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Abstract: 20th century war and post-war periods are a particularly specifi c time lines that have a dramatic 
eff ect on the development of fashion. In the post-war period, the problem of fashion appearance took a back 
seat. This fact, which aff ects both sexes equally, is perceived relatively quietly by men but not by women. As al-
ways, there are two trends – attraction and repulsion. The fi rst involves the use of military elements in a civilian 
costume. The second tendency is to create a line that will allow people to shake off  as soon as possible the night-
marish memories of the war. The new social ideal of beauty is based on the clear construction and appropriate-
ness of the garment, but it already feels the ebb and fl ow of the principle of military production – „cheap and 
easy”. The new fashion bows to the elements left behind by cubism and constructivism – rigor, clarity, linearity, 
volume reduction – after the First and – convenience, combination of the incompatible, kaleidoscope of colors, 
fabrics and forms – after the Second World War. After the end of the two world wars, the military and pre-war 
infl uences were almost forgotten. New generations live their full-blooded lives and are interested in fashionable 
clothing, and here come the fi rst fashion trends related to youth counterculture. The breakthrough of women in 
the business world and the trace for emancipation imposes from military emelents, ladies‘ fashion, to begin to 
shift towards masculine ones. A new wave of segregation and a special attitude towards a brand new women‘s 
business clothing begins.

Keywords: 20th century war and post-war periods, militar elements in a civilian costume, new fashion 
lines, new generations, youth counterculture, women‘s business clothing.

MODA TOKOM POSLERATNOG PERIODA 20. VEKA

Apstrakt: Ratna i posleratna razdoblja 20. veka naročito su specifi čna razdoblja koja dramatično utiču na 
razvoj mode. U posleratnom periodu problem modnog izgleda je ostavljen po strani. Ovu činjenicu, koja po-
djednako utiče na oba pola, muškarci relativno mirno doživljavaju, ali ne i žene. Kao i uvek, postoje dva trenda 
– privlačnost i odbojnost. Prvi uključuje upotrebu militarnih elemenata u civilnom odelu. Druga tendencija je 
stvaranje linije koja će ljudima omogućiti da se što pre oslobode nemilih uspomena na rat. Novi društveni ideal 
lepote zasnovan je na jasnoj konstrukciji i prikladnosti odeće, ali već se oseća postepeno slabljenje i protok prin-
cipa vojne proizvodnje – „jeftino i lako”. Nova moda nadovezuje se na elemente koji su ostali nakon kubizma 
i konstruktivizma - strogost, jasnoća, linearnost, smanjenje obima – posle Prvog i – praktičnost, kombinacija 
nekompatibilnog, kaleidoskop boja, tkanina i oblika – posle Drugog svetskog rata. Po završetku dva svetska 
rata, vojni i predratni uticaji skoro su zaboravljeni. Nove generacije žive svoje živote punim plućima i zanima ih 
moderna odeća a pojavljuju se i prvi modni trendovi vezani za kontrakulturu mladih. Proboj žena u poslovnom 
svetu i trag emancipacije nameće prelazak sa vojnih elemenata, preko ženske mode, ka muškim elementima. 
Započinje novi talas segregacije i stvara se poseban odnos prema potpuno novoj ženskoj poslovnoj odeći.

Ključne reči: Ratni i posleratni periodi 20. veka, militarni elementi u civilnom kostimu, nove modne linije, 
nove generacije, kontrakultura mladih, ženska poslovna odeća.
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1. INTRODUCTION:

