9l RofA
7195 719ske o2 ubry] 913k Q) AdEo R iy
FTH(Hui, 2015). 2= »HA19] ZFolA H9 HHITS =H,
717k, 954 2 GAPE Yehie Zeg dAusitk(Hui, 2015).
52 A oA g@Eel 718 Wak o} AlA S A
ZHA B Aol Bile] Sy 99 =Ask OTI:]— o]
= T8 259 FHo] FFo| on] Ak AH] SHA
A AE WA s AROIA 712 Al 7k S
H2oA AzEE A o] 7401‘:]' wba o9 A &
21918} (decolonizingy= = Aol 7HHS F HES E
ste} 7Ex]ol] gk o] AACE iﬁg 2Rk ase
s, A wE 2B Y
Z3laL ARESEo 24 FH X AT 9L
FAES A5 gl AYgelr A4

> B
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Table 2. Borderless fashion practice in the post-postmodern era

EAEFRERES] Brjz]s A HFe) #7361

Themes and messages defining the Process

Representation Communication

post-postmodern era/
A creative way of doing things

Practice of fashion as
a material object

Practice of fashion as Practice fashion as

an expression an experi ence

P_Demolition of the boundary between man and man-made and the definition and discipline border of man

Hypermodernity All\j:[?(s;:r;iero R Collection and installation
C_Collaboration with Gucci and Dapper Dan
P_Decommissioning the boundaries between high culture and pop culture and the traditional definition
. border and discipline of luxury
Virgil Abloh o ' hibition
Metamodernism C Collaboration with Kanye West and Adidas

P_Dismantling the boundaries of technology and science and the definition and discipline borders of space

Iris van Herpen R_Exhibition

C_Collaboration with Isaie Bloch and Materialise

P Breaking down the boundaries between fashion and art and the definition and and discipline border in

Viktor and Rolf fashion

R Performance and installation
C_Collaboration with the art world

P_Decommissioning the boundary between the everyday and the banal and the definition and discipline

Altermodermism Gosha Rubchinskiy R Collection and film

border of the standard of beauty

C _Collboration with Renat Livinova and Lotta Volkova

P_Decommissioning the boundary between ordinary and extraordinary and the definition and discipline

Ma K
a ke R Performance

border of the standard of beauty

C_Collaboration with Ma Ke and Mi Zhou

52 FAAR v 258 S 7197 Y] g
AAE AL 2 A AE-sA e e
2 2nlslsly] A ZsltlAppadurai, 1996). AA7F w2
(Jessica Bugg)’} ‘Fashion at the Interface(2009) oA X2k
uke} o], 252 AFS B3 A FES Hole ol oA
gro] ojug} iz} wigte]] Z|ukel siA TR}l & AFUA ]
g st Bl Z8E tioh(alternative) kol &
A tHBugg, 2009).

ole} o] AFATE MAAE 6o AL 7 o
A Aot AAE B3l AT TR JYS AR ¢
ZIAES x3sie] A AHS ST ol g Axrt
£ upoluiE]e] A9} A7 (borders) SAE B E2E X
ZEXAS] o] AE 43I TE A, hypermodemitys 4
Asle =g vAg s He AARA A Q13
AA sASIE gk AT HHE AAsIAT A,
metamodernisme- A3 HA o822 &3le] AARA I
Fislel EEske] A dA et 5] g AHE HoF
Atk ofelg]x wb sHe A, e, Ikl gk 1149
AFo|, 7|ex Hstake] AAll tigk siA A AA,
altermodermisme AM3k= HE A EX= o & dig Al
22X P A& FAE siAslaL s Felol tigh v
< HAFE AHeIUTE AF FHEIAT = njo] AAR 4

A

<l (everydayyAZt X5-3H(banal)A 2] ZAAIE AL vZ 7]
ol tigh Aot = wlo] AAR E¥ 3 ordinary)2
H|®HSH(extraordinary garments)2] ZAIE S|ASIL v 7|50
gk Aot o] S A5 Table 29+ 2t

B AJEs ¥AEX2ERY Al Hijgs dAd A
3|

o
274 734 (borders)2] AE

£ 3AISHRA AE] HES Akt AFshe WA
I AREL Belshs HAS HsIAIZ] AlzARe} 4njzp Aol
9

Hske wheoi At At

AR, HrjE)s HAddxe] dHe EAE X AT
5 FAslAl dle 7R AR BeEls g A7)
AEEAE B PHES 371K AHe] AUtk

EIENFIERA NS ESIAL he 7] A A

A, stolHREUE S Adshks vde F7is} v, AHhst
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2 b Fl=2se] A U‘”E]—_J_HL]Z o]gqoﬂE
Eeggens 4elsn it
HEg2 O9a AR7ISe] FEREAS B3 iEd 71K
AL A B gifozAe] A, oz A
a8 APozAe] AMolth A, AL B gato =
Aol ARE oeTA Hshs WS Bt ] AHo=
Folelx| o tieh HZshy ZES AF A hERE W2 tis
T} olzke Solxel
A, Aes Bd (express10n)_£/\1.4 Aze zpEo 31-‘_5‘}1—‘:—
HhA S Wit} gjMo] ojEA AEE X 3t HZsk= #

M O

EZ A WA S thE L) o|AE EAS Wro g HAlEE

2 A& (representational output)E WERSTE %344 AAE
2A9] ARl A ARerE A=, A wiAR, =4
AR Fol dom N2 T FHo2= §5, AA|, AX
AR, Gkt RS X °§)b 5O ] ATt @ﬂﬂ

AN AFS L0AA EHskT AASHE Aol e v]
ol Wetel $40) ErhE raskich. melel2 47

© ShH AA7HEe] AT AES VAL 2FFHE 34

2 grromA ) Holol FUES
v 9ok skl

o B A7l AR 250l HAelul Al A
o Q) A7 Aol 9T A 4 drke AL Wl
$a17 Aoz Aze Alsl AR sfelckld 1

2 S AR ojel TR sk g JhiaL B
HAle| 2

o] =& 20259 % thehls WS-l S aTRIde] X
45 ol 3 ATY(NRF-2025S1A5B5A17013668)
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