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Fashion is a process of continuous change by which
successive fashion products are generated. Adoption
is through a process of imitation by consumers who
collectively express a social consensus. The desire to
assert social or economic status would seem to be of
importance in explaining the impetus for an indivi-
dual’s adoption decision.

1. AN INTRODUCTION TO THE SCOPE OF THE

TERM "FASHION"

It has been observed that fashion has a pervading
influence on many dimensions of life in contemporary
society. Between them, Wasson [1968] and Blumer
[1969], for example, suggest that fashion is influen-
tial in the spheres of the pure and applied arts, en-
tertainment, literature, philosophy, religious inter-
est and science. Winakor and Goings [1973] maintain
that,

".... fashion affects nearly every aspect of daily

life."

It is in the domain of clothing that the phenome-
non is most often recognised and it is to this area that
the bulk of fashion literature directs attention.

As pointed out recently by Sproles [1981], fashion

theory, as it stands, includes a loosely organised ar- -

ray of descriptive principles and propositions. This
is of no surprise when even the term "fashion” itself
seems to be subject to a number of interpretations and
applications. With this in mind, the object of this
paper is to make a brief review of the usage of the
term “fashion" and in addition to pursue a brief dis-
cussion of the imitative process by which fashion
products are allowed to develop.

2. FASHION AND THE PRINCIPLE OF CHANGE

Fashion, as it is manifested in dress, has been de-
fined in a considerable number of ways. Generally it
is recognised that fashion is a process of change and
is never, in itself, a fixed entity. In fact, the most ob-
vious consensus to emerge from the literature is that
TRy

the only unchanging certainty about fashion is that
it never ceases to change. Robinson [1960], for exam-
ple, refers to fashion as ".... a dynamic process" and
Young [1937] comments that "..... fashion is evolution
without destination". The latter view is echoed by
Douglas [1970] who proclaims that,

"..... fashion ..... is aimed at no fixed point, but
rather at the process of change itself."

Many authors, including Benthall and Polhemus
[1975], suggest that changes in fashion reflect social
changes:

"The form of the social body is reflected in the
form of the physical body and vice versa."

Being a process of change, fashion may be regard-
ed as a symbol of a changing society. Polhemus and
Procter [1978], for example, state that:

" In recognising that the increased modernisation
of contemporary society has institutionalised
change, we can also begin to appreciate that, in
the context of modernisation, change and its sym-
bolic representation in the fashion system are ap-
propriate "natural" expressions of the process of
modernisation [which] is a kind of permanent rev-
olution without any final goal."

Fashion has also been defined as ".... a conception
of what is currently appropriate”. Social change
sometimes brings about changes in roles and life -
styles which require new forms of dress. Blumer dis-
cusses the importance of consumer behaviour and par-
ticipation in the process of fashion change and states
that:

"The area in which fashion operates must be one
that is involved in a movement of change, with
people ready to revise or discard old practices,
beliefs and attachments, and poised to adopt
new social forms...."

Conversely, it may be suggested that those areas
in which change is not institutionalised, or in which
people are not ready to accept change, are areas
which are presumably free from fashion change. The
legal profession and clergy, who wear clothing styles
which embody unchanging values, would seem to be
typical examples.

3.FASHION AS PROCESS OR PRODUCT
Robinson [1961] states that fashion is a

"Process ..... through which particular "fashions"
succeed one another.”

This is an indication of how the term fashion can
be used to refer to both a process and a product design
or type. The process, which is seemingly governed by
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MODA:
Siirekli Bir Degisim
Siireci
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Moda birbirini izleyen moda iiriinlerini ortaya
gtkaran bir siirekli degigim siirecidir. Benimsenme,
beraberce bir sosyal goriig birligi sergileyen
titketicilerce bir taklit edilme sireciyle olur. Bir bi-
reyin benimseme kararina yol acan ivmeyi
agtklamada sosyal ya da ekonomik statii kazanma
isteginin onemli oldugu goriilmektedir.
1. "MODA" TERIMININ KAPSAMINA iLISKIN
GiRis

Cagdag toplum yagamunun birgok boyutunda mod-
anin yaygin etkisi oldugu gozlenmigtir. Bunlar
arasinda, 6rnegin Wasson [1968] ve Blumer [1969],
modanin soyut ve uygulamal: sanatlar, eglence, ede-
biyat, felsefe, dinsel ilgi ve bilim gevrelerinde etki-
li oldugunu ileri siirerler. Winakor ve Goings [1973].