In the twentieth century, wars and revolutions not 
only did not cease, but they also had a tremendous in-
fl uence on the entire socio-cultural life – in this sense 
including fashion. The two world wars are the begin-
ning of a whole new, radically changed social relation-
ship and outlook on life, which set off  not the search for 
the ideal, but make it possible for the personal pursuits 
and achievements of fashion designers to become ide-
al. Military action, new social disadvantages lead to the 
rationalization of clothing, which becomes simply eco-
nomical and functional (rather than purely aesthetic). 
The woman begins to play an important role, which 
results with a change in the very perception of herself 
as a “woman” – from amusing matron, she transforms 
herself into an androgenic „boy-ish” vision, a fi ghter 
who, equally with men, knows how to move with ef-
fort on the front, be a nurse or work typically male jobs. 
All this causes her to break away from 19th century tra-
ditions and to start dressing simpler, more functional, 
freed from any possible trinkets and curls [1]. Solving 
the dilemma of appearance, abandoning artifi cial sup-
port structures for the garment leads to a rethinking for 
the role of the length of the lady‘s dress, which trans-
forms into a unifi ed, ubiquitous garment that loses its 
femininity and approaches masculinity and pivotal ap-
pearance. The diff erence between men’s and women’s 
clothing reaches the edge of the most basic anthropo-
logical diff erences.

The diff erence between male and female origins 
in youth fashion on the other hand, is almost lost to 
create diff erent types of clothing that meet the re-
quirements of youth fashion culture – so-called „teen-
age” fashion. They are indeed becoming a booming 
branch of industry, and their mass is the subject of 
various social sciences that seek to explore fashion as 
a complex human phenomenon, aimed at meeting 
the basic needs of citizens, which, in addition to its 
utilitarian functions, is beginning to fulfi ll many oth-
ers that have a decisive infl uence. The most signifi cant 
is the revolution of the pants in the women’s fashion 
– they are making their way and remain permanently 
in it during the second half of the twentieth century. 
The revolutionary views of leading fashion designers, 
backed by technology and the midst of fashion hous-
es in Europe, are creating the conditions for more and 
more democratization, but for special occasions, the 
custom of retaining the importance of emphasizing 
the wearing of garments created in past eras remains. 
To a large extent, what one wears on a daily basis re-
mains either eclectic or unifi ed by denim clothing, but 
when one wants to be contemporary and fashionably 
dressed, there are generally no obstacles to do so. 

 A Women’s Airforce Service Pilots fl ight team walks 
from the “Pistol Packin’ Mama.” (1942)

(Photo courtesy/WASP Museum)

2. FASHION DURING THE FIRST 
POST-WAR PERIOD:

A particularly specifi c period in the development 
of fashion is the time between the two world wars, 
which lasts from 1919 to 1928. It is distinguished by 
the fact that in post-war development the problem 
of fashion appearance goes on second plan (passes 
in the background). This fact, which aff ects both sex-
es equally, is perceived relatively calmly by men, but 
not by women. Rule as always two trends – attraction 
and repulsion. The fi rst involves the use of military 
elements in the civil suit, which occurs mostly in the 
upper cut of clothes. The second tendency is to cre-
ate such a line that allows people to shake as soon as 
possible from the nightmares of the war. Moreover, 
the post-war recovery is proceeding at a rapid pace. 
There are conditions that are conducive to the entry 
of young talents born early in the century. They were 
too young to learn directly from the old coryphae-
us or to have notions of pre-war fashion. This allows 
them to dedicate their talents to fashion with new 
strength and fresh eye. The other circumstance is that 
the chemical industry, strongly developed during the 
war years, is now successfully diversifi ed for the needs 
of civilian life by producing artifi cial fabrics, replacing 
silk. The technology allows mass production, includ-
ing large-scale production of ready-made clothing, by 
analogy with sewing a military uniform conveyor. 

Seeing the results achieved during war with the 
help of the technique, the man continues to bow be-
fore the technical power after the last bursts of war. 
The rigid geometric lines of the technical equipment 
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are perceived not only by the art of constructivists, 
but also by the designers of women’s clothing. The 
new public ideal of beauty is based on the clear struc-
ture and adequacy of the garment, but already feels 
retreat from the principle of military production – 
„cheap and easy”. Under laconic forms and deceptive 
simplicity of functionality is emerging а new attitude 
towards the results of the intensifi ed searches of fash-
ion designers during this period. And they are focused 

on the trail left by Cubism and Constructivism – rigor, 
clarity, linearity, diminishing volume [2]. 