"... moda hemen hemen giinliik yagamin her

yoniinii etkiler " derler.

Olay en sik olarak giyim alaninda farkedilir ve
moda literatiiriiniin biiyiik boliimii dikkatini bu alana
yoneltmistir.

Yakin zamanda Sproles [1981] tarafindan belirtil-
digi gibi, bugiinkii haliyle moda teorisi, gevsek bir
bigimde diizenlenmig bir agiklayiar prensipler ve
Onermeler dizinini igerir. "Moda" teriminin kendisi-
nin bile bir dizi yorumlara ve uygulamalara agik
oldugu goriildiigiinde, bu bir siipriz degildir. Bunu
hatirda tutmak kosuluyla bu makalenin amac
"moda” teriminin kullarumunin genel bir incelemesi-
ni yapmak ve buna ek moda iiriinlerinin geligmesine
yol agan taklit siirecine iligkin kisa bir tartigma
acmaktir.

2. MODA ve DEGISIM ILKESI

Giysilerde kendisini ortaya koydugu gibi, moda,
onemli sayida gegitli bigimlerde tamimlanmugtir.
Modanin genelde bir degisim stireci oldugu ve higbir
zaman, tek basina, degismez bir varlik olmadig ka-
bul edilir. Gergekte, literatiirden ortaya ¢tkan en be-
lirgin goriis birligi (consensus ), modaya iligkin tek
degigmez kesinligin hicbir zaman degigimini durdur-
madigidir. Ornegin Robinson [1960], modadan
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..... dinamik bir siire¢" olarak soz eder , ve Young
[1937] " ..... moda hedefsiz bir evrimdir " der. Bu so-
nuncu goriis,

..... moda..... higbir belirli noktaya hedeflenme-
mig, fakat daha ¢ok degisim siirecinin kendisine
hedeflenmistir."

diyen Douglas [1970] tarafindan yankilanmaktadir.

Benthall ve Polhemus [1975] dahil birgok yazar
modadaki degisimlerin toplumsal degisimleri
yansittigin ileri siirer:

"Sosyal viicudun formu fiziksel viicudun formu ta-
rafindan yansitilir ve bunun tersi de olur."
Bir degisim siireci olarak modaya degisen toplu-
mun bir sembolii olarak bakilabilir. Ornegin Polhe-
mus ve Procter [1978] sbyle derler:

"Cagdag toplumun artan modernizasyonunun de-
gisimi kurumlagtirdigimi kabul ederken, moder-
nizasyon kapsamunda degigiminin ve onun moda
sistemi icindeki sembolik gdsteriminin, herhangi
bir son amac¢ olmaksizin siirekli bir devrim tiirii
olan modernizasyon siirecinin uygun "dogal"
ifadeleri oldugunu da kavramaya baslaya-
biliriz."

Moda aymi zamanda " ......... su anda uygun olanun
algilanmast " olarak da tanimlanmugtir. Toplumsal
degisim bazen rollerde ve yagam bigiminde yeni giy-
si formlan gerektiren degigsimler getirir. Blumer
tiiketici davraniginin dnemini ve modanin degisimi
stirecindeki katkisimi tartismakta ve sunu ileri
stirmektedir :

"Modanin iglev gordiigii alan, eski uygulamalan,
inanglar1 ve baghliklan gtzden gegirmeye ya da
atmaya hazir insanlariyla, yeni sosyal formlan
benimsemeye ydnelmis konumda bir degisimi ha-
reketine karigmis bir alan olmaldir. ...."

Buna karsit olarak, degisimin kurumlagmadig,
ya da kigilerin degigimi kabule hazir olmadiklan
alanlarin belki de moda degisiminden uzak olanlar
oldugu ileri siiriilebilir. Bunun tipik drneklerinin, de-
gismez degerleri iceren giysi modellerini giyen resmi
gorevliler ve din adamlan oldugu goriilir.

3. SUREC ya da URUN OLARAK MODA
Robinson [1961] modanin,

" Belirli modalarin birbirini izledigi bir siireg. "
oldugunu ileri siirer. Bu, moda teriminin nasil hem
bir siirece, hem de bir iiriin tasarimini veya tipine
deginmek igin kullanildiginin bir gdstergesidir.
Degisen zevklerin ve duyulan gereksinimlerin bir
bakima yonettigi stireg " ....... degigken siislenme
bigimleri" ve " tiketim davranisinin halihazir
bigimi" olarak tanimlanmaktadir.
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changing tastes and perceived needs, has been de-
fined as".... changing .... modes of adornment" and as
" ... the current mode of consumption behaviour”.