War brings another important change in the rela-
tionship between men and women – they are becom-
ing colleagues at work, labor side by side not only in 
offi  ces but also in workshops and here we must seek 
the proto-form of feminization of many professions, 
the result of which we see very clearly today (Figure 
1-5). 

Figure 1: Women 
in trousers were а 

shocking but common 
sight during both war 

periods

Figure 2: Brave women fi ght hand by hand 
with men during First World War

Figure 3:  During the war, women had no choice but to take 
the place of their husbands in factories

Figure 4: Working women during 
First World War 

Figure 5: Ambulance drivers in their 
shrapnel helmets for duty during air raids 
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The woman from sultry matron and adored lady 
patronesa turns into a boy – a reminiscence of the war 
hat gave rise to this bizarre image: thin, very alive and 
mobile, with long arms, narrow hips and fl at chest 
with fashion lighted cigarettes, short hairstyle (called 
again as in the war – a „typhus boy” and in the West, 

called „babybike”) and yet with bright, almost defi ant, 
make-up; with lips that are red in the shape of a heart, 
she is some sort of „bifocal” combination of an inexpe-
rienced adolescent and an experienced woman (Fig. 
8-10). The brightest visible expression of this ideal is 
the famous twin sisters Dolly (Fig. 6).  

Figure 6: Dolly twin sisters   Figure 7: Coat-dress – see fi gure one

Figure 8-9: Working women during First World War with 
implemented military emelenst in their clothes

Figure 10: The tendency of military 
elements implemented into everyday 

clothing was mutual 
for both war periods
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For the shaping of the business ladies’ suit at that 
time, Dimitrova-Popska [3] noted the following: „The 
length of the jacket to the skirts is 1: 1. It is very important 
... to observe the curved line of the jacket at the bottom 
with high-fastening enlarged lapel and straight skirts 
emphasizing the rectangular elongated shape of the sil-
houette. During this period we also fi nd suits with asym-
metrical fastening”. She also recommends that when 
developing modern fashion collections that are the-
matically designed for everyday business suits, „... cos-
tumes from 1926 to 1949 can be used. During this period 
there are various shaped jackets – from loose to tightly 
with shoulder seams, tailor-made with elongated lapel, 
fastened with several buttons. The sacks are of diff erent 
length – long to the hips or shortened to the waist with 
two-fold fastening” [4]. Unlike the crinoline and bustle 
era, where the anchor points of the garment are two – 
shoulder belt as a natural support and crinoline, fi rm-
ly attached around the waist and serving as a second 
fulcrum, with their removal remains only support for 
the shoulders. This is why the dresses look like long 
ladies shirts (Figure 7). During this period, problems 
of constructive character appeared – to bring out the 
plastic image of the suit without additional support. 
This causes the drapings to reappear, but asymmet-
ric patterns are applied to overcome their uniformity. 
With extreme sharpness, this problem lies in the fash-

ion line, shaped by a short dress and a short haircut. 
Here comes the lady’s „Clotche” hat and its varieties 
(Figure 11). 

Parisian modelers are well off  this new range of 
problems, putting the issue of creating the women’s 
costume ensemble fi rst, which will be the main prob-
lem throughout the 20th century, to all fashion design-
ers without exception. 

Over the course of thе period, the fi rst attempts to 
solve this problem are made, as the design strategy is 
reduced to the following: 

(1) striving to create a common color harmony; 

(2) a rhythmic distribution of one color perceived 
as a leading one (most often it is declared as 
the fashion color of the season), which is im-
plicated both in the main area of the garment 
and in the accessories (bag, scarf, gloves, hat, 
rarely jewelry from precious stones and pre-
cious metals);

(3) a rigorous internal coherence between the 
shape and a line, and each designer takes 
only one of them as a leading role, while the 
remaining elements are subordinate.

And if the realization of the fi rst two points of the 
strategy is relatively easy, the realization of the 3rd 
point becomes quite diffi  cult, because the problems 
at that time accumulate avalanche – new social rela-
tions, new forms of work and leisure, a new pace of 
life and the search for ideal radically diff erent from 
the previous. This requires complex design thinking 
and work, and old prewar designers not only do not 
realize the problems but cannot even give intuitive 
solutions. A successful invention in this respect was 
the established in 1925 coat-dress (Figure 7). 