On reviewing product orientated definitions of fash-
jon, it is clear that many have a very similar con-
tent. Nystrom's [1928] definition has become some-
thing of a classic example; he states that fashion is,

".... nothing more or less than a prevailing style
at any given time."

Kotler [1980] expresses agreement when he defines
fashion as,

".... a currently accepted or popular style in a gi-

ven field."
4, FASHION OVER DIFFERENT TIME FRAMES

A strong element to emerge from the literature is
the recognition of different time frames of fashion
change. Flugel [1930] differentiates between “fixed"
costume that "changes slowly in time" and "modish"
costume that "changes very rapidly in time". It
seems therefore that whilst relatively rapid chan-
ge occurs in some garment types, others only incorpo-
rate minor changes over long periods of time. These
two rates of change may be at either end of a spec-
trum of rates of change. Horn [1975] makes this recog-
nition in her distinction between a "fashion” and a
"custom™:

"The point here is that our definition of terms are
relative rather than absolute. What may appear
to be a dichotomy in the comparison of a fluctuat-
ing fashion with an enduring custom, is in reality
the comparison of two extreme cases selected from
different points along the same continuum."

A recognition that different garment types exhibit
different rates of fashion change has led to the usage
of certain terms such as "classic" and "fad". Often
the term "classic" is used with reference to slowly
changing garment styles. Jarnow, Judelle and Guer-
reiro, for example, use the term to refer to:

"A style that endures over a long period of time."

Classic styles such as the "Chanel suit" and "Bur-
berry" or "Asquascutum" raincoats are typical exam-
ples of garment styles which have remained popular
despite the passage of time. Some authors use the
term "fad" to refer to garment styles of short lived
popularity. Sapir [1931], for example, suggests that
the adoption of fads involves fewer people for a
shorter duration than is generally the case with
most fashion products. Likewise, Jarnow, Judelle and
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Guerreiro [1981] and Greenwood and Murphy [1978]
regard fads as quickly accepted and rapidly declin-
ing fashion products.

5. FASHION ADOPTION: A PROCESS OF
IMITATION

Some observers argue that fashion adoption is gen-
erated through a process of imitation by which indi-
viduals collectively express a social consensus. Bren-
ninkmeyer [1963], for example, recognises the dual
importance of individual impulses and group beha-
viour when she states that:

"Fashion has both a psychological and sociologi-
cal aspect; it is the result of individual aspira-
tions as they are formed by the social system
with which the individual comes into contact.”

Sapir [1931] proposes the following reasons for an
individual's involvement in the adoption of fashion
products: escape from boredom, a search for attrac-
tiveness, distinction seeking, "affirmation of the li-
bidinal self" and a "desire for prestige or notoriety".

‘That individuals involve themselves in fashion

change to express, affirm and assert the "ego" or the
"self" finds wide expression in the literature. A num-
ber of authors maintain that the impetus for fashion
adoption is, in particular, the desire to attract the
opposite sex. This "seduction principle" is expounded
by Laver [1937], a prolific writer of costume history,
when he describes fashion change as a,

".... race for chic - that is, for contemporary seduc-
tiveness which is the essence of fashion.”

Likewise, Amies [1964], a dress designer, claims
that:
"Fashion is a constantly changing means of seduc-
tion."

In a similar vein, Laver [1959] also writes of the
"shifting erogenous zone" by which women's dress
design varies with the passage of time to expose and
focus on different regions of the body. He suggests
that the "erogenous zone" in a dress design must move
continuously to a "new" area of the body just in ad-
vance of standards of modesty to thus excite atten-
tion. However, it seems that many additional moti-
vating factors are at work in the adoption of fashion
products. Broadly speaking, the literature suggests
that power and status assertion are operational dur-
ing fashion adoption. The power that is asserted and
sought after is both actual economic power and ab-
stract personal prestige. Nystrom [1928] maintains
that fashion adoption demonstates " the pre-
sence or possession of wealth", whilst Duncan [1962]
asserts that adoption is dependent on creating and
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Modanin iiriine dayali tanimlamalarini gézden
gegirirken bir gogunun benzeri icerik tasidig1 agiktir.
Nystrom [1928]'un tamimu klasik bir érnek haline
gelmistir; modanin,

"...... verilen bir zamanda yaygin durumda olan
stilden bagka bir gey."

olmadigini belirtmistir. Kotler [1980] modays,

"...... verilen bir alanda o anda kabul goren ya da
popiiler olan stil "

olarak tanimladiginda, aym goriigii ifade etmekte-
dir.
4. FARKLI ZAMAN CERCEVELERI ICINDE MODA

Literatiirden kaynaklanan giiglii bir ge de, moda
degigimlerinin farkli zaman gergevelerinin farkedil-
mesidir. Flugel [1930] "zaman iginde yavag yavag
degigen" "sabit" giysi ile "zaman iginde ok hizh
degigen”, "moda" giysisi arasinda ayrim yapar. Do-
layisiyla, bazi giysi tiplerinde oldukga hizh
degisim ortaya cikarken, digerlerinin uzun zaman
dilimleri iginde yalmizca kiigiik degisikliklere
ugradigy goriilmektedir. Bu iki degigim hizi, degigim
hiz1 spektrumunun her iki ucunda da olabilir. Horn
[1975] bu tamyi, "moda" ve “gelenek" arasindaki
kendi aynmu ile goyle yapmaktadir:

"Buradaki 6nemli nokta, terim tarnumlamalari-
muzin kesin olmaktan gok goreli olmasidir. lleri -
geri giden moda ile dayanikli bir gelenek arasin-
daki kargilagtirmada ikilem olarak goriinen gey,
gercekte aym uzaymn farkli noktalarindan segilen
iki u¢ durum arasindaki bir kargilagtrmadir.”

Farkli giysi tiplerinin farkli moda degigim
hizlar gosterdiginin farkedilmesi "klasik" ve
"ozenti" gibi bazi terimlerin kullanimina yol
agrmughir. "Klasik" terimi ¢ok kez yavag degisen giy-
si stilleriyle iligkili olarak kullamilmugtir.

Jarmow, Judell ve Guerreiro, érnegin, bu terimi,

"Uzun bir zaman peryoduna dayanan bir stil."
anlaminda kullanmgtir.

"Chanel takim " ve "Burberry " veya "Asquascu-
tum " pardesiileri, gecen zamana karsin
popiilaritesini koruyan giysi stillerinin tipik
ornekleridir. Yazarlar "dzenti - fad (ing.)" terimini
popiilaritesi kisa siiren giysi stilleri i¢in kullanmak-
tadir. Sapir [1931], 6rnegin, "6zenti"lerin kabuliiniin,
moda iirtinlerinin ¢ogundaki genel durumdan farkl
olarak daha az siire igin daha az kisiyi ilgilendir-
digini ileri siirmiistiir . Benzer bigimde, Jarnow, Ju-
delle ve Guerreiro [1981] ve Greenwood ve Murphy
[1978] ©zentilere gabuk kabul edilen fakat hizla
kaybolan moda tirtinleri olarak bakmuglardir.
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5. MODANIN KABULU: BIR TAKLIT SURECI

Baz1 gozlemciler moda kabuliiniin, bireylerin bir
toplumsal goriis birligini kollektif olarak
agikladiklar: bir taklit sireci iginde ortaya
gikhigin savunurlar. Brenninkmeyer [1963], ornegin,
bireysel diirtiilerle grup davramigimin ikili 6nemini,

"Modanin hem psikolojik, hem de sosyolojik yonii

vardir; bireysel isteklerin, bireyin temasa gegtigi

sosyal sistem tarafindan olugturulduklan igin bir
sonucudur.”

diyerek kabul etmektedir.

Sapir [1931] bir bireyin moda iiriinlerini benimseme
islevine katilmas: igin asagidaki nedenleri ileri
siirer: Can sikintisindan kurtulma, cekici olma
arayigi, iistlinliik arayigi, "6z benligini kanitlama"
ve "prestij ve taninma istegi". Bireylerin "ego"
larin1 ya da "benlik"lerini agiklamak, kanitlamak
ve kabul ettirmek igin kendilerini moda degigimine
verdikleri literatiirde genig bigimde agiklanmigtr.
Bazi yazarlar moda kabulii igin itici giiciin 6zellikle
kars: cinsi gekme istegi oldugunda 1srar ederler. Bu
"igfal prensibi", gelenekler tarihinin iiretken bir ya-
zan olan Laver [1937] tarafindan, moda degigimini,

g sikhk yarigi, yani modanin esasi olan
cagdas igfal yang."
olarak tamimladiginda agikhga kavugturulmug ol-
maktadir. Benzer bigimde, bir kadin giysisi ta-
sarimeist olan Amies [1964],