From this point on, the analysis of fashion will 
take place on problematic nuclei in view of how the 
designing of the artistic ensemble in the ladies’ suit 
is being solved by the leading designers in diff erent 
years. An important circumstance here is that in the 
periods we have seen so far, public forces who are 
neither artists nor modelers have made the ideal. The 
work of designers is to wear this ideal in astonishing 
forms so that it is understandable, and the work of 
the mass media is to impose and retain this image 
for a certain time. Industry that deals with fashion, 
manufactures and sells fashion items is particularly 
interested in this. 

Figure 11: Greta Garbo wearing „Clotche” hat 
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Figure 12: Spring fashion in Easter, 
Washington, D.C., 1922 

3. FASHION DURING THE SECOND 
POST-WAR PERIOD:

After World War II the situation changes. Fashion 
designers and the mass media have felt their domi-
nance and have developed techniques to eff ect soci-
ety by infl uencing the leaders of public opinion. The 
ideal is no longer sought, but it is necessary - the fash-
ion line and the fashion design are made by the crea-
tion of units - the most gifted, the most charismatic. It 
is they, the fashion designers imposed over the years, 
who we have to analyze. 

Initially we will focus on the transition period in 
the 1950s, which is a bridge between the two halves 
of the century. Although both military confl icts have 
a revolutionary impact on fashion and accelerate its 
democratization, there are also signifi cant diff erences 
that aff ect fashion. If during World War I women just 
occupy the place of the men killed on the front, they 
are wartime and not only doctors and nurses, but also 
active participants during the Second World War. In 
the winning countries, women are also war heroes, 
like men, embraced by the hall of fame that will be 
preserved until the early 1960s. Therefore, we can eas-
ily explain the infl uence of the military line of clothing 
during these years. The fi rst thing that strikes at criti-
cal analysis is that it keeps the silhouette with broad 
shoulders and a narrow waist (Figure 13 – last model). 

The stability of the silhouette with a pointed 
shoulder strap, shaped with special padding of ap-
parel wool, was also very convenient for the garment 
manufacturers – so-sewn costumes can be worn with-
out adjustments. The rapid development of Europe’s 

industry (the infl uence of the Marshall Plan) leads 
both to generational change – post-war generations 
search for the new silhouette and fi nd it in three basic 
confi gurations – a right elongated rectangle, a trian-
gle placed vertically down on a rectangle, and two tri-
angles with intersecting peaks. Refl ections of military 
suits are also felt in many details - external pockets 
with lids, wide waistbands or belts, buckles directly 
descended from military conveyors, cuff s both on the 
sleeves and at the bottom hems. The tendency is for 
these „masculinizing” details to be gradually replaced 
with typical ladies – lace collars, various in design and 
frog fabrics, ribbons and strips. The hairstyle retains its 
importance – this decade has a struggle between the 
hat and the hairstyle, which ends with the victory of 
the open hair for the ready-made fashion and that is 
why the hairstyle becomes so important here. Howev-
er, the hat is reserved for collections of high fashion. 
Due to the fact that the dress is shorter, the shoes and 
socks play a signifi cant role in the visible appearance. 
They are no longer a hidden element, but one that 
designers will pay great attention to – both shape 
and color. It is needed to combine several fabrics and 
colors in one article.

There is also the question of combining and har-
monizing diff erent parts of the costume – the hat, 
the top of the garment (blouse, jacket, bustier) lower 
part (skirt or part of the dress), socks and shoes. This 
not only complicates the task but also becomes a 
fi eld for designers’ experiments in the post-war peri-
od and until the end of the 20th century. Initially, the 
designers of the 1960s launched the ideal of a young 
woman, actively engaged in sports, dressed in mid-or 

Figure 13: 1943 wide leg pants and blouse, overalls 
with blouse, tapered pants and blouse, and coveralls 

with optioned tapered leg cuff  
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low-heeled shoes, short cut (mostly hair-to-shoulder, 
falling in broad curls) with a bag over her shoulder. 
But the impact of wartime is felt not only in women’s 
daily but also in the evening dresses. As a rule, they 
have very small closed necklines, as well as variants 
with narrow, sleeve-shaped long sleeves. There is an-
other novelty – evening outfi ts in two parts – a long 
black skirt combined with a blouse. 