"Moda siirekli degisen bir igfal aracidir.”
saviru ileri siirmektedir. Benzer bir iislupla Laver
[1959] de, zamanin akigi iginde, bayan giysisi ta-
sanmunin viicudun degigik boliimlerini sergilemek ve
odaklamak igin degisen "kayan erotik bdlge" lerin-
den soz eder . Bir giysi tasarimindaki "erotik bolge"
nin siirekli olarak gekingenlik simirlarinin biraz
otesinde, dolayisiyla dikkati uyarmak iizere,
viicudun "yeni" bir bolgesine hareket etmesi gerek-
tigini ileri siirer. Bununla beraber moda iiriinlerinin
kabuliinde ek bir ¢ok ydnlendirici faktdriin etkili
oldugu goriilmektedir. Genel konugulursa, literatiir
giig ve statii kanitlamanun modamn kabul siirecinde
etkin oldugunu belirtmektedir. Kanitlanan ve elde
edilmeye galigilan giic hem gergek ekonomik giig,
hem de soyut kigisel prestijdir. Nystrom [1928] moda
kabuliiniin

......... zenginligin varligini ya da zenginlige sa-
hip olundugunu"”

gosterdigini 1srarla savunur, buna kargin Duncan
[1962] kabuliin hiyerargi ve statii sembollerini yarat-
ma ve kullanmaya dayandigim ileri siirer . Giyside
statii, gbriiniigte, liikks ve pahalt kumag kullanimu ile
ya da bir giysideki isciligin seri olarak iiretilme-
digini gosterdigi zaman iletilmig olmaktadir.
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using symbols of hierarchy and status. Status in
clothing can seemingly be conveyed by the use of lux-
urious and expensive fabric or when the workman-
ship of a garment shows that it has not been mass
produced.

In his classic work, "The Theory of the Leisure
Class", Veblen [1889] discusses the display of wealth
by the upper social classes of societies. He claims
that dress can display wealth by indicating both
"conspicuous waste" and "conspicuous leisure". He
states that:

"The great and dominant norm of dress (es) the
broad principle of conspicuous waste - subsidiary
to this principle, and as a corollary under it, we

get as a second norm the principle of conspicuous -

leisure."
It seems that "conspicuous waste" and the display

of wealth has changed in some respects since Ve-
blen's study. In centuries past, the tiny percentage of
the population who were aristocrats or royalty may
have ostentatiously displayed wealth through
wearing clothing constructed from expensive fabrics,
but the display of wealth in contemporary clothing
has seemingly taken on an additional more subtle di-
mension. In recent years, for example, manufacturers
of clothing products have exploited consumer de-
mand for the display of prestigeous trade marks and
brand names on clothing products.

The second expression of wealth, which Veblen
claims manifests itself in dress, is that of "conspicu-
ous leisure", This occurs when garment styles indi-
cate that the wearer is not involved in a menial occu-
pation. Men's and women's business suits would seem
to be typical contemporary examples.

Veblen observes that:

" The dress of women goes even further than that
of men in the way of demonstrating the wearer's
abstinance from productive employment."

It has been recognised that another means by
which clothes can symbolise power, wealth and pre-
stige is through their relative scarcity. Robinson
[1975] for example states that:

"Fashion is a behavioural phenomenon, probably
growing out of status competition. In jockeying for
positions of higher social status, people seek to
demonstrate the extent of their purchasing power.
One way that they do this is through the acqui-
sition and possession of things that are compara-
tively scarce - and, ther~fore, so much the harder
to get. Fashion creates that scarcity by discarding
old forms."
In a previous work Robinson [1961] describes fash-
ion as the "...... demonstrated command over current

2

factors of production”. Because of the constant change
and revision of shapes that fashion represents, an in-
dividual may assert economic power by regularly
adopting the new shapes, a process described as the
".... compulsive pursuit of the rare". It is thus by
change and by the creation of temporarily "scarce”
products that the "symbols" of hierarchy and status,
recognised by Duncan [1962], can be created. The val-
ue of a fashion garment is not absolute or intrinsic but
results from it being part of a process of change. The
distinctiveness and personal assertion, associated
with having the economic power to adopt a scarce
product, is undermined as the product loses its scarci-
ty.

Hazlitt [1818] describes the pursuit of the rare as
".... the race of appearances" and relates this to the
significance of a particular fashion by stating that:

"It exists only by its being participated among a
certain number of persons, and its essence is de-
stroyed by being communicated to a greater num-
ber.”