Another factor that signifi cantly aff ects clothing 
is the wider use of synthetic fabrics. It turns out that 
synthetics is not only the beginning of a new fashion 
„language” but also requires new cutting skills be-
cause it imposes simple (not to say – elementary) pat-
terns with a minimum amount of stitches on them. To 
compensate, new fabrics have unseen until that time 
texture, as well as new and varied colors. The tensile 
strength of the new synthetic fi bers makes it possible 
to produce extremely thin ladies socks, and the age 
of the 60s provides ladies with something really prac-
tical and useful – the pantyhose [5], coming down 
from the stage and permanently housed in everyday 
lifestyle. Since the end of World War II until the mid 
60s the idea of ensemble suit makes its way and es-
tablished itself in the fashion of the twentieth century. 
The question of compatibility is also on the agenda 
because of the new aesthetic concepts of beauty, 
which are particularly problematic in the periodicals 
about clothing fashion in the 1950s and 1960s. Mil-

itary and pre-war infl uences are almost forgotten. 
The new generations live their full-blown life and are 
interested in fashion clothing, and here are the fi rst 
trends of fashion related to youth counter-culture – 
„Les Incroyables” /The Incredibles/ and „Merveille-
uses” /Marvelous/, as if „sleeping” century and a half, 
fi nd themselves in the fashion fi rst of the hippies and 
their imitators, and then into the numerous branch-

es of youth fashion with their principles – combining 
the unmatched, kaleidoscope of colors, fabrics and 
shapes (Figure 16). The explanation of this phenome-
non can be found in the culture of the protest, which 
borrows ideas from the images of the grotesque. On 
the one hand, it must be scandalous-looking to pay 
attention – to show that society has problems that 
need solutions. The explanation is that the original 
is always some extreme, as the standard here is the 
core. There should be a narrow distinction between 
the original and the extravagant. It is in that while the 
original retains the connection with the core and the 
nucleus by making new deviations around them, the 
extravagant one, so to speak, tries to break its umbil-
ical cord with the core, to have nothing to do with it, 
that is, read in it some super novelty, which according 
to Freud’s followers is explained by the „eruption of 
deep libidinal energies”. 

Here we can specify all the variations of hippy and 
teen fashion. If for high fashion the scene of display 

Figure 14. 

1964 Women’s jeans
Figure 15. 1960s teenagers
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is the fashion defi le, then for the 
counterculture scene is the street – 
hence the name street fashion. It is 
the general principles of expressing 
the protest and gaining it a visible 
image that is the foundation that 
unites the otherwise far-fl edged 
fashion images from the time of 
the French Revolution to the times 
of youth riots and protests against 
war that have spread both in Amer-
ica and in Europe. The rebellion, 
however, also has its market price 
- after it is shown on the pages of 
the printed publications, its tam-
ing begins. The principle is that it 
is a „rule” from a „mistake” and from 
here there is a step from the fash-
ion of the protest to the fashion of 
conformism and that is the mass sale. There appear 
shops that sell such fashion, as well as „one-day” de-
signers who work hard in this style until it fades. Today 
The Incredibles, Marvelous and Hippies seem equally 
ridiculous against The Yuppies. The fashion industry 
never lost – it’s always profi ted from youth fashion 
in the 1960s, especially because then the young (the 
teenagers – see Figure 15) are its main users. Another 
factor that indirectly contributes to this is that wom-
en’s emancipation then grows extremely – women are 
no longer so fanatical and do not regard such a tribute 
to fashion as the youth. 