As a product becomes more widely adopted it loses
its symbolic prestige. As a result, continuous adoption
of innovative products is necessary for a consumer to
maintain possession of the rare and the status that
accompanies it. As a product is progressively regard-
ed as less rare it loses its symbolic prestige and is
gradually discarded. An obvious recognition of this
tendency is made by Simmel [1904] when he states
that:

"As fashion spreads, it gradually goes to its

doom."

Tarde [1904] describes imitation as a "..... basic
principle of social life" and suggests that individu-
als are continuously involved in complex imitation,
not only of each other's pattern of adoption, but also
of each other's reason for adoption. By way of fur-
ther explanation Simmel [1904] states that:

"Imitation.... gives to the individual the ..... sat-
isfaction of not standing alone in his actions.

Whenever we imitate, we transfer not only the

demand for creative activity but also the respon-

sibility for the action from ourselves to another.

Thus the individual is freed from the worry of

choosing and appears simply as a creature of the

group, as a vessel of the social contents."

Without a degree of imitation and consensus, fash-
ions would seemingly not develop. Tarde [1904]
maintains that imitation takes place continuously,
with the major influence tending to be from individu-
als perceived by others to be of relatively superior
status. Many observers appear to agree with the no-
tion that in a class stratified society, the process of

"
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Veblen [1889], "Aristokrat Simuf Teorisi” adl kla-
sik eserinde, toplumun iist sosyal siruflarinda zengin-
ligin sergilenigini tartigmaktadir. Giysinin hem
"gozle goriiliir israf", hem de "gdzle goriiliir serbest-
lik" belirtilerek sergilendigini ileri siirer. $6yle der

"Giysinin en biiyiik ve hakim normu gozle goriiliir
israf genel prensibidir - bu prensibe ek ve bunun
bir sonucu olan ikinci bir norm olarak da gozle
goriiliir serbestlik prensibini goriiyoruz.”

Goriiliiyor ki "gbzle goriiliir israf' ve zenginligin
sergilenmesi Veblen'in incelemelerinden bu yana
bazi1 bakimlardan degismistir. Gegmis yiizyillarda
niifusun aristokrat ya da kral ailesinden olan ¢ok
kiigiik bir oram1 zenginligi pahali kumaglardan
yapilmug giysiler giyerek gosterisli bir bigimde ser-
gilemis olabilir, fakat gagdas giyimde zenginligin
sergilenigi daha ince ek bir boyut kazanmug gibi
goriinmektedir. Son zamanlarda, drnegin, giysi
iirinleri yapimcilari, tliketicinin giysi driinleri
iizerindeki prestij saglayan markalan ve tiir isimle-
rini sergilemeye yonelik isteminden yarar
saglamuglardir.

Veblen'in giyside kendini gosterdigini ileri
stirdiigii ikinci zenginlik gdsterimi "gdzle goriiliir ser-
bestlik " le ilgilidir. Bu giysi modeli, giyen kiginin
bedensel bir igle ilgili olmadigina isaret ettigi za-
man ortaya gikar. Bay ve bayan geleneksel resmi
giysileri tipik ¢agdas ©rnekler olarak
goriinmektedir.

Veblen su gozlemi yapmaktadir:

"Bayanlarin giysileri giyenin iiretken bir igten
uzak olusunu gosterme yolunda erkeklerinkinden
daha ileri gitmektedirler.”

Giysilerin giicii, zenginligi ve prestiji sembolize et-
melerinin bir diger aracinin bunlarin goreli
katliklari oldugu kabul edilmistir. Ornegin Robinson
[1975] soyle der:

"Moda, belki de statii rekabetinden dogan dav-
ranigsal bir olaydir. Daha yiiksek sosyal statii
konumlar igin yarigirken, insanlar satinalma
giiclerinin biiyiikliigiinii sergileme yolunu segerler.
Bunu yapmalarinin bir yolu kargilagtirmali ola-
rak az - ve dolayisiyla elde edilmesi daha zor -
olan egyalar1 elde etme ve onlara sahip ol-
maktir. Moda eski formlarr atarak bu azligr ya-
ratir.”

Daha 6nceki bir calismada Robinson [1961] mo-
day1

".... liretimin halihazir faktorleri iizerinde sergi-
lenmis kontrol"
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olarak agiklar. Modanin temsil ettigi bigimlerin
stirekli degistirilmesi ve gbzden gegirilmesi sonucu ,
bir birey diizenli olarak yeni bigimleri edinerek
ekonomik giiciinii kanitlayabilir ki bu siireg "..... azin
zorunlu aranist” olarak agiklanir. Degigim ve gegici
olarak "nadir" olan iiriinlerin yaratilmasiyladir ki
Duncan [1962] tarafindan taninan hiyerarsi ve statii
sembolleri yaratilabilir. Bir moda giysisinin degeri
mutlak ya da gercek olmayip onun bir degigim
siirecinin pargasi olmasindan kaynaklanmaktadir.
Kat bir iiriinii edinmeyi saglayan ekonomik giice sa-
hip olusla ilgili segkinlik ve kigisel iddia, iiriin
kithgim yitirdikce zaysflar.
Hazlitt [1818] azin aranmasini
yarigi"olarak anlatir ve

gosteris

"yalmizca belirli sayida insan arasinda pay-
lagilmakta oluguyla var olur ve daha biiyiik bir
sayiya iletildiginde temeli yikilir."

diyerek bunu belirli bir modanin 6nemi ile
iligkilendirir.

Bir iiriin daha yaygin kabul goriildiigiinde sembo-
lik prestijini yitirir. Bunun sonucuy, bir tiiketicinin az
olana sahip olmaylr ve bununla gelen statiiyii
siirdiirebilmesi igin yeni iiriinleri siirekli olarak edin-
mesi gereklidir. Bu iiriine gittike daha az kit
goziiyle bakildikga o iiriin, sembolik prestijini yitirir
ve agamal1 olarak elenir. Bu egilimin acik bicimde
tarunmasi Simmel [1904] tarafindan,

"Moda yayildikga, agamali olarak sonuna
ulagir." dediginde olmustur.

Tarde [1904] taklidi "..... toplum yagaminin temel
ilkesi" olarak agiklar ve bireylerin siirekli olarak,
yalnizca birbirlerinin kabul desenlerini degil, fakat
ayn: zamanda kabul nedenlerini de karmagik
bicimde taklit siireci iginde olduklarni ileri siirer .
Daha ileri bir agtklama olarak Simmel [1904] séyle
demektedir:

"Taklit bireye davraniglarinda yalniz olmadig
doyum duygusunu verir. Ne zaman taklit etsek,
yalmizca yaratial etkinlik icin gerekli istemi
degil, aym zamanda bu etkinligin sorumlulugunu
da kendilerimizden bir bagkasina iletmig oluyo-
ruz. Boylece birey segmenin sikintisindan kurtul-
mus olmakta ve en basit bigimde toplumsal
degerlerin bir tagiyicis1 olarak grubun bir iiyesi
goriiniimiinii almaktadir.”

Belirli derecede bir taklit ve goriig birligi ol-
maksizin moda gelismez goriiniimdedir. Tarde [1904]
taklidin, bagkalar: tarafindan goreli olarak iistiin
statiide olduklar: farkedilen bireylerden gelme
egilimi gosteren ana etki ile siirekli bicimde ortaya
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imitation occurs because of the individual's tendency
to aspire to the socio - economic class above his or her
OWN.

Webster an Driskell [1983] carried out an investi-
gation into perceived attractiveness or beauty and its
relationship with the perceived status of the indi-
vidual. From the results of their study they suggest
that the individual who displays an obvious high
status (in terms of wealth or social influence, for ex-
ample),

"..... really will be perceived as more attractive

than, say an identical twin who lacks such high
status.”

Thus it appears that individuals may imitate
others from relatively higher socio - economic groups’
because they admire their appearance.

The probability that fashion adoption balances
and holds in tension the seemingly contradictory ten-
dencies of "differentiation” and "imitation" is a the-
me that recurs in the literature. Horn [1975], for ex-
ample, discusses the tensions of conformity and dis-

tinction in dress whilst Sapir [1931] refers to fashion -

as reconciling the tendencies of "individual fieedom"
and "social conformity"”. He proclaims that:

"Fashion is custom in the guise of departure from
custom."
6. IN CONCLUSION

Although seemingly having a profound influence
on many spheres of contemporary society, it is in the
realm of clothing that fashion is most obviously
manifested and it is in this area that the bulk of
fashion literature focuses attention. When used to re-
fer to a clothing product, the term "fashion” may be
most conveniently applied to a garment style, which
is adopted by a group of people, during a period of
time, that differs in some discernible way from
styles adopted previously. Seemingly, certain gar-
ment styles exhibit different durations of fashion ac-
ceptance. The terms "classic”" and "fad" would seem-
ingly be best employed to refer to the two extremes in
the spectrum of fashion duration. There would seem
to be a pressing need, if understanding is to be en-
hanced, to establish through empirical investiga-
tion the full range of fashion duration and not simply
its extremes.