Another trend that aff ects fash-
ion is working time regulation – a 
massive eight-hour business day 
and a fi ve-day work week with a 
two-day rest are being massively 
introduced into the civilized world. 
There is an opportunity for sports 
and tourism and this is no longer 
the case for individual rich clubs, 
but for broad sections of the pop-
ulation, including the upper layers 
of the middle bourgeoisie. It is the 
sports suit that originally is the area 
where the masculine and feminin-
ity are converging together and 
sublimate in the suit. 

The scarves (essentially trou-
sers) off ered by Poire and greeted 

by his contemporaries with a scandal have evolved 
and turned into comfortable ladies’ pants and imagine 
(!) even jeans that women already wear not only at 
home and when they are doing sports, but also walk-
ing with them at work. In this way, the sport and tour-
ist clothes enter the everyday life and pave the way for 
the sport line in the rest of the fashion area. Particular-
ly important for this is the designer Luis Dell‘Olio, born 
in 1948, who, together with Donna Karen, develops 
original sportswear styles, turning them as O‘Hara [6] 
says into „modern and comfortable clothes with a clean 
line” and thus opens the way to many other designers 
(Figure 13, 14). 

Figure 17. 1970s business clothing

Figure 16.  1970s Hippie fashion
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The second breakthrough in children’s fashion. 
While in the fi rst half of the century it is strictly dis-
tinct, but still a work of individual designers, children’s 
fashion is becoming the subject of well-developed 
marketing research, powerful factory production and 
wholesale. In the United States, the fi rst specialized 
children’s and baby clothes stores are set up to meet 
the needs of the baby boomers that are soon to be 
transported across the ocean – originally in London, 
then in Paris and then across Europe. The men’s cos-
tume and shape is already established and becomes 
almost constant, but even though it is timidly begin-
ning to change, the most noticeable are the use of 
colored fabrics. If, in the 1930s, the replacement of 
black with brown is considered a courageous step, 
now, mainly youth, begins to wear green, blue-green 
and light blue men’s jackets and trousers. This leads to 
the next, avalanche-like changes in fashion. 

The third breakthrough is diff erentiation and spe-
cial treatment for business clothing, a trend that clearly 
emerges in the early 1970s when more and more wom-
en occupy well-paid jobs – previously a privilege of 
men only. This fact places women’s business clothing as 
an essential part of the fashionable landscape without, 
of course, being designed solely for women. According 
to O’Hara [7]: „It is made up of tailor-made suits – skirts 
and jackets, often made of fi ne striped fabric combined 
with a men’s shirt and tie or with a blouse and a bow tie 
or a silk scarf tied around the neck. Bleaches are becoming 
popular in both daily and evening wear. It is worn both 
narrow and wide skirts or trousers” (Figure 17).

In spite of all, the main problem of the post-war 
decades remains – to fi nd the complete balance be-
tween volume and line in the women’s ensemble. Var-
iants are possible – line overhang or volume predom-
inance, but this often leads to temporary and unsus-
tainable decisions. We will immediately analyze the 
most complicated case – the issue of partial refusal, 
but with a tendency to balance. A wonderful exam-
ple of this gives us the use of the surrealist painter’s 
ideas made in painting, and then with creative „deep” 
processing, transferring these artistic and picturesque 
ideas in the design of the ladies’ costume. A very typ-
ical example of this is the transfer of surrealistic prac-
tices as an attempt to fi nd the balance in solving the 
dilemma „line – volume” in ladies’ costume. 

4. CONCLUSION

Thanks to the immense historic momentum and 
good masters, as well as the creative conditions, 
France remains a lawmaker in high fashion, but the 

emphasis is now shifting to America, which relies on 
the huge mass production and the advertising indus-
try as well. People who will be infl uential today are 
born in the 1990s, but for the time being, there are still 
no names to darken the glory of their predecessors. 
The „loophole / volume” dilemma due to the fact that 
there is no defi nitive once-and-for-all solution, awaits 
the individual bright and memorable personal deci-
sions that future designers will apply, relying on both 
the implication in fashion and the solutions proposed 
by their predecessors. 
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