There is an obvious consensus in the literature that
fashion is a process of continuous change by which
successive fashion products are generated and al-
lowed to succeed one another through acceptance by
members of a social system. The physical character-
istics of the resultant products of this process are
seemingly governed by the changing tastes and per-
ceived needs of the members of the relevant social
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system. The adoption process is a process of imitation
by which individuals collectively express a social
consensus. Numerous motivations to influence indi-
vidual involvement in the adoption process are sug-
gested in the literature. Dominant among these are
the desire to assert or aspire to high social or eco-
nomic status and high personal prestige.
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ciktiginda 1srar eder. Birgok gozlemci taklit siireci-
nin, sinifsal katmanl bir toplumda ferdin kendi si-
nifi tistindeki bir sosyo - ekonomik sinifa yiikselme
egilimi nedeni sonucu olustugu diiglincesi iizerinde
anlagirlar.

Webster ve Driskell [1983] algilanan gekicilik ya
da giizellik ile bunun bireyin algilanan statiisii ile
olan iligkisi iizerinde bir inceleme yiiriitmiiglerdir.
Incelemeleri sonucunda, agikga goriilen (5rnegin zen-
ginlik veya sosyal etkinlik agisindan) bir yiiksek
statii sergileyen bireyin,

".... gergekten, drnegin boyle bir yiiksek
statiiden yoksun bir benzer ikizinden daha gekici
olarak algilanacagini”

ileri siirmektedirler. Dolayisiyla bireylerin goreli
olarak daha yiiksek sosyo - ekonomik gruplardan
olan basgkalarini taklit edebilecekleri zira onlarn
goriiniimlerine hayranhk duyduklari anlagilmak-
tadir.

Moda kabuliiniin goriiniiste geliskili "farklilagma"
ve "taklit" egilimleri arasindaki dengeyi ve gergin-
ligi saglama olasihig: literatiirde sik sik rastlanan
bir konudur. Horn [1975], 6rmegin, kadin giysisindeki
genele uyum ve seckinlik arasindaki gerilmeleri
tartigirken, Sapir [1931] modadan "bireysel
Ozgiirlik" ile "sosyal uyum" egilimlerinin uzlagmasi
olarak s6z eder. Sunu ilan eder:

"Moda gelenekten kagis maskesi altindaki gele-

nektir."
6. SONUC

Her ne kadar goriiniigle gagdag toplumun birgok
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gevrelerinde derin bir etkiye sahipse de, en agik
bigimde modanin kendini gosterdigi yer giysi
alanidir ve bu alandadir ki moda literatiiriiniin
biiyiik boliimii dikkatleri yogunlaghrmaktadir. Bir
giysi iriiniiyle ilgili kullaniminda "moda" terimi,
bir grup insan tarafindan, belirli bir zaman
doneminde, daha 6nce kullanilmis stillerden goze
carpar bicimde farkliik gosteren giysi stillerine ra-
hatlikla uygulanabilir. Baz1 giysi stilleri, goriiniigte
farkli moda kabul edilme siireleri sergilerler. "Kla-
sik” ve "0zenti" terimlerinin moda siireleri spektru-
munun iki u¢ noktasma gosterir bicimde kul-
lanilmalan goriiniigte en iyisidir. Eger anlayigimiz
geligtirmek istersek, ampirik inceleme yoluyla,
moda siirelerinin sadece ug noktalarini degil, Him
yayllma alamini belirlemeye yénelik acil bir gerek-
sinim oldugu anlagilmaktadir.

Literatiirde modanm, sosyal sistemin iiyeleri ta-
rafindan kabul edilme yoluyla birbirini izleyen
moda iirtinlerinin yaratilip bunlarin birbirlerini iz-
ledikleri siirekli bir degisim siireci oldugunda agik
bir goriig birligi bulunmaktadir. Bu siirecin sonunda
ortaya gikan iiriinlerin fiziksel zellikleri goriiniiste
s6z konusu sosyal sistemin tiyelerinin degigken
begenileri ve duyulan gereksinimlerine baghdir. Ka-
bul siireci bireylerin kollektif olarak bir sosyal goriig
birligini agifa vurduklar: bir taklit siirecidir. Lite-
ratiirde, kabul siireci iginde bireylerin iglev yiiklen-
melerini etkileyen ¢ok sayida motivasyon ileri
stiriilmektedir. Bunlar arasinda baskin olans, yiiksek
sosyal ya da ekonomik statii ile yiiksek kigisel pres-
tije sahip olma ya da yiikselme istekleridir.
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